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INTRODUCTION

THERE isno reason to believe that Shakespeare had any great respect
for menin publiclife. The evidenceis al the other way:

Get thee glass eyes,
And, like ascurvy politician, seem
To see the things thou dost not.

But the Elizabethans expected to find upon the stage kings, princes
and generas. The dramatist must thereforefill his scenewith political
figures. His audience must behold these great ones sitting in council,
leading their men into battle, climbing to power or declining to im-
potence. Shakespeare, taking from Holinshed or Plutarch a story or
situation which enabled him to fulfil these expectations, found him-
sf willy-nilly writing a political play. But his characters interested
him first and foremost as men; it is an accident that they should be
men prominent in public affairs or hoping to be so. It is, indeed, a
strange paradox that Shakespeare who, above al other dramatists,
was preoccupied with the private mind and heart of the individual,
should have written agroup of plays unmatched in any literature for
their political content.

Shakespeare, since heisforced to take the palitical field, broadens
it to include al human activities in which private passion or personal
conviction is brought into relation with public life. For Shakespeare
therearisesapolitical issuein thelarger sensewhenever anindividual
isrequired to adjust himsdlf to the practical necessities of his position
in a kingdom or commonwealth, to shape a policy or control its
application. Brutus, the republican philosopher, isasked to accept the
absolute rule of Caesar; Richard 11, wayward and introspective, is
compelled to measure his frail genius against the cold efficiency of
Bolingbroke; Henry V is summoned to show posterity a successful
man of action conforming ingtinctively with the genius of his
countrymen and emerging triumphantly as master of the event;
Richard 11l is cdled upon to exhibit au unbridied intelligence in the
attainment and exercise of power; Coriolanus presents the aristocrat
in avain effort to come to terms with the common man. Grouped

vi



INTRODUCTION vii

around these principa figures of the politica scene is a crowd of
courtiers, prelates and councillors; of loyalists and rebels; of zedous
partisans or detached observers; of men who follow their principles
or seize their opportunities. AlImost every kind of man to be met with
in public life, great or mean, wise or foolish, wicked or virtuous,
smpleor subtle, calculating or generous, isto befound inthese plays.
Some are sketched with a few apparently negligent strokes; others
are drawn with elaborate care. All can be recognised as political
characterswho have their counterpartsin every generation.

A preliminary distinction is necessary. Hamlet, Prince of Denmark,
the expectancy and rose of thefair state, isin some respects apolitical
character. His uncle has usurped the throne of Denmark and it is part
of Hamlet's task to recover it. That is a political problem. Macbeth,
to secure and retain the crown of Scotland, resorts to assassination.
That is a political enterprise. But no one would describe either
'Hamlet' or 'Macbeth' as political plays. The spectator's interest in
Hamlet and Macbethis directed, not towards their political activities,
but to the psychologicd effect of those activities upon themselves.

Hamlet, like Richard 11, is placed in a Situation refractory to his
temperament. Both, for very smilar reasons, prove unequal to their
task. But in 'Hamlet' we are absorbed by a drama of the spirit; in
‘Richard II' by a contest between a king unfitted to rule and a poli-
tician born to succeed. Macheth, like Richard 111, commits murder to
attain hisends. But in 'Macbeth' we areinterestedin what takes place
in the mind of the criminal; in 'Richard 11" with his conduct as a
public man. The political activities of Hamlet and Macbeth areinci-
dental; the political activities of the two Richards form the substance
and texture of the plays in which they appear. Itis true that, Shake-
speare being Shakespeare, his political characters interest us aso as
private persons and have an interior life of their own, but they are
essentialy political characters.

Though Shakespeare had no particular admiration for success in
public life, it isnot to be inferred that he dighted it. Scores of critics
have noted, many with regret, his seemingly contemptuous treat-
ment of the mighty Caesar. Others have found in his portrait of
Henry V more than traces of a satirical intention. Thereis, however,
neither contempt nor satirein the dramatist's handling of these highly
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successful politicians. Certain qualities are necessary to success in
public affairs and certain psychologica consequences attend the exer-
cise of power. Those qualities and consequences are noted by Shake-
speare. Presenting a great dictator or the best of kings, he gives us the
historical facts as he found them and depicts, with the entire sym-
pathy of a creative dramatist, a human character with whom those
facts can be squared. The astonishing veracity of Shakespeare's poli-
tical characters is due, indeed, to the small interest which he took in
politics as compared with the great interest which he took in human
nature. His main concern was not so much with the politics as with
the men who made them. He wasimmune from political bias and his
political characters are therefore true for al time. From the extra
ordinary fact that a production of 'Coriolanus' in Paris recently pro-
voked a political riot and led to the dismissal of a cabinet minister it
might be inferred, as indeed it was by severa distinguished French
critics, that Shakespeare had written a deliberate satire upon demo-
cratic institutions. Nothing could be wider of the mark. Shakespeare
presented in 1609, without malice or favour, a Roman aristocrat
who despised the el ectorate. Shakespeare was not primarily interested
in the merits of aristocracy or democracy as a form of government.
He was interested in Coriolanus as an individual who happened to be
confronted with a political situation which arises in every period of
history and remains with us to-day.

But if Shakespeare had no political bias, he had anatural predilec-
tion for certain human qualities and a marked interest in certain
types of men. It has indeed been persuasively maintained that he had
more sympathy with those who failed in public life, or even in the
conduct of their private affairs, than with'those who succeeded. The
men after his own heart, it is argued, were Brutus, whose every act
was a political blunder; Richard Il, ineffectual in al he undertook;
Hamlet, who, being commanded to destroy King Claudius, fell to
speculating whether he ought not rather to destroy himself, Here,
again, we must beware of attributing to Shakespeare anything in the
nature of a pregjudice. It so happens that many of the qualities which
make for success in life arc more commonplace and less engaging
than those which restrain or embarrass men in the pursuit of
fortune. The qualities that make for public eminence are certainly
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less likely to involve their owners in situations which touch the heart
or quicken the imagination. Of the materially successful person it is
usualy enough to know that he succeeded and, if we should be
tempted to look farther into the matter, we are likely to discover that
his success was due rather to an absence of some of the finer qualities
of mind and spirit that belong to humanity at large than to the pres-
ence of anything of poignant interest to the dramatic poet. The re-
markabl e thing about Shakespeare is not that heinterests us so vividly
in the men who failed in public life, but that he has given us so many
just and lifelike descriptions of the men who succeeded. We shall
find, as we study his political characters in detail, that no dis
torting preference for one man over another mars the equity of his
presentation. If our sympathies lie with Brutus or with Richard Il,
it is because they were in fact more likeable and more interesting
persons than Octavius Caesar or Henry Bolingbroke, and not be-
cause Shakespeare deliberately set out to enlist our sympathy on their
behalf.

The problems and situations that have confronted public men for
the last two thousand years have changed but little. Nor have the
various types of public men who deal successfully or unsuccessfully
with these problems and situations greatly altered. The political
characters of Shakespeare may not be immediately recognisable in
the public men of to-day. They have changed their names, and their
environment has been superficially transformed. But in their essen-
tid qualities, dispositions and conduct they remain the same. The
expedients to which they resort, the devices by which they recom-
mend themselves to public favour, the motives by which they are
governed, the principles which they profess, even the language which
they use to glorify or extenuate their behaviour, can be matched
from history at any period or in any place and never more aptly than
from our own contemporary records. A politician can find no better
handbook to success than the political plays of Shakespeare. Here
he can study the flaws of character and errors in policy or practice
which may ruin his career. Here, too, he can examine and assess the
qualities and habits of mind to be emulated. He will find no better
instruction anywhere upon his persona deportment and manner of
speech; upon the gentle art of making friends and removing enemies,
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upon the adjustment of means to ends and of private conscience
to public necessity. It is not proposed in these studies to emphasise
the extreme relevance of the public activities presented in Shake-
speare's political play$ to those of the contemporary scene. That rele-
vance is merely an incidental consequence of the fidelity to truth
with which the dramatist depicted his political characters. They are
true to-day because they were true when he created them. The
analogies will not therefore be pressed and it will be for the reader,
as he considers Shakespeare's political characters and situationsin de-
tall, to appreciate their bearing upon modern events.

Thereis one political character which constantly recurs in Shake-
speare's higoricd plays and as constantly illustrates how the poet,
exercigng his imagination in the portrayal of politica persons, con-
trives to epitomise, once for al, what is permanent and essential in
their reaction to public events and thus to present a mirror for al
times and occasions. This political character is collective. It is the
crowd which turns from Brutus to Antony, the plebeians who listen
to Menenius Agrippa, the citizens who assemble to buckle fortune
on the back of Richard of Gloucester, the rebels who follow Cade,
the yeomen soldiers at Agincourt to whom alittle touch of Harry in
the night brings comfort and inspiration—in a word, the people of
ancient Rome or Plantagenet England, or of any time or land, whose
collective person is a vociferous or slent protagonist in the play of

. political forces and events. Shakespeare's portrayal of this character
is true, complete and relevant to any political situation. The drama-
tist, here as in so many instances, has forestalled the modern
psychologists. It needed no Gustave Le Bon or Sigmund Freud to
instruct Shakespearein mass psychology, and there are very few pro-
positions or principles laid down in modern text-books on the sub-
ject, or practised by modern political leaders, which cannot be illus-
trated with instances from his plays. No one has contrasted more
vividly the persona conduct of honest Tom, worthy Dick and sen-
shle Harry, as separate individuals, with their collective behaviour
asamob or as aregimented community. Shakespeare had no experts
in psychology to explain this difference, but he had observed it for
himsdfin the people who filled the London streets of Tudor England
and he had noted it in the chronicles which supplied him with his
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material. The mind of a poet, upon the evidence of things seen and
absorbed into the imagination, jumps instinctively ahead of scientific
discovery and his creations are proof against any subsequent re-
search. Einstein may supersede Newton and it may be found that a
straight line is not necessarily the shortest distance between two
points. But Shakespeare's Hamlet could be prompted by motives
buried deep in the unconscious, though his creator had never heard
of the CEdipus complex.

It isimpossible to divorce a political character from the colleagues
with whom he is associated or from the opponents with whom he is
confronted. Brutus must be studied simultaneously with Antony,
Cassius and Caesar; Henry of Monmouth with Harry Hotspur, his
Grace of Canterbury, John Bates and Michagl Williams. Each char-
acter will accordingly be presented in the company of those who
helped or hindered him in his designs and be shown against his own
political background—Brutus with his confederates and opponentsin
the tragedy of 'Julius Caesar'; Richard I with those who played their
parts in the sad story of his deposition and death; Henry V with the
companions of his unregenerate days and with those who sat beside
him in the council chamber or fought beside him at Agincourt;
Richard Il with the distinguished ruffians who abetted him in his
designs and the victims, deserving and undeserving, of his ambition;
Coriolanus with those who hailed him as a saviour of society or
hated him as an enemy of the people.

Sooner or later it will be necessary to decide how far Shakespeare,
who impartially presented such a variety of political characters and
described without prejudice such a diversity of political situations,
had any profound political convictions of his own. He wrote for al
time, but he was a citizen of Tudor England. Was Shakespeare, so
far as he was at dl interested in politics for their own sake, liberal,
conservative or Utopian? Was he content with the absolute rule of
the New Monarchy or ingtinctively a rebel? These arc questions
which need scrupulous examination, not of a passage here and there
in aparticular play, but of the whole field.

The reader js warned in advance that this book will abound in
citations from Shakespeare's text. Those who have them by heart
dready will be wdl content to find them again. To those who
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are less familiar with the script they will supply the necessary
evidence.

John Kests, in a letter to Reynolds written on April lyth, 1817,
begs his friend: "Whenever you write, say a word or two on some
passage in Shakespeare that may have come rather new to you,
which must be continualy happening, notwithstanding that we have
read the play some forty times; and he goes on to transcribe for his
friend some lines from The Tempest', which, he says, had 'never
struck me so forcibly as at present’.

The author of these studies hopes to do for the reader here and
there what Reynolds was asked to do for Keats: to say a word or
two on some passage in Shakespeare which may have come rather
new to him and may possibly surprise the less devout.
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MARCUS BRUTUS

BRUTUS has precisely the qudities which in every age have rendered
the conscientious liberal ineffectua in public life. His convictions re-
quired him to take the lead in a political conspiracy which, for its
success, called for great agility of mind, a deft and calous adjust-
ment of means to ends, acceptance of the brutal consequences which
attend an act of violence, and insight into the motives of men less
scrupulous and disinterested than himself. In al these respects he was
deficient. Brutus, plotting the assassination of Caesar, did violence
to his character, entered into association with men whom he did not
understand and involved himsdlf in events which he was unable to
control. He committed himself to a course of action which could
only bejustified by principles which had ceased to be vdid for the
society in which he lived and which entangled him in unforeseen
consequences with which he was unable to cope.

Shakespeare presents the essential features of this character in less
than one hundred and seventy lines of an exposition so vivid and
fluent that its compact efficiency may easily be overlooked. Every
line delivered by Brutus m his opening scene with Cassius reveas
a distinct aspect of his quality.

Look through it carefully, ticking off the points one by one.

(1) The recluse
Caesar with histrain has departed to celebrate thefeast of Lupercal.
Cassus and Brutus are |eft alone upon the stage:

CASSIUS: Will you go see the order of the course?

BRUTUS: | amnot gamesome: | do lack some part
Ofthat quick spirit that isin Antony.
Let menot hinder, Cassius, your desires,
Til leave you.

(2) The man divided against himself
Cassius complains that recently he hasnot had of Brutus that gentle-
ness and show of love which he has aright to expect. Brutus replies:

A
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Vexed | am
Oflate with passions of some difference,
Conceptionsonly propertomyslf;

and he hopes that his friends will not be grieved:

Nor construe any further my neglect,
Thanthat poor Brutus, withhimselfatwar,
Forgets the shows of love to other men.

(3) The recoilfrom action

Cassius begins with infinite caution to hint at the part which
Brutus is expected to play in the conspiracy. Brutus shrinks in-
dinctively from this covert solicitation:

Intowhat dangerswouldyouleadme, Cassius,
That you would have me seek into myself
For that whichisnotin me?

(49) The man who gives himselfaway

An ingtant later, however, this man, who recoils from the neces-
Sty to act and denies his fitness for a deed that has begun to take
shape in his mind, by a dip of the tongue betrays his secret. On
hearing a flourish and shout from the Capitol he exclams.

| do fear the people
Choose Caesar for their king.

Cassius pounces on the unguarded word:

Ay, do youfear it?
Then must | think you would not have it so.
Brutus can make no further effort to conced his thoughts. He would
not have Caesar crowned. He loves honour more than he fears

death. Heisready to undertake any enterprise, 'if it be aught toward
the general good".

(5) The republican

Cassius now plays on the hereditary devotion of Brutus to the
republican idea. Other men were born as free as Caesar; Cassus and
Brutus, Roman for Roman, are as good as Caesar:

The fault, dear Brutus, is notin our stars,
Butin oursdves, that we are underlings.
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Brutus and Caesar; what should bein that ‘Caesar* ?
Why should that name be sounded more than yours?
Write them together, yoursis asfair aname;

Sound them, it doth become the mouth as well;
Weigh them, itis as heavy; conjure with 'cm,
'Brutus will start aspirit as soon as 'Caesar'.

Now, in the names of dl the gods at once,

Upon what meat doth this our Caesar feed,

That heis grown so great? Age, thou art shamed!
Rome, thou hast logt the breed of noble bloods!
When went there by an age, since the great flood,
But it was fam'd with more than with one man?

0, you and | have heard our fathers say,

There was a Brutus once that would have brook'd
Th' eternal devil to keep his state in Rome
Aseasly asaking!

(6) The reluctant conspirator
Brutus, as he ligens to Cassius, has one car dert for noises from the

Capitol. He interrupts his companion only to surmise that the ap-
plauses coming from that quarter are for 'some new honours that
are heaped on Caesar' and, when Cassius concludes, he is moved to
declare himself yet more openly:

What you would work me to, | have some aim:

How | have thought of this and of these times,

| shal recount hereafter; for thispresent,

| would not, so with love | might entreat you,

Be any further moved. What you have said

| will consider; what you have to say

| will with patience hear, and find atime

Both meet to hear and answer such high things.

Till then, my noble friend, chew upon this:

Brutus had rather be avillager

Than to repute himsdlf a son of Rome

Under these hard conditions asthis rime

Islike tolay upon us.

Here, then, in one brief scene, is an epitome of Brutus in Sx chap-

ters. He is not gamesome and would leave Cassius to attend the
festival done. He had avoided the company of his friends to brood
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upon conceptions only proper to himsdf. He is vexed with passions
of some difference and is with himsdf at war. He shrinks from the
dangers into which he may be led if he should look too deeply into
his convictions and admit the necessity to act upon them. He, never-
theless, betrays involuntarily the secret that vexes him and is success
fully brought to a full and frank confession by the skilful prompt-
ing of his future confederate. The inginctive reluctance of the
political philosopher is not yet, however, overcome and he would
not for this present be any further moved. He promises to consider
what Cassius has said and concludes with a merely genera assurance
that Brutus would rather be avillager than accept the situation.

The character of Brutus is thus defined, the quality of Cassius sug-
gested and the argument of the tragedy announced. The dramatist
aready hashisplay infull career.

It is not the purpose of these studies to show that Shakespeare as a
dramatic craftsman knew his business, but it may be parenthetically
clamed that he has certainly made good use of the 170 lines of the
scene under analysis and it should not be forgotten, in appreciating
this remarkable performance, that Cassius has aso found time to de-
liver the celebrated bravura passages in which he describes Caesar's
leap into the Tiber and the fever which he had in Spain.

Caesar and his train return from the Capitol. Brutus, at the sug-
gestion of Cassius, plucks Casca by the deeve as the procession
passes and Casca remains behind to tell them 'after his sour fashion’
what happened at the festival.

Brutus, like Hamlet, has the artist's craving for detail in the por-
trayal of persons and events. Hamlet, on first hearing of the ghost
which had appeared at Elsinore, must picture the incident for him-
sef. Precisdy how long did the apparition stay? His beard was
grizzled, no? Was the face pale or red? So Brutus entreats Casca:
Tel us the manner of it. What was the second noise for? Was the
crown offered three times to Caesar? These questions follow hisown
vivid description of Caesar and his train as they enter. Brutus, we
redise, has the eye and disposition of a poet:

Theangry spot doth glow on Caesar'sbrow,
Andall therestlook likeachiddentrain:
Calpurniascheekispale; andCicero
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Looks with such ferret and such fiery eyes
As we have seen him in the Capital,
Being crossd in conference by some senators.

It is the function of Cassius throughout the tragedy, not only to
present in himself apolitica type, but to act as afail to Brutus, whose
character stands out the more vividly for the contrast. The audience
has aready begun to appreciate the very different qualities of the two
men. But Shakespeare, |est the point should have been missed, drives
it home with afinal stroke. Casca and Brutus have in turn quitted the
stage. Cassus is left adone. Listen, now, to the practica man of
affairs, who seespolitical factsasthey are:

Wall, Brutus, thouartnoble; yet, | see,
Thyhonourablemetal may bewrought
Fromthat it is disposed: therefore 'tis meet
Thatnoblemindskeepever withtheir likes;
For who so firm that cannot be scduc'd?
Caesar doth bear me hard; but he loves Brutus:
IfI were Brutus now and he were Cassius,

He should not humour me.

Cassius frankly admits that if, like Brutus, he had stood in favour
with Caesar hewould never have alowed himself to be 'seduced* into
rebellion. He is the familiar type of politician who plumes himself
on being a 'realist’ and stoutly affects to base his political conduct on
the meanest of motives. The implication that Brutus would do well
to avoid politics altogether—for it is meet that noble minds keep
ever with their likes—is equally characteristic. It expressesjust that
blend of admiration and contempt felt by the practical man of affairs
for the man of principle.

Cassius, having paid this tribute to his own good sense, declares
his intention of resorting to an expedient which shows him to be a
political tactician of resource:

| will thisnight,
In several hands, in at his windows throw,
Asifthey came from severa citizens,
Writingsdl tendingtothegreat opinion
That Romeholdsof hisname; whereinobscurely
Caesar's ambition shall be glanced at.
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From Cassius, flaunting his realism by daylight in the Streets of
Rome, the dramatist jumps forward to Brutus at odds with his
idedlism by starlight in his orchard. It is surely no accident that the
first words uttered by these two men as soon as they find themselves
aone should so neatly present the contrast between them. Cassius
hasjust declared that his cause is personal: Caesar bears him hard. He
knows precisdly what he means to do and why. He has no misgiving
concerning his purpose or quams of conscience concerning the
means. Listen now to Brutus:

It must be by his death: and, for my part,

| know no personal cause to spurn at him,
Butforthegeneral. Hewouldbecrown'd:

How that might change his nature, there's the question:
Itisthe bright day that brings forth the adder;

And that craves wary walking. Crown him?—that!
And then, | grant, we put astingin him,

That at hiswill hemay dodanger with.

The abuse of greatness is when it digoins

Remorse from power; and, to speak truth of Caesar,
| have not known when his affections sway'd

More than his reason. But 'tis acommon proof,
That lowlinessisyoung ambition'sladder,

Whereto the climber-upward turns his face;

But when he once attains the upmost round,

He then unto the ladder turns his back,

Looksin the clouds, scorning the base degrees

By which he did ascend. So Caesar may.

Then, lest he may, prevent.

Compare the candid smplicity with which Cassius sees and admits
the truth about himself with the confused thinking of Brutus and its
sharp divorce from political reality. Cassius has decided that Caesar
must be unseated because Caesar didikes him and because Caesar
is the absolute master of Rome. To Cassius it is a matter of indiffer-
ence whether Caesar be called king, consul or imperator. For Cassius
the word 'king' is no more than a bogey with which to frighten a
republican philosopher. And how well he has succeeded! For hereis
Brutus dwdling in soliloquy, not on any abuse of power which
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Caesar has committed, not upon any present evils of dictatorship,
but upon something which may happen to Caesar and to Rome if
Caesar be crowned. Caesar is not himsdlf to be feared, but Caesar
with a diadem upon his head may become a public menace; Caesar
must die lest, being made king, he should change his nature. The re-
flective idealigt, living in imagination, is more impressed by the idea
or symbol of power than by the thing itself.

It too often happens that, when Shakespeare's genius is strikingly
manifest in a phrase or passage, his critics are puzzled and even
moved to suggest that something has gone wrong with the text.
This soliloquy of Brutus, in which the dramatist exhibits asalient and
abiding characteristic of the doctrinaire in politics, has been con-
demned by many commentators. Coleridge found the speech to be
'singular' and confessed frankly that he did not understand it. How
could Brutus, he asks, say that he had no cause to spurn at Caesar in
his past conduct as aman? Had Caesar not crossed the Rubicon? Had
he not entered Rome as a conqueror? Had he not placed his Gaulsin
the senate? Coleridge is even more disconcerted by the suggestion
that Brutus would have had no objection to Caesar provided he re-
mained as good a ruler as he had hitherto shown himsdlf to be. This
brilliant critic not only finds the speech 'discordant®, but accounts for
his inability to 'see into Shakespeare's motive' by quotingjust those
historical facts which give to the soliloquy its true significance.
Brutus cannot see persons or events as they arc. That is the essence of
his character. Caesar has done al the things of which Coleridge re-
minds us. He is aready a full-blown tyrant. But Brutus takes no
account of these redlities. He is obsessed by a pedantic horror of king-
ship, by the republican traditions of his family and by the hypo-
thetical evils which may follow upon the violation of a precon-
ceived theory of government.!

Brutus, having delivered his first soliloquy, continues to show how
unfitted heis for politica leadership. Note how easily he is moved by

! Coleridge, unlike critics of a lesser breed, though puzzled by the speech, is re-
luctant to censure the dramatist. In confessing that he has faded to understand
Shakespeare's drift and finds it 'discordant’, he interjects widi a fine humility:
This, | mean, is what | say to myself with my present quantum of insight, only

modified by my experience in how many instances | have ripened into a perception
of beauties where | had descried faults.'
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the letters thrown in at his window. That this can be the trick of a
seducer never enters his head. He is too honest a soul to suspect
knavery in other men. And, in reading these letters, he again be-
trays his obsession with the historic symbols of sovereignty at a time
when a practical politician would be thinking of present abuses:

My ancestors did from the streets of Rome
TheTarquindrive, whenhewascall'daking.

His mind is set upon abstractions. His conscience, moreover, is
troubled and hiswill perplexed. Shakespeare has already shown him
to be aman divided against himself. This, being an essential theme
of the play, needs further emphasis:

Between the acting of adreadful thing
And thefirst motion, dl dieinterimis
Likeaphantasma, or ahideous dream:
The Genius and the mortal instruments
Are thenin council; and the state of man,
Liketo alittle kingdom, suffersthen

The nature of an insurrection.

From this hideous dream, he is harshly awakened to the sordid
redities of political enterprise by the arrival of Cassus and his
confederates, their hats plucked about their ears, their faces buriedin
their cloaks. His recoil isimmediate:

O conspiracy!
Sham'st thou to show thy dangerous brow by night,
When evils are most free? O! then by day
Where wilt thou find acavern dark enough
To mask thy monstrous visage?

A fastidious contempt of the shameful means necessary to achieve his
ends is the constant mark of a politicd idedist. Brutus carries it to
extremes. Later on, we shdl find him in one breath demanding
money of Cassius to pay his troops and, in the next breath, expressing
a passionate disapproval of the methods by which the money has
been raised. Meanwhile, he rails against the common precautions
incident to conspiracy and protests vehemently against a suggestion
that the confederates should confirm their resolution with an oath:
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Unto bad causes swear
Such creatures as men doubt; but do not stain
The even virtue of our enterprise,
Nor th' insuppressive mettle of our spirits,
To think that or our cause or our performance
Did need an oath.

These are straws, but they dl blow one way. Brutus, with every
word he utters, discloses some fresh aspect of his ineffectual, sublime
approach to the business in hand.

What follows is more than a straw. Brutus takes his first political
decision and it is a blunder which is to bring his enterprise to ruin.
His motives arc high and his verdict is morally right, but it is never-
theless fatal to success. Decius Brutus demands: 'Shall no man else be
touch'd but only Caesar? Cassius takes up the point:

Decius, well urged: | think itis not meet,
Mark Antony, so well beloved of Caesar,
Should outlive Caesar: we shall find of him

A shrewd contriver; and you know, his means,
Ifheimprove them, may well stretch so far
Asto annoy us al; which to prevent,

Let Antony and Caesar fall together.

Brutus rejects the advice of Cassius. Antony, he contends, is but a
limb of Caesar, who can do no more harm than Caesar's arm when
Caesar's head is off. In urging this view upon his friends, Brutus
further displays his horror at the means to be used against Caesar
and seeks to disguise from himself the very nature of his deed. He
wishes, characteristically, that Caesar might die without being killed,
die bloodless victim in a stately sacrifice:

We dl stand up against the spirit of Caesar;
And in the spirit of men there is no blood:

O, that we then could come by Caesar's spirit,
And not dismember Caesar! But, alas,

Caesar must bleed for it! And, gentle friends,
Let's kill him boldly, but not wrathfully;
Let'scarvehim asadishfit for the gods,

Not hew him as a carcassfit for hounds.

Brutus then dismisses the conspirators. He is again aone and
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Shakespeare now has a moment in which to show us that this
pedantic and ineffectual conspirator is, in private life, both sensitive
and accessible—as responsive to humane, as heis obtuse to political,
values. He calls hisservant:

Boy! Lucius! Fast adegp?Itisno matter;
Enjoy the honey-heavy dew of slumber:
Thou hast no figures nor no fantasies,
Which busy care draws in the brains of men;
Therefore thou dlegp'st so sound.

This charming touch, disclosing the ‘gentle Brutus, is followed
by the famous scene between Brutus and his wife. Portia reproaches
her husband:
You'veungently, Brutus,
Stole from my bed; and yesternight, at supper,
Y ou suddenly arose, and walk'd about,
Musing and sighing.

Incidentally she revedls the intensity of the inner conflict to which
Brutushasalready confessed:

[twill not let you eat, nor talk, nor dleep,
And could it work so much upon your shape
Asit hath much prevail'd on your condition,
| shouldnotknowyou.

She begs to be made acquainted with his secret. He has some sick
offence within his mind and by the right and virtue of her place she
clamshis confidence:

Isit excepted | should know no secrets

That appertainto you? Am | yourself

But, asit were, insort or limitation,

To keep with you at meas, comfort your bed,

And tak to you sometimes? Dwell | but in the suburbs
Of your good pleasure? Ifit be no more,

Portiais Brutus' harlot, not his wife.

Brutusis prompt to acknowledge an appeal to his senshilities as a
private person. It requires no Shakespeare to discover that an in-
effectual politician can be happy and enlightened in his domestic
relationships, but the point is worth noting. The gentle Brutus is
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never more likeable than when he answers Portia in the orchard at

daybreak:
yor Oyegods,

Render meworthy of thisnoblewife!

_ [Knocking within.
Hark, hark! oneknocks. Portia, goinawhile;
And by and by thy bosom shall partake
The secrets of my heart.
All' my engagements I'll construe to thcc,
All the charactery of my sad brows.

The spectator who has followed with attention so far Sheke-
speare's unfolding of the character of Brutus may at this point be
tempted to ask why, if Brutus be so plainly unfitted for conspiracy,
s0 shrewd a man as Cassius should have been anxious to secure him
for a leader. The answer comes pat upon the knocking heard while
Brutus and his wife are together. Caius Ligarius has caled to be
initiated into the plot. 'What's to do?* he asks. Brutus says he will
explain the matter as they go. And Caius Ligarius exclams:

Set on your foot,
And with aheart new-fired | follow you,
To do | know not what; but it sufficcth
That Brutusleads me on.

In addition to a family tradition which goes back to Tarquin, Brutus
has a dainless reputation. All Rome knows him to be honourable,
disinterested, without ambition. Men are ready to follow him with
confidence. His bare word is enough. He lends an air of respect-
ability to the confederacy and, for this reason aone, he is essentia to
the enterprise.

Brutus has reveded the inward stress to which his mind and con-
science are submitted. He is now to be shown as the professed, self-
conscious stoic in action. A hint of this outward and somewhat arti-
ficia stoicism has already been dropped in hisfarewell remarks to the
conspirators as they leave him aonein the orchard:

Good gentlemen, look fresh and merrily;
Let not our looks put on our purposes,
But bear it as our Roman actors do,
Withuntir'dspiritsandformal constancy.
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That Brutus should liken himsdf at this criticadl moment to an actor
is a reveding touch and, lest its significance should be lost, Shake-
speare is presently to show that the formal constancy which Brutus
professes and which he urges upon his friends has by no means
obliterated the inner compunction with which he goes into action.

The swiftly moving scenes which precede and follow the killing of
Caesar need the closest attention if their full significance as afurther
revelation of the character of Brutus is to be appreciated. For the key
to his conduct at this point of the tragedy is to be sought precisely in
the heartbreaking contrast here shown between his formal constancy
as an assassin, largely assumed, and the kindly, fastidious nature of
the man himsaf.

Shakespeare makes us sensitive to this aspect of the tragedy at the
conclusion of a brief scene in which the conspirators cal upon Caesar
to conduct him to the Capitol. Caesar thanks them for their pains and
courtesy and invites them into his house. This closing incident is
covered in four lines:

CAESAR: Good friends, goin and taste somewinewith me;
And we, likefriends, will straightway go together.

BRUTUS (aside): That every likeis not the same, O Caesar,
The heart of Brutus yearns to think upon!

Itisthe last glimpse we get into the heart of Brutus before Caesar
iskilled. Shakespeare, at this penultimate moment, warnsus not to be
deceived by the front of brass which his hero is about to assume after
the high Roman fashion. The dramatic measure in these four linesis
pressed down and running over. Shakespeare has aready shown
Brutus flinching from the more seamy aspects of conspiracy, which
muffles its face even by night from honest men and proclaims its
dark fealty with an oath. The noble Brutus has now to face a last
indignity which it is smal wonder that he yearns to think upon. He
is to take wine with his intended victim in a sacrament of good
fellowship; they are to go together like friends to the place of
butchery. The incident is not only intensely dramatic in itself but
enables us to see behind the stoic mask which Brutus has assumed.

It is impossible to resist recalling now and then conspicuous in-
stances in which Shakespeare's more illustrious critics have found in
the finest strokes of his genius occason to deplore his lack of art.
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Coleridge, as we have seen, found the first soliloquy of Brutus ‘dis
cordant’. Voltaire found the incident at present under consideration
to be 'low, vulgar and barbarous. Voltaire saw 'Julius Caesar' acted
in London. 'These are no Romans who are talking/ he writes; ‘they
arc peasants of a past age conspiring in a wine-shop; and Caesar, who
invites them to drink a bottle with him, does not in the least re-
semble Julius Caesar. The absurdity is outlandish.' Voltare was,
nevertheless, genuinely moved by the play. It was a 'monstrous
spectacle, but he felt obliged to confess that 'from time to time sub-
lime points glitter and shine forth like diamonds scattered in the
mire/ Nor did he, in this particular instance, disdain the sincerest
form of flattery. He imitated Shakespeare's play in a version of its
first three acts which he falsely described as a translation and wrote an
original tragedy on the same theme, 'La Mort de Cesar', in which he
made up for what he considered to be a lack of dramatic interest in
the authentic history of the conspiracy by accepting the fable that
Brutus was Caesar's son. The point to be noted here, however, is one
wliich will receive further illustration as we proceed, namely, that
Shakespeare is never morelikely to incur rebuke from his critics than
when giving of his best. This incident of Caesar taking wine with the
conspirators was certainly not in Voltaire's opinion one of the 'sub-
lime points’, and the Frenchman, though he confesses to being moved
by the play as awhole, begs his readers to 'pity rather than blame a
people for ignorance of what constitutes good taste.'

Brutus, shrinking inwardly, plays his part in the assassination
apparently without a qualm. Watch him closely through the scene.
It is a model performance of the stoic in action. Popilius Lena, not
one of the conspirators, coming up to Casca, wishes that their
enterprise may thrive. He leaves the startled Casca, goes up to Caesar
and talks with him apart. Cascafears that the whole plot is discovered
and that Popilius may be warning Caesar against them. Cassius is
mightily disturbed and shows it. 'Brutus, what shal be done? he
exclams. Brutus, apparently unshaken, urges his confederate to give
proof of the virtue which he has himself assumed:

Cassius, be constant:
Popilius Lena speaks not of our purposes:
For, look, he smiles, and Caesar doth not change.
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It is Brutus who takes control of the proceedings. Metellus Cimber
advances to make his petition to Caesar. Brutus redises that the
moment hascome:

Heis addressd: press near and second him;

and it is Brutus who strikes the final blow. In the confused scene that
follows the assassination it is again Brutus who reassures the spec-
tators.

People and senators, be not affrighted;

Fly not; stand gtill: ambition's debt is paid;

and it is Brutus who inggts that he and his confederates are aone
responsible:
and let no man abide this deed
But we, the doers.

It is Brutus, again, who takes the lead such asit is, in the salf-
conscious posturing of the assassins over aesar's body. These men
have no policy or plan. They have killed Caesar, but have no idea
what to do next beyond going forth into the streets of Rome and
crying 'Liberty*. But they are deeply impressed with their own per-
formance and carried away upon a tide of heroic self-importance
which calls for some form of symbolic expression. They are seized
with a kind of sublime hysteria and Brutus, for dl his stoicism,
catchestheinfection:

Fates, we will know your pleasures:
That we shall die, we know; 'tis but the time
And drawing days out, that men stand upon.

Cassius takes the cue:

Why, he that cuts off twenty years of life
Cuts offso many years of fearing death;

and Brutus, easing his conscience for the killing of his friend, and
carrying to dreadful extremesthe sacrificia mood in which he struck
the fatal blow, argues that Caesar himself should be grateful for the
deed and suggests ablood rite in consummation:

Grant that, and then is death a benefit:
So arewe Caesar's friends, that have abridged
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Histime of fearing death. Stoop, Romans, stoop,
And et us bathe our handsin Caesar's blood
Uptotheelbows, and besmear our swords:
Thenwalk weforth, evento the market-place;
And waving our red weapons O'er our heads,
Let'sdl cry, 'Peace, freedom and liberty!"

Brutus, in the scene of the assassination, has shown physical courage
and presence of mind. These virtues do not, however, qualify a man
for success in public life. He needs dso ability to appreciate political
redlities and a knowledge of men. Brutus, in the first decisions taken
by the conspirators, shows himself constitutionally deficient in both
these attributes. He persists in his mistaken estimate of Antony and
caps the blunder of sparing his life with the yet more fatal blunder
of giving him permission to speak in Caesar's funeral. Antony, he
maintains, is awise and valiant Roman; Antony will be their friend.
Cassiusis not convinced:

| wishwe may: but yet havel amind
That fears him much; and my misgiving till
Fdls shrewdly to the purpose.

Note well the contrast between the behaviour of Brutus and Cas-
sius when Antony comes upon the scene. Brutus, assuring Antony
that for him their swords have leaden points, dwells on the purity of
their motives and the humanity of their cause:

Y et see you but our hands
And this the bleeding business they have done:
Our hearts you see not; they are pitiful;
Andpitytothegenera wrongof Rome—
Asfiredrives outfire, so pity pity—
Hath done this deed on Caesar.

Cassius, on the other hand, calloudly strips the assassination of all
moral significance. He assures Antony:

Y our voice shall be asstrong asany man's

In the disposing of new dignities.

The tyrant is dead; we are now to share the spoils and Antony will be
consulted in their distribution. This is practical politics. Cassius goes
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straight to the point and in one stroke of dreadful, unconscious irony
completely destroys the high pretensions of his colleague.

v Shakespeare has so far used Cassius for his principa foil in reved-
ing the character of Brutus. Cassius is the politica redist who, seeing
no place for himsdf in Caesar's Rome and aware that Caesar bears
him hard, has decided that Caesar must be dain. Such aman, in every
word he utters, presentsjust the contrast which is needed to throw
into relief the moral and intellectual qudities of his friend. But the
time has now come to present another aspect of Brutus which, equally
with his unpractical idealism, foredooms him to failure as a public
man, and Shakespeare employs for this purpose a politician of a very
different type. The lean and hungry Cassius gives place to the game-
some Antony; the man who thinks too much to the sanguine oppor-
tunist who hardly thinks at dl but responds to the mood of the
moment. Brutus, the man of sentiment, is now to be contrasted with
Antony, the man of passion, and we are soon to redlise that passion
in politics can be as effective as sentiment is unavailing. Antony uses
his private grief to inflame the emotions of the crowd. He is that
most effectively mischievous of orators who can blend an emotion
sncerely felt with p. nicely calculated appeal to the feelings of his
audience. Giving free rein to a personal passion he at the same time
plays upon the passion of the mob. His blood may be at fever heat,
but he keeps a cool head. Above dl, he understands the common man
and can put himsdfinto immediate sympathy with those about him.
He has no political convictions, no programme either of reaction or
reform. Heintends to save himsdlf and to avenge his friend. Heis the
politician to whom politics will never be more than a game and who
of his own choice would never have concerned himsdlf seriously with
public affairs. He is the politica amateur who in time of peace exces
in sport and revels long o' nights, and who, in time of war, goes into
battle asinto astadium.

Antony first appears as an athlete who is to run in the Lupercalia.
Itistrue that during the festival he offers Caesar akingly crown, but
this is merely a persona gesture. He isjust the sort of man Caesar
would choose for an act which is merely designed to test the feeling
of the crowd—a man who, if the act miscarries, may be rebuked as a
headstrong, ingenuous and over-zealous admirer. That Antony had
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never taken any specia interest in politics or shown any political
senseis indicated in the first significant words which are put into his
mouth. Caesar, returning from the games, declares his suspicion of
Cassius. Antony replies.

Fear him not, Caesar; he's not dangerous;

HeisanobleRoman and well given.
This careless reveller, who has yet to discover his power for mischief,
commits in two lines three major blunders which a trained politician
would have avoided: he tactlessly suggests that Caesar is liable to
fear, a possibility which Caesar at once repudiates; he expresses a
heedless opinion that Cassius is not dangerous;, and he bases this
opinion on the ground that Cassius is a member of the aristocracy. It
seldom occurs to members of the ruling class that one of themselves
may lead arevolution, though that is how most revolutions begin.

Antony is, nevertheless, a formidable opponent, as Cassius vainly
ingsts. It is true that he has not yet taken any serious interest in
politics and that he is deficient in political judgment. It is true, as
Brutus points out, that 'he is given to sports, to wildness and much
company™. But he is a man whose passion, once it is aroused, whose
ready tongue and coarse humanity, whose genius in adapting him-
sdf to the moods of men, mark him out as a most dangerous enemy.
It is characteristic of Brutus that he picks on the very quality in
Antony which renders him so formidable as proof that he is not to be
feared. Brutus, the recluse, despises Antony as one who is given to
'much company'. But it isjust because Antony is a sociable person
that he can so effectively adapt himself to all occasions.

Shakespeare from the outset strongly underlines the sincerity of
Antony's grief for Caesar. Antony, it is true, flees to his house
amazed on hearing of Caesar's death and takes the obvious precau-
tion of sending his servant to the Capitol with a conciliatory mes-
sage addressed to the conspirators before he himself ventures to
appear. To this Brutus replies with asafe-conduct:

Thy master is awise and valiant Roman;

| neverthought himworse.

Tell him, so please him come unto this place,
He shall be satisfied; and, by my honour,
Depart untouch'd.
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But Antony, when he appears, throws caution to the winds. He
ignores the welcome accorded him by Brutus. He has eyes only for
the fallen Caesar:

0 mighty Caesar! dost thou lie so low?
Areadl thy conquests, glories, triumphs, spoils,
Shrunk to this little measure?—

and he turns recklessly upon the assassins:

1 know not, gentlemen, what you intend,

Who ese must belet blood, who elseis rank:

IfI myself, thereisno hour so fit

As Caesar's death's hour, nor no instrument

Of half that worth as those your swords, made rich
With the most noble blood of dl this world.

| do beseech ye, if you bear me hard,

Now, whilst your purpled hands do reek and smoke,
Fulfil your pleasure. Live athousand years,

| shdl not find myself so apt to die.

Note, however, thesuddentwist that follows;

No place will please me so, no mean of death,
As here by Caesar, and by you cut off,
The choice and master spirits ofthis age.

That last line providesthekey to Antony'sconduct in the scenesthat
follow—aqrief for Caesar, an outward respect for the assassins, which
imposesonBrutus, andabitter, secretirony, whichisclearly apprec-
iated by Cassius.

Antony comes to terms with the conspirators. One by one he
takes them by the hand, declaring that he doubts not of their wis-
dom. Suddenly, however, hisgrieffor Caesar again breaksout:

That | didlove thee, Caesar, O, 'tis true:

If then thy spirit look upon us now,

Shall it not grieve thee dearer than thy death,
To see thy Antony making his peace,
Shaking the bloody fingers of thy foes,

Most noble\ in the presence of thy corse?

The interjection of the words 'most noble* is another superb stroke
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of character. In the full tide of his sorrow Antony has become aware
of the effect of his words on the men who have killed Caesar. He
accordingly, with the same outward deference which described them
as the choice and master spirits of this age and which will prompt
him in his coming oration to insist that they are dl, al honourable
men, dipsin here atribute to their nobility. He continues, however,
to express his grief and admiration for the dead man, declaring that
it would become him better to weep his eyes out than to close in
terms of friendship with Caesar's murderers. His passion mounts and
finds rdief in the desperate punning to which Shakespeare's char-
acters so often resort when their feelings become too much for them:

O world! them wast the forest to this hart;
And this, indeed, O world! the heart of thce.
How like a deer, strucken by many princes,
Dost thou herelie!

Thisistoo much for Cassius. He interrupts the speaker and there
followsapassagein which Antony, Brutusand Cassius, eachinafew
brieflines, onceagain declaretheir several characters:

CASSIUS: Mark Antony,—
ANTONY: Pardon me, Caius Cassius:
The enemies of Caesar shall say this;
Then, inafriend, itis cold modesty.
CASSIUS: | blame you not for praising Caesar so;
But what compact mean you to have with us?
Will you be prick'd in number of our friends,
Or shall we on, and not depend on you?
ANTONY : Thereforel took your hands, but was, indeed,
Sway'd from the point, by looking down on Caesar.
Friendsam | withyou dl, andloveyouall,
Upon tliis hope, that you shall give me reasons
Why and wherein Caesar was dangerous.
BRUTUS: Or elsewere this a savage spectacle:
Our reasons are so full of good regard
That wereyou, Antony, the son of Caesar,
Y ou should be satisfied.

At therisk of amost damnableiteration, it isimpossible to refrain
from again remarking how the dramatist, without diminishing the
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speed of his action or diverting for an instant the interest of his
audience, continues to unfold his characters in every word they utter
with a consistency which a musician might be tempted to describe as
fugal. Antony answers Cassius with a characteristic blend of disarm-
ing sincerity and ready dissimulation; Cassius confines himself to the
practical issue, demanding to know, once for al, whether Antony
means to throw in his lot with the conspirators or no; and Brutus—
well, Brutusis ready to give 'reasons.

The question whether Antony shall or shal not be alowed to
speak in Caesar's funeral is then decided. All that Antony asksis per-
misson to produce Caesar's body to the market-place and pay a
tribute to his friend. Cassius opposes the request. He takes Brutus
aside and urgently pleads with him:

Y ou know not what you do; do not consent
That Antony speak in his funeral:
Knowyouhow muchthepeoplemay bemov'd
By thatwhichhewill utter?

Cassius knows how dangerous a man like Antony can be. He fore-
sees how easily the crowd may be stirred by an orator who speaks
from the heart and can so readily make himself at home with his
company. He places no faith in Antony's pretence of being satisfied
with 'reasons and fully appreciates the mockery that underlies
Antony's essay in conciliation.

Brutus, on the other hand, is completely deceived in the man and
his purpose. Antony has asked for ‘reasons’; he shall have his 'reasons
and be satisfied. The republican philosopher persists in believing
that, not only Antony himself, but the people to whom an account
is to be rendered, will be decisively influenced by rational argument
and he finally overrides the objections of Cassius in a speech which,
for its smple vanity and ingenuous trust in human nature, is a
masterpiece of self-revelation. Antony, he argues, can do us no harm.
| shal first address the crowd mysdf and convince them that our
causeisjust. Antony shall then speak from the same pulpit in praise
of Caesar. A tribute to Caesar from afriend, Brutus maintains, can-
not possibly corrupt an audience which has previously been ad-
dressed by me:
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BRUTUS: | will mysdlf unto the pulpit first,
Andshow thereasonfor our Caesar'sdeath:
What Antony shall speak, | will protest
He speaks by leave and by permission,
And that we are contented Caesar shall
Have al truerites and lawful ceremonies.
Itshall advantagemorethandouswrong.
CASSIUS: | know not what may fall; I likeit not.
BRUTUS: Mark Antony, here, takeyou Caesar's bodly.
You shdl not in your funeral speech blame us,
But speak al goodyou candeviseof Caesar,
And say you do't by our permission;
Else shall you not have any hand at all
About his funeral; and you shall speak
In the same pulpit whereto | am going,
After my speech is ended.

The political errors of Brutus arc firmly rooted in a certain nobility
of mind. He trusts Antony not to abuse his privilege. He believes that
the crowd will appreciate a gesture of chivalry to the fallen.

Antony is left alone at the conclusion of this scene. It is always an
exciting moment when for the first time a character of Shakespeare
has the stage to himself. Cassius, |eft alone, exposed the main motive
of his conduct in half-a-dozen lines. He was out of favour with
Caesar and had nothing to hope from Caesar's government. Brutus,
left alone, reveadled the agony of mind suffered by a man of high
principle and gentle disposition called upon to take the lead in an act
of violence. Antony, left alone, puts beyond al doubt the sincerity
of his grief for Caesar and, in the short scene that follows, gives a
foretaste of the ability with which he will exploit any opportunity
that offersfor revenge:

0, pardon me, thou bleeding piece of earth,
That | am meek and gentle with these butchers!
Thou art the ruins of the noblest man

That ever livedinthetide of times.

His apostrophe to the dead Caesar is interrupted by the entry of a
servant of Octavius. Antony at once reveas the man of quick de-
cison who will be guided by events. His first impulse, on being
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informed that Octavius is coming to Rome till ignorant of Caesar's
death, is to warn him to stay away:

Post back with speed, and tell him what hath chanced:
HereisamourningRome, adangerousRome,

No Rome of safety for Octavius yet;

Hie hence, and tell him so.

But instantly he changes his mind. He is to address the people in
the forum. He will test their response and possibly win them over.
It will be better to await the issue, see what happens and advise
Octavius accordingly. He calls back the messenger:

Yet, stay awhile;
Thou shalt not back till | have borne this corse
Into the market-place: there shall | try,
In my oration, how the people take
The cruel issue of these bloody men;
According to the which thou shalt discourse
To young Octavius of the state of things.

The abrupt change of plan is a master-stroke. We see the mind of
this fearless, quickwitted and passionate man working at full pressure
and the stage is now set for the contrasted orations of Brutus and
Antony in the forum.

These two orations cannot be too closdaly studied. Thereis a com-
plete political character in each of them. Brutus speaks from the
pathetic conviction that he has only to state a case honestly and
clearly to the people; the people will be convinced and thereafter
remain steadfast in their opinion. It is the fallacy of a liberal-minded
politician, who assumes that men in the mass are governed by reason
and who ignores the conscious self-interest or, what is even more
potent, the irrational impulse of the crowd. It is the tragic error of a
civilised man, who believes that it is only necessary to prove, for
example, that war is unprofitable or a policy intellectually absurd in
order to bring everlasting peace to the nations and Utopia to the in-
dividua. Brutus gives to this conviction aformwhich is marvellously
appropriate. He makes no appea to the emotions of his audience.
His speech consists of a series of terse, antithetical sentences, convey-



MARCUS BRUTUS 23

ing precisely the idea he has in mind. It is Euclidean in its logic,
Tacitean in its tidiness and brevity. It requires from those who listen
aclose, consecutive attention. Brutus might be addressing an academy
of science, a congress of philosophers, an audience of literary ex-
quisites, capable of appreciating an exposition in which every sen-
tence contributes to the formal symmetry of the rhetorical design:

Romans, countrymen, and lovers! hear me for my cause, and be silent,
that you may hear: believe me for mine honour, and have respect to mine
honour, that you may believe: censure me in your wisdom, and awake
your senses, that you may the betterjudge. Ifthere be any in this assembly,
any dear friend of Caesar's, to him | say, that Brutus' love to Caesar was no
less than his. If then that friend demand why Brutus rose against Caesar,
this is my answer: Not that | loved Caesar less, but that | loved Rome
more. Had you rather Caesar were living, and die dl daves, than that
Caesar were dead, to live al free men? As Caesar loved me, | weep for
him; as he was fortunate, | rejoice at it; as he was vaiant, | honour him:
but, as he was ambitious, | dew him. Thereis tearsfor hislove; joy for his
fortune; honour for hisvalour; and death for his ambition. Who is here so
base that would be a bondman? If any, speak; for him | have offended.
Who is here so rude that would not be a Roman? If any, speak; for him |
have offended. Who is here so vile that will not love his country? If any,
speak; for him | have offended.

It is much to the credit of the Roman citizens that they listened
attentively to this remarkable exercise in didectic and showed con-
siderable enthusiasm upon its conclusion. The dramatist here shows
extraordinary subtlety in his handling of the crowd. These citizens,
invited to follow a rational argument, are not yet the impassioned
mob which Antony, by appealing to their emotions, will shortly
make of them. The individuals composing it still retain their severa
identities. They are impressed by Brutus, even though they do not
understand him. The noble Brutus is a public figure and he is doing
them the honour to render an account of his action and speak to
them as reasonable human beings. They are accordingly ready to
applaud and accept him as their leader. 'Let him be Caesar', cries one,
thereby showing that he approves the speaker, though he has not
understood asingle word of the argument. 'Caesar's better parts shall
be crowned in Brutus/ cries another rather more intelligent member
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of the crowd. Another suggests that he should be brought in triumph
to his house; yet another that he should be given a statue with his
ancestors.

The reception accorded to Brutus by the crowd, while showing
the dramatist's profound insight into the individua and collective
psychology of man as a political animal, aso serves to emphasise yet
again the political ineptitude of Brutus. His speech has had more
success than it deserved. The citizens are with him. But the readiness
with which they acclaim him, without having in the least under-
stood his argument, should have warned him against allowing them
to fal under the spell of Antony. Brutus has made a speech in which
he has carefully explained that he killed Caesar because Caesar was a
despot. He bases his trust in the people on the assumption that they
share his desire for freedom. The crowd responds with a suggestion
that he shdl be accorded the honours of a dictator. The cry of ‘Let
him be Caesar* is as prompt and devastating a non-sequitur to the
argument of Brutus as the couplet in which Cassius promised
Antony a voice in the disposal of new dignities. But Brutus is blind
and deaf to these exposures. Having secured the allegiance of the
Roman citizens, he uses it to urge that they shal now listen to
Antony:

Good countrymen, let me depart alone,

And, for my sake, stay here with Antony:
DogracetoCacsir'scorpse, and gracehisspeech
Tending to Caesar's glories; which Mark Antony,
By our permission, isallow'd to make.

Brutus spoke to the mind in prose. Antony speaks to the emotions
inverse. Brutuswas brief, cold, honest and plain. Antony is spacious,
warm, indirect and full of colour. Antony's reasons are no reasons,
but arguments addressed to the sentiment and self-interest of his
listeners.

Note, first of al, the skill with which he at once adapts himsdlf to
the temper of his audience. He climbs into the pulpit to a chorus of
exclamation from the citizens. They arc ready to listen to the noble
Antony, but "twere best', says one, 'he speak no harm of Brutus
here."This Caesar', says another, ‘was atyrant." And yet another de-
clares: 'We are blest that Romeis rid of him.’
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This being the temper of the crowd, Antony disclaims any inten-
tion of praising Caesar and, knowing the partiality of smple men
for sententious generdlities, begins with the seemingly profound,
but essentialy shalow, observation:

The evil that men do lives after them;
Thegoodisoftinterredwiththeir bones;
SoletitbewithCaesar.

This isjust the sort of thing to dicit a nodding of muddied heads in
confirmation of its wistful cynicisn and it has the added advantage
of insinuating that Caesar, despite his evil courses, had good qualities
which, in the sad nature of things, must be forgotten. Antony,
having thus arrested the attention of his audience, continues:

The noble Brutus
Hath told you Caesar was ambitious:
Ifit were so, it was agrievous fault,
And grievously hath Caesar answer'd it.

The supple skill with which Antony in these opening lines follows
the mood of his audience deserves attention. Brutus is noble and
Brutus has charged Caesar with ambition. Antony ventures to sug-
gest with an 'if' that the charge may not be true. But the citizens are
not yet ready to accept this suggestion and the speaker, trimming his
sals to the wind, adds quickly that Caesar, if ambitious, has paid the
last penalty for a grievous fault. The orator, conscious of the chill
disapproval excited by his audacity in throwing doubt upon Caesar's
ambition, then hastens to remind his listeners that he speaks as a
friend of the conspirators:

Here, under leave of Brutus and the reft,—
For Brutusis an honourable man;

So arethey dl, dl honourable men—
Come |l to speak in Caesar's funeral.

With the accidental felicity of the born orator, he has now lighted
upon the celebrated refrain which is to give unity and design to his
whole speech. Eight times in the course of his oration he uses the
word 'honourable’ and each time the sarcasm, at first concealed,
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becomes more open. He does not at first—Ilike so many actors who
have played the part—anywhere underline hisironica intention. The
mere iteration of the word, supported by facts and arguments in-
tended to suggest that the term may not be atogether appropriate,
plays upon the nerves of the citizens who, themselves, begin to fedl its
irrelevance, till at last upon Antony's supreme stroke:

| fear | wrong the honourable men
Whose daggers have stabb'd Caesar,

one of them cries out in savage repudiation: 'Honourable men!
They were traitors/

We may now consider with what tricks and devices Antony
gradually produces this change of temper in the crowd.

Caesar, he says in effect, may have been ambitious, but he was my
friend and to me he was ‘faithful andjust'. Caesar brought many
captives home to Rome and their ransoms were paid into the general
coffers. Was this ambition? When that the poor have cried, Caesar
hath wept; ambition should be made of sterner stuff. Caesar on the
Lupercal was offered a kingly crown which three times he refused.
Was this ambition? Such arguments, interspersed with the increas-
ingly mischievous:

But Brutus says he was ambitious;
And Brutusis an honourable man;

brings the citizens to a frame of mind which emboldens Antony, at
exactly the right moment, to remind them of a time when Caesar
was dear to them:

You dl didlove him once, not without cause;
What cause withholds you then to mourn for him?

He is growing more sure of his audience. He has begun to grip their
hearts. He can now abandon specious argument and let himsdf go in
a burst of emotion which is genuine but, at the same time, most
adroitly used:

Ojudgment! thou art fledto brutish beasts,
And men have lost their reason;
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adding swiftly, lest his hearers should be disconcerted by an out-
break hardly flattering to their good sense:

My heart isin the coffin there with Caesar,
And | must pauserill it come back to me.

The pause is filled with exclamations from the crowd. First
Citizen makes a remark which is full of delicious irony. 'Methinks,
he cries, 'thereis much reason in his sayings.' Brutus had relied upon
'reasons, real reasons, reasons of principle, urged in good faith and
logicaly delivered. Antony's reasons were of a different order.
Caesar had brought revenue to the state, wept for the miseries of the
poor and refused the crown. These were reasons addressed to the
plain man. They did not prove Antony's case; but they were none
the worse for that and First Citizen was convinced. First Citizen's
use of the word 'reason’ to describe what was in reality an appeal to
his pocket and his emotions is one of those apparently negligent
strokes of genius which fill the plays of Shakespeare with echoes and
overtones which are perceived only upon a close scrutiny of the
text.

Other members of the crowd supply a chorus which reveds to
Antony, as he mourns Caesar and covertly observes them, that the
time has come to discard dl restraint. 'Caesar has had great wrong,'
says one. 'Caesar would not take the crown and therefore was not
ambitious/ says another. A thirdis touched to the quick by Antony's
grief for Caesar: 'Poor soul! his eyes arc red as fire with weeping.'
A fourth declares: 'There's not anobler man in Rome than Antony.'
The orator can now abandon dl restraint:

But yesterday the word of Caesar might

Have stood against the world; now lies he there,
And none so poor to do him reverence.

0 masters! if| were disposd to stir

Y our hearts and minds to mutiny and rage,

1 should do Brutus wrong, and Cassiuswrong,
Who, you dl know, are honourable men:

| will not do them wrong; | rather choose
Towrong the dead, to wrong myself, and you,
Than | will wrong such honourable men.
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Now, too, the time has come for Antony to play the card which he
has been holding in reserve:

But here's aparchment, with the sedl of Caesar;

| found it m his closet, 'tis hiswill:

Let but the commons hear this testament—
Which, pardonme, | donot meantoread—

And they would go and kiss dead Caesar's wounds,
And dip their napkins m his sacred blood,

Y ea, begahair of himfor memory.

The citizens naturally ask that the will be read. Antony continues:

Have patience, gentle friends, | must not read it;
Itisnot meet youknow how Caesar lov'dyou.
Y ou are not wood, you are not stones, but men;
And, being men, hearing the will of Caesar,
[twill inflameyou, it will make you mad;

'Tis good you know not that you arc his heirs;
For, ifyoushould, O! what would comeofit?

Antony asks leave of his listeners to come down from the pulpit.
Let them make a ring about Caesar's body. If he must read the will,
he will show them first the man who made it. He has now so com-
plete a control over his audience that he can afford a gesture of im-
patience and, as they come crowding about him, he protests: ‘Nay,
press not so upon me: stand far off." And he can now indulge his
grief for Caesar without disguise, give it form and colour. With the
cold, measured accents of Brutus ill in our cars, we are swept for-
ward upon the tide of an oration in which sincere passion is shaped
by an imagination working at full pressure. Antony was not present
at the death of Caesar, but he reconstructs the whole scene both for
himself and his audience, thereby easing his heart and whipping his
hearersto afrenzy:

Youdl do know thismantle: | remember

The first time ever Caesar put it on;
"Twasonasummer'sevening, inhistent,

That day heovercametheNcrvii:

Look! inthisplaceran Cassius dagger through:
Seewhat arent the envious Casca made:
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Through this the well-beloved Brutus stabb'd;
And, as he pluck'd his cursed steel away,

Mark how the blood of Caesar follow'd it,

As rushing out of doors, to be resolved

If Brutus so unkindly knock'd or no;

For Brutus, as you know, was Caesar's angel:
Judge, O you gods, how dearly Caesar lov'd him!
This was the most unkmdcst cut of dl;

For when the noble Caesar saw him stab,
Ingratitude, more strong than traitors' arms,
Quite vanquished him: then burst his mighty heart;
And, in his mantle muffling up hisface,

Even at the base of Pompey's statua,

Which al the while ran blood, great Caesar fell.

Heplucksaway themantlefrom Caesar'sbody:

Kind souls, what! weep you when you but behold
Our Caesar's vesture wounded? Look you here,
Hereis himself, marr'd, asyou see, with traitors.

The citizens of Rome arc by this time an impassioned mab, in-
capable of anything but gjaculation: O piteous spectacle . . . O noble
Ceesar . . . O woeful day . . . O traitors, villains . . . O most
bloody sight . . . Revenge . . . Burn . . . Fire. . . Kill . ..
Slay . . . Letnotatraitorlivel

But Antony hasnot yet donewith them. Hispurposeisachieved,
but hewill permit himselftheluxury of abitter sneer at themenwho
killed Caesar. He can now not only mock their reasons openly but
suggest that their real motivefor the crime was self-interest:

Good friends, sweet friends, let me not stir you up
To such a sudden flood of mutiny.

They that have done this deed arc honourabl e:
What private griefs they have, alas! | know not,
Thatmadethemdoit: they arcwiseand honourable,
And will, no doubt, with reasons answer you.

Findly, with an insolent change of front characteristic of the poli-
ticd orator in full spate, he frankly incites to violence the crowd
which, a moment ago, he had affected to restrain. In this incitement,
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after the manner of al orators, he modestly disclams any gift of
gpeech at a moment when he is showing himself to be a master of the
art, pays a sarcastic tribute to the pallid eloquence of Brutus and con-
trives to depreciate the magnanimity of his enemies in alowing him
to speak in praise of Caesar:

| amno orator, asBrutusis,

But, asyou know meal, aplain blunt man,

That love my friend; and that they know full well
That gave me public leave to speak of him:

For | have neither wit, nor words, nor worth,
Action, nor utterance, nor the power of speech,
Tostirmen'sblood: | only speak right on;

| tell youthat whichyouyourselvesdoknow;
Showyousweet Caesar'swounds, poor, poordumbmouths,
Andbidthemspeakfor me: butwerel Brutus,
And Brutus Antony, there were an Antony
Would ruffle up your spirits, and put atongue
Ineverywoundof Caesar, that shouldmove
Thestonesof Rometoriseand mutiny.

There remains a further touch, perhaps the most subtle stroke of
political veracity in this whole astonishing performance. The crowd
makes to stampede from the scene. It will burn the house of Brutus,
seek out dl the conspirators. Antony calls them back.

They have forgotten the will.

Shakespeare shows here a perfect understanding of men in the
mass. Antony had counted on the will to secure the support of the
shrewd citizens of Rome. It would enable him to apped to ther
self-interest. Had not Caesar left 'to every severa man, seventy-five
drachmas’; and to the people at large his walks, his private arbours
and his orchards? But a crowd is less moved by material profit than
by apassion collectively shared. It is easier to persuade a mass of men
—as is fully appreciated by the modern experts in propaganda—to
sacrifice itsdf collectively than to act upon a cool assessment of
advantages. A crowd easily loses dl sense of profit and loss. It is
moved by motives which may be high or low, genia or barbarous,
compassionate or cruel, but it is above or below reason, and in its
bestial savagery or gross good humour, equally atruistic. The com-
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mon sense of each islost in the emotion of dl. It is easier to persuade
acrowd to commit suicide than to accept alegacy.

It has been superficially maintained that Shakespeare, in making
his Roman citizens forget the will, was merely demonstrating that a
crowd is so fickle in its attention and feather-headed in its responses
that it cannot keep anything in mind for more than a moment; that
it isblown like a straw before the wind and is incapable of any act
which requires an effort of memory or concentration. But the
dramatist, in this episode, probes deeper than that. Shakespeare was
fully dive to the essential difference between amob and the persons
of whom it is composed. Antony calls his Romans back to hear the
will because he knows that, though as a mob they are ready to burn
down the house of Brutus in afit of passion, the timewill come when
as individuals they will again become amenable to argument. Each
of them has for the moment lost al sense of his own interest or
capacity of reason, but each of them will recover his faculties when
he goes home and begins to think things over. He will, in short,
begin to wonder whether he has not perhaps behaved like afool. He
will then need something tangible to fall back upon and Caesar's
testament will then be remembered.

So Antony, with the reading of Caesar's will, rounds off his per-
formance. The crowd rushes offto burn and slay:

Now let it work. Mischief, thou art afoot,
Take thou what course thou wilt!

This mighty scene concludes with the entrance of a messenger who
announces that Octavius has arrived in Rome and is at Caesar's
house; Cassius and Brutus, before the rage of the people, have rid
like madmen through the gates of Rome. 'Fortune is merry/ cries
Antony, gamesome to the last, ‘and in this mood will grant us any-
thing.'

Antony's conversion of the citizens into a collective monster
throws us back to a scene which forms, as it were, a prelude to the
play. This Roman crowd was the first character to appear upon the
stage. Shakespeare, setting out to show us Brutus killing Caesar for
the people, shows us first the people for whom Caesar was killed. It
is in holiday mood, having come into the streets to see Caesar and
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rgoice in his triumph. Though every man is infected with the spirit
of festival, no one hasyet lost hisidentity. The cobbler who speaks for
these commoners is no reed to be shaken by an orator, but a saucy
fellow who can speak, and speak wittily, for himsdlf:

FLAVIUS: Why dost thou lead these men about the streets?
SECOND COMMONER: Truly, Sir, to wear out their shoes, to get myselfinto
morework.

The tribunes, Flavius and Marcellus, chide them for having so soon
forgotten Pompey, their |ate master. Pompey was once their darling:

Many atimeandoft
Haveyou climb'd up to wals and battlements,
Totowersandwindows, yea, tochimney-tops,
Y our infantsin your arms, and there have sat
Thelive-long day, with patient expectation,
To sec great Pompey pass the streets of Rome.

The tribune, though, like Antony, he appeals to their emotions,
speaks to them as men. Note that household touch—your infants in
your arms. It gives amost a domestic flavour to the scene. These are
‘certain commoners, they are not yet a mob, but a group of men,
each ofwhom is accessible to reproach:

And do you now put on your best attire?

And do you now cull out aholiday?

And do you now strew flowersin his way,
That comesintriumph over Pompey's blood?

Not only do the tribunes succeed in their appeal; they are quite
humanly impressed by its success:

Sec, whe'r their basest metal be not mov'd;
They vanish tongue-tied in their guiltiness.

Contrast this kindly company of men with the mob which Antony
lets loose upon the city after his oration. Antony's citizens are fused
into ahorde. It has neither pity nor reason. It is not even angry in any
rational sense, but filled with the mere primitive rage to destroy. It
has humour, but it is the gross humour of the savage. It has no
purpose of any kind.



MARCUS BRUTUS 33

Shakespeare underlines the contrast in aspecia incident.

The mob sets out to kill the conspirators, but the first person it
meets is a harmless old man who has ventured timidly into die
Streets against his betterjudgment. It questions him facetiously, play-
ing like a cruel cat with a defenceless mouse till it wearies of the
game. Then it makes an end of the business:

THIRD CITIZEN: Y our name, Sir, truly.

CINNA: Truly, my nameis Cinna.

FIRST CITIZEN: Tear him to pieces; he's a conspirator.

CINNA: | am Cinnathe poet, | am Cinna the poet.

FOURTH CITIZEN: Tear him for his bad verses, tear him for his bad verses.
CINNA: | amnot Cinnathe conspirator.

FOURTH CITIZEN: Itisno matter, hisname's Cinna.

THIRD CITIZEN: Tear him, tear him!

The voices are those of First, Third and Fourth Citizen, but it
has ceased to matter ajot who speaks. These creatures have lost dl
sense of personal identity.

And so the curtain falls upon Act Il of the tragedy of 'Julius
Caesar'.

Up to this point the action of the play has been smple and con-
tinuous. From the scene in which Cassius persuades Brutus to lead
the conspiracy to the moment of Caesar's funeral there has been no
pause or intermission. Many critics have complained that from this
point onward the play loses coheson and interest. Caesar, who stood
at the centre of the argument, is now dead and nothing remains, they
say, but an epilogue in which to pass judgment on the assassination
and depict its consequences.

This view of the play would seem to miss the essential argument of
the tragedy. It assumes that Caesar's death marks the end of one
episode and the beginning of another, which is the direct reverse of
what Shakespeare intended and achieved. Caesar, far from repre-
senting a hiatus in the action, is the link which binds the first and
second parts together, and his character is depicted, first to last, so
that it may effectively fulfil this function. He is exhibited from the
outset as a man who will be mightier in death than in life. The
mortal Caesar displays his infirmities so that we may be the more

c
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impressed with hisimmortal genius. Brutus exclamed in his orchard:
'O, that we then could come by Caesar's spirit and not dismember
Caesar', but thisis precisely what the assassins failed to do. They dis
membered Caesar and Caesar isdead. But Caesar's spirit is very much
dive and is to play a decigve part in the future conduct of the
play.

A short analysis of the character of Caesar, as unfolded by the
dramatist, will accordingly serve as a bridge to carry us over from
thefirst three to thelast two acts of the play.

In making this andysis it is essentid to grasp a fundamental dif-
ference between Shakespeare's method and that of most other
dramatists. It is, indeed, more than a difference of method, for it
stands at the heart of his genius. The ordinary way of presenting a
dramatic hero upon the stage is to build him up feature by feature.
He is seen performing actions, and is heard to utter speeches, which
reved hisessentid traits, and the author is careful to ensure that these
traits are consistent. The character is shown to be brave or cowardly,
generous or mean, kindly or cruel, smple or sophisticated, and he is
alowed to act or speak only in accordance with his primary qualities.
Such dramatic characters are easly grasped. They have both sm-
plicity and coherence, being the result of deliberate sdection and
logicd arrangement. Every piece of information about them
afforded by the dramatist is in keeping. We are never puzzled by
their conduct; nor are we moved to protest that this sort of person
would not behave in that sort of way.

Shakespeare frequently goes to the opposite extreme. He has his
characters dive and fully-formed in his mind. He takes for granted
their primary qualities, which emerge, asit were, by accident. These
characters are more than a sum of the traits which they exhibit. They
do not come dlive, feature by feature. They spring upon the stagein
full career. They are not constructed; they enter upon the scene, men
and women, rounded and complete in the imagination of the author,
who assumes that his audience will recognise them for what they are
as soon as they appear. They walk in upon us, each of them 'in his
habit as he lived’. Shakespeare can thus exhibit them, if he chooses,
behaving as men and women do, at odds with themselves, betraying
inconsistencies and contradictions which no other dramatist has
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dared to permit in an equa degree. Taking the reality of Hamlet or
Falstafffor granted, he can dlow them to act out of character with-
out destroying our beliefin them but, on the contrary, increasing our
senge of their human veracity. Hamlet, irresolute in action, courteous
by nature and humane in disposition, surprises but in no way discon-
certs us when he leads an attack upon a pirate ship, is gross with
Ophdia or brutal in his references to the dead Polonius. Falstaff, a
trained soldier of courage and resource, who at Shrewsbury leads his
men into the thick of the battle where they are 'peppered’, can yet
find discretion the better part of valour and be exposed to ridicule as
the man who ran away at Gadshill. Commentators on Shakespeare
are puzzled by such inconsstencies and some critics have egregiously
discovered them to befaults. Butin no respect is Shakespeare's genius
more manifest than in allowing his characters to act in ways which,
at first sight and to the strictly logica mind, seem at variance with
their essentia qudlities. It is worth noting that such apparent contra-
dictions become more frequent as Shakespeare grows credatively
more absolute. They are less notablein his political than in his comic
characters and in his tragic characters they become master-strokes of
delinestion.

The political character of Caesar as presented by Shakespeare,
which has been condemned by many as a dight, negligent and im-
pertinent libel upon a great man, may with advantage be considered
in thelight of this tendency to take essential qualitiesfor granted and
to dwell upon traits in seeming contradiction with them. Caesar's
greatness is assumed throughout the play. It fills the mind of the
dramatist and is communicated to his audience in phrases that fall
from his pen whenever Caesar is mentioned, even by his enemies.
This Caesar has got the stare of the majestic world. He bestrides
it like a colossus. His fal is heralded by a 'strange impatience
of the heavens and by portentous things which shake the minds
of the stoutest of the Romans. Cassius, meeting Casca in the
storm, names to him aman 'most like this dreadful night, prodigious
grown and fearful'. Caesar is about to die and 'dl the sway of earth
shakes like athing infirm'.

The essentid greatness of Caesar being thus assumed, Shakespeare
is free to exhibit in him human weaknesses apparently inconsistent
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with it. There are many advantages in this method of presentation.
It gives redity to Caesar, the man; it suggests that Caesar's spirit is
mightier than his person, a suggestion which is essentia to the unity
of the play; it enables the dramatist to present him in flesh and blood
without reducing in stature the men who murder him; finaly, it
permits the audience to sympathise with Brutus just sufficiently to
give poignancy to the disaster which overtakes him.

This last point is of major dramatic importance. The play could
not easily have risen to the level of tragedy if Caesar had been por-
trayed consistently in full majesty. The conspiracy must then have
inevitably impressed the audience as no more than a stupid plot con-
trived by a group of self-seeking politicians under the leadership of
a misguided political crank. Such, in effect, it was, but the skilful
dramatist, if heis to retain the sympathetic attention of his audience,
will not obtrude the fact, but adlow it to become fully apparent only
at the close.

The infirmities of Caesar arc not inventions of the dramatist. They
arein part historical and in part derived from Plutarch's delight in the
foibles of great men and his tendency to find such foibles more pro-
nounced in his Roman heroes than in the heroes of his native Greece.
They are, moreover, infirmities which in a greater or less degree are
inseparable from political success and the exercise of power. Caesar,
like other men of destiny, is superstitious. Caesar, like other exalted
personages, refers to himsdlf in the third person. Caesar, like other
men whose position requires them to assume superhuman qualities,
claims to be impervious to fear or argument and determined to en-
force his will, even though he knows himself to be in the wrong.
These are traits common to dl dictators.

Caesar's entry into the play at once establishes the key of this im-
perial symphony. He comes upon the stage, a great crowd following.
He cdls Calpurnia to his side. 'Peace, ho! Caesar speaks.’ The crowd
is hushed to silence and awaits the oracle:

CAESAR: Capurnia
CALPURNIA: Here,mylord.
CAESAR: Stand you directly in Antonius' way,
Whenhedothrunhiscourse. Antonius!
ANTONY: Caesar, mylord?
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CAESAR: Forget not, inyour speed, Antonius,
To touch Calpurnia; for our elders say,
The barren, touched in this holy chase,
Shake offtheir sterile curse.
ANTONY : | shal remember:
When Caesar says 'Do thig itis perform'd.

All Rome is bent to hear this Caesar. O lame and impotent con-
cluson! The first words that fall from his lips show faith in an old
wives tale. Caesar is himself half ashamed of his credulity. The belief
that Calpurniasinfertility can be cured by the touch of a runner in
the feast of Lupercal he attributes, not to himself, but to 'our ciders.
There may be something in it, but Caesar does not commit himself.

The procession moves on, but the crowd is hushed a second rime.
A soothsayer has cried to Caesar.

CAESAR: Hal Who calls?
CASCA: Bid every noise bestill: peaceyet again!
CAESAR: Who isitin the press that cdls on me?
| hear atongue, shriller than al the music,
Cry 'Caesar!* Speak; Caesar is tuni'd to hear.
SOOTHSAYER: Bewaretheidesof March.
CAESAR: What manis that?
BRUTUS: A soothsayer bids you beware theides of March.
CAESAR: Set him before me; let me sec his face.
CASCA: Fellow, comefrom the throng; look upon Caesar.
CAESAR: What say'st thou to me now? Speak once again.
SOOTHSAY ER: Bewaretheidesof March.
CAESAR: Heis adreamer; |et usleave him: pass.

Thisfirst brief scene prefigures al the traits whereby Shakespeare
is to present the mighty Caesar in flesh and blood. They will be
deepened and enlivened as the play proceeds, but very little of sub-
stancewill be added. Here, announced from the start, isasuperstition
cautious of revealing itself; an acquired habit, which has become
second nature, of regarding himself as already a legendary person; a
repudiation in himself of foibles which expose him to ridicule or,
indeed, of any qualities which render him merely human. He dis-
misses the soothsayer as a dreamer, but nevertheless remembers his
warning. Hecollaborates, asitwere, inhisown deification. Peace, ho!
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Caesar speaks. . . . When Caesar says 'Do this, it isperformed. . . . Bid
every noise be still: peaceyet again. To such achorus which endueswith
solemnity his least word or whim, Caesar, as though he were re-
ferring to some remote Olympian figure, himsdf supplies the grave
antiphony: 'Caesar isturned to hear': and he bids the soothsayer ‘Look
upon Caesar’, as though inviting an inspection of his divinity. Heis
living up to that legend of himsdlf which every successful political
figure is sooner or later driven to create.

But Shakespeare is careful not to leave us under the impression
that this prodigious person, who has come to regard himsdf as a
publicinstitution, has entirely lost hishumanity. Shakespeare, infact,
seems pogtively to delight in contrasting the man with his facade.
What could be more shrewd, timely or aert than Caesar's famous
description of Cassius? Caesar, however, even as he gives this signal
proof of agenial and lively perception, must instantly remember that
heis Caesar. Cassiusisaman to befeared, but Caesar, being Caesar,
can fear nothing:

Let me have men about methat arefat;
Sleek-headed men and such asslegp o* nights:
Y ond Cassius has alean and hungry look;

He thinks too much: such men are dangerous.

Would he were fatter! But | fear him not:
Yet if my name were ligble to fear,

| do not know the man | should avoid

S0 soon asthat spare Cassius. Hereads much;
Heisagreat observer, and helooks

Quite through the deeds of men; he loves no plays,
Asthou dost, Antony; he hearsno music;
Seldom he smiles, and smilesin such asort
Asifhemock'd himself, and scorn'd his spirit
That could be moved to smile at any thing.
Such men as he be never at heart's case
WIlules they behold a greater than themselves,
And therefore are they very dangerous.

| rather tell tliec what isto befear'd
Thanwhat | fear; for always| am Caesar.

The domestic scene in which Calpurnia tries to dissuade Caesar
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from going to the Capitol, presents this same mischievous contrast of
the natural man with the public figure. Caesar has had a bad night.
Nor heaven nor earth has been at peace. Calpurnia has thrice cried
out in her deep. Caesar is thoroughly and humanly upset. He sends
a servant off to the priests, ordering them to do present sacrifice and
report on their success. Calpurnia enters:

CALPURNIA: What mean you, Caesar? think youto walk forth?
You shdl not stir out of your house to-day.
CAESAR: Caesar shdl forth; thethings that thrcaten'd me
Ne'erlook'd but onmy back; whenthey shall sec
The face of Caesar, they are vanished.

Caesar, in the first person, is troubled, but Caesar in the third person
cannot admit it. Calpurnia, however, sticks to her guns. She has had
bad dreams and heard fearful accounts of horrid sights seen by the
watch. Caesar, again protesting his immunity from fear, argues him-
sfinto a stolid defiance of omens in which he partialy believes.

CAESAR: What can be avoided
Whoseendispurpos dby themighty gods?
Yet Caesar shdl go forth; for these predictions
Areto theworldin general asto Caesar.

CALPURNIA: When beggars die, there are no comets seen;
The heavens themselves blaze forth the death of
princes.

CAESAR: Cowards die many times beforetheir deaths;
The valiant never taste of death but once.
Of dl the wonders that | yet have heard,
[t seems to me most strange that men should fear;
Seeing that death, anecessary end,
Will comewhenitwill come.

The servant comes to report the result of his errand to the priests.
Caesar's adjurations, addressed to himself, grow more eloquent as
the portents become more fearful. He lashes himsdlf into an ecstasy of
divine assurance:

CAESAR: What say the augurers?
SERVANT: They would not have you to stir forth to-day.
Plucking the entrails of an offering forth,
They couldnotfindaheartwithinthebeast.
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CAESAR: The gods do this in shame of cowardice:
Caesar should be a beast without a heart,
If heshould stay at hometo-day for fear.
No, Caesar shdll not: danger knows full well
That Caesarismoredangerousthanhe:
We are two lions litter'd in one day,
And| theelderand moreterrible:
And Caesar shdl go forth.

But mark what follows;

CALPURNIA: Alas! my lord,
Y our wisdom is consumed in confidence.
Do not go forth to-day: cdl it my fear
That keeps you in the house, and not your own.
Well sendMark Antony tothesenate-house;
Andheshdll say youarenot well to-day:
Let me, uponmy knee, prevail inthis.
CAESAR: Mark Antony shal say | am not well;
And, for thy humour, | will stay at home.

There is no prettier stroke of character in the play. Caesar has de-
clared himself immovable. But Calpurnia, knowing her lord, offers
him away out and the natural man grasps it with an eagerness which
shows how empty were the protestations of the demigod. 'Call it my
fear that keeps you in the house', suggests the tactful wife, and Caesar
compliesimmediately.

From the entry of Decius, who comes to bring Caesar to the
senate-house, to the moment when Caesar invites the conspirators to
take wine with him, Shakespeare continues to contrast the human
withthelegendary figure.

Decius, in his colloquy with Caesar, presents an attitude typica of
the public servant who is accustomed to dea with persons in high
office. He knows Caesar to be great, but refuses to be impressed. He
is the junior minister or high official who seeks compensation for
accepting the supremacy of an abler man by indulging a humorous
perspicacity at his expense and airing an intimate acquaintance with
his foibles. Heis the courtier, inwardly proud of his access to august
circles, who nevertheless affects a smiling disparagement of the
privilege. He is the man who lives for aribbon, but professes amuse-



MARCUS BRUTUS 41

ment at having to wear it. He will inform you that His Excellency is
peevish this morning, having eaten or drunk unwisdly the night be-
fore; that His Worship grows every day more difficult to manage
and is every day more easily mised. He is the man to whom the
absurdities of public life are very tolerable, provided they can be
successfully exploited and at the same time afford him opportunities
for the exercise of a small wit at the expense of a great man. Heis the
universal valet to whom no one is ever a hero. He sounds an echo,
through the ages, of pleasantry exchanged in antechambers, lobbies,
corridors or other purlieus where little people attend their masters.
Heis that familiar creature of the alcove who is aways ready to clam
that he can drop the right word into the right car at the right
moment. .

It was Cassius, discussing ways and means with Brutus in his
orchard, who first raised the question: What if Caesar should decide
not to attend the meeting of the senate?

For heis superstitious grown of | ate,
Quitefromthemainopinionheheldonce
Of fantasy, of dreams, and ceremonies.

It may be, these apparent prodigies,

The unaccustom'd terror of this night,
And the persuasion of his augurers,

May holdhimfromthe Capitol to-day.

Dcciusjumps at the occasion. Thisisjust hisline of country:

Never fear that: if he be so resolved,

| can o'ersway him; for helovesto hear
That unicorns may be betray'd with trees,
And bears with glasses, elephants with holes,
Lionswithtoils, and menwith flatterers;

Let mework;
For | can give his humour the true bent,
AndI will bring himto the Capitol.

He catches Caesar in one of his majestic attitudes:

DECIUS: Caesar, dl hail! good morrow, worthy Caesar:
| come to fetch you to the senate-house.
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CAESAR: Andyouarecomeinvery happy time,
To bear my greeting to the senators,
And tell them that | will not come to-day:
Cannot, isfalse, and that | darenot, falser:
| will not come to-day: tell them so, Decius.

CALPURNIA: Say heissick.

CAESAR: Shal Caesar send alie?
Havel in conquest stretch'd mine arm so far,
To beafcardto tell greybeardsthetruth?
Decius, go tell them Caesar will not come.

Deciusisoutwardly respectful but inwardly amused. With deference
he suggests that Caesar's message may be found ridiculous:

Most mighty Caesar, let me know some cause,
Lest| belaugh'd at when | tel them so.

Caesar condescends to explain. Calpurnia has dreamed that his
statue spouted blood and that many lusty Romans came smiling and
bathed their hands in it. Decius, not in the least deceived by Caesar's
pretence that heis staying at home to please his wife, sets out to show
that the dreamis not abad but agood omen:

Thisdreamisal amissinterpreted;
Itwasavisionfair and fortunate:

Y our statue spouting blood in many pipes,

In which so many smiling Romans bathed,
Signifies that from you great Rome shall suck
Reviving blood, and that great men shall press
For tinctures, stains, relics, and cognizance.
Thisby Calpurnia'sdreamissignified.

Caesar accepts this interpretation and Decius presses his advantage.
He speaks now to the small Caesar whom he claims to know so
well. He can address this Caesar in a spirit of mockery which he
hardly troubles to concea—promise him a bauble, declare openly
that people may laugh at him or throw doubt upon his courage:

The senate have concluded
To give this day acrown to mighty Caesar.
If you shall send them word you will not come,

Their minds may change. Besides, it were amock
Apt to berender'd, for some oneto say
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'Break up the senate till another time,

When Caesar's wife shall meet with better dreams.’
If Caesar hide himsdlf, shal not they whisper

‘Lo, Caesar isafraid™?

Decius has successfully performed his misson and Caesar makes
ready to accompany him. At this moment Brutus enters with the
conspirators. The short passage in which Caesar greets them brings
him suddenly to life again. He has aword for everyone and it is the
right word. Thisisthereal Caesar, courteous and accessible, who has
it in him to win hearts and to command respect:

CaiusLigarius,
Caesar was ne'er so much your enemy
As that same ague which has made you lean.

See! Antony, that revelslong o'nights,
Is notwithstanding up. Good morrow, Antony.

Bid them prepare within:
| am to blameto be thuswaited for.
Now, Cinna; now, Metellus; what, Trebonius!
| have an hour's talk in store for you;
Remember that you call on me to-day:
Benear me, that | may remember you.

The scene concludeswith Caesar'sinvitation to take winewith him.

Henceforth Caesar, the man, is lost in Caesar's effigy. To
Artemidorus, who intercepts him on his way to the senate-house and
entreats him to read first a scroll that touches him nearly, he grandly
replies: 'What touches us ourself shdl be last served." To Metellus
Cimber, who petitions on his knees that his banished brother may be
recalled, heyet more grandly answers:

| must prevent thee, Cimber.
These couchings and these lowly courtesies
Might fire the blood of ordinary men,
And turn pre-ordinance and first decree
Into thelaw of children. Be not fond,
To think that Caesar bears such rebel blood
That will be thaw'd from the true quality
With that which melteth fools; | mean, sweet words,
Low crooked court'sies and base spaniel-fawning.
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Brutus and Cascajoin in Cimber's petition and Caesar pays his last
egregious tribute to Caesar:

But| am constant asthenorthernstar,
Ofwhosetrue-fix'd andresting quality
Thereisno fdlow inthefirmament.
Theskiesarcpaintedwithunnumber'd sparks,
They aredl fireand every onedoth shine,

But there'sbut oneinal doth hold hjsplace:
So, intheworld; 'tisfurnish'd well withmen,
Andmen arefleshandblood, and apprehensive;
Y etinthenumber | do know but one

That unassailableholdsonhisrank,

Unshaked of motion.

Caesar's most famous observation in this scene lias, however, yet
to be heard. It has a curious history. But for a celebrated gibe at
Shakespeare for writing it, the line would have been lost to posterity.
A contemporary critic, in declaring it to be nonsense, preserved the
true reading of the text.

Here alonger parenthesis than usual isjustified. BenJonson, for he,
of course, was the critic who performed this service for us, let dip his
censure at the end of afamous paragraph in the 'Discoveries:

'Many times he (Shakespeare) fell into those things could not escape
laughter: aswhen, inthe person of Caesar, one speakingto him, "Caesar,
thou dost me wrong": hereplied, "Caesar did never wrong but withjust
cause", and suchlike, whichwereridiculous.'

Jonson was not quoting from an imperfect memory at random.
He was obvioudy citing an instance well known to his readers
and at which he had frequently mocked in conversation with his
friends.

And so we come to the heart of this small mystery. The words
quoted by Jonson arc nowhere to be found in any printed text of the
play. The corresponding passage in the folio text, in which Caesar
finaly rejects the appea of Metellus Cimber for the recall of his
brother, contains neither Cimber's protest, 'Caesar, thou dost m
wrong,” nor Caesar's reply, 'Caesar did never wrong but with just
cause.' The folio text gives to Caesar a the conclusion of the speech
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in which he rejects Cimber's appeal a comparatively tame remark
which, in the circumstances, is dramatically irrelevant:

Know, Caesar doth not wrong, nor without cause
Will he be satisfied.

There can be no reasonable doubt of the true reading. Jonson's
version is dramatic, significant and in character. The folio version is
insipid, superfluous and out of character not only with Shakespeare's
presentation of Caesar as a whole but with the particular scene which
is taking place. Caesar hasjust insisted that nothing will move him
from his purpose. Was he likely to conclude upon a non-sequitur
which suggests that he might be satisfied if cause were shown?

Jonson has been accused by some critics of deliberately misreport-
ing his friend in order to hold him up to ridicule or of carelessy
misquoting the words from memory. Others, like Gifford, accept
Jonson's words as correct but defend them half-heartedly. Gifford
trounces the folio reading in which, he says, there is no congruity,
the poetry being as 'mean as the sense', but he says of Jonson's ver-
sion: 'The fact seems to be that this verse, which closely borders on
absurdity without being absolutely absurd, escaped the poet in the
heat of composition and, being unluckily one of those quaint dips
which are readily remembered, became ajocular and familiar phrase
of the day.’

But what are we to say of the devoted editors of the first folio who,
because this quaint dlip had become ajocular and familiar phrase of
the day, piously amended it so that posterity might not poke fun at
their master? Had it not been for Jonson's faithful record of what he
actually heard in the theatre, the folio rendering would have stood
without a rival and one of the most natural and teling lines of the
tragedy would have been lost forever—as who knows how many
have not been lost in other plays.

Caesar did never wrong but withjust cause—it is Shakespeare's finish-
ing touch to the portrait of a dictator. It is the last, if it be not aso
the first, assumption of the man who lives for power that the wrong
he does is right. So smple and constant a trait of the man who
esteems himsdlf a leader needs no elucidation. Shakespeare's line is
not one of those quaint dips of disorderly genius with which he is so
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often credited. Still less is it in any way absurd, except to minds
grown mad with method.

Ave et vale Caesar! We take farewell of his human infirmities and
of the false grandeur into which he was betrayed. Henceforth we
haveto do with that other Caesar, mourned by Antony:

Thou art the ruins of the noblest man
That ever lived in theride of times;

who dill lives in the spirit and who will determine the further pro-
gress of the tragedy. The last two acts of the play depict the inexor-
able fulfilment of Antony's prophetic oration over his body in the

senate-house:

Domestic fury and fierce civil strife

Shdl cumber dl the parts of Italy;

Blood and destruction shall be soin use,
Anddreadful objectssofamiliar,

That mothers shall but smile when they behold
Their infants quarter*d with the hands of war;
All pity choked with custom of fell deeds:
And Caesar's spirit, ranging for revenge,
With Ate by his side come hot from hell,
Shdll in these confines with amonarch'svoice
Cry 'Havoc', and let dlip the dogs of war.

Antony here annhounces the dominant theme of the play and exhibits
Caesar as alink between the two sections.

It is a diminished world into which Shakespeare takes us after the
death of Caesar. He sweeps aside the curtain and there before us, in
Rome which has lost her master, sits a group of ruffians dictating
who shal live, who shall be spared, how Caesar's testament shall be
dishonoured and the people defrauded:

ANTONY : Thesemany, then, shall die; their namesareprick'd.
OCTAVIUS: Y our brother, too, must die; consent you, Lepidus?
LEPIDUS: | do consent.
OCTAVIUS: Prick him down, Antony.
LEPIDUS: Upon condition Publiusshdl notlive,
Who is your sister's son, Mark Antony.
ANTONY': Heshdl not live; look, withaspot | damnhim.
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The final touch to this engaging miniature—it is dl done injust
over a dozen lines—is Antony's exuberant description of his partner
Lepidus as a mere tool, to be discarded as soon as he ceases to be of
sarvice:

And though welay these honours on this man,
To ease ourselves of divers slanderous loads,

He shal but bear them asthe ass bears gold,

To groan and sweat under the business,

Either led or driven, aswe point theway;

And having brought our treasure where we will,
Then takewe down hisload, and turn him off,
Liketo theempty ass, to shake his ears,

And graze in commons,

It is the epitome of a diplomatic scene to be constantly re-enacted in
the councils of Europe. It is startlingly abrupt, amazingly concise;
and yet in no way hustles the spectator. We have more than once, in
the anadysis of certain episodes of the play, been struck with the
astonishing amount of character and incident packed into a little
room. Itis, indeed, the peculiar quality of Shakespeare's style in this
tragedy—and dl his great plays have their own peculiar quality of
style—to convey throughout a sense of spaciousness and leisure, of a
smooth simplicity and classic ease, of calm sequence and tranquil
performance and yet, at the same time, to exhibit a tenseness and
brevity of utterance nowhere else surpassed by its author. We noted
at the start of the play how the contrasted characters of Brutus and
Cassius, the theme of the play and theinitial stages of the action were
dl conveyedin asingle scene, inwhich Cassius could yet find timefor
the delivery of two elaborate set speeches to give it colour and deli-
beration. The two opening scenes of the second part of the play show
the same economy of speech relieved by the same unhurried pauses
for broader and more opulent effects. In the first short scene of
Act IV we have a complete and startling presentment of Rome
which has lost her Caesar and, lest the spectator should be stunned
with this sudden impact, we have adso Antony's vivid and leisurdly
description of Lepidus as a 'dight, unmeritable man, meet to be sent
on errands.

In the second scene of the Act we are as swiftly immersed in the
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famous quarrel between Brutus and Cassius. Shakespeare handlesthis
episode with the same blend of compactness and freedom. Scarcely
have we recovered from the abrupt entrance of Cassius.

M ost noblebrother, youhave donemewrong!

when we find ourselves carried a ease upon the full tide of his conten-
tion with Brutus in impetuous but maestic verse that destroys dl
sense of hurry or undue compression. Shakespeare, in thefirst scene of
Act 1V, shows us the miserable consequences of Caesar's death so far
as it affects one party in the state. In the second scene of the Act he
shows us its consequences for the other party. Cassius and Brutus,
who combined to kill Caesar and to set the Romans free, are dis
covered after the event to be mutually angry and suspicious. They
are men distracted. Their nerves are on edge. These conspirators,
whose daying of Caesar was to be a binding sacrament, exchange
retorts which, stripped of their moral implications and nobility of
phrase, reduce them to the level of two children wrangling for pre-
cedence:
CASSIUS: | am asoldier, |,

Older in practice, abler than yourself,
To make conditions.

BRUTUS: Go to; you are not, Cassius.
CASSIUS,  lam.
BRUTUS: | sy you are not.

Again:

CASSIUS: When Caesar lived, he durst not thus have moved me.
BRUTUS: Peace, peace! you durst not so have tempted him.
CASSIUS: | durst not!

BRUTUS: No.

CASSIUS: What, durst not tempt him?
BRUTUS: For your life you durst not.

To such alevel have these noble Romans been reduced. We recall
the words of Antony in the market-place: Then you andl and all ofus
fell down. The death of Caesar has so far debased the grandeur that
was Rome that her destiny is now to be decided in a contest between
Antony, a merciless adventurer, aready false to one of his colleagues,
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and Brutus, who before our eyes loses control of his mind and
temper .With Antony is Octavius, who trusts nobody:

And somethat smilehhaveintheir hearts, | fear,
Millions of mischiefs;

while with Brutus is Cassius, who dissolvesin weak tears and resorts
to the pitiful expedient of offering his friend and partner his naked
breast and a dagger.

The scene of the quarrel is nevertheless, in its human substance,
anoble one. That it is childishly conducted only makes it the more
poignant.

The dispute opens with an abrupt statement of the issue. Brutus
has condemned one of his adherents for taking bribes. Cassius has
written a letter asking that the offence be overlooked. Brutus takes
up the challenge:

BRUTUS: Youwrong'dyourselftowriteinsuchacase.
CASSIUS: Insuchatimeasthisitisnot meet

That every nice offence should bear his comment.
BRUTUS: Let me cdl you, Cassius, you yourself

Are much condemn'd to have anitching palm.

‘An itching pam? cries Cassius and the quarrel is in full spate.
Brutus aternately raises it to the level of a contest of principle:

Remember March, the ides of March remember:
Didnot greatJuliusbleedforjustice* sake?
What villain touch'd his body, that did stab,
And not forjustice? What! shal one of us,
That struck the foremost man of al thisworld,
But for supporting robbers, shal we now
Contaminate our fingerswith basebribes,

And sdl the mighty space of our large honours
For so muchtrash asmay be grasped thus?

I'd rather be adog, and bay the moon,

Than such aRoman;

and lowersit to the level of aslanging match:

Go show your daves how choleric you arc,
And make your bondmen tremble. Must | budge?
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Must | observeyou? must | stand and crouch
Under your testy humour?By thegods,

Y oushdl digest thevenomofyour spleen,
Thoughit do split you; for, from this day forth,
I'll useyoufor my mirth, yea, for my laughter,
When you arewaspish.

Brutus, as so often before, but with a dramatic irony more pene-
trating than on any previous occasion, reveals himsdf as a moralist
who ghrinks from the sordid expedients of politica life but who is
nevertheless driven to clam the advantages derived from them. He
lectures Cassius for raisng money and delivers a speech expressing
high distaste for the methods by which such money is obtained. He
then hotly complains that Cassius has refused to send him part of the
proceeds, coupling this complaint with a statement that he could
never descend so low as to collect it for himsalf:

. ldidsendtoyou

For certainsumsof gold, whichyou denied me;

For | canraiseno money by vilemeans:

By heaven, | hadrather coinmy heart,

And drop my blood for drachmas, than to wring

From the hard hands of peasants their vile trash

Byanyindirection.
The political philosopher's indictment of extortion is accompanied
by apressing request to go shares.

Brutus is still the political moralist who recoils from the redlities
of political leadership. He is likewise, here as dways, the gentle
Brutus. He maintains his attitude of conscious rectitude to the last;
but, once tempers are cooled, his natural generosity of mind and his
genuine personal affection for Cassius disarms him completely:

Beangry whenyouwill, itshall havescope;
Dowhat youwill, dishonour shdl be humour.
OCassius! youareyokedwithalamb

That carries anger astheflint bears fire,

Who, muchenforced, showsahasty spark,
Andstraightiscoldagain.

The quarrel ends on both sdes in a reconciliation of two friends, the
dearer for having fallen out:
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CASSIUS: Has Cassius liv'd
To be but mirth and laughter to his Brutus,
Whengriefandbloodill-temper'dvexethhim?
BRUTUS: When | spokethat, | wasill-temper'd too.
CASSIUS: Do you confess so much? Give me your hand.
BRUTUS: And my heart too.
CASSIUS: O Brutus!
BRUTUS: What's the matter?
CASSIUS: Haveyou not love enoughto bear with me,
Whenthat rashhumour whichmy mother gaveme
Makes me forgetful ?
BRUTUS: Yes, Cassius, and, from henceforth,
Whenyou are over-earnest with your Brutus,
Hell think your mother chides, and leave you so.

This confession of ill-temper, wrung from the heart of Brutus, is so
startling, on the lips of such a man, that Cassius, in the full tide of his
emotion, is struck with an amost incredulous wonder: ‘Do you con-
fess so much?

The behaviour of Cassius in this scene needs to be more closely
considered. So far, he has figured as thelean and hungry Cassiuswho
thinks too much, the man who killed Caesar because he lacked
advancement, the wary realist who urged that Antony aso should be
dain. This manis now presented as a man of warm feeling:

For Cassiusis aweary of the world;

Hated by one heloves; braved by his brother;
Checked like abondman; dl his faults observed,
Setinanote-book, learn'd, andconn'dbyrote,
To castinto my teeth. O, | could weep

My spirit from mine eyes!

There is here a moving contrast, but it is not a contradiction. In
the first three Acts Cassius, who plotted Caesar's death from simple
envy, is exhibited as afoil to Brutus, who was induced to lead the
conspiracy by an appeal to principle. In their quarrel Brutus ill
strikes and maintains the moral attitude and Cassius is ill the prac-
tical man of affairs. But now Shakespeare, with a dramatic propriety
which was not possible before, can come nearer the heart of his
creature. The envy that drove Cassius to kill Caesar was that of a
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sengtive man, easily moved, conscious of his abilities and snubbed
by authority. Such a man is by nature impulsive as well as wary,
quick in feeling and temper as well as shrewd, as liable to fall into
extremes of hope and despair in time of action as to show courage
and resource in time of council and preparation. It will be recaled
that in the scene immediately preceding Caesar's assassination, when
the conspirators fear that Popilius has discovered their enterprise and
may betray them to Caesar, it was Cassius, the man of affairs, whose
presence of mind was shaken and not Brutus, the man of idess.
It was Cassius who exclaimed 'Brutus, what shall be done?* It was
Cassius who cried out that he was ready to slay himsalfif they should
be 'prevented’. These early glimpses of the human side of Cassius—
his emotional instability, his nervous reaction to events, an intensity
of feeling bordering on hysteria—prepare us for the man who, de-
spite his political foresight and resolution, is easily stirred to anger,
despondency, affection, doubt or assurance.

This scene between Brutus and Cassius has been almost universally
admired. Rymer, who likened it to ‘two drunken Hectors huffing
and swaggering for a two-penny reckoning', stands almost aone.
Dryden compares Shakespeare's treatment of the quarrel between
Brutus and Cassius with the handling by Euripides of the quarrel
between Menclaus and Agamemnon and findsit incomparably better
done. Shakespeare's contemporary audience received it with so much
applause that it is specially mentioned in the commendatory verses
by Diggcs printed in the first folio and with amodern audience it has
never been known to miss its mark. Dr. Johnson, who finds the
tragedy on the whole 'somewhat cold and unaffecting’ and was
'never strongly agitated in perusing it', nevertheless declares that 'the
contention and reconcilement of Brutus and Cassius is universaly
celebrated’ and includes it among the particular passages which ‘de-
serve regard. Coleridge, giving no reason for his outburst, once
startled an audience assembled to hear him lecture by exclaiming:
'l know no part of Shakespeare that more impresses on me the belief
of his genius being superhuman than this scene between Brutus and
Cassius, while in our own time Professor Bradley, though he finds
the episode dramatically unnecessary and contends that its removal
would not affect the sequence of events, not only pays a specid
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tribute to this ‘famous and wonderful scene', but isdriven to consider
why it has such power.

We are faced with a strange paradox in the treatment of this scene
by Shakespear€'s editors and critics. Most of them confess that they
are deeply moved and impressed by it. Yet some declare it to be
superfluous; some dismiss it, along with the rest of the second part
of the play, as an anti-climax to the first part; some find it incon-
sistent with the characters as previously presented.

Bradley discussesitseffectin generd terms:

'In this section of atragedy Shakespeare often appealsto anemotion
different from any of those excited by the first half of the play and so
provides novelty and generaly relief. As a rule this emotion is
pathetic; and the pathosis not terrible or lacerating, but, even if pain-
ful, is accompanied by a sense of beauty and by an outflow of admira-
tion and affection which come with inexpressible sweetness after the
tension of the crisis.’

Thisis an admirable description of the feeling evoked by the scene
and it accounts for the charm which it invariably exercises on the
spectator. Bradlcy's explanation, however, consigns the episode to a
secondary placein the tragedy and thus associates him with those who
regard the second part of the play as a decline from the first.
For him the episode comes as a release from tension and a pathetic
interlude.

Is this redly its place and function? Docs such a reading explain
why even the most careless spectator is caught and held? And docs it
account for that abrupt exclamation of Coleridge, which could only
bejustified if the scene were aclimax such as Shakespeare alone could
achieve?

Why isit that audiences, from generation to generation, have left
the theatre with this particular passage so vividin their minds? Why
does this episode of the two men quarrelling like children in the tent
of Brutus stand out so brightly from the compact scenes of suspense
which precede the assassination, the dramatic climax of Caesar's
death, the splendour and excitement of Antony's oration. Can the
profound effect of this incident on the mind be explained if, with
Bradley, weregardit asdramatically irrelevant?

Must we not, on the contrary, accept it as profoundly esssential
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to the progress of the tragedy? More than that. Shakespeare, in his
political plays, presents politica situations and characters, but his
supreme interest is aways in the private person. The essentid busi-
ness of his political plays is to show how the private person comes to
terms with his political duties, offices or ambitions, and the dramatic
climax is always to be found when the protagonists come before us
stripped of their public pretensions. So far we have had to do with
Brutus and Cassius as noble Romans committed to a political enter-
prise. It is true that we have had notable glimpses of their private
minds. But we are to know them more intimately yet and nothing
could be more telling than the device which Shakespeare has adopted
for this further revelation. In order to enforce its intimacy he clears
the stage. Cassius begins to utter his grievances in company, but
Brutus interrupts him:

Before the eyes of both our armies here,

Which should perceive nothing but lovefrom us,
Letusnotwrangle: bidthemmoveaway;
Theninmy tent, Cassius, enlarge your griefs.

The two leaders thus put off their public characters. Brutus, the
stoic moralist and man of preconceived ideas, is to unmask. We are
to see him deeply moved by the simplest of human feglings. Heis to
quarrel with his friend and make it up under the stress of an emotion
which compels him in the end even to overlook the cause of his dis
pleasure and bury al unkindness in a cup of wine. Cassius, the poli-
tical leader who drove Brutus to thekilling of Caesar and would have
killed Antony as well, is to be revealed in a mood which levels him
with the least sophisticated of men, to appear smply as one who
loves hisfriend, acknowledges his rash humour and cannot drink too
much of Brutus' love. The effect of this abrupt descent from the
political to the human plane of experience is poignant in the extreme.
It accounts for the admiration expressed by such acritic as Coleridge
and for the misprison excited in the handful of critics who resent
what they regard as a lapse from the high dignity of the tragic
argument. Incidentally it secures for Brutus and Cassius, despite the
pitiful ruin of their enterprise and the yet more pitiful collapse of
their integrity of mind and purpose, a sympathy which illumines dl
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the concluding scenes of the tragedy. It introduces, at exactly the
right moment, that outflow of admiration and affection in which
Bradley finds a pathos and a sense of beauty not hitherto awakened.
Could there be amore supreme tribute to the scene, not as adramatic
irrelevance, but as an essential climax?

The element of pathos is heightened to a supreme level of tender-
ness by the passage in which Brutus, towards the end of the quarrel,
announces the death of Portia:

CASSIUS: | did not think you could have been so angry.
BRUTUS: O Cassius! | am sick of many griefs.
CASSIUS: Ofyour philosophy you make no use,

Ifyou give place to accidenta evils.
BRUTUS: No man bears sorrow better. Portiais dead.
CASSIUS: Ha! Portial
BRUTUS: Sheis dead.

CASSIUS: How 'scaped | killingwhen| crossdyou so?

O insupportable and touching loss!

The effect upon us of this whole episode is prolonged and
enhanced by the fact that it is Cassius and not Brutus who remains the
more affected by it at the close. It lingers in his mind long after
Brutus has affected to regard it as a chapter closed. Brutus turns
abruptly to business, but Cassius murmurs apart: 'Portia, art thou
gone? Brutus cdls him to order: 'No more, | pray you'; and when
Brutus bids Cassius good-night, it is Cassus whose heart is ill full
and flowing:

O my dear brother!
Thiswasanill beginningofthenight:
Never comesuchdivision'tweenour souls!
Let it not, Brutus.

We come now to another of those incidents in which Shake-
speare, working at full pressure, has puzzled many of his critics
to such bad purpose that they have thrown suspicion on the
text of his play or attributed what Shakespeare intended to sheer
carelessness or even to alapse of memory. Upon the termination of
the quarrel Titinius and Messala come to the tent and a brief council
of war is held. Messala brings messages from Rome, including an
announcement that Portia has killed herself. Brutus receives these
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tidings as though they were new to him and, in his public character
asadoic, affects to be quite unmoved:

BRUTUS: Why, farewell, Portia. We must die, Mcssala
Withmeditatingthat shemustdieonce,
| have the patience to endure it now.
MESSALA: Even so great men great |osses should endure.
CASSIUS: | haveasmuchofthisinart asyou,
But yet my nature could not bear it so.
BRUTUS: Well, to our work aive. What do you think
Of marching to Philippi presently?

This evasion of Brutus, true to his assumed character as a public
man, is equally true to his natural disposition. The death of Portiais
for the gentle Brutus a wound so great that he could not speak of it
even to Cassius till Cassius was his friend again. Naturally he shrinks
from any reference to the matter at a public meeting. To brush aside
the grievous tidings comes as naturally to the bereaved husband as to
the general who must cut a heroic figure among his captains. The
whole incident is perfectly in character. Remember how Brutus in
his orchard exhorted his fellow conspirators to 'bear it as our Roman
actors do'. Now again lie plays a comedy in the high Roman fashion
to the admiration of Mcssala and to the indignation of commentators
who complain that his conduct is unworthy. Is it not monstrous that
the noble Brutus, to put it bluntly, should tell alie in order to in-
crease hisreputation as aphilosopher?

This particular lie, however, is a revelation of essential truth.
Brutus may be playing a part, but it is one which springs from the
fundamental lie in his character, the lie that impels him to substitute
apublic figure for the natural man, that requires him to kill Caesar in
order to live up to assumed principles, that drives him to play the
statesman when he has no mind or quality for the vocation, that
prompts him to offer reasons to a mob with which he has no com-
mon ground of temper or understanding—the lie that sooner or later
isimposed on any idealist who enters public life and must use means
which he despises to achieve ends which have no true bearing on the
political realities about him.

Shakespeare, having given us a glimpse of the man Brutus might
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so happily have been, now resumes his inexorable exposure of the
public person whose faults and virtues aike unfit him for political
leadership. In the council of war at Sardis, Brutus overrides Cassius
and decides to meet the enemy at Philippi. He has aready made
every possible mistake as a politician; now he blunders as a general.
Cassius accepts his decision, but is unconvinced. Octavius hears of it
with cold satisfaction:

Now, Antony, our hopes are answered:

Y ousaidtheenemy wouldnot comedown,
But keep the hillsand upper regions,

It proves not so; their battles arc at hand;

and Cassius, as the armies make ready to fight, reminds his friend,
Messalg, that he yielded to Brutus in this matter against his better
judgment:

Be tliou my witness that against my will,
AsPompey was, am| compell'dtoset
Upon one battle al our liberties.

Brutus characteristically supports his decision with a genera ob-
servation upon human life:

Thereis atidein the affairs of men,

Which, takenat theflood,|leadsontofortune;
Omitted, al the voyage of their life

Is bound in shallows and in miseries.

On such afull sea are we now afloat;

And we must take the current when it serves,
Or lose our ventures.

The determining motive behind this blunder of Brutus and its easy
acceptance by Cassius lies in the state of mind in which they take the
field. Antony, with his quick insight, understands at once why they
are seeking battle:

Tut! I am m their bosoms, and | know
Whereforethey doit: they couldbecontent
Tovisitother places; andcomedown



58 POLITICAL CHARACTERS OF SHAKESPEARE

With fearful bravery, thinking by this face
To fasten in our thoughts that they have courage;
But 'tisnot so.

Brutus and Cassius are weary and desperate men and they desire a
swift conclusion. They fedl in their bones that their cause is already
lost and, in their last conversation together, these generds, who are
staking everything on a fight where the military chances are even,
discuss the moral propriety of suicide! Each of them gropes in a
shattered world where it is no longer possible to hold fast to the
principles which they have hitherto professed. Cassius, who formerly
held with Epicurus that omens were not to be trusted, recounts how
two mighty eagles had accompanied his soldiers to Philippi:

Thismorningaretheyfledaway andgone;

Andin their stead do ravens, crows, and kites.

Fly o'er our heads, and downward look on us,

Asweweresickly prey.

Brutus, whose philosophy prompts him to condemn suicide as
‘cowardly and vil€, is moved to assure Cassius that he 'bears too
great amind* to be taken dive. Their minds arc dark with foreboding
and perplexed in the extreme. Nothing is clear and certain:
But it sufficeth that the day will end,
Andthentheendisknown.
Time and fate are in the ascendent. The words 'day' and 'end' recur
amost compulsively:

But this same day
Must end that work the ides of March begun.

We have yet to bring on to the stage the character that dominates
al these later scenes. Caesar is never for a moment absent or for-
gotten. He lurksin dl that Brutus and Cassius say or do. Evenin the
heat of their quarrel they remember Caesar constantly. Cassius offer-
ing his heart to Brutus exclams. 'Strike as thou didst at Caesar.
Brutus when Cassius cries. 'When Caesar lived, he durst not thus
have moved me' retorts that Cassius 'durst not so have tempted him'.
These references betray the 'something settled, on which imagina
tion sits on brood', and they prepare us for the scene in which the
spirit that haunts them both comes before Brutus as a monstrous
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apparition. It is avighle ghost that visits Brutusin his tent, but note
how indefinite and subjectiveit is, taking shape as though it were an
emanation from the distracted conscience of the sufferer:
BRUTUS: Art thou any thing?
Art thou some god, some angel, or some devil,
That mak'st my blood cold and my hair to stare?
Speak to me what thou art.
GHOST: Thy evil spirit, Brutus.
BRUTUS: Why com'st thou?
GHOST: Totell theethou shalt seemeat Philippi.
BRUTUS: Wéll; then| shall seetheeagain?
GHOST: Ay, at Philippi.
BRUTUS: Why, | will seethee at Philippi, then. (Exit GHOST.)
Now | have taken heart, thou vanishest.

This Caesar, who intrudes into the quarrel between Brutus and
Cassius and visits Brutus in his tent, stands likewise in the forefront
of the parley between the riva commanders and is thereafter
ubiquitous. Antony, taunting Brutus and Cassius, cals back to life
the dead Caesar; Octavius draws his sword to avenge Caesar's three-
and-thirty wounds. Cassius bids Pindarus slay him with the sword
that 'ran through Caesar's bowels, and dying he gasps out:

Caesar, thou art revenged,
Even with the sword that kill'd thee.

Brutus, over the bodies of Cassius and Titinius, declares:

O Julius Caesar, thou art mighty yet!
Thy spirit walks abroad, and turns our swords
In our own proper entrails.

It is Caesar who beckons to self-dlaughter the man who held it
‘cowardly and vile, for fear of what might fall, so to prevent the time
of life. Brutus cals Volumnius to his side:

BRUTUS: Come hither, good Volumnius; list aword.
VOLUMNIUS: What saysmylord?
BRUTUS: Why, this, Volumnius:
The ghost of Caesar hath appear'd to me
Two severd times by night: at Sardis once
And, thislast night, herein Phihppi fields:
| know my hour is come,
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VOLUMNIUS: Not so, my lord.
BRUTUS: Nay, | am sureitis, Volumnius. )
Thou sccsttheworld, Volumnius, how it goes;
Our enemies have beat us to the pit:
Itis moreworthy toleap in ourselves,
Thantarrytill they pushus.

And the last words of Brutus declare the theme of the tragedy in a

final cadence:
Caesar, now be still:
| kil Tdnot thcewith hal f so good awill.

The battle at Philippi is all clamour and confusion. Brutus, as a
leader, is again at fault:

O Cassius! Brutus gave theword too early;
Who, having some advantage on Octavius,
Took it too eagerly: his soldiers fell to spail,
Whilst we by Antony arc al enclosed,;

and Cassius, mistaking the glad reception of Titinius by his friends
for capture by his enemies, kills himself before the fight is lost. Dis-
traction in the field presents visibly the distraction in the minds of the
conspirators.

Notwithstanding dl this, the impression left on the spectator by
the last gestures of these unhappy men is one of compassion and high
dignity. There is here no common butchery. These souls are nobly
hunted. The incidents throughout the second part of the play would
be but mean and pitiful, if it were not for the touches whereby
Shakespeare constantly lifts his heroes to the level of his theme. The
quarrel between Brutus and Cassius is redeemed for tragedy by the
death of Portia. The scene in which Caesar's ghost comes before
Brutus, the conspirator, as his evil spirit is preceded by a scene in
which we are reminded most touchingly of the essential qualities of
Brutus, the man. Observe the exquisite courtesy with which he bids
Varro and Claudius lie down in his tent; his tender concern for the
boy Lucius, nodding over his instrument; his apology to Lucius for
asking him to play and for having accused him of mislaying the book
which he had forgetfully dlipped into his pocket—the book itsalf
‘turned down where | left reading. Note especidly how these
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touches, which endear Brutus to our hearts, continue to mark him as
unfitted for the part he has been caled upon to play. In this serene
and lovely interlude between an unseemly brawl and a decisve
battle, Shakespeare offers us amoment of repose, but he sweetens our
emotions without relaxing his stern insistence upon the theme of his
tragedy. For what sort of genera is this, who in a few hours' time
must take the field but who cdls for music and reads a book by
candlelight?

The heartbreaking futility of the battle scenes is relieved by the
same sure hand with noble and affecting incidents. The mutual fare-
wells of Brutus and Cassius have an elegiac quality:

And whether we shall meet again | know not.
Therefore our everlasting farewell take:

For ever, andfor ever, farewell, Cassiug!

If we do meet again, why, we shdl smile;
Ifnot, why then, this parting was well made.

One lovely touch succeeds another. Titinius crowns his dead master,
Cassius, with the garland of victory. Brutus mourns hisfriend:

The last of dl the Romans, fare thee well!
Itisimpossible that ever Rome

Should breed thy fellow. Friends, | owe more tears
To this dead man than you shall sec me pay.

| shall find time, Cassius, | shall find time.

These passages, which in their fall and substance lie somewhere
between epic and elegy, bring us to the half-dozen lines in which
Brutus accepts his fate with a tired and wistful resignation, from
which, however, there emerges, in sudden splendour, a proud assur-
ance that he wins more glory in defeat than his enemies in victory.
The weariness is of the man who has failed in his political purpose;
the assurance is of the man who can Hill be happy in the loyalty of
his friends, sure of his moral triumph after expiation, able to per-
ceive in a bright flash of self-knowledge, attained through defeat and
suffering, that nothing remains but to pay the forfeit and abide the
charity of ages yet unborn:

My heart dothjoy that yet, in dl my life,
| found no man but he was true to me.
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| shdl have glory by thislosing day,

More than Octavius and Mark Antony

By thisvile conquest shdl attain unto.

So fareyou well a once; for Brutus tongue

Hath ailmost ended his life's history:

Night hangs upon mine eyes, my boneswould rest,
That have but labour'd to attain thishour.

Itis Antony, with his ingtinctive grasp of human values, who pro-
nounces thefinal verdict:

Thiswasthenoblest Romanofthemall;

All the conspirators save only he

Did that they did in envy of great Caesar;

He only, in a general honest thought

And common good to al, made one of them.
His life was gentle, and the elements

So mix'din himthat Nature might stand up
Andsaytodl theworld, Thiswasaman!*

The political character of Brutus is presented by Shakespeare in
perpetual contrast with other persons of the play. Cassius, Antony,
Caesar and the Roman crowd are in turn his foils! The commentator
is accordingly drawn beyond the limits of a single portrait and finds
at the close that, in handling Brutus, he has been driven to deal as
faithfully with al the rest.

He finds aso that he has quoted or examined virtualy every pas-
sage of note in the tragedy and he is tempted to wonder how and
why this has happened.

The reason lies perhapsin the texture and style of the composition.
There is something almost symphonic in its movement and struc-
ture. The themes are stated and developed. Each episode |ooks back
to its origin and forward to an offshoot or repetition in another key.
The sequences are in themselves musical, in their alternation of com-
pact and rhythmic phrases with flowing passages in the lyric mood.
It possibly drives the comparison too hard to find in this tragedy the
three parts of a symphonic movement—statement, development and
recapitulation. Yet a case could be made. In Acts | and Il the Brutus-
Cassius subject is prominently stated; the Antony-Caesar subject is
subsidiary. In Act 111 this material is developed in the assassination of
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Caesar and inAntony'soration, the poet adopting the familiar musica
device of giving in the development section unexpected prominence
to his secondary subject. In Acts 1V and V thereis arecapitulation of
the earlier materia in the light of al that has gone before, or, as the
musician would say, heard in a different key. Brutus in his tent re-
cdls Brutus in his orchard. There is a symmetry between the two
passages. Brutus quarrelling with Cassius in Act 1V and haunted to
distraction by Caesar's spirit recals Brutus listening to Cassius in
Act | with one car turned to the Capitol where Caesar, as he fears
may be crowned.

The musical analogy, though it may easily be pressed too far in
discussing the general structure of the play, isfelt conscioudy by any
musicaly minded listener who hears the initia themes of the
tragedy—Brutus, the conspirator; gentle Brutus; Brutus at war with
himself; politic Cassius; the gamesome Antony; mighty Caesar.
They run through the play, growing in volume and complexity, re-
taining their identity in an endless variety of moods and forms.
Thereis scarcely aline in this play which does not create echoes in
the mind of something past or arouse anticipation of something
which is yet to come. Thus the critic, who lingers upon a single
phrase, soon finds himself committed to a close study of the com-
position as awhole.

That atragedy by Shakespeare should in its form and rhythm play
upon the mind in much the same way as a musical symphony only
confirms the opinion expressed in some fashion or other by every
critic who looks beyond a merely rational foundation for music,
poetry and the plastic arts. namely, that genius sees and grasps by
intuition a reality which lies behind the phenomena which furnish
itsraw material.

No adequate psychological explanation of the effect upon the
mind of great music has yet been offered which does not postulate
this direct access of the composer to redlity, and the poet shares it
with the musician in so far as his poetry reaches beyond the limits of
plain speaking and common observation. When Coleridge suddenly
criesout at apoint in the tragedy that Shakespeareis superhuman, he
obvioudly feels and means much more than that the dramatist has
effectively presented a given dramatic situation, that his characters
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aretrueto life, that the words are apt and the action finely conducted.
The emotion which moves Coleridge to such an exclamation (which,
significantly, he does not justify on any purely literary or dramatic
grounds) isin quality smilar to that aroused in those who, listening
to great music, become abruptly aware of something that trans-
cends experience, something which could never have been expressed
by merely taking thought; that here is a beauty which has grown
from hidden roots. And Coleridge would never have been so deeply
moved by that single incident in thetragedy if he had not, conscioudly
or unconsciously, been aware of echoes and overtones in the notes
struck by the poet in that place; of their relation to al that preceded
them; of the vital process which had brought him tojust thatplane of
feeling atjust that particular moment. Heis, in fact, responding as a
listener responds to a musical figure or modulation in which the
genius of the composer announces itself with an aimost intolerable
splendour.



I
RICHARD OF GLOUCESTER

THERE have been brief Augustan interludes in the history of the
world when it might have seemed a libel upon our civilisaion to
present Richard Crookback as a palitical character. The bloody dog
is dead. Such was his epitaph. Richard achieved political eminence
by killing—or, as we have recently learned to say, by liquidating—
those who stood in his way. He secured the support of his principal
confederates by involving themin his own sinister performances and
promising them a share of the loot. He obtained the consent of his
subjects by a carefully rehearsed and grotesgue parody of a popular
election. On coming to power he destroyed the man who had
helped him halfway to the crown and drove into rebellion the man
who had put it on his head. To include such a person in a gallery of
political portraits seems alittle hard upon a deserving section of the
community remarkable not so long ago for nothing worse than
what Dr. Johnson described as a 'strong, natural, sterling insignific-
ance. Few to-day, however, would fad to recognise in Richard a
typical and recurrent example of the political leader.

The ordinary playgoer, whosereactionsin such casesareinfallible,
has never doubted the political veracity of Shakespeare's Richard.
What is strange—and yet not strange at al—is that the ordinary
playgoer has not only believed but delighted in him:

Offwith his head! Now, by Saint Paul | swear,
[ will not dine until | see the same.

This is after the unregenerate heart of a public which covertly
admires aman who comes straight to the point without fear, scruple
or procrastination. These arehigh politicswith the gloves off, thefoils
unbated and the mask removed. Richard is not a good man. But
when was a good man popular? Heis not amerciful man. But when
was mercy esteemed in public life? And though he is neither good
nor merciful, he is every endearing thing else. He is brave, witty,
resourceful, gay, swift, disarmingly candid with himself, engagingly
dy with his enemies. Above dl, he has no conscience to trouble him”
E 65
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—not till he égqos It is uncommonly refreshing for those who feel
the restraint of conscience some fourteen hours a day to see a man
upon the stage entirely free of it. On this subject of conscience, we
are disposed to sympathise with Second Murderer:

It makes a man a coward: a man cannot steal, but it accuseth him; he
cannot swear, but it checks him; he cannot lie with his neighbour's wife,
but it detects him: 'tis a blushing shamefast spirit that mutiniesin a man's
bosom; it fillsone full of obstacles: it made me once restore a purse of gold
that | found; it beggars any man that keepsit; it is turned out of dl towns
and cities for a dangerous thing; and every man that means to live well
endeavours to trust to himself and live without it.

Richard, turning his conscience out of doors, promises his audience
a moral holiday and the promise is kept to such good purpose that
those who are most refreshed with his heathen villainies leave the
theatre thanking God most fervently for their Christian virtues.

Shakespeare's Richard makes his first appearance in Act V of the
Second Part of'Henry V1." His pregnant utterance proclaims the man
to be:

Priests pray for enemies, but princeskill;

and the play ends with a stirring account of his impetuous valour at
thefirst battle of St. Albans.
Shakespeare, whatever he may have |eft to his collaborators,* took

! Readers familiar with the controversies which have arisen over the authorship
of the Second and Third Parts of 'Henry VI' may object that to build up the character
of Shakespeare's Richard from hisfirst appearancein these earlier playsistoignore
the fact that some of the incidents and speeches quoted are from scenes ascribed to
another author or authors.

Shakespeare, in writing the Second and Third Parts of'Henry VT, worked from
the text of two playsfirst published in 1595 and 1597. Some of the text he retained
unaltered and some of it he amended; while, here and there, he interpolated single
linesor wholepassagesentirely new.

It isimpossible to decide from external evidence who wrote the original plays.
The author might have been Shakespeare or somebody writing in collaboration
with Shakespeare or with somebody ese.

There is, however, clear evidence that Shakespeare revised the original texts
very carefully. We may assume that heliked what he kept; that he liked even more
what he embellished; that what he interpolated he regarded as animprovement on
the original.

This book isnot astudy of Shakespeare's sources. The reader is merely asked to
assumethat the passages and incidents cited in the present chapter were regarded by
Shakespeare himsdlf as agreeabl e to his conception of the character.
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Richard for his own in the Second and Third Parts of'Henry VI.' He
has an eye upon him from the start. Richard, though the youngest
of the sons of York, invariably takes the lead of his brothers in word
and deed. Inthe Third Part of 'Henry Vf heis al for action, whether
it be on the battlefield:

Sounddrumsandtrumpets, andthekingwill fly;
or in the Parliament at Westminster:

Arm'd as we are, let's stay within this house;

and he talks like none of the others:

Seehow themorning opesher golden gates,
And takes her farewell of the glorious sun!
How well resemblesit the primeof youth,
Trimm'dlikeayounker prancingtohislove!

Note his first abrupt, sensational entry into the Third Part of
'Henry VI*:
Speak thoufor meandtell themwhat | did.
(throwing down the Duke of Somerset's head.)

Richard of Gloucester is presented as a born leader from the first.
In the presence of the great Warwick it is he who prevails in counsel;
in the presence of his father, the Duke of York, it is he who inspires
confidence and courage:

YORK: The army of the queen mean to besiege us.
MORTIMER: Sheshal not need; welll meet her inthe field.
Y ORK: What, withfivethousand men?
RICHARD: Ay, withfivehundred, father, for aneed.

Richard in dl his wicked glory is clearly foreshadowed in a re-
markable scene at Sanda Castle (11l Hen. VI, Act |, Scene 1)
in which the faction of the white rose discusses whether the Duke
of York shdl clam the crown. Henry VI is dill dive. York has
sworn to let Henry reign in peace and he is concerned about his
oath. Richard breaks in with impetuous irony:

RICHARD: No; God forbid your Grace should be forsworn.
YORK: | shdl be, ifI claim by openwar.

RICHARD: Til provethe contrary, if you'll hear me speak.
YORK: Thou canst not, son; itisimpossible.
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Mark what follows:

RICHARD : Anoathisof no moment, being not took
Before atrue and lawful magistrate,
That hath authority o'er him that swears:
Henry had none, but did usurp the place;
Then, seeing 'twas he that made you to depose,
Y our oath, my lord, isvain and frivolous.
Therefore, to arms!

Thisis aready the virtuoso whose performances are shortly to hold
men fascinated as by the convolutions of a serpent, round on round.

Richard's speech a Sandal concludes with a hint that already the
diadem glittersfor him more brightly than for other men:

And, father, do but think
How sweet athing it is to wear a crown,
Within whose circuit is Elysium,
And dl that poets feign of bliss andjoy.
Why do we linger thus?| cannot rest
Until the white rose that | wear be dyed
Even in the lukewarm blood of Henry's heart.

Wefind here to our astonishment that Richard has avirtue. In his
prime he will order the killing of his brother, mock at his mother's
tenderness or drown her reproaches with drum and trumpet. But
Richard at the start fights and schemes not for himsdlf but for his
father. After Mortimer's Cross he cannot rest till he knows how

York hasfared:
| cannotjoy, until | be resolved
Where our right valiant father is become.

Love for his father is the sole token of humanity shown by Shake-
speare's Richard in the whole course of his career. On what did it
rest? Not upon admiration for Y ork's valour—all these bloody men
are equally brave. Not on respect for York's ability or strength of
purpose, for young Richard is ever ready to prompt his father with
advice or push him forward when he tires or falters. Yet there is no
mistaking the note of hero-worship:

Methinks, 'tis prize enough to be his son.
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Oddly enough it isfierce Margaret who drops the clue. When Y ork
was captured at Mortimer's Cross she mocked him thus:

Where are your mess of sons to back you now?
The wanton Edward, and the lusty George?
And where's that vdiant crook-back prodigy,
Dicky your boy, that with his grumbling voice
Was wont to cheer his dad in mutinies?

Dicky was his father's boy. When York is dain, Richard must have
the story in full:

Say how he died, for I will hear it dl;

and, having listened to the end, he cries out in anguish:

To weep is to make less the depth of grief;
Tearsthen for babes; blows and revenge for me!

Immediate actionishis sole comfort:

Shal we go throw away our coats of sted!,

And wrap our bodiesin black mourning gowns,
Numbering our Ave-Marics with our beads?
Or shal we on the helmets of our foes

Tell our devation with revengeful arms?

Not till Richard has lost his father does he begin to invoke his
bodily deformity as a thing which sets him apart from his fellows.
There is nobody now to love and praise him; he is no longer the
Valiant crook-back prodigy' whose grumbling voiceis dear to the
creature hemost admired. Henceforth heis aman apart:

| have no brother, | am like no brother;
And thisword 'love, which greybeards cdl divine,
Beresident in men like one another,
And not in me. lam myself alone.
First he pursues at white heat his vendettawith Clifford whom he
holdsresponsiblefor hisfather'sdeath:

Nay, Warwick, single out some other chase;
For | mysdfwill hunt this wolf to death.

Hewounds Clifford, marking him for the grave; and, when Clifford
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is later found dead on the field, wishes his victim dive again that he
may prolong his vengeance with mockery:

What! not an oath? nay, then the world goes hard
When Clifford cannot spare his friends an oath.

| know by that he's dead; and, by my soul,

If this right hand would buy two hours' life,

That | in al despite might rail at him,

This hand should chop it off.

Richard, when next we see him, is talking aside with Clarence as
they watch their brother Edward, now King of England, wooing
Elizabeth to be his queen. Outwardly he is merry, but there is an
edge to his wit. Then, with an appalling abruptness he breaks into
his first soliloguy. It is a coup de theatre. Richard has fought heart and
soul to make his father king. But here in his father's place is his
brother. Edward is ahandsome and lusty blockhead, wooing a sweet
widow for his pleasure, though he is in policy pledged to seek a
French dliance. It is easy to imagine with what bitterness of spirit
brilliant, clear-sighted Richard sees this Very very pajock’ playing
fast and loose with hisfortune. The effect upon him of the scene as it
proceeds is hinted at just sufficiently to prepare us for the blazing
outburstwhichfollows:

Would he were wasted, marrow, bones, and dll,
That from his loins no hopeful branch may spring,
To cross me from the golden time | ook for!

Itisthefirstindication that Richard has any ambition for himself.
He has as yet no plans. He dwells, in fact, upon the amost insur-
mountable obstaclesin hisway. Edward still reigns and, even though
Edward should diewithout an heir, there arc till Clarence and captive
Henry and Henry's son, young Edward, to dispute the succession.
Asyet he can do no more thanflatter himsdfwithimpossibilities:

Why, then, | do but dream on sovereignty;
Like one that stands upon a promontory,
And spies afar-offshore where he would tread.

But his desre isfixed and, to fix it more firmly, heingsts, as he will
indst again and again, that for him thereisno aternative:
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Well, say thereis no kingdom then for Richard;
What other pleasure canthe world afford?

Til make my heavenin alady'slap,

And deck my body in gay ornaments,

And witch sweet ladies with my words and looks.
O miserable thought! and more unlikely

Than to accomplish twenty golden crowns!
Why, love forswore mein my mother's womb:
And, for | should not deal in her soft laws,
Shedid corrupt frail nature with some bribe,

To shrink mine arm up like awither'd shrub;
To make an envious mountain on my back,
Where sits deformity to mock my body;

To shape my legs of an unequal size;

To disproportion mein every part.

Richard's perpetual insstence on his physical deformity is to be a
major theme of the play that bears his name. So let us be clear about
it from the start. He speaks of it here, and he will speak of it even
more exuberantly hereafter, not in grief or envy of other men, but
with a kind of inverted pride. He positively revels in the physical
blemishes which only throw into more prominent relief the bril-
liant, imperious qualities of his mind. Already he describes his bodily
defects with a quite unmistakable relish, using them as a spur to his
ambition:

Then, since this earth affords nojoy to me,

But to command, to check, to o'erbear such

Asarc of better person than mysalf,

I'll make my heaven to dream upon the crown.
He accepts the envious mountain on his back as a gift of God and,
by St. Paul! hemeansto liveup toit:

Then, since the heavens have shaped my body so,

Let hell make crook'd my mind to answer it.
He extorts a profit from every misbegotten circumstance of his birth
and turns it to advantage:

For | have often heard my mother say

| cameinto the world with my legsforward:

Had | not reason, think ye, to make haste

And seek their ruin that usurp'd our right?
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Themidwifewonder'dandthewomencried
'O, Jesusblessus, heisborawithteeth!”
Andsol was; whichplainlysignified

That | should snarl and bite and play the dog.

This early soliloquy points us forward to another fundamental
trait in Richard. He cannot yet see his way clear to the throne. But
the very impossibility of the enterprise is a challenge. He will be an
artist in villainy; his wicked deeds are not means to an end but ends
in themselves. He promises himsalf more pleasure in winning than in
possessing the crown. It will be hisjoy to 'check’ and to Verbear'
his rivals and, having achieved his self-appointed purpose, he will,
like an artist whose work is finished, lose interest in the result. It is
the game rather than the goa that matters. Already he hugs himself
in anticipation:

I'll drown more sailors than the mermaid shall;
I'll day more gazers than the basilisk;

I'll play theorator aswell asNestor,

Deceive more silly than Ulysses could,

And, likeaSinon, takeanother Troy.

| can add colours to the chameleon,

Change shapes with Proteusfor advantages,
And set the murd'rous Machiavel to schoal.

And with what amazing skill he follows his growing fortunes!
To gain his ends he must first of dl establish Edward firmly on the
throne. The house of Lancaster must be eliminated and the house of
York predominant. Clarence, simple, plain Clarence, condemns
his brother's impolitic marriage with Elizabeth and, when his advice
is rejected, conspires with Warwick for the restoration of King
Henry. Richard dso disapproves of the marriage, but Edward's folly
exactly suits his purpose. With gentle irony, characteristically ex-
pressed in terms of holy writ, he commends the match:

No, God forbid that | should wish them sever'd
Whom Godhathjoin'dtogether.

Clarence deserts his brother; Richard remains loyal, but leaves no
doubt as to his motive:
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My thoughts aim at afurther matter; |
Stay not for love of Edward, but the crown.

The defection of Clarence and Warwick to the cause of Lancaster
provides him with further occasion to display his energy and re-
source. Edward is captured by the Lancastrians and King Henry is
restored to the throne. Richard rescues his brother and urges him to
reclaim at once the crown he has lost:

RICHARD: Why, brother, wherefore stand you on nice points?
K. EDWARD: When we grow stronger, then we'll make our claim;
Till then, ‘tiswisdom to conceal our meaning.
HASTINGS: Away with scrupulouswit! now arms must rule.
RICHARD: And fearless minds climb soonest unto crowns.
Brother, we will proclaim you out of hand.

Richard championed hisfather for love; he champions his brother
because he can do nothing for himself till the house of York is
securely seated. All will then beclear for hisfurther progress.

The cause of Lancaster was lost irreparably at Tewkesbury.
Henry's son, Prince Edward, was there captured and done to death.
King Henry aone remained, a prisoner in the Tower. Once again
Richard shows—and never more swiftly and ruthlessly—the stuff of
which heis made. Without aword to his brother, now on the throne
of England, he gallops from the field of battle to London. "Where's
Richard? Edward asks. 'To London al in post,* answers Clarence.
Edward's comment is naive but pregnant:

He's sudden, ifathing comesin his head.

Richard was leaving nothing to chance. Clarence was too weak and
Edward too sentimental for the 'serious matter' which he had in
mind. King Henry must die. Richard sets out to commit his first
deliberate murder for the crown. He actsinstantly and alone.

Henry knows at once why Richard has come. He has taken the
measure of thissinister playboy:

What scene of death hath Roscius now to act?

The wise and gentle king sees what is sill hidden from the politic
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ruffians whom Richard will one by one remove from his path. He
begins to prophesy, but Richard cuts him short:

I'll hear no more: die, prophet, inthy speech:  (Stabs him.)
For this, amongst the rest, was | ordain'd.

Richard will never be more flagrantly himself than in this, the first
of his self-regarding butcheries. In an assumed sardonic wonderment
he watches the blood drop downwards from his sword and caps his
observation with a smile appaling in its quaint blend of humanity
and heartlessness:

What! will theaspiringbloodof L ancaster
Sink inthe ground?| thought it would have mounted.
See how iny sword weepsfor the poor king's death!

The play ends with a pleasant family reunion. The three brothers
kiss in dl confidence and the besotted Edward esteems himsdlf a

happy man:

And now what rests but that we spend the time
With stately triumphs, mirthful comic shows?

What rested was something very different, namely the tragedy of
‘Richard I1I'. But before we follow this engaging monster into the
play that bears his name let us pause for a moment to consider the
political background from which he has emerged.

Who and what are these politicians with whom Richard has
grown to a precocious maturity? They have been too readily dis-
missed as figments of the full-blooded Elizabethan stage when they
might be more appropriately considered as recurrent political types.
Thiswas once aparadox, but the time givesit proof.

York, Suffolk, Warwick, Beaufort and the rest arc sadly familiar.
These men despise learning. Y ork sets out to dethrone Henry:

Whose bookish rule hath pul Td fair England down.

They have a supreme contempt for the people. Salisbury, bringing
a message from the commons, who fear for the safety of good King
Henry, is mocked by Suffolk:
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But dl the honour Salisbury hath won
Is that hewas the lord ambassador,
Sent from a sort of tinkers to the king.

All means are laudable provided their ends are served. Suffolk,
plotting the death of Duke Humphrey, puts the thing in anutshell:

And do not stand on quillets how to Slay him:
Beit by gins, by snares, by subtlety,

Sleeping or waking, 'tis no matter how,

So he be dead; for that is good deceit

Which mates him first that first intends deceit.

These notable persons kill their competitor, mourn him in public
and give him a magnificent funeral. Queen Margaret, who was a
party to Humphrey's death, grows rhetorical with sorrow at hisloss:

| would be blind with weeping, sick with groans,
Look pale as primrose with blood-drinking sighs,
And dl to have the noble duke dive;

and this same queen and her lords, who crown Y ork in mockery be-
fore they kill him at Wakefield, justify their procedure with an

accepted principle:
Itiswar's prize to take al vantages.

None of these men sns from weakness or acknowledges a dip
from virtue. They have their own perverted code. Richard's poli-
tical expedients are those of his time and class. He is distinguished
from his contemporaries only by hismental audacity.

For these men any ruse isjustified which enables them to take
advantage of smple honesty. Richard is resorting to an approved
political expedient when he induces the citizens of Y ork to admit his
brother upon an assurance that Edward comes only to clam his
dukedom:

But when the fox hath once got in his nose
Hell soon find means to make the body follow.

Not one of them is true to his pledged word or will not change his
party or betray his friends as passion or opportunity may require.
Advantage is the only criterion. King Louis, who has promised to
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support Henry, assumes as a matter of course that Edward's victory
annuls his obligation:

But ifyour tide to the crown be weak,
As may appear by Edward's good success,
Then 'tis but reason that | be released
From giving aid which late | promised.

This same Louis, having deserted Henry for Edward, promptly
deserts Edward for Henry when he hears that Edward cannot marry
his daughter, and Queen Margaret, who curses Warwick for having
made Edward king, promptly blesses him when he undertakes to put
her husband back on the throne:

Warwick, these words have turn'd my hate to love;
And | forgive and quite forget old faults.

Note, too, that these political ruffians, with superb assurance, invoke
patriotism and God for dl occasions. Says Hastings.

Let us be back'd with God and with the sees
Which he has given for fence impregnable,

And with their helps only defend ourselves;
In them and in ourselves our safety lies,

on which Clarence, feeling that such noble sentiments should be
suitably rewarded, exclaims:

For this one speech Lord Hastings well deserves
To have the heir of the Lord Hungerford.

Most significant feature of the time and of its monstrous galaxy
of political talent is the corruption of its youth. Henry, the only wise
man in this flashily brilliant company, exclaims with sorrow that in
such an epoch there is no child but is born untimely or can too
quickly die:

0O, pity, God, this miserable age!

What stratagems, how fell, how butcherly,
Erroneous, mutinous, and unnatural,

This deadly quarrel daily doth beget!

O boy! thy father gave thee life too soon,
And hath bereft thee of thy life too late.
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One of the most poignant episodes in the Third Part of 'Henry VT is
that in which Henry, a the bidding of Margaret, bestows knight-
hood on hisson:

KINGHENRY : EdwardPlantagcnet, ariseaknight;
And learn this lesson, draw thy swordin right.
PRINCE: My graciousfather, by your kingly leave,
I'll draw it as apparent to the crown,
Andin that quarrel useit to the death.
CLIFFORD: Why, thatisspokenlikeatoward prince.

This Edward was a brave and comely youth, but to draw his sword
in right was for him an empty phrase. He has learned the lesson of his
lost generation. He will fight only to secure his inheritance and, for
snubbing his father's piety, he is heartily commended by the fierce
lords who have nothing but contempt for Henry's moral preoccupa-
tions. Henry upholds a principle which is out of fashion:

Thrice is he arm'd that hath his quarrel just,
And he but naked, though locked up in steel,
Whose conscience with injustice is corrupted.

Such is the political background from which Richard of Glou-
cester emerges to play his part in his own tragedy. Shakespeare's
‘Richard 11I' is a self-contained work of art. It is unnecessary to read
the Second and Third Parts of 'Henry VI* to understand it to thefull.
But it isinteresting to note that Shakespeare's fancy was busy on this
character long before he took him for a hero and that Richard's
essentid qualitieswere al manifest in the earlier plays.

Significantly, as though the scene had been deliberately cleared for
his entrance into a house swept and garnished, Shakespeare's Richard
enters his own play with a soliloquy.

And what a soliloquy! Richard comes instantly to life in lines
which in their fall and management, declare an active mind and a
nimble spirit, a man who picks his epithets and savours them on the
tongue, who gives rein to a fancy moving freely at its pleasure and
yet so admirably controlled that it can adventure fearlessly through a
full period of over thirty lines without losing its way; while, across
this play of intellect zestfully aware of itself, runs a vein of mockery
which, with a precise and amusing exaggeration, flouts the easy
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rhetoric as it marches to a conclusion. All those preliminary adjec-
tives have, as it were, an dfin smile in their delivery—glorious, victor-
ious, dreadful, delightful:

Now is the winter of our discontent

Made glorious summer by tins sun of Y ork;

And dl the clouds that lour'd upon our house

In the deep bosom of the ocean buried.

Now are our brows bound with victorious wreaths;
Our bruised arms hung up for monuments;

Our stern alarums changed to merry meetings;

Our dreadful marchesto delightful measures.
Grim-visaged war hath smooth'd his wrinkled front;
And now, instead of mounting barbed steeds

To fright the souls of fearful adversaries,

He capers nimbly in alady's chamber
Tothelascivious pleasing of alute.

Follows the antithesis, in which Richard gathers up dl his previous
history, declares his quality and announces the theme of the tragedy:

But I, that am not shaped for sportive tricks,
Nor made to court an amorous looking-glass,
I, that am rudely stamp'd, and want love's majesty
To strut before awanton ambling nymph;

I, that am curtail'd of this fair proportion,
Cheated of feature by dissembling nature,
Deform'd, unfinished, sentbeforemy time
Into this breathing world, scarce half made up,
And that so lamely and unfashionable

That dogs bark at me as| halt by them;

Why, I, in this weak piping time of peace,
Haveno delight to pass away the time,

Unless to spy my shadow in the sun

And descant on mine own deformity:

And therefore, since | cannot prove alover,
To entertain these fair well-gpoken days,

| am determined to prove avillain.

Richard goes straight into action. Clarence is first on the list of
those who stand in his way and Clarence is already under detention.
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Richard, who has traduced his brother to the King and contrived his
arrest, meets his victim with an elaborately innocent concern:

Brother, good day: what means this armed guard
That waits upon your grace?

Clarence comments lightly on the misunderstanding under which he
has been committed to the Tower. With goblin solemnity Richard
shakes his head. The Queen and her relatives, now mighty gossips in
thismonarchy, are, hesuggests, responsible:

We arc not safe, Clarence, we are not safe.

Brackenbury, attending Clarence to the Tower, grows uneasy as the
brothers become critical of the Queen's party. Richard retorts:

We speak no treason, man: we say the king
Iswiseand virtuous, and hisnoble queen

Well struck in years, fair, and notjealous;

We say that Shore's wife hath a pretty foot,

A cherry lip, abonny eye, apassing pleasing tongue;
That the queen's kindred are made gcndefolks:

How say you, sir? can you deny al this?

The lilting audacity of this rejoinder is pure Richard. It has the
familiar but eusive quality which gives to so many of his speeches
the oily tang of a smooth olive eaten in the sun. Clarence passes to his
doom and Richard looks after him with a whimsical, affectionate,
derision:

Simple, plainClarence! | dolovetheeso,
That | will shortly send thy soul to heaven,
If heaven will take the present at our hands.

The fleering humility before God of that last line is another touch
which we shall find often repeated but never stale.

Thus Clarence pays the debt of his kind. He has played the game
and inevitably pays his forfeit—cruel to his enemies, false to his
friends, unegual in force or cunning to his brilliant brother. He
excites our compassion without moving our hearts. Shakespeare
invests his murder with a sentimental poignancy without impairing
our fearful pleasure in the impish wickedness that contrived it. It is
fie honest thought of the spectator who watches Richard a his
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wicked work: 'lIf | were cast for avillain, that is the sort of villain |
should like to be' Shakespeare, indeed, feels so secure in our dlegi-
ance to Richard that he can dlow his victim a touch of beauty at
the close, asin the famous dream:

Mcthought | saw athousand fearful wrecks;

A thousand men that fishes gnav.'d upon;

Wedges of gold, great anchors, heaps of pearl,

I nestimabl estones, unvaluedjewels,

All scatter'd in the bottom of the sea:

Some lay in dead men's skulls; and in those holes
Where eyes did onceinhabit, there were crept,
As'twerein scorn of eyes, reflecting gems,

Which woo'd the dimy bottom of the deep,

And rnock'd the dead bones that lay scatter'd by;—

reminding us, however, that this dreamer was the man who, with
his brothers, had killed Prince Edward and broken faith with al his
confederatesin turn:
Then came wandering by

A shadow likean angel, with bright hair

Dabbled in blood; and he squcak'd out aloud,

‘Clarenceiscome; fal se, fleeting, pcrjur'd Clarence,

That stabb'd me m thefield by Tcwkcsbury'.

If Richard be the flower of his age, the murderers of Clarence are
weeds of the soil from which it sprang. In their gross humour,
twinges of conscience, aternate pride and misgiving m face of their
own brutality, self-justification m that they act upon orders received
and arc convinced that their victim richly deserves his death, they
run true to the society that bred them:

FIRST MURDERER: How dost thou feel thyselfnow?
SECOND MURDERER: 'Faith, some certain dregs of conscience are yet
within me.

FIRST MURDERER: What wewill do, we do upon command.
SECOND MURDERER: And he that hath commanded is the king.

FIRST MURDERER: How canst thou urge God's dreadful law to us,
When thou hast broke it in so dear degree?

FIRST MURDERER: Relent! 'tis cowardly and womanish.
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Consder now the second important episode of the tragedy:

Enter the Corpse of KING HENRY THE SIXTH, borne in an open coffin,
GENTLEMEN bearing Halberds toguard it] LADY ANNE asMourner.

Richard has dready announced that he intends to marry Lady
Anne:
What though I kill'd her husband and hisfather?
The readiest way to make the wench amends
Isto become her hushand and her father.

He maintains that marriage with Anne is necessary to his plans.
But Shakespeare significantly allows thismotive to fall into the back-
ground. Richard's wooing may be dictated by political necessity,
but its prime purpose for the dramatist is to show Richard's insolent
virtuosity in persuasion, his delight in the exercise of his mind and
will, his pride in attempting the impossible and his triumph in its
achievement. The reasons which Richard gives for the attempt are
secondary. Here was a challenge to his wit which, apart from any
question of expediency, was irresistible. For him it was more matter
for aMay morning.

The critics are divided upon the merits of this famous scene.
Some wish that Shakespeare had never written it, or declare that he
could never have done so. Others are of opinion that only Shake-
speare could have succeeded or even attempted such an astonishing
performance. Even the romantic critics are at loggerheads. On the
one side we have Coleridge declaring bluntly that Shakespeare
‘certainly did not write the scenes in which Lady Anneyielded to the
usurper's solicitations. On the other side we have Lamb, with this
scene in mind, analysing with exquisite discrimination the ‘'lofty
genius, the man of vast capacity, the profound, the witty, the
accomplished Richard' and blaming Cooke, the actor, for lacking
the ‘fine address which was necessary to have betrayed the heart of
Lady Anne.' Lamb had no doubt that here was Shakespeare's genius
working at full pressure. In the very scenes which Coleridge rejected
Lamb finds a supreme test for the actor and the key with which to
unlock the heart of the tragedy. Strip Richard of the virtuosity with
which he woos the Lady Anne and he becomes no more than “avery
wicked man, who killslittle childrenin their beds.



82 POLITICAL CHARACTERS OF SHAKESPEARE

Richard of Gloucester would be worth no man's powder and shot
as a political character if, with Coleridge, we regarded him as no
more than a sublime warning of the 'dreadful consequences of
placing the moral in subordination to the intellectual being'. Such an
approach carries us back to Dr. Johnson who, on closing the book,
found 'some parts trifling, others shocking and some improbable’.
Shakespeare's portrayal of Richard stands or fals by this scene.
Admittedly it is outrageous that a murderer should woo the woman
he has bereaved over the body of his victim. Obvioudly it is difficult
to credit the frailty that falls under the spell of a villainy which does
not even trouble to conced itself. But no one sees this more clearly
or puts it more forcibly than Richard himself:

Wasever womaninthishumourwoo'd?
Wasever womaninthishumourwon?

All that has ever been urged against the success or likelihood of the
enterprise is put into Richard's own mouth:

What! 1, that kill'd her husband, and hisfather,

To take her in her heart's extremest hate;

With cursesin her mouth, tearsin her eyes,

The bleeding witness of her hatred by;

Having God, her conscience, and these bars against me,
And nothing | to back my suit at all,

But the plain devil and dissembling looks,
Andyettowinher, al theworldtonothing!

He forestalls the critics who maintain that Anne's surrender is
unnatural:

Hath sheforgot already that brave prince,

Edward, her lord, whom |, some three months since,
Stabb'dinmyangry moodat Tewkcsbury?

A sweeter and alovelier gentleman,

Fram'din the prodigality of nature,

Y oung, valiant, wise, and, no doubt, right royal,
The spacious world cannot again afford:

And will she yet debase her eyes on me,

That cropp'dthegolden primeofthissweet prince,
And made her widow to awoeful bed?
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Richard's wooing brilliantly displays every facet of his wicked
genius. He mocks the Christian virtues, to which he nevertheless in
the same breath appedls.

Lady, you know no rules of charity,
Which renders good for bad, blessingsfor curses.

He flouts the pious faith of his victim and presses his suit in the full
flush of hisderision:

ANNE: O, hewas gentle, mild, and virtuous!
RICHARD: The fitter for the King of Heaven, that hath him.
ANNE: Heisinheaven, where thou shalt never come.
RICHARD: Let himthank me, that holp to send him thither;

For he was fitter for that place than earth.
ANNE: And thou unfit for any place but hell.
RICHARD: Yes, oneplacedse, if youwill hear me nameit.
ANNE: Some dungeon.
RICHARD: Y our bed-chamber.

He means not only to win this woman but to win her by being most
himself. He will fascinate her by the readiness of his wit, overwhelm
her with his wicked audacity, beat down her defences by a blend of
insolent assurance and humble submission—all the more effective as
it expresses aboundless contempt. Shespitsat him:

Never came poison from so sweet a place.
She wishes him dead and he offershis sword:

Nay, do not pause; for I didkill King Henry,

But 'twas thy beauty that provoked me.

Nay, now dispatch; ‘twas| that stabb'd young Edward;
But 'twas thy heavenly face that set me on.

The eternal bully speaks to the everlasting trollop—and knows that
he will prevail. When he throws himsdlf at Anne's feet and protests
that he has never sued thus to aliving soul, his, flattery is meant to
impress, but not to decelve, awoman aready impotent to resist him.
Richard's humility and the lady's scorn are at this stage equally
fictitious. She is aready won. The whole conduct of the scene and
our readiness to accept it are in fact determined by motives which
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are suggested rather than expressed in the dialogue. Impudently pro-
fessing that he committed his crimes for love, Richard is asking her
in effect to admire his magnificent impertinence. He neither expects
nor cares to be believed. What, in any case, is beief? Men and
women believe what they wish to believe. He has overcome, not
the intelligence, but the will of his victim and her final surrender
is upon anote of hel pless bewilderment:

ANNE: | would| knew thy heart.
RICHARD: 'Tis figured in my tongue.
ANNE: | fear me both arc false.
RICHARD: Thennever manwastrue.
ANNE: Well, well, put up your sword.
RICHARD: Say, then, my peaceis made.
ANNE: That shal you know hereafter.
RICHARD: Butshdl I liveinhope?
ANNE: All men, | hope, live so.
RICHARD: Vouchsafetowear thisring.
ANNE: Totakeisnot to give. (Sheputsonthering.)

There is pathos in these last wistful flickers of resstance. Anne is
not convinced; sheis overpowered.

Richard, who knew in advance that he would prevail, neverthe-
less expresses amazement at his success. Note, however, the quality
of his exultation. He says nothing of the advantages to be derived
from his marriage. Nor does he directly dwell upon it as a triumph
of hiswill and person. His delight is more keen and sinister than that
of a merely able man who comes off with flying colours from a
difficult enterprise. The mainspring of his pleasureisto have proved
that his measureless contempt of human nature, with its weak affec-
tions and dlly scruples, isjustified. His success with Lady Anne
vindicates hiswhol e philosophy of life.

Richard, in triumph, disposes oncefor dl of thefalseideathat heis
aman soured by his deformity and driven to revenge himself upon
the world in envy of men better favoured than himself. We have
noted aready that, even when he rationalises his villainy, imputing
it to heaven who had sent him legs foremost into the world, he
zestfully exaggerates hisdefects. Heis amost in love with that hump
upon hisback. Itishissymbol of promise and power:
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This shoulder was ordam'd so thick to heave;
And heave it shall some weight, or break my back.

Nowhere is this inverted vanity morejoyously expressed than in the
speech which follows his conquest of Lady Anne:

| do mistake my person dl thiswhile:
Upon my life, shefinds, athough | cannot,
Mysefto be a marvellous proper man.

I'll be at charges for alooking-glass,

And entertain some score or two of talors,
To study fashions to adorn my body:
Since | am crept in favour with myself,

[ will maintainitwithsomelittlecos.

That Richard takes a crooked pleasure in his crooked shape does
not, of course, imply that his rationalisations are false. He has been
cheated of feature by dissembling nature and, in compensation, he
will make it his heaven to dream upon the crown. But where alesser
man would have been driven to seek power from a sense of frustra-
tion, as has been the case with many political leaders in history,
Richard insists repeatedly that it is hisvery physicd inferiority which
makes him unique among men. Everything in Richard's world—
even his deformity—nourishes his sense of power. There is nothing
negative in his character. He never sins, for sin implies a breach of
the moral law accepted by the sinner. Richard has his own code. To
that he is aways faithful and so lives happy as the day is long.
Shakespeare, dismissing him from the scene with Lady Anne, sends
him forward to fresh conquests, a political Narcissus who takes
pleasure in his own reflection:

Shine out, fair sun, till | have bought a glass,
That | may see my shadow as| pass.

Shakespeare, having shown us Richard at the top of his form, can
do no more than repeat the achievement. ‘Richard I11' isin this respect
a static composition. We found in "Julius Caesar' the musical likeness
of a symphony with fugal passages. The musical counterpart to
‘Richard 11I" would be, not a symphony, but a set of variations of
the early classc type. Our interest lies in the composer's ingenious,
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amost playful, embroidery of a theme which remains essentialy the
same. Our attention is sustained, not by any development of char-
acter, but by an exhibition of the same unchanging qualities in a
different context. Having witnessed Richard's courtship of Lady
Anne, we st back to enjoy further displays of his virtuosity. In the
hands of adramatist lessinfinitein faculty the performance would be
tedious and, in one particular instance, Shakespeare himself hardly
sustains the burden. The scene in Act 1V in which Richard, having
disposed of his first wife, sets out to persuade Queen Elizabeth to
further his wooing of her daughter is, in substance, a replica of the
scene with Lady Anne. It has, as we shall see, a different psycho-
logical setting and purpose, but initselfit is avariation which repeats
the earlier performance in a more formal and decorative style. It is
more ingenious than convincing and it provokes a momentary im-
patience. We are tempted to exclamwith Polonius; ‘Thisis toolong.'
We may even condone at this stage the resentment of Dr. Johnson
who declared: 'On this dialogue it is not necessary to bestow much
criticism; part of it is ridiculous and the whole improbable.” We do
not, in fact, immediately perceive its dramatic relevance; we only
note that the earlier scene is repeated with an almost perfunctory
exactitude. The Queen shrinks with horror from the man who pro-
poses to marry the woman whose brother he has killed and Richard
repeats hisnow familiar solicitations:

Say that | did dl this for love of her.

He again makes a cynica profession of penitence coupled with an
appeal to self-interest and to a weak woman's secret admiration of
thesuccessful bully:

If1 did take the kingdom from your sons,

To make amends I'll giveit to your daughter.
IfI have kil Td the issue of your womb,

To quicken your increase | will beget
Mineissue of your blood upon your daughter.

Theloss you haveis but ason being king,
And by that loss your daughter is made queen.

Again shal you be mother to aking,
And dl the ruins of distressful times
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Repair'd with double riches of content.
What! we have many goodly days to see.

Prepare her earsto hear awooer's tale;
Putin her tender heart the aspiring flame
Of golden sovereignty.

And the conclusion of the scene is superficialy the same:

Q. ELIZABETH: Shdl | betempted of thedevil thus?
RICHARD: Ay, if the devd tempt thec to do good.
Q.ELIZABETH: Shall I forget myself tobemysdlf ?
RICHARD: Ay, ifyourself'sremembrancewrongyourself.
Q. ELIZABETH: Yetthoudidstkill my children.
RICHARD: Butinyour daughter'swomb| bury them:
Where in that nest of spicery they shal breed
Sdlves of themselves, to your recomforture.

The Queen leaves Richard upon an ambiguous promise to do what
he asks and Richard's immediate reaction, as in the earlier scene, is
one of contempt for hisvictim.

Richard's first undertaking, after he has arranged for the dimina-
tion of Clarence, is to aggravate the unpopularity of the Queen's
party with the high and mighty war-lords of England. He affects the
candid, outspoken didlike of a plain gentleman for these upstarts:

Who are they that complain unto the king,
That I, forsooth, am stern and love them not?
By holy Paul, they love his grace but lightly
That fill his cars with such dissentious rumours.
Because| cannot flatter and speak fair,

Smilein men's faces, smooth, deceive, and cog.
Duck with French nods and apish courtesy,

| must be held arancorous enemy.

Cannot a plain man live and think no harm,
But thus his simple truth must be abus'd

By silken, dy, insinuating Jacks?

The simple Queen, not yet schooled in the sorrows that are to make
her wise, doing her best to pacify this honest grumbler, tries to

! For the dramatic significance of this scene, its underlying differences from che
earlier incident and unexpected sequel, see p. 104.
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persuade him that sheis not, as he so convincingly seems to imagine,
in any way responsible for setting the King against his brother Clar-
ence. Richard can only profess to be lost in awicked world:

| cannot tell; the world is grown so bad,

That wrens make prey where eagles dare not perch:
Since every Jack became a gentleman,

There's many a gentle person made aJack.

Poor painted Queen! Richard drives her to desperation, incident-
ally setting by the ears the opposing factions which he means in due
course to destroy. Rivers is moved to intervene, but getsin only a
word or two:

Q. ELIZABETH: My lord, you do me shameful injury,
Falsely to draw mein thesevile suspects.
RICHARD: Y oumay deny that youwerenot the cause
Of my Lord Hastings' late imprisonment.
RIVERS: She may, my lord; for—
RICHARD: Shemay, Lord Rivers! why, who knowsnot so?
She may do more, sir, than denying that:
Shemay help youto many fair preferments,
And then deny her aiding hand therein,
Andlay those honours on your high deserts.
What may she not? She may, ay, marry, may she—
RIVERS: What, marry, may she?
RICHARD: What, marry, may she! marry withaking,
A bachelor, ahandsome stripling too:
| wisyour grandam had aworser match.

Note the vernacular quality of Richard's speech. It is one of his
favourite tricks. Elizabeth at the close is reduced to his own assumed
level of angry smplicity:

By heaven, | will acquaint his majesty

Ofthose gross taunts | often have endured.

| had rather be a country servant-maid

Than a great queen, with this condition,

To be thus taunted, scorn'd and baited at:

Smalljoy have | in being England's queen.
This is one of Richard's star performances. And how, as adways, he
enjoys it!
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| do the wrong, and first begin to brawl.
The secret mischiefs that | set abroach
| lay unto the grievous charge of others.

Ihe sequel to this quarrel with the Queen and her relatives is an
equaly engaging scene of reconciliation. King Edward, on his death-
bed, inssts that dl parties shal join hands. Hastings, who is soon to
rgoice in the judicial murder of Rivers and Grey, embraces them
both and protests his perfect love. Buckingham, who is to share
the relish of his master in the tragi-comedy of Hastings death, calls
on God to punish him for any breach of an undying friendship.
Richard enters and isinvited to share in this feast of loving souls. He
has just had news that his orders for the murder of Clarence have
been successfully carried out, but thisiswhat he says:

If1 unwittingly, or in my rage,

Have aught committed that is hardly borne
By any inthis presence, | desire

To reconcile me to his friendly peace:

'Tis death to me to be at enmity;

| hateit, and desire dl good men's love.

He makes his apologies to the Queen, to Buckingham, Rivers and
Dorset. They have frowned on him withoutjust cause, but he bears
them no ill-will:

| do not know that Englishman dive

With whom my soul is anyjot at odds

More than the infant that is born to-night:

| thank my God for my humility.

The scene closes with Richard's announcement of the death of
Clarence, in which he contrives to throw the guilt upon the
Queen's kindred and to suggest with sorrow that worse may follow.

No one will deny that this episode is dramatically effective. Nor
will anyone who is at dl familiar with the conduct of political
persons at the green tables of Europe during the last twenty years
chalengeits political veracity.

Richard has two principa confederatesin his acquisition of power.
Each of them is prepared to go so far and no farther. Hastings helps
Richard to become Lord Protector, but refuses to be a party to his
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designs upon the crown. Buckingham helps Richard to become
King, but refuses to be a party to the murder of the princes. Both
pay the penalty which invariably overtakes the public person who
goes into power politics with moral reservations.

Hagtings works for Richard in order to get the better of the
Queen's faction and he achieves his purpose when Rivers, Vaughan
and Grey are executed at Pomfret. Hastings laughs 'to ook upon
their tragedy', but he is a ruffian with scruples. Catesby is sent by
Buckingham to sound him in the 'greater business of Richard's
accession:

Go, gentle Cateshy,
And, asit werefar off, sound thou Lord Hagtings,
How he doth stand affected to our purpose;
Andsummonhimto-morrow tothe Tower,
To sit about the coronation.
If thou dost find him tractable to us,
Encourage him, and show him al our reasons:
If hebel eaden, icy-cold,unwilling,
Bethou so too; and so break off the talk,
And give us notice of hisinclination.

Richard merrily adds a postscript:

Commend meto Lord William: tell him, Cateshy,
His ancient knot of dangerous adversaries
To-morrowareletbloodat Pomfrct-castl e

And bid my friend, forjoy of this good news,
Give Mistress Shore one gentle kiss the more.

Shakespeare depicts for us in Hastings the false security of the
politician who deceives himsdf into thinking that there can be a .
limited liability in crime and who trusts to his good relations with
the more extreme members of his party. He has received a message
from Stanley urging him to fly. He refuses to do so. Nothing, he
maintains, can be decided without his knowledge and nothing can
divide him from his princely leader.

Catesby ably discharges his misson. He finds Hagtings firmly
opposed to crowning Richard and drops the subject. Hastings there-
upon goes confidently to his doom. The stage is set for this incident
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with superb skill. The audience knows what is in store for him and
every word he utters has a supreme dramatic irony which can be en-
joyed without any prick of compassion. Nothing, in fact, conies be-
tween the spectator and his pleasure in yet another exhibition of
our hero's virtuosity. Richard comes late to the Council with a
pleasant good day to al and a graceful compliment for Hastings
himself. Looking round he perceives the Bishop of Ely:

My lord of Ely, when | waslast in Holborn,
| saw good strawberries inyour garden there;
| do beseech you send for some of them.

Who but Richard would have asked for strawberries at such a time?
Hastingsis charmed to be thus of theinner circle. Richard withdraws
a moment with Buckingham and the doomed man delivers his last
happy speech on earth:

His gracelooks cheerfully and smooth thismorning:
There's some conceit or other likes him well,

When he doth bid good morrow with such spirit.

| think there's ne'er aman in Christendom

Can lesser hide hislove or hate than he;

For by hisfacestraight shal you know his heart.

Richard returns with Buckingham and the blow falls:

RICHARD: | prayyoudl, tell mewhat they deserve
That do conspire my death with devilish plots
Of damned witchcraft, and that have prevail'd
Upon my body with their hellish charms?
HASTINGS. Thetender lovel bear your grace, my lord,
Makes me most forward in thisnoble presence
To doom th' offenders, whoso€'er they be:
| say, my lord, they have deserved death.

Richard strips his deeve:

RICHARD: Thenbeyour eyesthewitnessoftheir evil:
Look how | am bewitch'd; behold minearm
Islike ablasted sapling, wither'd up:
Andthisis Edward'swife, that monstrouswitch,
Consorted with that harlot, strumpet Shore,
That by their witchcraft thus have marked me.
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HASTINGS: Ifthey havedonethistiling, my graciouslord,—
RICHARD: If! thouprotector of thisdamned strumpet,
Tak'st thou to me of 'ifs? Thou art atraitor:
Offwith hishead! now, by Saint Paul, | swear,
| will not dine until | see the same.

Too late Hastings marvels at his false confidence and perceives the
bitter folly of his triumph:

0 momentary grace of mortal men,

Which we more hunt for than the grace of God!
Who builds his hopesin air of your good looks,
Liveslikeadrunken sailor on amast;

Ready, with every nod, to tumble down

Into the fatal bowels of the deep.

His only consolation is a melancholy certitude that he will not be
Richard's last victim:

Come, lead me to the block; bear him my head:
They smile at me that shortly shall be dead.

Richard has now to obtain the approval of the mayor and citizens
for the execution of Hastings. He adopts his favourite character of
the smple, confiding person who, having no guile in himsdlf, is dow
to suspect it in others:

So dear | loved the man, that | must weep.
1took himfor theplainest harmless creature
That breath'd upon this earth a Christian;
Made him my book, wherein my soul recorded
The history of dl her secret thoughts.

Richard, moreover, knows these citizens. He makes a point of re-
minding hisworship that Hastings has been living in sn with another
man's wife. So what was one to expect? The mayor shakes his head
sadly over the whole disreputable business:

Now, fair befall you! he deserved his death;

And your good graces both have well proceeded,
Towarnfalsetraitorsfromthelike attempts.

| never look*dfor better at his hands,

After heoncefell inwith Mistress Shore.
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The remova of Hastings is quickly followed by the elimination of
Buckingham. Buckingham was privy to dl Richard's plans. He was
the counsdllor, instrument and crony of his master. So devout is his
admiration of Richard that he becomes infected with his hero's
manners and methods. He imitates with zest Richard's radiant
hypocrisy and abrupt violence. When Queen Elizabeth sends her
son to sanctuary, it is Buckingham who, in the very accents of
Richard, argues that it would be no sin to drag him forth. Sanctuary,
he maintains, was never designed to keep children away from their
lawful guardians:

Y ou break not sanctuary in seizing him.

The benefit thereof is always granted

To those whose dealings have deserved the place
And those who have the wit to claim the place:
Thisprincehathneither clam'ditnor deserv'dit;
Therefore, in mine opinion, cannot haveit:
Then, takinghimfromthencethatisnotthere,

Y oubreak noprivilegenor charter.

Thisis an absolute echo of Richard.

Itis Richard's pleasure to start Buckingham upon a scent, sardonic-
adly stand aside and dlow him to take the lead. It is Buckingham who
gives Catesby his instructions upon the sounding of Hastings; it is
Buckingham who undertakes to cozen the citizens of London into
accepting Richard for their King and who, at a hint from Richard,
contrives that they shall seem to press upon him a crown which
Richard must appear reluctantly to accept. Buckingham delights in
the exercise of a pupil's virtuosity:

Doubt not, my lord; I'll play the orator,
Asifthe goldenfeefor which | plead
Werefor mysalf.

Hewill frame hisface to adl occasions:

RICHARD: Come, cousin, cangt thou quake, and change thy colour,
Murderthy breathinmiddleof aword,
And then begin again, and stop again,
Asifthou wert distraught and mad with terror?
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BUCKINGHAM: Tut,l cancounterfeitthedeeptragedian;
Speak and look back, and pry on every side,
Tremble and start at wagging of astraw,
Intending deep suspicion: ghastly looks
Are at my service, like enforced smiles;
And both areready in their offices,
At any time, to grace my stratagems.

Richard and Buckingham, in the famous scene with the citizens,
are two playboys who enjoy together a private jest. 'Zounds, I'll
entreat no more," exclams Buckingham when Richard persists in
refusing to be King, to which Richard in his character of a holy and
devout religious man returns: 'O, do not swear, my lord of Bucking-
ham." These good companions exchange, as it were, a solemn wink
over the heads of the people.

Buckingham is brilliant in execution, but he is never the moving
spirit. If he seems to take the initiative, the vital impulse comes
aways from Richard. Buckingham excels in picking up cues from
his leader and he has that tiresome habit of the zealous disciple of
invariably trying to go one better. Richard, when they are plotting
tofool thecitizensinto acclaiming him King, suggests:

Bring them to Baynard's Castle;
Where you shal find me well accompanied
With reverend fathers and well-learned bishops.

Buckingham jumps at the notion, makes it his own and improves
upon the comedy to the point of farce:

And look you get a prayer-book in your hand,
And stand between two churchmen, good my lord.

Buckingham thinks it a privilege to work with Richard and
plumes himself upon the association. Richard, on the other hand, has
the natural contempt of an original mind for a reproduction. It irks
him to see this sedulous parody of himself in action. He watches his
partner with a sour, reserved amusement. Buckinghamis ever full of
advice and confident of his ability. Richard accepts him with a
mocking assumption of humility:
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My other self, my counsdl's consistory,
My oracle, my prophet! My dear cousin,
I, asachild, will go by thy direction.

The time will come when Buckingham, too, will have to be put in
his place and we shall then find Richard treating his former colleague
with a harsh contempt for which at first sight there seems no ade-
quate motive. But the reason is not far to seek. Richard admits no
equality of mind or will with Buckingham. Heis thus provoked into
humiliating his competitor in mischief beyond all reason. Thisis a
not uncommon trait in political life.

There are moments when Buckingham seems to be working for
Richard from pure love of the sport. But the political |abourer is
worthy of his hire and Buckingham makes his bargain well in
advance:

BUCKINGHAM: Now, my lord, what shal we do if we perceive
Lord Hastings will not yield to our complots?
RICHARD: Chop off hishead, man; somewhat wewill do:
And, look, when | am king, claim thou of me
The earldom of Hereford, and the moveables
Whereof the king my brother stood possessd.
BUCKINGHAM: I'll claimthat promiseatyour grace'shand.

The scene in which Richard sets out to discover whether Bucking-
ham is prepared to connive at the murder of the princesis brilliantly
characteristic. There is no obscure hinting at a dreadful purpose.
Richard goes straight to the point:

RICHARD: Ah! Buckingham, now do| play thetouch,
To try if thou be current gold indeed:
Y oung Edward lives: think now what | would speak.
BUCKINGHAM: Say on, my loving lord.
RICHARD: Why, Buckingham, | say, | would beking.
BUCKINGHAM: Why, soyou are, my thricerenowned liege.
RICHARD: Hal aml king?'tisso: but Edwardlives.
BUCKINGHAM: True, noble prince.
RICHARD: O bitter consequence,
That Edward still should live! "True, noble prince!’
Cousin, thou wast not wont to be so dull:
Shall | beplain?l wish the bastards dead.
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Buckingham is staggered and undertakes to consider the matter. But
Richard leaves him no time for reflection:

RICHARD: What sayest thounow?speak suddenly; bebrief.
BUCKINGHAM: Y our gracemay doyour pleasure.
RICHARD: Tut, tut, thou art al ice, thy kindness freezes:
Say, havel thy consent that they shall die?
BUCKINGHAM: Givemesomebreath, somelittlepause, dear|ord,
Beforel positively spesk inthis:
| will resolve your graceimmediately. (Exit.)

Buckingham withdraws to think over Richard's proposal, but
Richard's mind was made up at thefirst sign of hesitation in his con-
federate. He does not wait for Buckingham's considered reply. He
has no use for aman who has apitiful, smal mind of his own:

| will converse withiron-witted fools

And unrespective boys, nonearefor me

That look into mewith considerate eyes:
High-reaching Buckingham grows circumspect.

He sends at once for Tyrrel to arrange for the murder of the princes
and, when Buckingham returns to ddliver his decison, Richard will
not so much as hear what he has to say. Buckingham has hesitated.
That isenough:

BUCKINGHAM: My lord, | have consider'din my mind
Thelate demand which you did sound mein.
RICHARD: Well,letthatrest.

Richard turns from his late colleague with studied indifference.
Buckingham claims the promised earldom of Hereford. Richard
affects to be sunk in meditation:

BUCKINGHAM:Mylord!
RICHARD: Ay, what'so'clock?
BUCKINGHAM: lamthusholdtoputyourgraceinmind
Of what you promisd me.
RICHARD: But what's o'clock?
BUCKINGHAM: Uponthestrokeoften.
RICHARD: Well, letit strike.
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BUCKINGHAM: Why let it strike?

RICHARD: Becausethat, likeaJack, thoukeep'st thestroke
Betwixt thy begging and my meditation.
| amnotinthegivingveinto-day.

Had Buckingham decided to connive at the murder of the princes?
The fact that he reminded Richard of the promised earldom would
seem to indicate a willingness to come to terms. But Richard gave
him no opportunity to disclose himself. He has no use for waverers.
Nor does he wish to be under any further obligation to the man
who had aspired to be his boon companionin crime:

The deep-revolving witty Buckingham

No more shdl be the neighbour to my counse!:
Hath he so long held out with me untired,

And stops he now for breath?

So much for Buckingham!—as Colley Gibber was one day to say
on Shakespeare's behalf. Buckingham was driven into rebellion and
executed, not for refusing to connive at the murder of the princes,
but because he hesitated to comply immediately with his leader's
suggestion. Helost his head the moment he claimed theright to think
for himsdlf.

Shakespeare never alows his political heroes to posture in an
emptyland. Thereisalwaysthepeople. London—A Street—Enter Two
Citizens Meeting. The street may be shifted to Rome. It may be a
forum or a battlefield. But always, sooner or later, it comes to re-
mind us that there are humblefolk tied to the whedl of history.

The citizens who appear in 'Richard 111" are typical subjects of the
New Monarchy—a post-medieval form of the totalitarian state. We
encounter them first discussing the news of King Edward's death.
They foresee astruggle for power between their rulers. Woe to that
land that's governed by a child! Each party will try to use him for
their own power and pleasure:

For emulation now, who shall be nearest,
Will touch us dl too near, if God prevent not.

4 When clouds are seen, wise men put on their cloaks;
When great leavesfall, then winter is at hand.

<* O, full of danger is the Duke of Gloucester!
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These citizens are full of foreboding. They read their masters well,
but seeno remedy.

Enter a Scrivener. He has been instructed to draw up the indictment
of Lord Hastings, summarily executed before the charges against
him have even been put on paper. It is a shrewd free citizen of Eng-
land who speaks for al such as have found themselves similarly
helplessin other times and places:

Here's a good world the while! Who is so gross,
That cannot see this pal pable device?

Y et who so bold but says he sees it not?

Bad is theworld; and al will come to nought,
When such ill dedling must be seen in thought.

These citizens can be manoeuvred into a semblance of agreement,
but they arc not deceived:

BUCKINGHAM: Andwhenmineoratory drewtowardend,
| bade them that did love their country's good
Cry 'God save Richard, England's royal king!'

RICHARD: Anddidthey so?

BUCKINGHAM: No,soGodhelpme, they spakenotaword;
But like dumb statuas or breathing stones,
Gazed each on other, and look'd deadly pae.
Which, when | saw, | reprehended them ;
And ask'd the mayor what meant this wilful silence:
His answer was, the people were not wont
To be spoke to but by the recorder.

The recorder was pushed forward:

When he had done, some followers of mine own,

At lower end of the hall, hurl'd up their caps,

And some ten voices cried, 'God save King Richard!'
And thus | took the vantage of those few.

"Thanks, gentle citizens and friends," quoth I;

‘This general applause and cheerful shout

Argues your wisdoms and your love to Richard":
And even here brake off, and came away.

What follows might serve as a model for the political agents of
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any caucus, ancient or modern. Buckingham brings the citizens to
Richard and the scene is set. It is not a burlesque. Politica realities
with which we are familiar limp in dull or ferocious travesty far be-
hind it. Buckingham has one staunch adherent in the crowd—the
mayor with whom he has previously come to terms. The rest merely
lissen while the principals play their alotted parts. Buckingham
extols the morality of his master:

Ah, ha, my lord, thisprince is not an Edward!
Heisnot lalling on alewd day-bed,

But on his knees at meditation;

Not dallying with a brace of courtesans,

But meditating with two deep divines.

The mayor is suitably impressed:
See, where he stands between two clergymen!—
and Richard professes hisreluctancein the customary terms:

Will you enforce me to aworld of cares?

Call them again. | am not made of stone,

But penetrable to your kind entreats,

Albeit against my conscience and my soul.
(Re-enter BUCKINGHAM and the rest.)

Cousin of Buckingham, and you sage, grave men,

Since you will buckle fortune on my back,

To bear her burden, whether | will or no,

I must have patience to endure the load.

Now for the wicked uncle! The murder of the princes was a
necessary act of state. No usurper in that period of history could
think himself secure so long as a more legitimate claimant was alive.
Richard had decided to kill the sons of his elder brother before he was
made King and long before he sounded Buckingham on the subject
He approaches this, the worst of his crimes, in the same sardonic
spirit as the rest. Shakespeare makes this quite clear in the scene
which Hazlitt decried as 'the fantoccini exhibition of the young
princes, Edward and Y ork, bandying childish wit with their uncle.
Hazlitt, for once, wasinsengitive. The sceneisin itself excellent stage-
craft. What could be more theatrically effective than Richard's
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playful gift of his dagger to York and the boy's pert dlusion to his
uncles deformity. What could be more theatrically moving than
young Edward's ingtinctive distrust of the Lord Protector, his pre-
monitory recoil from the Tower, his pathetic exhibition of a mind
already aert and inquisitive and of aspirit which aspires to fame:

Anifl liveuntil I beaman,
I'll win our ancient right in France again,
Or dieasoldier, asl lived aking.

Such moving effects as these would furnish forth a complete outfit
for the dozen or so dramatic authors of consequence who have fol-
lowed Shakespeare over a period of three centuries. To Shakespeare
they were little more than tricks of his mighty trade, only to be re-
garded as facile or insignificant when we compare them with his
greater achievements.

Even these tricks, moreover, have a deeper purpose than to wring
the simple hearts of the groundlings. For they enable Shakespeare to
reveal the mind of Richard at work:

Sowiseso young, they say, do ne'er livelong.
Short summerslightly have aforward spring.

Thus, like theformal Vice, Iniquity,
| moralise two meaningsin oneword.

Richard savours the dreadful situation with the same colourful pride
in obliquity, the same sinister delight in the ambiguous gesture or
phrase, with which he contemplates, in so many diverse forms, the
prosecution of his grand design:

My dagger, little cousin? with dl my heart.

One cannot help thinking that, if Hazlitt had looked a little more
carefully, not only into the technique of the playwright but into the
purpose of the dramatist, he would not have dismissed this scene as
atogether unworthy of Shakespeare.

Richard's murder of the princes in the Tower is by common con-
sent and unbroken tradition his best tide to be considered as one of the
master criminals of history. Charles Lamb, as we have seen, explains
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our delight in Richard, as he explains our ddight in the licentious
figures of Restoration Comedy, by assuming that we regard such
unedifying persons as characters in a fairy tae. We suspend our
ethicd judgment and take a holiday from holinessin amoral Alsatia.
He insinuates that we instinctively condone the crimes of Richard so
that we may enjoy his dexterity, the play of hisintellect, the flaunt-
ing bravery of hiswicked spirit. Richard isto be regarded as abogey-
man who takes his place in the popular fancy aong with Henry VII|
and Bluebeard. All this, of course, is true and could never be more
brilliantly stated. There is, however, another ingredient in our
pleasure. For Richardisnot an ogrein afairy tale. Heis arecognisable
type of public person who wins our sympathy by conducting him-
«f with arefreshing candour, and nowhere is his engaging frank-
ness more vividly displayed than in his character of the wicked uncle
who kills little children in their beds. Child murder is a politica ex-
pedient on which countless generations of men in authority have
based their privilege and power. Highly civilised peoples, like the
Greeks, who exposed their superfluous babies at birth, have honesdy
admitted the fact. Less civilised peoples, like the English at the be-
ginning of the nineteenth century, consigned them to mines, work-
shops and dums where they perished in hundreds of thousands to
maintain an opulent heritage. All down the ages the successful poli-
tician has shown little or no effective reluctance to qut-Herod Herod
in his daughter of the innocents. The crime of Richard is the secular
crime of the power politician in every age and there is a sense in
which every political leader is awicked uncle who kills little children
in their beds.

What we like and admirein Richard is that he knows, as the poli-
ticians seldom know, precisely what he is doing. He presents the
gtuation for what it is and makes no bones about it. We relish his
exposure of atruth which in various forms and disguises is a matter
of common observation.

Shakespeare permits the lesser villains of the piece to denounce the
enormity of the crime:

The tyrannous and bloody act is done;

The most arch deed of piteous massacre,
That ever yet this land was guilty of;
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and he spares us no pathetic circumstance in Tyrrel's account of it.
But for Richard it is no more than an itemin his programme:

RICHARD: Kind Tyrrel, am| happy inthy news?
TYRREL: Ifto have donethe thing you gavein charge

Beget your happiness, be happy then;

Foritisdone.
RICHARD: But didst thou see them dead?
TYRREL: I did, my lord.
RICHARD: And buried, gentle Tyrrel?

Kind Tyrrel—gentle Tyrrel? How often does Richard, in a casual
epithet, express the dreadful, sustained irony of his dispostion!* .

! ltisinteresting to compare the fearless direct advance of Richard towards the
worst of his crimes with the hesitant groping approach of King John towards the
murder of Prince Arthur. Richard looks his action straight in the face. John hardly
dares to nameit. 'Shall | be plain? | wish the bastards dead.’ says Richard to Buck-
ingham. King John, opening his mind to Hubert, is oppressed with the moral
enormity of his design. He comes near to it, backs away, prologises and hints at
something only to be sounded with a midnight bell or to be spoken in a church-
yard:

Or if that thou couldst see me without eyes,
Hear me without thine ears, and make reply
Without atongue, using conceit alone,
Without eyes, ears and harmful sound of words;
Then, in despite of broad-eyed watchful day,

| would into thy bosom pour my thoughts:
But, ah, | will not! yet | love thee well.

Richard when the deed is done only wants to know that his victims are dead and
buried. John throws back upon Hubert the moral responsibility for a crime which
he dare not acknowledge:

K.JOHN: How oft the sight of meansto doiill deeds
Makes ill deeds done! Hadst not thou been by,
A fellow by the hand of nature marked,
Quoted and signed to do adeed of shame,
This murder had not come into my mind:
But taking note of thy abhorred aspect,
Finding theefit for bloody villany,
Apt, liable to be employed in danger,
| faintly broke with thee of Arthur's death;
And thou, to be endeared to aking,
Madeit no conscienceto destroy aprince.
HUBERT: My lord—
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Richard has now completed his programme and achieved his pur-
pose. Heis King of England and his title is assured. There is still work
to do, but from this time forth a subtle difference grows increasingly
apparent in his mood and conduct. The dreadful inspiration which
has carried him to the achievement of his purpose now perceptibly
flags. Richard, after the death of the princes, is like an artist who has
put the finishing touch to a masterpiece. For this he was ordained
and he has fulfilled his destiny. The virtue—an evil virtue—has gone
out of him. He will never again be thejocund adventurer in crime.
He will continue to exercise his wits after the old fashion, but there
will be something aimost mechanical in his further performances,
as though he were repeating from habit tricks acquired in the exer-
cse of an origind taent. This faling-off in Richard's performance
is not due to any falling-off in Shakespear€'s creative power. It is an
essentia feature of the tragedy and profoundly characteristic of the
man. Coleridge let fall a sentence in one of his lectures which bears
directly on the point we have reached. He was contrasting the char-
acters of Richard 11l and Henry Bolingbroke. 'In Richard I1I', sad
Coleridge, 'the pride of intellect makes use of ambition asits means, in
Bolingbroke the gratification of ambition is the end and talents are
the means'’

Richard, in acquiring the crown, was seeking an outlet for the
exercise of his genius. When the crown was won, his interest was
abated. Sested on the throne, with dl obstacles removed, he has
reached the first pause in his career since he stabbed King Henry in

K. JOHN: Hadst thou but shook thy head, or made apause,
When | spake darkly what | purposed,
Or turned an eye of doubt upon my face,
Ashid me tell my talein express words,
Deep shame had struck me dumb, made me break off,
And those thy fears might have wrought fearsm me:
But thou didst understand me by my signs,
And didst in signs again parley with sin;
Y ea, without stop, didst let thy heart consent,
And consequently thy rude hand to act
The deed, which both our tongues held vile to name.
Out of my sight, and never see me more!

Shakespeare contrasts at al points the man who claims immunity from the
common laws of humanity with the man who accepts but transgresses them.
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the Tower. He stands back to look at his work and experiences that
awful qualm of dislluson which most men feel when they have
attained what was to have been the summit of their achievement.
In addressing himsdlf to the tasks that await him in the future he
finds it necessary to apply the spur. The man whom King Edward
described as 'sudden, if a thing comes in his head' has now to goad
himsdfinto action and even to argue the necessity:

Come; | have heard that fearful commenting
Isleaden servitor to dull delay;

Delay leads impotent and snail-pac'd beggary:
Then fiery expedition be my wing,
Jove'sMercury, and herald for aking!

Go, muster men: my counsel is my shield;

We must be brief when traitors brave the field.

This self-apostrophe rings a new note and it is sounded immediately
after Richard's reception of the news that the princes have been
removed.

The decline in Richard's genius for decisve action has in it no
element of remorse. It springs, on the contrary, from a sense that
anything he may have to do next must necessarily be something of
an anti-climax. Thefirg, fine carelessraptureis exhausted. All he can
do henceforth is to maintain his position and accept the necessities
whichit lays upon him. Queen Margaret, who has away of suddenly
illuminating the drift of Shakespear€'s tragedy, gives us the key to
the changed situation in which Richard finds himself:

So now prosperity beginsto mellow
And drop into the rotten mouth of death.

We now perceive why the scene in which Richard sets out to per-
suade Elizabeth to further his suit to her daughter is but a pale re-
flection of the earlier scene in which he wooed the Lady Anne. The
repetition, though it may be found theatrically disappointing, is
psychologically right. Shakespeare at the height of his powers as a
craftsman would have avoided the technical error of presenting, late
in the play, a formal variation upon an earlier and more brilliant
performance. He would have contrived some other means of indicat-
ing the loss of power which overtakes the original mind when it is
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forced to repeat itself. But the scene, though technicdly at fault, is
dramatically of the highest significance. Richard uses again the arts
with which he overcame the scruples of Lady Anne. But the relish
is no longer there. The scene has an artificia quality. It is full of
ingenious argument and antithetical retort. This artificidity is de-
liberate. The dramatist fallsinto verba conceits because they exactly
convey a loss of that urgent, homespun quality which was the
secret of Richard's energy in thefirst flush of his enterprise.

Note, too, that Richard for the first timefails in his purpose.
Elizabeth, seeming to consent, rtiakeshim no definite promise:

ELIZABETH: Shal | go win my daughter to thy will?
RICHARD: And be ahappy mother by the deed.
ELIZABETH: | go. Writeto mevery shortly,
And you shal understand from me her mind.
RICHARD: Bear her my truelove'skiss; and so, farewell.
(Bxit Q. ELIZABETH.)
Relenting fool, and shallow, changing woman!

Richard takes his success for granted and, as in the earlier scene,
pours scorn upon his dupe. But this time it is Richard who is de-
ceived. Elizabeth gives her daughter to Richmond, thus uniting the
white rose and the red in a dynasty which is to supplant Richard on
the throne and to create the legend of his infamy. Note, too, that
Richard takes no rea pleasure in his imaginary triumph. His scorn
of Elizabeth is no more than a perfunctory flash of contempt. There
is here none of the wonder and jollity of his comments upon his
earlier performance with Lady Anne. The mood of it is bitter. Richard
is for the first timeill-natured. His merry diabolismisin eclipse.

This unfortunate episode is followed immediately by the entrance
of Ratcliff and Catesby. They bring news. Richmond is riding a
puissant navy on the western coast; Buckingham is waiting to wel-
come him ashore. Richard's reception of these tidings comes as an
abrupt and staggering revelation of the change in him:

RICHARD: Somelight-foot friend post to the Duke of Norfolk:
Ratcliff, thyself, or Catesby; whereis he?

CATESBY': Here, my goodlord.

RICHARD: Cateshy, fly to the duke.
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CATESBY: I will, mylord, withal convenient haste.
RICHARD: Ratcliff, comehither. Post thou to Salisbury:
When thou com'st thither,—(To CATESBY) Dull, unmindful
villain,
Why stayst thou here, and go'st not to the duke?
CATESBY: First, mightyliege, tell meyour highness pleasure,
What from your grace| shdl deliver to him.
RICHARD: O, true, good Catesby: bidhimlevy straight
The greatest strength and power he can make,
And meet me suddenly at Salisbury.
CATESBY: | go.
RATCLIFF: What, may it pleaseyou, shdl | doat Salisbury?
RICHARD: Why, what wouldst thoudo therebeforel go?
RATCLIFF: Y our highnesstoldmel shoul d post before.
RICHARD: Mymindischanged.

“Where is the nimble intelligence, the clean jump into action, the
- single-mindedness and self-mastery which we have come to associate
with Richard? We sit back in amazement. Is it the same man? He
gives an order and fails to complete it, issues instructions and changes
his mind, abuses Catesby because he stays to know his errand.
Another messenger arrives.

Out on you, owls! nothing but songs of death?
(He strikes him.)

This momentary loss of self-control bears no proportion to the
gravity of the situation. Richard has faced greater odds and never
turned ahair. Thereissome other cause att work.

These lapses, we note, are for a moment only. Immediately after
the confused colloquy with Ratcliff and Catesby Richard encounters
the ambiguous Stanley and is himself again:

RICHARD: Stanley, what newswithyou?
STANLEY: None good, my lord, to please you with the hearing;
Nor none so bad, but may be well reported.
RICHARD: Hoyday, ariddle! neither good nor bad!
What need'st thou run so many miles about,
When thou mayst tell thy tale the nearest way?
Once more, what news?
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Stanley tells his news and shuffles uncomfortably under Richard's
impetuous, familiar irony. Richmond is on the seas. He comes to
clam the crown. Richard draws himsdlf up in astonishment:

Isthe chair empty? is the sword unsway'd?
Istheking dead? the empire unpossess d?

What heir of York is there dive but we?
Andwho is England's king but great Y ork's heir?
Then, tell me, what doth he upon the seas?

He mocks and bluntly denounces Stanley's evasions. He does not
trust the man and says as much:

RICHARD: Wherebethytenantsandthyfollowers?
Arethey not now upon the western shore,
Safe-conducting the rebels from their ships?
STANLEY: No, my good lord, my friends are in the north.
RICHARD: Coldfriendsto me: what dothey inthenorth,
When they should serve their sovereign in the west?
STANLEY: They have not been commanded, mighty king;
Pleaseit your majesty to give meleave,
I'll muster up my friends, and meet your grace,
Whereand what time your majesty shall please.
RICHARD: Ay, ay, thouwouldst be gonetojoinwith Richmond:
But I'll not trust thee.
STANLEY: Most mighty sovereign,
Y ou have no cause to hold my friendship doubtful:
| never was nor never will befase.
RICHARD: Gothenand muster men: but leave behind
Y our son, George Stanley: look your heart be firm,
Or dsehishead'sassuranceisbut frail.

Richard in this scene is active, resolute and peremptory, but we
remember those earlier symptoms of disorder. We wait for them
to reappear and wonder what they may mean. He pitches his tent
on Bosworth Field. He is ill in full command and all seems well
with him: Come noble gentlemen,

Let us survey the vantage of the ground;
Cdl for some men of sound direction;
Let's want no discipline, make no delay;
For, lords, to-morrow is a busy day.
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Givemesomeink and paper inmy tent:

I'll draw theform and model of our battle,
Limit each leader to his severd charge,
Andpartinjustproportionour small power.

Fill meabowl of wine. Givemeawatch.
Saddlewhite Surrey for thefieldto-morrow.
Look that my staves be sound, and not too heavy.

Then comes his own abrupt confession that something is amiss. He
cdls again to Ratcliff:
Givemeabow! of wine:

| have not that aacrity of spirit,
Nor cheer of mind, that | waswont to have.

Still, however, we await the clue to his condition. What has hap-
pened to the essentid Richard? Why is he losing his grip? Is it
possible that he begins to weary in ill-doing?

This brings us to the fantastically symmetrical scene in which the
ghosts of the dain, from Prince Edward, killed atWakefield, to
Buckingham, executed at Salisbury, come in turn to the tents of
Richmond and of Richard to bless the one and curse the other.

The formality of this supernatural visitation robs it of any horror
or even of mystery. In form and effect it is more like an interlude or
balet than a dramatic incident. These ghosts are presented as
belonging to a different world from that in which we have moved
hitherto. Richard, in the conscious exercise of his faculties, has denied
reality or relevance to the moral force of conscience. But here, as in
a morality masque, come mincing the ethical powers. They are ghosts
of the virtues which Richard mocked even when craving a blessing
from his mother:

RICHARD: Madam, my mother, | do cry you mercy;
| didnot seeyour grace: humbly onmy knee
| craveyour blessing.
DUCHESS: God blessthee! and put meeknessin thy mind,
Love, charity, obedience, andtrueduty!
RICHARD: Amen; (Aside) and make me die a good old man!
Thatisthebutt-end of amother'sblessing:
| marvel that her grace did leaveit out.



RICHARD OF GLOUCESTER 109

The virtues which he scorned—love, charity, obedience and true
duty—now posture as abstract figures of retribution. Itis ahomily in
fancy dress:

God and good angelsfight on Richmond'sside;
And Richard falsin height of dl his pride.

These vigitations have no affinity with the apparitions which tor-
mented Macbeth. They are not embodiments of an active remorse.
When Macbeth struck at hisvictims he struck into the quick of hisown
soul. Conscience was the constant companion of his sentient life. It
whispered beside him before, during and after the act. It painted
a dagger on the air and filled an empty stool a the banquet. In
Richard's conscious life, on the contrary, there is no misgiving. No
spectres could haunt his waking hours. Richard's ghosts emerge in
deep from the unconscious depths of his being. Shakespeare, follow-
ing in imagination the working of a human mind, has again antici-
pated the modern psychologist.* Richard suffers no effective remorse.
But when his will and intellect arein abeyance, the unconscious mind
takes charge. Here, at ladt, in this pressure of sublimina forces, is
the explanation of his moment of irresolution and loss of self-
mastery in the scene with Ratcliff and Catesby. Here, too, is the
underlying cause of his startling confession that he has lost his old
aacrity of spirit and cheer of mind.

Shakespeare is at specia pains to indicate that Richard suffers no
moral discomfort in his waking hours. Every act, until he attains
the crown and reaction setsin, is enjoyed in performance and relished
in retrospect. The first indication that the repressed forces of con-
science are at work is given not by any act or speech of Richard but
by hiswife:

For never yet onehour inhisbed
Have enjoy'd the golden dew of deep,
But have been waked by his timorous dreams.

The clue casually dropped in these lines is taken up and developed in
the scene where Richard, again in deep, is cursed by the symbols of a
conscience which in hiswaking life has found no explicit utterance.

! Sec the chapter on Marcus Brutus for a discussion of Shakespeare's handling of
the mass psychology of a crowd (p. 30).
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The scene in the tent at Bosworth Field is firmly linked with two
earlier scenes in the play in which Richard shows himself obdurate
to the moral forces that work for his ruin and defeat. They are the
scenes in which Queen Margaret appears as chorus to the tragedy,
predicting the downfall of Richard and of Richard's accomplices.
Nemess, she declares, will overtake them dl, and Richard, dreadful
minister of retribution upon the lesser fry, will finally destroy him-
odf.

The first of these passages occurs very early in the play. Clarence
is dill dive. Richard's magjor victims still grace his triumph. Queen
Margaret curses Elizabeth. May her son Edward die untimely as did
her own! She curses Rivers, Dorset and Hastings who had stood by
when her child was dain. Above al, she curses Richard and warns
the others, including Buckingham, against him. Hastings is
appalled:

My hair doth stand on end to hear her curses.

Richard listens with indifference. He even grasps the occasion to>
establishhispubliccharacter asaChristian gentleman:

| cannot blame her: by God's holy mother,
She hath had too much wrong; and | repent
My part thereofthat | have done to her.

Margaret's appaling commination merely pricks him to further
business and he hugs hisvillainy with azest renewed:

Clarence, whom |, indeed, havelaidin darkness,
| do beweep to many simple gulls;

Namely, to Stanley, Hastings, Buckingham;
And tell them 'tis the queen and her allies

That stir the king against the duke, my brother.
Now they believeit; and.'vithal whet me

To be revenged on Rivers, Vaughan, Grey:
Butthen| sigh; and, with apiece of scripture,
Tell them that God bids us do good for evil:
And thus | clothe my naked villany

With old odd ends stol'n forth of holy writ;
And seem asaint, when most | play the devil.
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Margaret's curses may frighten the others, but Richard holds him-
«f immune;

Our aery buildeth in the cedar's top,
And dalieswith thewind, and scorns the sun.

The second comminatory passage of the tragedy is yet more con-
clusive. Margaret's curse has been al but completelyfulfilled. Rivers
and Grey are dead. Hastings has been struck down. The princes are
dain. Buckingham is in rebellion. Dorset has fled the country. But
Richard is till untouched and on himisturnedin full bent the chorus
of bereaved women. The scene is long. It is aset piece and, signifi-
cantly, has the same formal quality which distinguishes the masque of
the spectres on Bosworth Field. It prefigures a nemesis on the moral
plane—a plane on which Richard, in the prime of his faculties, cannot
be reached. It isachoric interlude, in which the diction and gestures of
the persons represented are deliberately contrasted with the normal
speech of the tragedy—a tentative device which Shakespeare was one
day to use with complete assurancein the scenes between Hamlet and
his father's ghost and in the enactment before Claudius of the murder
of Gonzago. The three women sit upon the ground to recite their
litany. Each takes up the thought and phrase of each in a woeful
canon thatrisesto afearful climax:

Cancel his bond of life, dear God! | pray,
That | may liveto say, Thedogis dead!

Into this scene of studied lamentation marches Richard and his
train, with drums and trumpets. His mother upbraids him. Elizabeth
clamours for her children. Richard is merely impatient:

A flourish, trumpets! strike alarum, drumsl!

Let not the heavens hear these tell-tale women

Rail ontheLord'sanointed: strike, | say!
(Flourish. Alarums.)

Either be patient, and entreat mefair,

Or with the clamorous report of war

Thuswill | drownyour exclamations.

The old sardonic humour twinkles dill in Richard's profession of
shocked surprise: Rail on the Lord'sanointed! He refuses with adry
courtesy to accept any reproof from his mother. 'I will be mild and
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gentle in my speech.’ she promises at last. To which he responds:
And brief, good mother.’

It is a smal point, but worth noting, that the dramatist even
here secures for Richard the sympathy of his audience. We have had
more than enough of the cursing quefns. We are in the mood to ask
with the Duchess hersdlf: "Why should calamity be full of words?
The Duchess is brief enough, but makes good use of her time. Some
of her epithets are worth retaining. She knows her son pretty well—
wayward, wild, daring, bold, venturous, proud, subtle, dy and
bloody. 'Let me march on and not offend you, Madam," says
Richard, very sensble and polite. "You speak too bitterly," he pro-
tests a moment later with an assumption of heavenly patience. And
when the Duchess has pronounced upon him a mother's curse, he
turns from her without a word—to undertake the seduction of
Elizabeth.

Fittingly enough it is Richard's mother, in a last speech to her
son, who explicitly links these comminatory passages with the scene
in Richard's tent on Bosworth Field:

My prayers on the adverse party fight;

And there thelittle souls of Edward's children
Whisper the spirits of thine enemies

And promise them success and victory.
Bloody thou art, bloody will be thy end.

The three scenes are in formal progression, written in the same
distant key, each emphasising the impenitent rejection by Richard
of moral values which belong to another world.

The soliloquy into which Richard starts out of his dream in the
tent on Bosworth Field is an astonishing example of Shakespeare's
psychologica intuition. The active, imperious, sardonic Richard,
struggling up into conscious life, cals instantly upon his mind and
will. They respond, uncertainly at first, but pricked into flashes of
wit and resolution which show that the fully-awakened man is il
the Richard we have learned to know. His first cry is one of sheer
defiance. He bursts from the haunted confines of his vison with a
line that only he could have used at such amoment:

Give me another horsel
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He has been visited in deep by eeven ghosts. All prophesy his over-
throw. All bid him despair and die. He wakes up—and cdls for
another horse!
And he continues:
Soft! | did but dream.
O coward conscience, how dost thou afflict me!
Thelights burn blue. Itis now dead midnight.
Cold fearful drops stand on my trembling flesh.
What do | fear? myself? there's none else by:
RichardlovesRichard; thatis | aml.
Isthereamurderer here?No. Yes, | am:
Then fly. What, from myself? Great reason why:
Lest| revenge. What! mysaf upon myself?
Alack1LIgyemysdlf.

Conscience has crept upon him in his deep and afflicted him griev-
oudy. But conscience is a coward. He wonders to find himsdlfin a
sweat. What is it that he fears? Himself? The terse, homely play of
his wit upon that theme—absurd, because Richard is Richard and
loves himself—is in perfect character. So the argument goes on—no
empty catechism, but a dialogue pointed at the heart of the eternal
problem of conscience and persondlity. The reasoning becomes
amost playful and concludes upon awhimsica note:
Thereisno creatureloves me;

Andifl die, no soul will pity me:

Nay, wherefore should they, sincethat | myself

Find in myselfno pity to myself?
Richard has been shaken to the soul and he admits his discomfi-
ture:

By the aposde Paul, shadows to-night

Have struck more terror to the soul of Richard

Than can the substance often thousand soldiers

Armed in proof, and led by shallow Richmond;

but the point emphasised by the dramatist is that his mind and will
stay firm. He defies augury. The sun neglects to shine upon his army
but— what isthat to me

More than to Richmond? for the selfsame heaven
That frowns on melooks sadly upon him.
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Come, bustle, bustle—the word he likes best springs to his lips and
he passes at once to the business of the day. He settles the order of
batde and states for the last time the sinister faith in which he has
lived and inwhich heis about to die:

Every man unto his charge:
Let not our babbling dreams affright our souls:
Conscienceis but aword that cowards use,
Devised at first to keep the strong in awe:
Our strong arms be our conscience, swords our law.

A moment later he is addressing his soldiers, man to man, in a speech
full of blunt confidence in a strong cause:

Let'swhip thesestragglers o'er the seas again;
Lash hence these overweening rags of France;

Ifwe be conquer'd, let men conquer us,
And not these bastard Bretons; whom our fathers
Have in their own land beaten, bobb'd and thump'd.

And so to battle:

Fight, gentlemen of England! fight, bold yeomen!
Draw, archers, draw your arrows to the head!
Spur your proud horses hard, and ridein blood;
Amaze the welkin with your broken staves!

A thousand heartsare great within my bosom.

Bosworth Field is the shortest battle in dl the plays of Shakespeare.
Richard'send, like the man, isviolent, audacious and sudden:

Alarums. Enter KING RICHARD.

RICHARD: A horse! ahorse! my kingdomfor ahorse!
CATESBY: Withdraw, my lord. I'll help youto ahorse.
RICHARD: Save, | haveset mylifeuponacadt,

And | will stand the hazard of the die.

| think there be sx Richmondsin the field:

Five havel dain to-day, instead of him.

A horse! ahorse! my kingdom for ahorse!

Is it an accident that Richard, facing his lagt fight on earth, echoes



RICHARD OF GLOUCESTER 115

in his cry for a horse tHe words with which he broke from his
haunted deep of the night before? Accident, perhaps, but of the kind
in which Shakespeare is prolific and whose profound felicity strikes
swiftly at the imagination and is even more fully appreciated upor
reflection. It is aflash of spirit in which Richard reveals himsdlf as a
man to whom the effort was everything and the result indifferent.
Recal the passion with which he saw his kingdom, afar off, as a
thing to be achieved:

How sweet athing it is to wear acrown;
Within whose circuit is Elysium
And dl that poets feign of bliss andjoy.

But now heis ready to exchange it for a horse—a horse which will
enable him to die as he haslived, fighting the pigmies.

Admiration for Richard in his overthrow has been unstinted
through the ages.

In our own time two critics as different in mind and temper as
John Masefield and Bernard Shaw find themselves strangely linked
in celebrating Richard's conduct in defeat. Masefield writes: "The
intellect of Richard ... is restless, swift and sure of its power. It is
sure, too, that the world stays as it is from something stupid in the
milky human feelings. Richard is a 'bloody dog' let loose in a sheep-
fold . . . but nobler than the sheep he destroys. He is the one great
intellect in the play. . . . Richard is certain, as only fine intellect can
be, that he will triumph. Itis part of his tragedy that it is not intellect
that triumphs in this world, but a stupid, though righteous, some-
thing incapabl e of understanding intellect.’

Bernard Shaw wrote to the actor Forbes-Robertson, in 1903: 'No
actor has ever done the curious recovery by Richard of his old
gaiety of heart m the excitement of the battle. . . . He is again the
ecstatic prince of mischief of the "Shine out, fair sun, till 1 have
bought a glass' phase, which makes the first act so rapturous. All
Nietzscheisin thelines:

Conscienceisbutawordthat cowardsuse,
Devised at first to keep the strong in awe:
Our strongarmsbeour conscience, swordsour law.
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And after dl the pious twaddle of Richmond his charging order is
ddlicious:

Letusto't pel-mell;
If not to heaven, then hand in hand to hdll.

The offer of his kingdom for a horse is part of the same thing: any
means of keeping up the ecstasy of the fight is worth a dozen
kingdoms.'

Richard 11l on Bosworth Fied certainly goes to the head of dl
Nietzscheans.

The romantic critics—all except Coleridge—were not less spell-
bound by the triumphant energy of Richard at the close. Hazlitt
wrote of Kean's playing of the battle scene: “He fights at last like
one drunk with wounds; and the attitude in which he stands, his
hands stretched out, after his sword has been wrested from him, has
apreternatural and terrific grandeur, asif hiswill could not be dis-
armed and the very phantoms of his despair had power to kill.'

Lamb, more inquisitive in his approach, triesto explain his fascin-
ation. With his eyes fixed on Richard, he wrote of Shakespeare's
villains in general: "We think not so much of the crimes which they
commit as of the ambition, the aspiring spirit, the intellectual
activity which prompts them to overleap those moral fences.

Coleridge, on the other hand, recails in perplexity from a char-
acter which so deeply moved his great contemporaries. Coleridge
could not get away from the fact that Richard was a wicked man
and for once this greatest of al Shakespear€'s critics was at fault. He
did not alow for the fact that Shakespeare has relegated the moral
issues of the tragedy to a plane remote from that on which Richard
dazzles his admirers. The dramatist in no way obscures the ditinc-
tion between right and wrong. Richard is awicked man. But Shake-
speare did not want his audience to be continually reminding them-
sdlves that his hero was by al human and divine standards unworthy
of admiration. He leaves this aspect of the tragedy to a chorus of
cursing queans and a masque of apparitions. Having thus disposed of
the moral issue, he freely devotes his genius to the portrayal of
Richard in dl his gniger magnificence, with the result that the
spectators are swept into a mood of devil-worship and are even
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tempted to ignore the plain meaning of the fundamental lesson of the
play. Coleridge remained obstinately immune from this diabolic
intoxication. Starting from the assumption—correct asfar asit goes
—that Shakespeare 'here asin dl his great parts developsin atone of
sublime morality the dreadful consequences of placing the moral in
subordination to the mere intellectua being', he successfully resists
the author's mighty spell and even findsit difficult to believe that his
beloved poet could have written some of the scenes in which our
ecstatic prince of mischief so enchantingly reveds his essentia
qudity. He migudges the play from an ethical obsession and thus
recedes to the levd of his famous predecessor, Dr. Johnson, who,
reading it with a grudging and somewhat stupefied admiration, con-
cluded with the observation: 'Some parts are trifling, others shock-
ing and some improbable.’

Shakespeare, in persuading us, as it were, to suspend our moral
judgment, so that we may enjoy the gesture and flourish of an in-
tellect untrammelled by conscience, plays upon his audience in the
theatre the trick of the politica leader who, accepting the Macchia-
vellian view of the prince's function in society, has focused upon
himsdlf the admiration of the cities and nations and empires of the
world since history began. Richard is the superman who haunts the
imagination and fillsthe sad chronicles of mankind. He belongs to a
world in whichjustice and virtue stand remote, waiting for the hour
when those who take the sword shall, if a httle tardily, perish by the,
sword.
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SHAKESPEARE'S 'Richard I1" is too often read as the tragedy of aprivate
individual. Attention is focused upon Richard's personality and
upon elements in his character which would have beenjust as inter-
esting if he had never been caled upon to play the part of a king.
We are fascinated by the unfolding of his brilliant, wayward and un-
stable disposition, his pathetic lapses from bright insolence to grey
despair, the facility with which he dramatises his sorrows and takes
awilfully aesthetic pleasure in his own disgrace. The political impli-
cations of the play are correspondingly neglected. And this is only
natural. In al smplicity—and in essentials no tragedy was ever
simpler—'Richard II' is the story of a sengitive, headstrong, clever,
foolish man, graceless in prosperity, in calamity gracious. But this
simple story has asetting and the setting is high palitics. Thefact that
Richard is a king not only enhances the pathos of his fall, but sets
him in a political environment in which the dramatist is not seldom
interested for its own sake.

Men living under Elizabeth would think it strange that anyone
should need to ingst that 'Richard 11" is a political play. To Shake-
speare's audience its political significance was immediate and tre-
mendous. It went to the heart of a burning question. Ministers of
State wrote letters about it. It was years before the censor of books
would alow the most famous of its scenes to be printed. It was
played on one occasion as a propaganda piece and became the sub-
ject of a state trial. Queen Elizabeth, inspecting the Tower records
with William Lambarde at Greenwich, was moved to exclaim: 'l
am Richard 11, know ye not that? and to add with displeasure that
'this tragedy was played forty timesin streets and houses.'

We'are shortly to concentrate on the political aspects of the play
which are significant for dl times and places. First, however, it seems
necessary to ask why 'Richard If should have struck Shakespeare's
contemporaries so forcibly not merely as a politica play, but as by
far the most topica political play of the period.

118
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The ordinary Englishman who saw Shakespeare's tragedy in 1595
had lived in peace under a strong Government—and, what is even
more important, an incontcstably legitimate Government—for over
a hundred years. But he 4ill remembered the government of the
house of Lancaster, which had been neither strong nor legitimate, and
the hideous interim of civil war before Henry of Richmond married
Elizabeth of York and provided England with a dynasty acceptable
to God and man. In the years following 1595 the whole kingdom
was on tenterhooks. Who was to succeed Elizabeth Tudor? The
Virgin Queenwas as coy of her successor as she had been of the suitors
who years before, in despite of the gossips and in the teeth of her
physician, might have helped her to solve the problem in the way of
nature. Many were caled but none was chosen. All that the English-
man held most dear had found a satisfying symbol in the Tudor
monarch, ruling by divine right, holding a sacred office, to question
whose authority was treason, to trouble whose peace was animpiety.
But the Tudor monarch was about to die childless. Was England to
fall back into the old disorder, horror, fear and mutiny which had
followed the usurpation of Bolingbroke?

Shakespeare chose this moment to write a play in which a legiti-
mate king is deposed and the dreadful conseguences of a disputed
succession to the crown foretold with eloquence and particularity.
This play, moreover, which was topica enough in 1595, when
Robert Cecil was invited to witness it a¢ Channon Row, became
yet more topical when in 1601 Essex had it ostentatiously performed
a the Globe theatre on the eve of his rebellion. This was miching
mallecho and meant mischief. There was no treason in the play, as
Elizabeth and her Privy Council well knew, but there was undoubted
treason in this particular performance. Essex had already cast himself
for the part of Bolingbroke and had even gone so far as to accept in
1599 the dedication of a prose history on the reign of Henry 1V in
which he was addressed in effect as heir apparent to the throne. The
prose history was suppressed and the gentleman who procured the
performance of Shakespeare's play in 1601 was afterwards hanged.
Neither Shakespeare nor his company, however, was molested.
Shakespeare was no more responsible for the scanda caused in
London by his'Richard I1" in 1601 than for the scandal caused in Paris
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by his'Coriohnus in 193 5. He had written in each case apalitica play
recognisably true of any period for the kind of situation and the type
of public persons presented. Elizabeth didiked the play and very
properly, according to her lights, regarded its performance before a
select body of conspirators as a hanging matter. But for once the
right persons were hanged—not the author, nor even the players,
but certain members of the audience, who thus paid the penalty,
which some might consider excessive, for confusing a work of art
with apolitical manifesto.

Apart from the special circumstances which gave atopical interest
to the play in the last years of Elizabeth, Shakespeare's Richard was
bound to make a very strong appeal to his contemporaries on more
general grounds. Richard of Bordeaux had towards the end of the
sixteenth century become a legendary figure. His deposition had
acquired amystical significance. For over two centuries he had stood
to poets and historians, both in England and in France, for asupreme
example of that tragical fall of princes which appealed so strongly to
the imagination and conscience of the post-mediaeval world. To the
legitimists he was a martyr and his enforced abdication a sacrilege.
To the Lancastrians his removal was a necessary act of providence.
To dl dike he was a tragic symbol of the instability of human for-
tune. Those who took the mystical view of hisfall did not hesitate to
compare his passion with that of Christ. Even those who, in defer-
ence to the house of Lancaster, affected to regard his deposition asa
salutary act of state, were deeply affected by this saddest of al stories
of the deaths of kings and tended to regard its protagonists as blind
agents of adivine purpose rather than conscious masters of the event.
Bolingbroke and Richard, in the Tudor imagination, played their
parts asin amystery, Richard accepting his humiliation as a cup that
might not pass away and Bolingbroke, unconscious instrument in
bringing about a second fall of man, achieving his triumph as athing
pre-ordained. This sacramental approach to the tragedy, which
Shakespeare inherited and to which he gave exquisite humanity in
the person of Richard, was an essentia element in its contemporary

appesl *

! The blending of the mystical and the realist approach to the tragedy of Richard
isfinely described by Dr. Dover Wilsonin his introduction to the play in the New
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To most of Shakespeare's countrymen this contemporary aspect
of the play is dtill dive. The English, in deding faithfully with their
kings for over a thousand years of history, have contrived to retain
amystica respect for the royal office without in any way forgoing
their right of judgment on the royal person. The waters of the rough
rude sea of English palitics have washed the balm from half a dozen
anointed kings without in any way detracting from the consecra-
tion of their successors. God save the King—but God help him if his
subjects should find him troublesome. When the occasion arises—
and it has arisen no less than four times since Richard died at Pom-
fret—the English people can aways be trusted to demonstrate that a
sincere reverence for monarchy is compatible with a distinctly un-
civil treatment of the monarch. Nothing in fact so signaly illustrates
the force of English sentiment for royalty than its successful survival
of so many roya persons who have left their country for ther
country's good. The emotions aroused in an Elizabethan by the
enacted deposition of a king have outlived two revolutions and the
importation of two foreign princes.

The central situation in Shakespeare's play thus retains much of its
original appeal. But even if this were not the case, the political in-
terest of the play and its relevance to the public life of our own or of
any time would be scarcely affected. For Shakespeare's handling of
the sacramental aspect of royalty is only one component of his
tragedy. His main purposeis to exhibit in Richard the qualitieswhich
unfitted him to rule, to show his exquisite futility in dealing with
public affairs, to present a playboy politician coping ineffectually
with men serioudy intent on the business of getting what they want,
to contrast the man of imagination who lives unto himself with men
of the world who adapt themselves to the event. A play with such a
theme is necessarily a political play. 'Richard II', for dl its lyrica
quality, is concerned with public affairs and with the kind of men
who in every generation delude themselves into the belief that they
are making history. Over against Richard, whose personal disaster

Cambridge Edition. Thisintroduction, in its handling of the sources of the play,
relating them to the finished tragedy and throwing into relief the contemporary
ideas and tendencies from which it emerged, is a masterpiece of Shakespearean
criticism.
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touches the heart of the spectator, Shakespeare has set in juxtaposi-
tion a group of politicians and an anaysis of political events which
claimtheattention no lessforcibly.

With these preliminary observations in mind let us consider for a
moment the opening scene of the tragedy.

Henry, surnamed Bolingbroke, Duke of Hereford and son to
John of Gaunt, has publicly accused of high treason no less a person
than Thomas Mowbray, Duke of Norfolk. Richard summons them
to a hearing. The two men decline to be reconciled and the King is
reluctantly obliged to make arrangementsfor atrial by battle. Such
is the bare outline of this short scene of some two hundred lines. It
serves its dramatic purpose well enough if we seein it no more than
a robustious squabble between two angry noblemen who refuse to
be pacified by their sovereign. The essential ingredients of this short
scene are crystal clear on the surface—a king who is plainly not
master in his own house; two haughty subjects who huff it in the
royal presence, professing areverence for Magjesty which neverthe-
less stops short of obedience; a suggestion that this Richard, who
Is not sufficiently sure of himsdlf to cal his troublesome subjects
to order, is quick to see through their assurances of respect; a
promise of exciting and turbulent events shortly to follow. Here,
surely, is matter enough to fill the first two hundred lines of any
play.

But there is more to it than that. Look a little more closdly at the
politica environment into which the dramatist, with his customary
abrupt felicity, introduces the hero of his tragedy.

Bolingbroke accuses Mowbray of complicity in the murder of the
Duke of Gloucester. He knows perfectly well, however, that Richard
himsdfis by many held responsible for Gloucester's death. In accus-
ing Mowbray, Bolingbroke is covertly attacking the King's govern-
ment. He is playing the party game of His Mgjesty's Opposition,
using the gestures of the period. Mowbray, of course, knows what
Bolingbroke is driving at. So does everybody else. But nobody
would think of admitting it. The real issues are not even mentioned.
Bolingbroke, attacking the King, accuses his opponent of treason to
the King, Mowbray, who is of the King's party and who, if he did not
murder Gloucester himself, was at least an accessory to the crime by



RICHARD OF BORDEAUX 123

negligence, affects to be defending himsdf against a merely personal
charge. All that full-blooded talk by Bolingbroke about the devo-
tion of a subject's love and by Mowbray about his spotless reputation
is no more than the impassioned rhetoric of two rival politicians
assuming in public the attitudes required of them by the situation.
The other persons present are equally aware of the facts, but they,
too, are expected to assume that Bolingbroke and Mowbray redly
mean what they say. These are two loya gentlemen and their good
faith must in decency be accepted. Each of them is lying and every-
one present knows that they are lying, but each, according to the
rules of the game, must be believed. The scene thus reveals itself on
examination to be anotably accurate presentation of afamiliar—and
indeed typical—situation in public life, in which the outward pro-
fessons of the persons concerned bear little or no relation to their
real purposesand passions.

Mowbray has the better platform manner. It has a certain dignity:

Ajewelinaten-times-barr'd-upchest
Isabold spiritinaloyal breast.

Mine honour is my life; both grow in one;
Take honour from me, and my lifeis done.

Bolingbroke is less fruitily impassioned, but no less ready to main-
tain with conviction that his actions are wholly determined by the
loftiest motives. He cdls on heaven to be the record of his speech.
His divine soul is ready to answer in heaven for the truth andjustice
of his cause.

Shakespeare here presents the normal behaviour of notable per-
sons discussing a political or diplomatic issue in public. The unin-
structed onlooker enjoys the quarrel for its own sake. But the spec-
tator who knows that dl this high-and-mighty bickering has no
more bearing on the facts of the dispute than the mutual recrimina-
tions of rival candidates for a parliamentary seat or the notes ex-
changed between foreign ministers in a time of international crisis,
has, in addition to his enjoyment of the superficial cut-and-thrust of
the formal encounter, the extra pleasure of understanding what it is
al about. He sees through the pretences of the performers to the red
subject matter of the performance.
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Shakespeare leaves no doubt in the mind of an dert and intelligent
spectator as to the facts of the dispute, but he does not rely on the
ability of his audience to grasp them at afirst performance. He does
not, in fact, let us know immediately, if we did not know it before,
that Richard was himself implicated in Gloucester's death. He lets
that cat out of the bag at alater stage. Shakespeare has thefact well in
mind, but it was not essentia for him to stress it in the opening
scene, where our attention is rightly concentrated on the more
superficial aspects of the quarrel and on Richard's manifest inability
to quash it. The subtler political implications of the incident are un-
folded progressively. Shakespeare was too skilful a dramatist to de-
mand the attention of his audience for more than one important
thing at atime.

There is another aspect of this first scene which can only be fully
appreciated at a later stage. Its main dramatic purpose is to show
Richard facing a political situation with which he is unable to cope
successfully. Towards the end of the play we are to see Bolingbroke
confronted with a situation precisely smilar at al points. We shall
then see the usurper dealing promptly and effectively with this
mediaeval equivalent of a cabinet criss. He cals his refractory
noblemen to order and successfully handles in five minutes an
incident such ashad cost Richard histhrone.

There is yet another leve on which this first smple episode
of the play may be appreciated. On the politica facts, amost
every word uttered by Bolingbroke and Mowbray is a wilful mis-
representation. They nevertheless play their parts with complete
conviction and everybody present accepts their posturing as the out-
come of a genuine passion for truth andjustice. This raises a point
which crops up repeatedly in Shakespeare's political plays. how far
does he deliberately satirise in his politicians the inconsistency of their
professions with their performance? Mowbray is presented as a fine
figure of a man and we shdl shortly be quoting with admiration
some of the moving things he has to say as a patriotic English gentle-
man. Did Shakespeare intend thereby to emphasise only the more
effectively that hewas alamentableimpostor?

It is on this third level of appreciation that Shakespeare provides
us with surprising examples in many plays of his effortless grasp of
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the redlities of political life. Mowbray and Bolingbroke are not pre-
sented as conscioudy fraudulent persons. They play the game accord-
ing to the rules of their time and class. Mowbray loves his country,
is loyd to the King and entirely convinced of his own honesty.
Bolingbroke no less sincerely sees himsdlf as afaithful public servant.
He is moraly sure of himsdf and prepared to hazard his life in de-
fence of an honourable cause. Both are equally mistaken in them-
selves; and thefacts, as presented by the dramatist, are not in accord
with the pretensions of either party. But no satire is intended. The
two men are presented without maice. They are political persons
and that is how politica persons behave.

The spectator's interest in the scene is naturally concentrated on
the part played by Richard himself. The King has little to say, but
every word is significant. He promises himself a bad quarter of an
hour. The appeal is 'boisterous and the appellants will be difficult to
manage:

High-stomach'd are they both, and full ofire,
Inrage deaf asthe sea, hasty as fire.

He accepts the rules of the game and plays it with dignity. To Mow-
bray, who asks|eave to present his case against akinsman of the King,
Richard gravely rejoins:

Now, by my sceptre's awe | make avow,
Such neighbour nearness to our sacred blood
Should nothing privilege him, nor partialise
The unstooping firmness of my upright soul:
Heisour subject, Mowbray; so art thou:
Free speech and fearless | do thee allow.!

After listening patiently to the accuser and the accused, he attempts
with an assumption of playful good humour to reconcile the parties:

Forget, forgive; conclude and be agreed;
Our doctors say thisis no month to bleed.

! Note the political irony of this rejoinder. Mowbray is defending the King.
Richard graciously gives him permission to do so and assures him that he will not
alow himsdf to be moved by any partidity for his kinsman, Bolingbroke, who is
attacking him.
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He appeals personally to Mowbray:

RICHARD: ~3g® must be withstood:
Give me his gage: lions makeleopards tame.
MOWBRAY:: Yea, but not change his spots.

Neither will consent to a peace and Richard finaly accepts the in-
evitable. He closes the proceedings with a set speech in which the
formal decencies of afase situation are solemnly maintained:

We were not born to sue, but to command:
Which since we cannot do to make you friends,
Beready, asyour lives shall answer it,

At Coventry, upon Saint Lambert's day:

There shall your swords and lances arbitrate
The swelling difference of your settled hate:
Since we cannot atone you, we shal see

Justice design the victor's chivalry.

Shakespeare makes it very plain that Richard is fully dive to al
the political implications of the situation. In his first words to the
contending parties he drily dismisses their professions of respect:

BOLINGBROKE: Many years of happy days bcfal

My gracious sovereign, my most loving liege!
MOWBRAY : Each day till better other'shappiness;
Until the heavens, envying earth's good hap,
Add animmortal title to your crown!
RICHARD: We thank you both: yet one but flattersus,

Aswell appeareth by the cause you come;
Namely, to appeal each other of high treason.

The reproof is shrewd and neatly turned. Richard's position requires
him to accept the pleadings of the parties. But he is not going to let
anyone imagine that he attaches the dlightest value to their profes-
sions and, in asking Bolingbroke to state his case, he covertly warns
his cousin to remember that, in attacking Mowbray, he is saling
dangerously near the wind:

What doth our cousin lay to Mowbray's charge?
It must be great that can inherit us
So much as of a thought ofill in him.
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Bolingbroke prefers his charges and concludes with avigorously
complacent picture of himself as appointed by heaven to chastise an
injurious villain by whose contriving his uncle Gloucester had
dluiced out hisinnocent soul through streams of blood:

Which blood, like sacrificing Abel's, cries,
Even from the tonguel ess caverns of the earth,
To me forjustice and rough chastisement;
And, by the glorious worth of my descent,
Thisarm shdl do it, or thislife be spent.

Richard is thereby provoked to a further disclosure of his private
mind. Bolingbroke is professing his loyalty, but heisin fact chal-
lenging the King's man. In a bitter, penetrating aside Richard ex-
clams:

How high a pitch his resolution soars!

He aready divines in Bolingbroke an ambition which reaches in-
stinctively beyond its immediate purpose, and, in assuring Mowbray
that he may fearlessly answer the charges brought against him,
Richard puts the predestined usurper in his place with a crushing
exactitude:

Mowbray, impartial are our eyesand cars:

Were he my brother, nay, my kingdom's heir,—

As he is but myfathers brother's son—

Now, by my sceptre's awe | make a vow,

Such neighbour nearness to our sacred blood

Should nothing privilege him.
This king is aready showing qudities of mind that put him in a
different class from the noble persons surrounding him. He is con-
temptuous of the game which he is required to play, but plays it be-
comingly and with a sidelong smile. He may blunder fatally in his
handling of persons and events, but there is never any doubt of his
intelligence. It is equally clear from the outset that he has the courage
of his fitful genius. He sees through these proud, turbulent and
practical men of affairs, and heisnot afraid to let them know it.

Mowbray's answer to the charges brought against him by Boling-
broke clearly illuminates the harsh political background against
which the tragedy of Richard is to be unfolded. Mowbray has been
accused of peculation and murder. He admits to having pocketed a
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quarter of the sum which was earmarked to pay the King's soldiers
a Caais, but this, he pleads, was only to recoup himself for expenses
incurred on a previous account. Let that pass. On the accusation of
murder, he seems unnecessarily candid—until we redise that he is
merely stating facts that were common knowledge:

For Gloucester's death,
| dew him not; but to mine own disgrace
Neglected my sworn duty in that case.
For you, my noblelord of Lancaster,
The honourable father to my foe,
Oncedid | lay anambushfor your life,
A trespassthat doth vex my grieved soul;
But ere | last received the sacrament
| did confessit, and exactly begg'd
Y our grace'spardon, and | hopel hadiit.

What could be fairer than that? Mowbray's ingenuous apology
is a fair measure of the accepted political standards of the time.
He was not guilty of Gloucester's murder, he merely did nothing
to prevent it. He had tried to murder Gaunt, but he had apologised
to the party concerned and hoped that the incident was closed.
It is necessary to keep these factsin mind if we are fairly to judge
Richard's less amiable reactions to some of the later speeches and
to the conduct in generd of his noble kinsmen.

The second scene of the play, which is devoted to a conversation
between John of Gaunt and the Duchess of Gloucester, has no other
purpose than to underline the political implications of the first. The
widowed Duchess urges Gaunt to exact retribution for her husband's
death. She belongs to that long line of noble dames used by Shake-
speare in his political plays to remind the spectator that there are
human, and even mora, considerations which should not be dto-
gether ignored in public life. Gaunt has decided to let the matter rest
and, in defending his decison, explicitly indgsts that Richard himsdlf
was aparty to the crime:

But since correctionlieth in those hands

Which made the fault that we cannot correct,
Putweour quarrel tothewill of heaven.
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God'sisthequarrel; for God'ssubstitute,

His deputy anointed in His sight,

Hath caused his death; thewhichif wrongfully,
Let heavenrevenge; for | may never lift
Anangry arm againgt His minister.

The Duchess is unconvinced:

Cdl it not patience, Gaunt; itis despair:
Insuffering thusthy brother to beslaughter'd,
Thou showest the naked pathway to thy life,
Teaching stern murder how to butcher thec:
That which in mean men weintitle patience
Ispalecold cowardiceinnoblebreasts.

The poalitica wisdom of the bastard feudalism of fourteenth-century
England could not be morelucidly expressed.

The scene between Gaunt and the Duchess, which discloses the
political redlities of the dispute between Mowbray and Bolingbroke,
is followed by the famous scene in which we are invited to enjoy for
its own sake the pageantry of the royd lists at Coventry, where these
impressive champions, plated in habiliments of war, commit their
severa causes to heaven and proceed with high solemnity to face the
ordeal by battle. It is a galant show and Shakespeare is too good a
dramatist to spoil its effect by indsting unseasonably that it is also, in
effect, an amusingly veracious study in the public deportment of men
in high places. Richard ceremonioudly invites the champions to de-
clare their business. The defendant in armour and the appellant in
armour respond according to the protocol. Each professes his truth
and nobility of purpose. Each takes a devoted |eave of his sovereign.
Mowbray till has the better platform manner:

However God or fortune cast my lot,

Therelives or dies, trueto King Richard'sthrone,
A loyd,just, and upright gentleman:

Never did captivewith afreer heart

Cast off his chains of bondage and embrace
Hisgoldenuncontrolledenfranchisement,

More than my dancing soul doth celebrate
Thisfeast of batde with mine adversary.

Most mighty liege, and my companion peers,
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Take from my mouth the wish of happy years.
Asgentleand asjocund astojest,
CTOltofight; truthhasaquietbreast.

The more vigilant spectator may detect a subtle difference in
Richard's addresses to the two men. Surely there is a touch of irony
inhiswords to Bolmgbroke:

Cousin of Hereford, as thy cause s right,
So bethy fortuneinthisroyal fight;

and atouch of affectionate approval in his valediction to Mowbray:

Farewell, my lord; securely | espy
Virtue with valour couched in thine eye.

But these arc hints to the wary. The simple onlooker is absorbed by
the knightly courtesy of it a* and is as eager for the fight as the
champions themselves.

Then comes the grand surprise. The charge is sounded. But stay,
the King has thrown his warder down! Defendant and appellant are
bidden to lay aside their spears and Richard withdraws with his
council while the champions disarm. Presently he emerges and
announces his decision. The King, to save his peace, banishes them
both—Bohngbroke for ten years and Mowbray for life:

Draw near,
And list what with our council we have done.
For that our kingdom's earth should not be soil'd
With that dear blood which it hath fostered;
Andfor our eyes do hate the dire aspect
Of civil wounds plough'd up with neighbours' swords;
And for we think the eagle-winged pride
Of sky-aspiring and ambitious thoughts,
Withrival-hating envy, set onyou
To wake our peace, which in our country's cradle
Draws the sweet infant breath of gentle deep;

Therefore, we banish you our territories.
Itisaveritable sensationin court.

It should be noted that the King's decison is no sudden freak of
temperament but a considered act of state. Richard is acting with the
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approva of his council and Gaunt himself is a consenting party to
the arrangement. When the old man laments that he may not live to
see his banished heir again, Richard pertinently reminds him:

Thy sonis banish'd upon good advice,
Wheretothytongueaparty-verdictgave.

Richard's interruption of the ordeal by battle at the eleventh hour
has often been cited as evidence of his impulsive disposition. But the
scene has a greater and very different significance if we suppose that
Richard had decided beforehand to quash the proceedings. For him
the whole elaborate to-do, with its heralds and trumpets, solemn
appeals to heaven, ceremonious farewells and heroic attitudes, was
matter for aMay morning. He knows that these doughty champions
are inflating themselves to no purpose. The actor playing Richard
should watch them with a twinkle, impishly awaiting the moment
when he will knock the bottom out of dl these political highjinks.
There is amerry sde to the puerility of Richard, the boy-king who
would never grow up. The whole sceneisin the nature of a practical
joke.

We should like to have been present at the cabinet meeting which
found so discreet aremedy for a situation which was as embarrassing
for Gaunt, leader of the King's opposition, as for the King, leader of
his own government. If Mowbray had killed Bolingbroke, Gaunt
would have logt his son. If Bolingbroke had killed Mowbray, the
King would have lost aloya servant. All the deeping dogs, which it
is the whole art of politics to let he, would in either case have been
set barking to the discomfiture of both parties. Shakespeare must
have been sorely tempted to show us the King and his ministers dis-
cussing at length the real issues of the dispute. But he chose to con-
centrate upon his grand surprise of the interrupted combat and to
fix the interest of his public on the gorgeous preliminaries of the
tournament. He preferred to present Mowbray and Bolingbroke to
the simple spectator as bonafide champions and to reved them to the
morejudicious as figures of fun only at the eleventh hour.

The dramatist, in the final result, has it both ways—the tourna-
ment for what it is worth and, for those who look below the surface,
the political comedy as well. It is the reward of an artist who sees
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things as they are that his rounded achievement defies dl the cate-
gories. It can be enjoyed as a true and faithful presentment of men
and things, as an emotional experience and as an act of judgment.
The genera effectis acombination of al three.

Shakespeare, having sprung his grand surprise on the audience in
the lists at Coventry, instinctively refrains from bringing his cham-
pions to earth. From silver trumpets to brass tacks would have been
too steep a fall. Bolingbroke and Mowbray maintain their heraldic
attitudes to the last. Mowbray in particular is permitted to make a
dignified and sincerely affecting retirement from publiclife:

Thelanguage | have learn'd these forty years,
My native English, now | must forgo:

And now my tongue's useis to me no more
Than an unstringed viol or aharp,

Or like acunning instrument cased up,

Or, being open, put into his hands

That knows no touch to tune the harmony.

| am too old to fawn upon anurse,

Too far in years to be a pupil now:

What is thy sentence then but speechless death,

Which robs my tongue from breathing native breath?

Heis to thelast afaithful subject. He had every right to protest that
his sentence was unjust. Richard would undoubtedly have preferred
to banish Bolingbroke for life and Mowbray for ten years. But he
had been obliged to secure Gaunt's consent to the arrangement and
Mowbray had to be sacrificed to the opposition. Mowbray under-
stands and accepts the situation. He cannot explicitly defend himself
without exposing the King to further embarrassment. He submits
loyally to the decision, though he cannot refrain from suggesting that
it was unmerited:

A heavy sentence, my most sovereign liege,

And al unlook'd for from your highness mouth:
A dearer merit, not so deepamaim

Asto be cast forth in the common air,

Havel deserved at your highness hands.

Bolingbroke presses his case to the end:
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Confess thy treasons ere thou fly the realm;
Since thou hast far to go, bear not along
The clogging burthen of a guilty soul.

But Mowbray is not to be pricked, even at this bitter moment, into
making things difficult for his master and confines himself to warn-
ing Richard against his enemy:

No, Bolingbroke, if ever | were traitor,

My name be blotted from the book of life,
And | from heaven banish'd as from hence!
But what thou art, God, thou, and | do know;
And dl too soon, | fear, the king shal rue.

One cannot help reflecting that, if Richard, for his time of need,
had retained by his side so devoted a servant as Thomas Mowbray,
Bolingbroke would less easily have compassed his designs.!

Bolingbroke's manner of accepting the King's award is highly
characteristic. He persists, as we havejust noted, in re-affirming the

! Shakespeare undoubtedly had this thought m mind. Years later Mowbray's
son, in rebellion against Henry 1V, recalls the lists at Coventry and the part played
inthat scene by hisfather:

The king that loved him, as the state stood then,

Was force perforce compcll'd to banish him:

And then that Henry Bolingbroke and he,

Being mounted and both roused in their seats,

Their neighing coursers daring of the spur,

Their armed stavesin charge, their beavers down,

Their eyes of fire sparkling through sights of steel

And the loud trumpet blowing them together,

Then, then, when there was nothing could have stay'd

My father from the breast of Bolingbroke,

O, when the king did throw his warder down,

His own life hung upon the staff he threw;

Then threw he down himselfand dl their lives

That by indictment and by dint of sword

Have since miscarried under Bolingbroke.
Thisisonly one of many references back to 'Richard 11" which occur throughout the
two succeeding plays. Shakespeare's tetralogy—'Richard I1', the First and Second
Parts of'Henry 1V and 'Henry V'—is a sequence not only in history but in theme
and motive. In dl four plays the dramatist looks forward and backward and carries
inhismind al that has gone before and dl that is to come. Thuswe arc able to find
in the fourth Act of the third play of the series a passage which reveals what was
present in his mind, though not explicitly stated, when he was writing the first Act
of the first play.
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justice of his cause and receives his sentence with a forced humility
in which there lurks an element of dy defiance:

Y our will be done: this must my comfort be,
That sun that warms you here shal shine on me;
And those his golden beams to you herelent
Shall point on me and gild my banishment.

You will look m vain, however, for any suggestion that Boling-
broke yet aims higher than a subject should. Richard is dive to his
ambition; Mowbray warns the King that he is dangerous. But
Bolingbroke gives no sign of his purpose—and for an excellent
reason. Heis that most dangerous of dl climbing politicians, the man
who will go further than his rivals because he never adlows himsdf
to know where he is going. Every step in his progress towards the
throne is dictated by circumstances and he never permits himself to
have a purpose till it is more than haf fulfilled. From first to last his
friends and enemies dike are aways more clearly aware of his in-
tentions than the man himself.

This is especially true of Richard, who divines in Bolingbroke
the secret, unsleeping treachery of one who plays instinctively for
his own hand. Richard's distrust is covertly conveyed in the present
scene by his suddenly requiring both parties to swear upon his royal
sword that they will not conspire against him in exile. The admoni-
tion, administered to Mowbray as well as to Bolingbroke, isin fact
addressed to Bolingbroke alone:

Y ou never shall, so help you truth and God!
Embrace each other'slovein banishment;

Nor never look upon each other's face;

Nor never write, regreet, nor reconcile

This louring tempest of your home-bred hate:
Nor never by advised purpose meet

Toplot, contrive, orcomplotanyill

'Gainst us, our state, our subjects, or our land.

Bolingbroke swears the oath and Richard appears to be satisfied. He
even indulges his essential good nature by remitting four years of
Bolingbroke's sentence out of consideration for the sorrowing
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Gaunt. Bolingbroke's comment on Richard's mercy is to observe
how fineathingitis to be an absolute monarch:

Howlongatimeliesinonelittleword!
Four lagging winters and four wanton springs
Endinaword: suchis the breath of kings.

Bolingbroke maintains his enigmatic silence even after Richard
has departed. His friends press round him with expressions of con-
dolence, but he is not to be drawn into speech. Gaunt is moved to
protest against his almost inhuman reticence:

O! to what purpose dost thou hoard thy words,
That thou return'st no greeting to thy friends?

Bolingbroke's answer is to play for sympathy as an unhappy man
condemned to exile. Gaunt is thereby diverted into uttering words
of comfort, exquisitely moving but addressed, we feel, to the wrong
person:

All places that the eye of heaven visits

Are to awise man ports and happy havens.

Teach thy necessity to reason thus;

Thereisno virtuelike necessity.

Suppose the singing birds musicians,

The grass whereon thou tread'st the presence strew'd,

The flowers fair ladies, and thy steps no more

Than a delightful measure or a dance.

It is difficult to imagine Bolingbroke consoling himsef with the
accents of divine philosophy or to picture him as taking any pleasure
insinging-birds. He quits the stage on apolitical peroration:

Where'er | wander, boast of this| can,

Though banish'd, yet atrue-born Englishman.

So for a moment we take leave of Henry, surnamed Bolingbroke,
Duke of Hereford and son to John of Gaunt. During his temporary
absence from the scene let us look a little more closely into his
character and placein the tragedy.

There are two apparently opposite views of Bolingbroke's con-
duct in thisfirst of the three playsin which he figures. But the opposi-
tion is superficial and it disappears as we begin to grasp his funda-
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mental qualities. Coleridge, significantly enough, puts forward now
one and now the other, without seeming to be in any way aware of
their inconsistency.

Critics who keep exclusively to the first view describe Boling-
broke as a long-headed conspirator, conscioudy bent on obtaining
the crown from the outset, conceding afixed purpose under a show
of false humility, deliberately advancing step by step to the achieve-
ment of his purpose. Coleridge, when he writes of the 'precon-
certedness of Bolingbroke's scheme' and the 'decorous and courtly
checking of his anger in subservience to a predetermined plan.
appears to favour this interpretation. Hazlitt, too, comes very near
it when he describes Bolingbroke as 'seeing his advantage afar-off,
but only seizing on it when he has it within his reach, humble,
crafty, bold and aspiring, encroaching by regular but sow degrees.’

Critics who whole-heartedly espouse the second view see in
Bolingbroke a man who, in the words of Dr. Dover Wilson,
‘appears to be borne upward by a power beyond his volition.'
According to this reading of the character thereis no premeditation
in the conduct of Bolingbroke, no indication of a deep design. He
takes in Shakespeare's tragedy the part assgned to him in the
chronicles which saw in the deposition of Richard something more
than a story of successful ambition at the expense of an unsuccessful
king. It is aview of Bolingbroke in relation to Richard which comes
from Holinshed himself, who wrote: ‘In this dejecting of the one
and advancing of the other, the providence of God is to be respected
and his secret will to bewondered at.'

Shakespeare has created in Bolingbroke a character which fits
perfectly into this mystical view of the tragedy, but which can at the
same time be enjoyed as faithfully portraying a political opportunist
in dmost any period or environment. Shakespeare's Bolingbroke, in
following his fortune, instinctively adapts himsdf to the moment.
His intentions remain obscure, even to himsdlf, till they arein effect
fulfilled. He thus conveys the impression that he isjust as much the
victim of necessity as master of the event, and Coleridge, who
diagnoses premeditation, can without essentialy contradicting him-
sdf dso describe him as 'scarcely daring to look at his own views or
to acknowledge them as designs'
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For confirmation of a reading in which instinctive premeditation
is reconciled with an equally instinctive yielding to circumstance we
have thefina word of Bolingbroke himself. It is the word of a dying
king. He looks back over the troubled years of his reign and, though
pregnantly conscious of the ‘indirect crook'd ways, whereby he had
achieved the crown, he nevertheless meditates on the blindness with
which he once pursued his infant fortune, and he goes on to state
explicitly that he had acted throughout undesignedly, asa man thrust
on by force of circumstance:

Though then, God knows, | had no such intent,
But that necessity so bowed the state
That | and greatness were compell'd to kiss®

The noblemen who asssted Bolingbroke to win the crown aso
take this view. More than once, telling the story in retrospect, they
comment on the way in which circumstances conspired to smooth
his way to the throne, so that at the last he only needed to accept
what destiny had thrust into his hands. Worcester, for example,
meeting the King years later at Shrewsbury, describes the whole
process asit struck the men who had contributed to the event:

Y ousworeto us,
Andyou did swear that oath at Doncaster,
That you did nothing purpose 'gainst the state;
Nor claim no further than your new-fall'n right,
The seat of Gaunt, dukedom of Lancaster:
To thiswe swore our aid. But in short space
It rain'd down fortune, showering on your head;
And such a flood of greatness fell on you,
What with our help, what with the absent king,
What with theinjuries of awanton time,
The seeming sufferances that you had borne,
And the contrarious winds that held the king
Solongin hisunlucky Irishwars,
That al in England did repute him dead:
And from this swarm of fair advantages
Y ou took occasion to be quickly woo'd
To grip the general sway into your hand.

! See below, p. 210,
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This reading of Bolingbroke is consistent with al that we have
yet seen of him in the first Act of 'Richard II'. 1t will become even
more explicit as we follow him through the play.

It is Shakespeare's way to concentrate on one thing at a time.
The stage is now clear for a firm handling of the political issues
which lay behind the King's sentence of exile! The hints aready
conveyed that Richard divines the character and intentions of
Bolingbrokc more clearly than Bolingbroke himsalf now blossom
into direct and vivid statement. Richard, King by divine right, has
noted in his rival the arts whereby a man may aspire to rule by
popular favour. He has observed Bolingbroke's courtship of the
common people:

How he did seem to diveinto their hearts
Withhumble and familiar courtesy,

What reverence he did throw away on daves,
Wooing poor craftsmen with the craft of smiles
And patient underbearmg of his fortune.

Off goes his bonnet to an oyster-wench;

A brace of draymen bid God speed him well

And had the tribute of his supple knee,

With 'Thanks, my countrymen, my loving friends’;
Aswereour Englandinreversionhis,

And he our subjects' next degreein hope.

Unfortunately Richard's perceptions have little relation to his
conduct. Bolingbroke is dangerous, but Richard, m the Eliza-
bethan sense, is secure. He anatomises in Bolingbrokc the qualities
that crave wary walking, but carelessly embarks upon acareer which
is to cost him his life and crown. The Irish are in rebellion. He will
cross the sea in person to suppress them, leaving his kingdom open
to invasion and his subjects to foot the bill:

! The editors who divided Shakespeare's playsinto Acts should, as Dr. Johnson
has pointed out, have concluded Act | with the banishment of Bohngbroke and
started Act Il with Richard's subsequent comments on the episode. They chose
insteadtoincludeinActl theshort scenewith Aumcrle. Thissceneintime, temper
and subject should obviously be Scenel of Act I and not, asprintedinall editions,
Scene IV of Act .
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We will ourselfin person to this war:

And, for our cofferswith too great acourt

And libera largess are grown somewhat light,

We are enforced to farm our royal realm;

The revenue whereof shal furnish us

For our affairs 111 hand: if that comeshort,

Our substitutes at home shall have blank charters;
Whereto, when they shall know w'hat men arerrich,
They shall subscribe themfor large sums of gold,
And send them after to supply our wants.

Thisis bad enough, but worse is to follow. News is brought that
John of Gaunt issick. Richard blithely embraces the occasion:
Now put it, God, in the physician's mind
To help him to his grave immediately!
Thelining of his coffers shall make coats
To deck our soldiers for these Irish wars.
Come, gentlemen, let's dl go visit him:
Pray God we may make haste, and come too late!

Richard's treatment of the dying Gaunt is one of the prime causes
of his downfall. It is ds0 the least amiable episode of his career.
Shakespeare, writing the famous scene in which Gaunt with his
dying breath celebrates the glories of England, tarnished by an un-
worthy king, seems deliberately bent on setting us against his hero.
Why this exaltation of Gaunt at Richard's expense? No character in
Shakespeare has afiner end. The prologueisrichin promise:

0O, but they say the tongues of dying men
Enforce attention like degp harmony.

The setting sun, and music at the close,
Asthelast taste of sweets, issweetest |asc;

and the promise is nobly fulfilled in lines quoted by generations of
Englishmen, that can never be worn threadbare:

Thisroyal throne of kings, this sccpter'd ide,
This earth of majesty, this scat of Mars,

This other Eden, demi-paradise,
Thisfortress built by Nature for herself
Against infection and the hand of war.
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This happy breed of men, this little world,

This precious stone set in the silver sea,

Which servesit in the office of awall,

Or asamoat defensive to ahouse,

Against the envy of less happier lands,

This blessed plot, this earth, this realm, this England,
This nurse, this teeming womb of royal kings:

Thisland of such dear souls, thisdear, dear land,
Dear for her reputation through the world,
Isnow leased out,—I diepronouncing it,—
Liketo atenement or pelting farm:

England, bound in with the triumphant sea,
Whose rocky shore beats back the envious siege
Of watery Neptune, is now bound in with shame,
With inky blots and rotten parchment bonds:
That England, that was wont to conquer others,
Hath made ashameful conquest of itself.

For this prophet, new-inspired, Richard has neither respect nor
mercy. Clearly he is deeply moved by the speech, but that only
makes him dl the more savageinretort. He rounds on the sick man
in aflash of temper:

And thou alunatic lean-witted fool,

Presuming on an ague's privilege,

Dar'st with thy frozen admonition

Make pae our cheek, chasing the royal blood

With fury from his native residence.

Now, by my seat's right royal majesty,

Wert thou not brother to great Edward's son,
Thistongue that runs so roundly in thy head
Should runthy head fromthy unrcverent shoulders.

It may be urged in extenuation that Richard had small reason to
sparethefather of Bolingbrokc. When Y ork protests:

| do beseechyour majesty, imputehiswords
To wayward sickliness and age in him:
Helovesyou, on my life, and holds you dear
AsHarry, Duke of Hereford, were he here:
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Richard retorts with a touch of shrill hysteria:

Right,yousaytrue: asHereford'slove, sohis;
Astheirs, somine; and dl beasitis.

There is, however, neither haste nor temper to excuse his recep-
tion of the news, a minute or so later, that Gaunt is dead. His com-
ment is touched with feeling for the common lot of man:

The ripest fruit first falls, and so doth he;
His timeis spent, our pilgrimage must be.
Somuchfor that;

but thereis no yielding on the personal issue. Gaunt is dead. So much
for that—and Richard at once announces that he will seize his uncle's
plate, coin and revenues.

Critics who indst that Shakespeare has an ethical purpose in his
tragedies tend to regard this scene, in which Richard shows us the
worst of his character, as a deliberate preparation for the retribution
which is to follow. But the world in which Shakespeare's characters
move is not a moral gymnasium. It is a world in which men and
women reved their hearts and minds, engage our sympathy and
evoke our perpetual wonder at the intricate working of simple or
subtle souls. The dramatist, in this present instance, while he uncom-
promisingly exposes the flawsin Richard's character which lie at the
heart of his tragic failure, is not bringing him to judgment, but pre-
senting him with a compassionate understanding of his frailty.
Richard does not forfeit our sympathy. We feel that his rash, fierce
blaze of riot cannot last and this mitigates our censure. Nor is his
conduct atogether unjustified. Richard saw in this Galahad of the
sceptred ide a political enemy masquerading as a patriot, a can-
tankerous nobleman whose son had aready made mischief in the
land and was to make more. Richard's behaviour, heartless and un-
seasonable enough in dl conscience, is that of a spoiled child of
fortune, as he then was, resenting a rebuke peculiarly exasperating
in that it was, in the specific instance, deserved but, from such a
man, misplaced.

The question till remains. why does Shakespeare weight the
scdes s0 heavily against Richard in this scene? Why give to Gaunt,
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at the very moment when Richard is to behave so badly, the finest
speech in the play? Why did Shakespeare permit himself an outburst
of lyrical ecstasy whereby he risked putting his hero irretrievably in
the shade and thuskilling his play dead in thefirst Act?

The answer is to be found in the mood and structure of the
tragedy. Gaunt, in his dying speech, is but one of many voices to
which a single tune is given: the voice of Mowbray, mourning his
exile from England; the voice of Gaunt, declaring his love of Eng-
land; the voice of Richard, saluting with his hand the dear earth of
England. To dl these voices is given in turn the chorus-theme which
serves as background to the political figures of the story. In every
one of Shakespeare's political plays we fedl the constant presence of
a country and a people. In 'Richard II' it assumes a lyrica form,
flowering through the texture of the verse on al possible occasons.
Shakespeare, coming to Gaunt on his deathbed, saw a magnificent
opportunity and seized it without misgiving. He was confident, if
he gave the matter a conscious thought, that our sympathy with
Richard would survive this splendid interlude and he even contrived
that it should reveal the character of his hero to better effect than the
more cautious approach which common prudence would have
dictated to ajourneyman playwright.

The political implications of Richard's decision to seize his uncle's
property have now to be considered. But here we must pause to
make the acquaintance of a new character, the most important
person in the play after Richard and Bolingbrokc, and one of the
most interesting in the whole gallery of Shakespeare's politica
portraits.

Edmund of Langley, Duke of York, belongs to a type of poli-
tician which has made more English history in the bulk than any
other. Heis a public figure not from choice but by nativity. Shake-
speare found him in the chronicles in the shape of a man who loved
hunting and good cheer and avoided the council chamber—just the
kind of person, in fact, to provide a contrast in temperament with
Richard and in ability with Bolingbroke. York has no refinement of
understanding and no political ambition. Heis asturdy, honest, well-
meaning man, prompt with sensble advice but eesly flustered,
shrewd enough to see what's coming but not clever or resolute
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enough to prevent it. He stands for the average gentleman amateur
inpublic life, astrueto hisfriends and asfirmin his principles as the
times allow. Normally he makes the best of a bad business—which s
usually not so bad after al, either for himself or for the nation. Such
men arc loya to a government as long as it has legd or traditiona
status and the means to enforce it. With every appearance of probity
and devotion—by no means wholly assumed—they contrive to find
themselves in the long run sturdily swimming with the ride. These
men of moderate intelligence and average sensibility are normally
the backbone of the English political system. Every now and then a
member of this class, of more outstanding ability than the rest, will
step forward from the ranks when it becomes necessary to direct
the allegiance of a party, a government or a people to new fountains
of authority. English history has two illustrious examples of the type
in James Monk, who served the Commonwealth till it was time to
bring King Charles back to Whitehall, and in John Churchill, who
served King James till it was time to cdl King William from The
Hague. The politician who saves his country by turning his coat is
God's most precious gift to a people which prefers a change of
government to a revolution.

Such a person is Shakespeare's Edmund of Langley, Duke of
York. He stays with Richard till Richard can no longer usefully be
served and he serves Bolingbroke with an equally good conscience
as soon as Bolingbroke has successfully assumed the crown. He
needs careful watching, for Shakespeare fits him so smoothly into
the pattern of the play that his importance is apt to be overlooked.
We discover him, upon his first effective appearance, urging Gaunt
not to waste breath in admonishing his wilful nephew:

Direct not him whose way himselfwill choose.

This very sound advice comes a the concluson of a speech engag-
ingly appropriate in the mouth of so representative an Englishman.
Richard, Y ork contends, is too full of foreign notions. The royal ear
is no longer open to wholesome English counsel:

No; itisstopp'd with other flattering sounds,
As praises, of whose taste the wise are fond,
Lascivious metres, to whose venom sound
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The open ear of youth doth always listen,
Report of fashionsin proud Italy,

Whose manners till our tardy apish nation
Limps after in base imitation:

Where doth the world thrust forth avanity—
So it be new, there's no respect how vile—
That isnot quickly buzz'dinto his ears?

Then dl too late comes counsdl to be heard.

But nobody ever listens to York. Gaunt rejects his warning and,
when Gaunt is dead and his property attached, Richard pays no
attention to his uncle's protests. York wisdly ingists that, if the King
of England, ruling by right of birth and the feudal law, deprives
Bolingbroke of his succession to the estates of his father, he will be
destroying not only his own title to the crown but everybody's title
to anything at dl. The barons of England hold their stake in the
country by primogeniture:

Take Hereford's rights away, and take from Time
His charters and his customary rights,

L etnotto-morrowthenensueto-day;

Benot thyself; for how art thou aking

But by fair sequence and succession?

Y ou pluck a thousand dangers on your head,

Y ou lose a thousand well-disposed hearts,

And prick my tender patience to those thoughts
Which honour and allegiance cannot think.

York speaks like a true conservative in defence of the traditional
rights of property. It cuts him to the heart that his sovereign, apex of
the feudal pyramid, should have such small respect for the broad
base on which it rests. He might have added that RJchard, in seizing
the estates of Bolingbroke, was providing his enemy with an ex-
cellent pretext for unlawfully returning to England to claim alawful
inheritance.

Richard's answer has the urchin brevity and wilfulness which
characterise dl his acts of sovereignty:

Think what you will, we seizeinto our hands
Hisplate, his goods, hismoney, and hislands.
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Y ork departs, shaking his wise old head. If Richard is determined
to ruin himsdlf, he can only wash his hands of the business. Til not
be by thewhile

York, however, is not permitted to escape into private life.
Richard sends of f messengers to effect the seizure of Gaunt's property
and announces that to-morrow he will sal for Ireland. What
follows is amost a stroke of humour in a play that but rarely invites
asmile

And we create, in absence of ourself,
Our uncle York lord governor of England;
For heisjust and dwaysloved uswell.

Y ork hasjust scolded Richard roundly, proffered him advice which
has been discourteously rejected and retired with ominous alusions
to what must come of the 'bad courses' of his nephew. All this has
passed clean over Richard's head. York is his uncle and York shdl
therefore act as his regent. Richard is quick to utter more than his
mind on dl occasions and, as is common with free speakers, he
attaches little or no importance to what anybody €se may say. He
is in no way disconcerted by his uncle's reproaches and abrupt
retirement. For heisjustandal waysl oveduswell.

The argument urged upon Richard by York is picked up immed-
iately by the Lords Willoughby, Ross and Northumberland as soon
as Richard leaves the stage. Our lives, our children and our heirs are
threatened, exclams Northumberland. But he knows of eight tall
ships, well furnished by the Duke of Brittany, which are waiting to
bring over Bolingbroke and his friends. Here, then, is a means of
making things securefor themselves and of serving the nation:

If then we shall shake off our davish yoke,

Imp out our drooping country's broken wing,
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,

Away with mein post to Ravenspurgh.

Thisis thefirst effective appearance of a character whose fortunes
Shakespeare is to follow through three successive plays. Northum-

berland, the man who helps to put Bolingbroke on the throne and
K



146 POLITICAL CHARACTERS OF SHAKESPEARE

who afterwards does his best to unseat him, is a man in whom dis-
loyalty is,dmost a matter of principle. He lives in perpetual discon-
tent with himself, his friends and the world at large. He abandons
every cause as soon as he has persuaded his colleagues to take it up.
He has thoroughly mastered the art of identifying his private in-
terests and temperamental grudges with a 7ed for the public welfare
and he performs this act of identification so eadly that it needs awary
eye to take and keep the measure of his suave iniquity. He is the sort
of political leader who starts a rebellion and leaves his partners to
face the consequences. He will take to his bed when his son is fighting
at Shrewsbury and steal across the border into Scotland when his
friends are marching south to meet his enemies. He is Shakespeare's
presentation, vaid for any generation, of the malcontent without a
cause, the rebel without a conviction. To-day he speaks boldly for
the Opposition and abstains from voting against the Government.

The report that Bolingbroke has landed at Ravenspurgh comes to
London simultaneously with the news that Northumberland and his
party have absconded. York, Richard being by this time away in
Ireland, receives the news in a fluster. The nobles are fled. The com-
mons are cold. The coffers are empty. Posts must be sent to the
King. Arms must be collected and men mustered.

Il know
How or which way to order these affairs,
Thus thrust disorderly into my hands,
Never believeme. Botharemy kinsmen:
The oneis my sovereign, whom both my oath
And duty bids defend; the other again
Ismykinsman,whomthekinghathwrong'd,
Whom conscience and my kindred bidsto right.
Well, somewhat we must do.

York is as distracted in conscience as in counsdl. His bewilderment is
admirably conveyed. The very verse is digointed and breathless as
the old man turns this way and that. Note the touching futility of the
abrupt, disconnected order to his servant:

Go, fellow, get thee home, provide some carts
And bring away the armour that isthere.
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It is a masterly little scene and serves, better than pages of explicit
commentary on Richard's fecklessness, to expose the levity with
which the King has left his kingdom unprovided.

Meanwhile Northumberland is meeting Bolingbrokc at Ravens-
purgh. Their first colloquy is a model of political deportment as
between masters of the game. Evidently Bolingbroke has not been
sparing of his charm and Northumberland, as they come upon the
scenein thewilds near Berkeley Castle, repays himin kind:

| am astranger herein Gloucestershire:

These high wild [ulls and rough uneven ways
Draw out our miles, and make them wearisome;
And yet your fair discourse hath been as sugar,
Making the hard way sweet and delectable;

and Bolingbroke returns:

Of much less value is my company
Than your good words.

To* them enters Harry Percy, who in years to conic will aptly re-
member this first meeting with Bolingbroke. It is for dl present an
occasion big with consequence and the use to be made of it by
Shakespeare in two histories as yet unwritten affords a remarkable
instance of the continuity with which he follows his political char-
acters from play to play. Harry Percy, Bolingbroke and North-
umberland, firmly rooted already in his imagination, though they
may grow and put forth the shoots proper to their growth, can
never changetheir essential quality.

Northumberlandintroduceshisson:

NORTHUMBERLAND: HaveyouforgottheDukeof Hereford, boy?
PERCY: No, my good lord; for that is not forgot
Whichne'erl didremember:tomyknowledge
| never inmy life did ook on him.
NORTHUMBERLAND: Thenlearnto know himnow: thisis the duke.
PERCY: My gracious|ord, | tender you my service,
Suchasitis, being tender, raw and young,
Which elder days shall ripen and confirm
To more approved service and desert.
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BOLINGBROKE: | thank thee, gentlePercy; andbesure
| count mysdlfin nothing ese so happy
Asinasoul remembering my good friends;
And asmy fortuneripenswith thy love,
It shall betill thy truelove'srecompense:
My heart this covenant makes, my hand thussedlsit.

The Lords Ross and Willoughby are then presented. Percy stands
apart and, if the actor knows his business, will seem a trifle impatient
of these civilities:
BOLINGBROKE: Welcome, my lords. | wot your love pursues
A banish'dtraitor; al my treasury
Isyet but unfelt thanks, which, moreenrich'd,
Shall beyour love and | abour'srecompense.

Ross: Y our presence makes usrich, most noblelord.
WILLOUGHBY: Andfar surmounts our labour to attainit.
BOLINGBROKE: Evermorethanks, theexchequer of thepoor;

Which, till my infant fortune comestoyears,
Standsfor my bounty.

The scene is well enough in itself, however cardlessy we read.
But observe how aready it hints at a significance for al concerned
which only a distant sequel will in the fullness of time reveal. Harry
Hotspur describes this very incident years later in terms which show
that, tender, raw and young as he may have been at the time, he has
aready taken the measure of Bolingbroke's ingratiating ways. Hot-
spur has a natural disike of humbug and a keen flair for its presence.
Forestalling four years of troubled history, let him spesk for him-
f:

Why, what acandy deal of courtesy
Thisfawning greyhoundthendid proffer me!
Look, ‘when hisinfant fortune came to age,
And 'gentle Harry Percy', and 'kind cousin’;
O, the devil take such cozeners!

Hotspur almost remembers the very words of Bolingbroke—almost,
but not quite perfectly, asisonly natural.*
! The scene in which Hotspur recals his first meeting with Bolingbroke (' Hen.

IV', Act I, Sc. Ill) is more extensively quoted in the chapter on Henry of Mon-
mouth. See below, p. 201.
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The short scene which follows the meeting between Bolingbroke
and the absconded peers provides us with a further example of
Shakespeare's sureness of touch in the handling of a politica Stua
tion.

York has come to meet the rebel lords as the King's regent.
Bolingbroke respects his loyalty. He does not attempt to force the
issue, but with consummate skill he so conducts the interview that
York first finds himself committed to neutrality and subsequently
drawn into an ambiguous acceptance of the usurper. Bolingbroke
does not ask for his support, but York, before he knowsiit, is being
gently urged in the direction of acting as intermediary in procuring
Richard's voluntary abdication.

When Bolingbroke kneels to his uncle, York bluntly challenges
his false obeisance:

YORK: Show me thy humble heart, and not thy knee,

Whose duty is deccivable and false.
BOLINGBROKE: My graciousuncle—

YORK: Tut, tut!
Grace me no grace, nor uncle me no uncle:
| am no traitor's uncle; and that word 'grace’
Inan ungracious mouthis but profane.
Why have those banish d and forbidden legs
Dar'd once to touch adust of England's ground?

Corn'st thou because the anointed king is hence?
Why foolish boy, the king is left behind,
Andin my loya bosom lies his power.

But Bolingbroke has taken the measure of this honest champion
of things as they are—or ought to be. He strikes instantly at the
wesk joint in his uncle's armour. He was banished as Hereford. He
returnsto clamhisrightsasL ancaster:

Will you permit that | shall stand condemn'd

A wandering vagabond; my rights and royalties
Pluck'd from my arms perforce and given away
To upstart unthrifts? Wherefore was | born?
Ifthat my cousin king be King of England,

It must be granted | am Duke of Lancaster.
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1 am a subject,
And chalengelaw: attorneys are denied me,
And therefore persondly | lay my claim
To my inheritance of free descent.

Thisis too much for afeudal prince who, as Bolingbroke reminds
him, has also a son who looks to inherit his father's lands. Y ork will
not admit that Bolingbroke is in the right, but cannot deny that
he has a grievance. The rebel lords are prompt with assurances that
Lancaster has come only to claim hislawful dues and Y ork throwsin
hishand:

Well, well, | see theissue of thesearms:

| cannot mend it, | must needs confess,
Because my power isweak and all il |eft;
Butifl could, by Him that gave me life,

| would attach you al and make you stoop
Unto the sovereign mercy of theking;

But since | cannot, beit known to you

| do remain asneuter.

Bolingbroke at once presses his advantage:

But we must win your grace to go with us

To Bristol castle, which they say isheld

By Bushy, Bagot and their complices,

The caterpillars of the commonwealth,

Whichl havesworntoweedandpluck away.
YORK: It may beTil go with you: but yet Til pause;

For | am loath to break our country's laws.

Thus York, the champion of lawful authority, is drawn into the
camp of the usurper and becomes his intermediary with Richard.
He goes to Bristol; heis present at the condemnation to death of the
caterpillars of the commonwealth, thus condoning what is in effect
an act of sovereignty on the part of Bolingbrokc; and, before
Richard has set foot in hiskingdom, heis sending letters to Richard's
gueen on Bohngbroke's behalf.

Shakespeare, having dealt faithfully with the political issues of his
play in the foregoing scenes, now fixes our attention on the absorb-
ing spectacle of a gifted, sendtive and undisciplined character ex-
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posed to the high tension of atragic destiny. Politics, for awhile, fall
into the background. The reactions of Bolingbroke, York and
Northumberland are gtill worth watching; thereis always an interest
in observing how public persons demean themselves in the presence
of emotions which exceed their comprehension or experience. But
the mood of the play changes abruptly at this point. Richard enters
upon the coast of Wales; drums and a flourish of trumpets die away
into silence; history pauses and tragedy takes the stage.”
Richard himsalf establishes the change of key:

| weep forjoy
To stand upon my kingdom once again.
Dear earth, | do salutetheewith my hand,
Though rebelswound thec with their horses hoofs:
Asalong-parted mother with her child
Playsfondly with her tears and smilesin meeting,
So, weeping, smiling, greet | thee, my earth,
And do thee favour with my royal hands.
Feed not thy sovereign'sfoe, my gentle earth,
Nor with thy sweets comfort hisravenous sense;
But let thy spiders, that suck up thy venom,
And heavy-gaited toads liein their way,
Doing annoyanceto thetreacherousfeet
Whichwith usurping steps do trample thee:
Yield stinging nettles to mine enemies;
Andwhenthey from thy bosom pluck a flower,
Guardit, | pray thce, with alurking adder
Whose double tongue may with amortal touch
Throw death upon thy sovereign'senemies.

It should be borne in mind that the speaker of these lyric numbers
hasjust landed on the shores of his kingdom. Heis confronted with a
political situation which cals for immediate action. But Richard has
no mind or will to spare for the business in hand. He has started upon

! Again the division into Acts is injudicious and illogical. The scene in which
Bushy and Green are condemned to death, whichis Act 111, Sc. |, of the play, should
quite obviously be Act 11, Sc. IV. This scene concludes the political manoeuvres of
Bolmgbroke and his confederates and |eaves dl clear for Richard's return, when
he will take the centre of the stage and focus our attention henceforth on the
tragedy of hisfall from power.
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that dramatisation of himsdlf as a tragic figure which will be hence-
forth the dominant theme of the play. Narcissus is aready absorbed
in the contemplation of his royal image. From that nothing will turn
him aside. Looking round on his followers, he notes their astonish-
ment that he should be thus wasting the precious hours:

Mock not my senseless conjuration, lords,
he exclaims and starts offagainin full career:

Thisearth shal have afeeling and these stones
Prove armed soldiers, ere her nativeking
Shall falter under foul rebellion’'s arms.

The Bishop of Carlisle respectfully reminds his sovereign that God
preferably helps those who help themselves:

The means that heaven yields must be embraced,
And not neglected; else, if heaven would,

And we will not, heaven's offer we refuse,

The proffer'd means of succour and redress.

Aumerle is more explicit:

He means, my lord, that we arc too remiss;
Whilst Bohngbroke, through our security,
Grows strong and great in substance and in friends.

But Richard's mind and fancy are otherwise engaged:

Not dl the water in the rough rude sea

Can wash the balm from an anointed king;
The breath of worldly men cannot depose
The deputy elected by the Lord:

For every man that Bohngbroke hath pressd
To lift shrewd steel against our golden crown,
GodforhisRichardhathinheavenly pay

A glorious angel.

This is Shakespeare's first direct tribute to the sacramental tradi-
tion which for his contemporaries was part of the legend that had
grown round Richard's deposition. Richard, in his reference to a
legion of angels on which he can cdl for his defence, suggests an
analogy between the passion which he is called upon to suffer, and
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from which he makes no rea effort to escape, and that of Christ.
Thesereferenceswill become more explicit as the tragedy proceeds.

Bad news now comes by every post. Sdlisbury reports that the
Welshmen who were to have supported Richard arc dispersed and
fled. Scroop enters. His face promises more evil tidings. All is grist to
the mill of Richard's self-centred artistry:

Mineear is open and my heart prepared:
Theworstisworldly lossthou canst unfold.
Say, ismy kingdomlost?why, ‘twasmy care;
Andwhatlossisit to berid of care?
StrivesBolingbrokctobeasgreat aswe?
Greater he shall not be; if he serve God,

WE'll serve Him too, and be hisfellow so;
Revolt our subjects?that we cannot mend;
They break their faithto God aswell asus:
Cry woe, destruction, rumand decay;
Theworstisdeath, and deathwill have hisday.

Scroop tells his lamentable talc. Bolingbroke has a mighty follow-
ing; the whole kingdom isin arms against the crown. Where, then,
asks Richard, arc the men of my party? Where is Bagot? What is
become of Bushy? Where is Green? Have they, too, made peace
with Bolingbroke? Mark what follows:

SCROOP: Peacehavethey madewithhimindeed, mylord.
RICHARD: Ovillains, vipers, damn'd without redemption!
Dogs, easily won to fawn on any man!
Snakes, inmy heart-blood warm'd, that sting my heart!
ThreeJudascs, eachonethriceworsethanJudas!
Would they make peace?terrible hell makewar
Upontheir spotted soulsfor thisoffence!

SCROOP: Sweetlove, | sec, changing hisproperty,
Turnsto the sourest and most deadly hate.
Againuncursetheir souls; their peaceismade
With heads, and not with hands: those whom you curse
Havefelt theworst of death's destroying wound
Andliefull low, gravedin the hollow ground.

Richard's vehement cursing of his friends upon an ambiguous
report of their behaviour has often been quoted by critics as an
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instance of the unstable impetuosity of his character. It is even more
significant as revealing in Richard a self-absorption so complete that
he cannot properly attend to what is being said. No one could pos-
sibly have mistaken the meaning of Scroop's 'Peace have they made
with him, indeed, my lord" unless he were wholly self-engrossed, or
could have failed to receive the news of the death of his hapless fol-
lowers without some word of regret. But Richard hasn't a syllable
or athought to spare for Bushy or for Bagot. The announcement of
their summary execution by Bolingbroke isjust another fillip to his
climbing sorrow: '

Let's tak of graves, of worms and epitaphs,
Make dust our paper and with rainy eyes
Write sorrow on the bosom of the earth.

He sees himself walking in along procession of kings born to illus-
trate the tragical fal of princes, who are set on high but who in the
end must live with bread, feel want, taste grief, need friends and re-
fuse to be mocked with solemn reverence:

For God's sake, |et us sit upon the ground

And tell sad stories of the death of kings:

How some have been deposed, sonic daininwnr;
Some haunted by the ghosts they have deposed,
Some poison'd by their wives, some sleeping kill'd;
All murder'd: for within the hollow crown

That rounds the mortal temples of aking

Keeps Death his court, and there the antic Sits,
Scoffing his state and grinning at his pomp,
Allowing him abreath, alittle scene,

To monarchize, befear'd and kill with looks,
Infusing him with self and vain conceit,
Asifthisflesh which walls about our life

Were brassimpregnable; and humour'd thus
Comes at the last, and with alittle pin

Bores through his castle wall, and farewell king!

The Bishop of Carlide again ventures arebuke:

My lord, wise menneer sit and wail their woes
But presently prevent the ways to wall.
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Richard, for amoment, condescends to business. His uncle Y ork has
an army. Where is he to be found? Scroop informs him that Y ork
has abandoned the field. Richard's cup is now full. Thereis nothing
left to mar the luxury of his grief:

Heshrcw thee, cousin, which didst lead meforth
Of that sweet way | wasin to despair!
What say younow?what comforthavewenow?
By heaven, I'll hate him everlastingly

That bids me be of comfort any more.

Richard discharges his army and takes refuge in Hint Castle.
Thither marches Bolingbrokc with York and Northumberland in
attendance. York is dill loyal to Richard in spirit. Bolingbroke has
as yet no formal right to his alegiance. Nor has Bolingbroke laid
clam to it. He 4ill entertains the wilful stillness of the man .who
waits upon his fortune. But Northumberland knows what Boling-
broke will do before Bolingbroke has confessed it even to himsalf.
York knows it, too. There is a characteristic passage between them
in which Bolingbroke contrives to remain graciously neutral:

NORTHUMBERLAND : Thenewsisvery fair and good, my lord:
Richard not far from hence hath hid his head.
YORK: It would beseem the Lord Northumberland
To say 'King Richard": dack the heavy day
When such a sacred king should hide his head!
NORTHUMBERLAND: Y our gracemistakesme; only tobebrief,
Left I histide out.
YORK: The time hath been,
Would you have been so brief with him, hewould
Have been so brief with you, to shortenyou,
For taking so the head, your whole head's [ength.
BOLINGBROKE: Mistakenot, uncle, further thanyou should.
YORK: Takenot, good cousin, further than you should,
Lest you mistake the heavens are o'er our heads.
BOLINGBROKE: | know it, uncle, and oppose not myself
Against their will.

Bolingbroke's message to Richard is a masterpiece of political
statement. He comes in all submission, but with an army which he
ostentatioudly parades before the walls. He comes with a humble
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request, but, if the request be not granted, he will enforce it at the
point of the sword. Let Richard rage in fire, Bolingbroke will weep
hiswaterson theearth:

Henry Bolingbroke

On both his knees doth kiss King Richard's hand
And sendsallegiance and truefaith of heart

To his most roya person; hither come

Even at hisfeet tolay my arms and power,

Provided that my banishment repeal'd

And landsrestored again be freely granted:

Ifnot, Til use the advantage of my power

And lay the summer's dust with showers of blood
Rain'd from the wounds of slaughter'd Englishmen:
The which, how far offfrom the mind of Bolmgbroke
Itissuch crimson tempest should bedrench

The fresh greenlap of fair King Richard's land,

My stooping duty tenderly shall show.

Thisis the cue for Richard to resume the stature of aking. York,
looking up to the battlements, comments on his royal appearance
and yearnsto think on what must follow:

Yetlooks helikeaking: behold, hiseye,
Asbright asistheeagle's, lightensforth
Controlling majesty: alack, alack, for woe,
That any harm should stain so fair a show!

Northumberland stands forth to deliver Bolingbroke's message.
Richard checkshimwith asuperb gesture:

We are amazed; and thus long have we stood
To watch thefearful bending of thy knee,
Because we thought ourselfthy lawful king:
And if we be, how dare thyjoints forget

To pay their awful duty to our presence?

If we be not, show us the hand of God

That hath dismissd usfrom our stewardship;

And though you think that all, as you have done,
Have torn their souls by turning them from us,
And we are barren and bereft offriends;
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Yet know, my master, God omnipotent
Ismustering in his clouds on our beha
Armies of pestilence; and they shal strike
Your children yet unborn and unbcgot,
That lift your vassal hands against my head
And threat the glory of my precious crown.

Northumberland ddlivers his master's message, concluding with a
solemn oath:

His coming hither hath no further scope
Than for hislined royalties and to beg
Enfranchisement immediate on hisknees:
Which on thy royal party granted once,

His glittering arms he will commend to rust,
Hisbarbed steedsto stables, and hisheart
Tofaithful service of your majesty.
Thisswearshe, asheisaprince, isjust;

And, as| amagentleman, | credit him.

To which Richard very civilly replies:

Northumberland, say thustheking returns:;
His noble cousinis right welcome hither;
And dl the number of hisfair demands

Shdll be accomplish'd without contradiction:;
With al the gracious utterance thou hast
Speak to his gentle hearing kind commends.

But the strain of royally maintaining afalse show of courtesy is too
great. He turns to Aumerle. Has he not debased himself in speaking
the traitor fair? Should he not rather defy his enemy? Aumerle
counsdls prudence. Fight the intruder with gentle words till time
brings friends and forces with which to meet him on a more equd
footing. Richard, no longer a king who weighs advice, but a man
whose pride has been wounded to the quick, cries out:

O God! O God! that €er this tongue of mine,
That laid the sentence of dread banishment
Onyon proud man, should take it off again
With words of sooth! O that | were as great
Asismy grief, or lesser than my name!
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Northumberland brings back an answer from Bohngbroke, but
Richard cannot wait to receive it. He is again the man of sorrows
and has dirown his dignity to thewinds:

What must the king do now? must he submit?
Theking shdl doit: must he be deposed?

The king shall be contented: must helose

The name of king? o" God's name, let it go:

I'll give myjewels for aset of beads,

My gorgeous palacefor ahermitage,

My gay apparel for an almsman's gown,

My figured goblets for adish of wood,

My sceptre for apalmer's walking-staff,

My subjectsfor apair of carved saints

And my large kingdom for alittle grave,

A littlelittle grave, an obscure grave;

Or I'll be buried intheking's highway,
Someway of common trade, where subjects feet
May hourly trample on their sovereign's head.

He grows more exquisitely fanciful as self-pity entices him from one
conceit to another. He scatters himself, as Coleridge expresses it,
into a multitude of images and endeavours to shelter himsdf from
that which is around him by a cloud of his own thoughts. He finds
Aumerle, his tender-hearted cousin, weeping beside him and brings
him into the picture:

Or shall we play the wanton with our woes,

And make some pretty match with shedding tears?
As thus, to drop them gtill upon one place,

Till they havefretted usapair of graves

Within the earth; and, therein laid,—therelies

Two kinsmen digg'd their graves with weeping eyes.

One of the most moving touches in Shakespeare's delinestion is
Richard's bleak perception, now and then, that his fancies are re-
garded by those about him as foolishly irrelevant. We have heard
him exclam on a former occasion: Mock not my senseless conjuration,
lords! Now, again, he becomes abruptly aware that he has lost touch
with the real world and is playing his part on a stage before spec-
tators who find him fantastic or even ridiculous:
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Well, well, | see
| talk butidly, and you laugh at me.

These moments, in which Richard sees himsdf as possibly the
only appreciative witness of his tragedy, are the more affecting as
they aggravate rather than restrain his excess of fedling. A brief
moment of lucidity is in the present instance followed by an out-
break of amost intolerable hysteria:

RICHARD: Most mighty prince, my LordNorthumberland,
What says King Bolmgbrokc? will his majesty
Give Richard leave to live till Richard die?
Y oumake aleg, and Bolmgbroke says ay.
NORTHUMBERLAND: My lord, in the base court he doth attend
To speak with you; may it please you to come
down.
RICHARD: Down, downl come; likeglistering Phaeton,
Wanting the manage of unrulyjades.
In the base court? Base court, where kings grow
base,
To come at traitors' calls and do them grace.
In the base court? Come down? Down, court!
down, king!
For night-owls shriek where mounting larks should
sing.

Northumberland's comment is drily expressive:

Sorrow and grief of heart
Makeshim speak fondly, likeafrantic man.

King Richard, in the base court, brushes aside Bolingbroke's sus-
tained pretences of respect. He sees himsdlf astheroyal martyr, victim
of circumstance and the strong hand. Bolingbroke kneels to him:

RICHARD: Up, cousin, up; your heartisup, | know,
Thus high at least, although your knee be low.
BOLINGBROKE: My graciouslord, | comebutfor mineown.
RICHARD: Y our ownisyours, and | amyours, and al.
BOLINGBROKE: Sofar bemine, my mostredoubtedlord,
Asmy trueservice shall deserveyour love.
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RICHARD : Well you deserve: they well deserveto have,
That know the strong'st and surest way to get.
Uncle, give meyour hand: nay, dry your eyes,
Tears show their love, but want their remedies.
Cousin, | am too young to beyour father,
Though you are old enough to be my heir.
Whatyouwill have, I'll give, andwilling too;
For do we must what force will have us do.

We come now to the famous scene of abdication in Westminster
Hal. It is remembered necessarily as a supreme exhibition of
Richard's quality. But the political background is worth attention
if only for its faithful rendering of the reactions of public men to the
impact and artistry of human emotion expressed in beauty and with-
out reserve. Shakespeare, though his eyes are fixed on Richard,
never loses sight of the dramatic contrast between his practical poli-
ticians and the suffering, wayward spirit of the falen King. The
scene opens, as o many scenes at this particular point in Shake-
speare's plays, with an episode apparently novel but in fact recaling
and developing the main initial theme of the tragedy. Bolingbroke
is dealing masterfully with precisely the same political situation
which confronted Richard at the beginning of the play. Boling-
broke in the first Act charged Mowbray with being privy to the
death of Gloucester. Bagot, in the fourth Act, confronts Aumerle
with precisely the same charge. Bagot, like Mowbray, denies
Aumerle's accusation. Challenges are flung down on either side, but
Bolingbrokefirmly suppressestheunruly peers:

Lords appellants,
Y our differences shall dl rest under gage
Till we assign you to your days of trid.

He takes complete control of the situation and incidentally—a re-
vedling touch, this—he adopts the royal ‘we' in announcing his de-
cison.

Into this scene, clearly designed to show that Bolingbroke has the
political tact and resolution in which Richard has proved so griev-
oudly deficient, comes Y ork to announce that an abdication has been
arranged:
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Great Duke of Lancaster, | come to thec

From plume-pluck'd Richard; who with willing soul
Adoptsthee heir, and hishigh sceptreyields

To the possession of thy royal hand.

Ascend his throne, descending now from him;

And long live Henry, of that name the fourth!

Not by a single word or gesture, though he is already behaving
like a king, has Bolingbroke laid any explicit clam to the crown.
But now his destiny is plain. His chance has come and he saizes it
with the readiness of a patient man who, moving deviously to his
journey's end, at last sees the road clear before him:

In God's name, I'll ascend the regal throne.

But stay; there is a hitch in these well-ordered proceedings. The
Bishop of Carlide bars the way of the usurper. Richard, he protests,
is still the King. There is none present noble enough to judge his
royal master and, even if Richard were a common thief, he should
not be condemned unheard:

What subject can give sentence on hisking?
Andwho sitsherethat isnot Richard'ssubject?
Thieves are notjudged but they are by to hear,
Although apparent guilt be seenin them;
Andshall thefigure of God's majesty,
Hiscaptain, steward, deputy-€lect,

Anointed, crowned, planted many years,
Bejudg'd by subjectandinferior breath,

And be himself not present?

The Bishop goes on to warn the rebel lords of what must follow the
elevation of atraitor:

Disorder, horror, fear and mutiny

Shall hereinhabit, and thisland becall'd
Thefield of Golgotha and dead men's skulls.
O! ifyouraisethishouse against this house,
It will thewoefullest division prove

That ever fell upon this cursed earth.

Northumberland takes it upon himsdf to order the instant arrest of
the Bishop, but Bolingbroke intervenes. It must not appear that heis

L
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taking the kingdom by force; there must be no doubt that Richard
hasinfact voluntarily surrendered hisrights. Heturnsto Y ork:

Fetch hither Richard, that in common view
He may surrender; so we shall proceed
Without suspicion.

Thus is Richard caled upon to play the famous scene in which he
unkings himself and he plays it with a vengeance. These men have
summoned him to comply with a formality. He will shame them,
if he can; wring their hearts, if it be possible. In any case, he will
makeit abad quarter of an hour for everyone concerned:

Alack, why am | sent for to aking,

Before | have shook off the regal thoughts
Wherewith | reign'd?| hardly yet havelearn'd
To insinuate, flatter, bow and bend my limbs:
Give sorrow leave awhile to tutor me

To thissubmission. Yet | well remember

The favours of these men: were they not mine?
Did they not sometime cry, 'All hail!" to me?
SoJudas did to Christ.

Y ork explains the purpose for which he has been called:

To do that office of thine own good will
Which tired majesty did make thee offer,
The resignation of thy state and crown
To Henry Bolingbroke.

'Here, cousin, seize the crown', cries Richard and his fancy takes
wings. The crown is a deep well; he and Bolingbroke are two
buckets—his own deep down and full of tears, Bolingbroke's empty
and mounting aloft in the air. Bolingbroke twice interrupts. Some-
“how Richard must be kept to the point. 'l thought you had been
willing to resign,’ he protests. Richardflashesback:

My crown, | am; but still my griefs are mine:
Y ou may my glories and my state depose,
But not my griefs; still am | king of those.
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He invites Bolingbroke to meet him in another flight of fancy but
Bolingbrokeisnot to be put off. Bluntly he asks:

Are you contented to resign the crown?
Richard is contented, but after his own fashion:

Now mark me, how | will undo myself:

| give this heavy weight from off my head
And this unwieldy sceptre from my hand,

The pride of kingly sway from out my heart;
With mine own tears | wash away my balm,
With mine own hands | give away my crown,
With mine own tongue deny my sacred state,
With mine own breath release dl duteous rites:
All pomp and majesty | do forswear.

God save King Henry, unking'd Richard says,
And send him many years of sunshine days!
What more remains?

Bolingbroke has brought Richard to the point and his work
is done. What more remains he leaves to the callously officious
Northumberland. Richard's abdication must bejustified to the people
of England. No one knows that better than Bolingbroke. But
this supple, audacious and secret man has the politician's art of allow-
ing others to do the ignoble things necessary for his advancement
while he himsdlf remains in the background to reap the profit and
show to advantage in gestures of mercy, magnanimity and honest
care for the public weal.

A document has been prepared setting forth the misdemeanours
of the fallen king. Northumberland suggests that Richard should
read the charges:

That, by confessing them, the souls of men
May deem that you are worthily deposd.

Richard replies:

Must | do so? and must | ravel out
My weaved-up follies? Gentle Northumberland,
If thy offences were upon record,
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Would it not shame thee in so fair atroop

To read alecture of them? If thou woul dst,

There shouldst thou find one heinous article,
Containing the deposing of a king,

And cracking the strong warrant of an oath,
Mark'd with a blot, damn'd in the book of heaven.

He looks round upon the assembled lords. They are obvioudy fedl-
ing the strain. They have no liking for scenes and there has never
been such a scene as this. They stand about awkwardly, uneasily, a
little pitifully. And Richard, for the third time in the play, sees him-
sdf as the Christ betrayed:

Though some of you, with Pilate, wash your hands,
Showing an outward pity; yet you Pilates

Have here deliver'd me to my sour cross,

And water cannot wash away your sin,

Northumberland is inexorable and finally drives Richard to a
sudden blaze of human temper, in striking contrast with the mood
inwhich he adorns and cherishes his grief:

NORTHUMBERLAND: Mylord,dispatch; reado'er thesearticles.
RICHARD: Mineeyesarefull of tears, | cannot see:
And yet salt water blinds them not so much
But they can see asort of traitors here.

NORTHUMBERLAND: My lord,—
RICHARD: Nolord of thine, thou haught insulting man.

Soon, however, his imagination is a work again and inspires him
to one of his most striking images:

O, that | were amockery king of snow,
Standing before the sun of Bolingbroke,
To melt myself away in water-drops!

Finally comes his last command:

Anif my word be sterling yet in England,
Let it command amirror hither straight,
That it may show me what afacel have,
Sinceitis bankrupt of his majesty.
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For the men about him how unexpectedly frivolousis this request!
And yet how appropriate! Narcissus has reached the supreme
moment of his tragedy and cals for alooking-glass.

Bolingbroke sends an attendant for the mirror. Northumberland
still presses Richard. Let him read the paper while the glassisfetched.
Thisistoo much even for Bolingbroke:

BOLINGBROKE: Urgeit no more, my Lord Northumberland.
NORTHUMBERLAND: The commons will not then be satisfied.
RICHARD: They shall besatisfied: I'll readenough,
When | do see the very book indeed
Where dl my sinsarewrit, and that's myself.

The attendant returns and Richard is alowed his most memor-
able gesture:
Was this face the face
That every day under his household roof
Did keep ten thousand men? Was this the face
That, like the sun, did make beholders wink?
Was thisthe face that faced so many follies,
And was at last out-faced by Bolingbroke?
A brittle glory shmethin thisface:
Asbrittleastheglory istheface;
(Dashes the glass against the ground.)
For thereitis, crack'din ahundred shivers.
Mark, silent king, the moral of this sport,
How soon my sorrow hath destroy'd my face.

Bolingbroke's comment—

The shadow of your sorrow hath destroy'd
The shadow of your face—

is not intended as a sneer, though behind it lurks the contempt of a
redist for the imaginative exercises of the artist. He is not insengitive
to the scene and, in reaction against theimpression it has made upon
him, he is prompted to reflect that it has no dynamic relation to the
world of action. He suggests that Richard's sorrow is largely
of the imagination. The sorrow may be real, but its expression is
histrionic—in fact, a shadow. Richard acknowledges the force of
this observation but construesit with adifference:
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Say that again.
The shadow of my sorrow! Hal let's see:
Tis very true, my grieflies al within;
And these external manners of laments
Are merely shadows to the unseen grief
That swellswith silencein the tortured soul.

And now suddenly he is tired of the shadow-show and asks leave
to go. 'Whither? asks Bolingbroke, and Richard, with the petulance
of a hurt child, replies. 'Whither you will, so | were from your
sights.'

So ends a scene in which Shakespeare's gifts as poet and dramatist
are for the first time perfectly united. It goes instantly to the heart,
but yields its treasures the more abundantly asit is the more closely
studied. It is full of wonders. Not the least is the way in which it
combines the sacramental, the aesthetic and the purely human de-
ments in the dramatic character of Richard and the situation in
which he finds himself. The speech in which Richard divests him-
sdf of crown and sceptre is likened by Walter Pater in his 'Apprecia
tions to an inverted rite, a rite of degradation, a 'long, agonising
ceremony' in which the order of coronation is reversed. The sacra-
mental analogy with Christ's passion has aready been noted. The
rebel peers who deliver up their lord to his sour cross are thrice
stigmatised as Judases in the course of the play. It is Shakespeare's
supreme achievement to have retained this mystical aspect of the
tragedy and yet in no way to have impaired its humanity. The con-
secrated king, impiously discrowned, shades away into the poet king,
in whom suffering induces a lyric ecstasy; who, in his turn, gives
place to the mere human victim of misfortune, subject to everyday
infirmities of mind and will, with whom we can live in fellowship.
This Richard, who undoes himself with hierophantic solemnity,
who humbles, or pities, or exalts himsdf in imagination, is aso the
man who turns on Northumberland in aflash of temper and reveas
himself, dl at once, as avery ordinary creature. Nor do we feel any
incongruity or rift in the total performance. The three elements are
completely fused. The king, the artist and the man are the person
we have come to know as Richard. No play of Shakespeare has a
more perfect unity of tone, texture and feeling. Yet no play has
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drawn upon a greater diversity of thematic material. Shakespeare,
deriving from tradition, from recorded facts and from his own mind
a bewildering complex of emotions and ideas, has produced a play
which is dl of apiece.

The scene of Richard's depostion fills, as it should, the whole
fourth Act of the tragedy. It is the summit of the play and of Shake-
speare's dramatic achievement a the time when it was written.*
From this summit we descend in the fifth Act to the foregone con-
cluson of Richard's death and premonitory hints of the expiation
which will be required of the usurper in future histories. The descent
is well-contrived and thereis much to be observed on the way down.

First we are taken to a street in London. Richard, being led to the
Tower, is intercepted by his queen.

This is the third appearance of the Queen as a speaking character
and her first appearance in a scene with her husband. Shakespeare,
happily mided by his authorities, has given her apart in the play for
which there is no warrant in history. Richard's first queen, Anne,
dearly loved and extravagantly mourned, had been dead seven
years. His second queen, Isabella, was only nine years old. Shake-
speare, in presenting Richard as a king who falled in his public
office, felt the need of showing him aso in amore intimate relation-
ship. Here, too, was an opportunity of adding a touch, here and
there, to that English background against which the whole tragedy

! The scene has, of course, along and curious history. It was omitted from early
published editions of the play and not printed till 1608, five years after die death
of Elizabeth. There is no reason to believe, however, that it was not acted upon
the stage in 1595—indeed, it was almost certainly this scene which made the play
so dangerously topical and accounted for its performanceno lessthanforty timesin
the yearsimmediately following its production. Another fact about this scene of
interest to the literary historian is that it drew from Dr. Johnson perhaps the most
unfortunate of his comments upon Shakespeare. Part of it he declares is
‘proper’, but part 'might have been forborne without much loss. He concludes
with the observation: "The author, . suppose, intended to write a very moving
scene.’ The eighteenth century has never so unhappily condescended to the genius
of the sixteenth than inJohnson's criticism of this particular play. He seems to have
had no idea, first to last, what it was dl about. He found Richard ‘imperious and
oppressive' in prosperity, butin his distress 'wise, patient and pious—aview of the
character which makes complete nonsense of the tragedy from start to finish and
which drove Dr. Johnson to hisfinal conclusion: 'nor can it be said much to affect
the passionsor enlargetheunderstanding.’
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is played. The Queen, in her garden at Langley, lies full in the fresh
green lap of fair King Richard's land, which, like Prospero's island,
is full of noises heard above the brazen clamour of its barons and in
the hushed pauses of their plotting. From the scene in which a pride
of rebel lords sets forth to meet Bolingbroke we are taken to a scene
in which aforsaken wife is grieved and anxious for 'sweet Richard'.
From the scene in which Richard comes lamentably down to the
court where kings grow base we are taken to where a queen and her
ladies devise pastimes. A gardener binds up his dangling apricocks
and thinks it a pity that the commonwealth cannot be trimmed and
dressed as neatly as his hedges and borders. No one can fail to feel in
his heart, though he may not be aware of its peerless cunning, the
effect of the speech with which the scene at Langley concludes.
The Queen has heard that Richard is deposed. The gardener, who
has commented so wisely and gently on the faults which have ruined
hismaster, lookssadly after hismistress:

Here did shefall atear; here, in this place,

I'll set abank of rue, sour herb of grace:

Rue, evenfor ruth, here shortly shall be seen,
In the remembrance of a weeping queen.

Dynasties change; the masters of England have opened the purple
testament of bleeding war, which will not be closed for a hundred
years to come; a smple plain man, in compassion for a weeping
queen, sets a sweet herb. Only a moment before she has upbraided
him as a 'little better thing than earth’ for his evil tidings and called
down God's curse upon his flowers. He has accepted her rebuke and
bears no malice. In this garden at Langley England is wise and kind,;
there is here a fragrance which will outlive the futilities of history.

Shakespeare thus prepares us for alast meeting between husband
and wife and we redise, when the Queen speaks, if we have not
dready done so, that Richard is a man beloved:

But soft, but seg, or rather do not see,
My fair rose wither.

Thou most beauteousinn,
Why should hard-favour'd grief be lodged in thee,
When triumph is become an aehouse guest?
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Shakespeare here gives us but a glimpse of that lovely quality in
Richard which fascinated the chroniclers and survived a hundred
years of Lancastrian detraction. Yet he does not falter in his por-
trayal of Richard's blemishes of mind and will. Now or never
Richard should forget himself and speak from the heart. But no; he
is dill the absorbed spectator of his own tragedy, in which heis now
al set to play the penitent:

Learn, good soul,
To think our former state ahappy dream,;
From which awak'd, the truth of what we are
Shows us but this! | am sworn brother, swest,
To grim Necessity, and he and |
Will keep aleaguetill death. Hie thee to France
And cloister thce in some religious house:
Our holy lives must win anew world's crown.

The Queen very naturally resents this performance:

What! is my Richard both in shape and mind
Transform'd and weaken'd? hath Bolmgbroke deposed
Thine intellect? hath he been in thy heart?

Thelion dying thrusteth forth his paw

And wounds the earth, if nothing else, with rage

To be o'erpower'd; and wilt thou, pupil-like,

Take thy correction mildly, kiss the rod,

And fawn on rage with base humility,

Which art alion and aking of beasts?

But Richardisincorrigible:

Good sometime queen, prepare thee hence for France:
Think | am dead and that even here thou tak'st,
Asfrom my death-bed, thy last living leave.

In winter's tedious nights sit by the fire

With good old-folks, and let them tell thee tales

Of woeful ages, long ago betid;

And ere thou bid good night, to quit their griefs,

Tdl thou the lamentable tale of me,

And send the hearers weeping to their beds.
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At this point Shakespeare brings on to the stage the man of al
others most fitted to impersonate the new political order. North-
umberland arrives with fresh instructions from Bolingbroke.
Richard is to be taken to Pomfret. This is Richard's cue for pro-
phecy. Retribution inevitably attends the success of wicked men.
Triumph, the alehouse guest, has no abiding place:

Northumberland, thou ladder wherewithal

The mounting Bolingbroke ascends my throne.
The time shall not be many hours of age
Morethanitis, erefoul sin gathering head

Shall break into corruption: thou shalt think,
Though he divide the realm and give thec half,
Itistoolittle, helpinghimtodl;

And heshall think that thou, which know'st the way
To plant unrightful kings, wilt know again,
Being ne'er so little urged, another way

To pluck him headlong from the usurped throne.
The love of wicked men converts to fear;

That fear to hate, and hate turns one or both

To worthy danger and deserved death.

Northumberland is not, however, a man to be moved by premoni-
tions. He has come to execute an order. 'My guilt be on my head
and there's an end.' he answers curtly, and, when the Queen begs that
Richard may go with her to France, he retorts with a shrug for her
smplicity: 'That were somelove, but little policy.'

We are not to see Richard again till we find him playing his last
part in the solitude of his prison at Pomfret. But! Shakespeare has
much to do in the interval. He has first to show us two celebrated
companion portraits, one of Bolingbrokein his triumph and the other
of Richard in hisfall. Itis York who executes the commission. Here
isBolingbroke:

Then, asl said, the duke, great Bolingbroke,

Mounted upon ahot and fiery steed,

Which his aspiring rider seem'd to know,

With slow but stately pace kept on his course,

Whilst dl tongues cried 'God save thce, Bolingbroke!"
Y ou would have thought the very windows spake,
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So many greedy looks of young and old
Through casements darted their desiring eyes
Upon hisvisage, and that dl the walls

With painted imagery had said at once

‘Jesu preserve thee! welcome, Bolingbroke!”
Whilst he, from the one side to the other turning,
Bareheaded, lower than his proud steed's neck,
Bespakc them thus: 'l thank you, countrymen'’:
And thustill doing, thushe passd along.

And hereisRichard:

Asinatheatre, the eyes of men,

After awell-grac'd actor leaves the stage,

Areidly bent on him that enters next,

Thinking his prattle to be tedious;

Even so, or with much more contempt, men's eyes
Did scowl on Richard: no man cried 'God save him!"
Nojoyful tongue gave him his welcome home;
But dust was thrown upon his sacred head;

Which with such gentle sorrow he shook off,
Hisfacestill combating with tears and smiles,

The badges of his grief and patience.

York has accepted the situation and finds God's purpose at work
even in the humiliation of his late master:

That had not God, for some strong purpose, steel'd
The hearts of men, they must perforce have melted,
And birbarism itself have pitied him.

But heaven hath a hand in these events,

To whose high will we bound our cam contents.

Nor has he long to wait for an opportunity to demonstrate his
loyalty to the new dynasty. For Bolingbroke is already threatened
with conspiracy. Richard's friends, headed by the Abbot of West-
minster, are plotting a restoration and Y ork's own son, Aumerle, is
involved. His father counsels him to accept the accomplished fact:

Well, bear you well in this new spring of time,
Lest you be cropp'd before you come to prime.
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But York, even as he ddivers this advice, sees dangling from his
son's bosom a sed. He demands to see the writing and presently heis
spelling out proof that his son, and a dozen other lords, have sworn
to kill Bolingbroke at Oxford. He cdls for his boots. The King must
be warned. It is bad enough that Richard should have been deposed.
And now before anyone has had time to settle down under the new
dispensation, here is yet another attempt to upset the established
order. Istreason to become the fashionin England?

The scenes in which Aumerle's conspiracy is plotted, discovered,
reported to Bolingbroke and suppressed are usually omitted on the
stage. It is assumed that the interest of the audience is so strongly
absorbed by Richard's persona tragedy that the political results of
his abdication can be ignored. This was not Shakespeare's intention.
It must again be inssted that ‘Richard 11" is a political play, with a
political theme which had a poignant interest for an Elizabethan
audience. Bolingbroke has deposed a king ruling by right of birth
and consecration. The consequences were to be written red in the
history of England for the next hundred years and to haunt the
memories of Englishmen for as long again. The scenes in which
Bolingbroke is confronted with civil war as an immediate result of
his usurpation are essential to Shakespeare's design. It is, moreover,
dramatically interesting to see how Bolingbroke handles this
dangerous conspiracy while we ill have vividly in mind the con-
duct of Richard in a smilar situation. Bolingbroke thanks Y ork for
his intelligence:

O loyal father of a treacherous son!

Thou sheer, immacul ate and silver fountain,

From whence this stream through muddy passages
Hath held his current and defiled himself!

Bolingbroke is fulsome in his acknowledgment of a service rendered
and turns the moral situation inside out. Y ork, who deserted Richard,
is praised for his loyalty. Aumerle, who has remained true to his
alegiance, is abused for treachery. Bolingbroke pardons Aumerle,
but suppresses the insurrection with an iron hand.

Shakespeare's presentation of Aumerle's conspiracy hasyet another
dramatic purpose. It supplies the crowning motive for his instigation
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of Exton to the murder of Richard. Characteristically it is an am-
biguous instigation:

Havel no friend will rid me of thisliving fear?

He looks round and there is Exton to overhear and execute his
thought. He has been moved to the deposition of a king without
explicitly avowing his intention. He is moved to the crowning act of
murder in the same somnambulist fashion and, when the deed is
done, canin asense, disavow theintention:

They love not poison that do poison need,
Nor do | thee: though | did wish him dead,
| hatethemurderer, love him murdered.

He can even regard the act as though it had been performed not by,
but upon, him:

Lords, | protest, my soul isfull of woe,
That blood should sprinkle me to make me grow.

Richard, soliloquising in his prison at Pomfret, is like an actor
reviewing the scenes in which he has played and reflecting on their
relation to reality. He is dtill dramatising his own introverted re-
sponses to the tragedy that has befallen him and he discusses how
these histrionic introversions may be prolonged into the solitudein
which he finds himself:

| have been studying how | may compare
This prison where| live unto the world.

Thusplay | in one person many people

And none contented: sometimesam | king;
Then treasons make me wish myself abeggar,
Andso | am: then crushing penury
Persuades mel was better when aking;
Thenam | king'd again: and by and by
Think that Fam unking'd by Bohngbroke,
And straight am nothing: but whate€'er | be,
Nor | nor any man that but manis

With nothing shal be pleased, till he be eased
With being nothing.



174 POLITICAL CHARACTERS OF SHAKESPEARE

How apt is this annihilating conclusion of a self-centred mind,
brooding in a wilful seclusion from its kind! These still-breeding
thoughts are doomed to sterility and can bear no fruit! The man who
lives in imagination only has no place in the world of experience.
Richard is himself aware at last of the cause of his ruin. The friendly
music that breaks upon his solitude sets him thinking how different
his story might have been if he had kept his ears open to the har-
monies and rhythms of the life about him:

Music do | hear?
Ha, ha! keep time: how sour sweet musicis,
Whentimeisbrokeandnoproportionkept!
Soisitinthemusic of men'slives.
And here have | the daintiness of ear
To check time brokein adisorder'd string;
But for the concord of my state and time
Had not an ear to hear my true time broke.
| wasted time, and now doth time waste me;

and he concludes upon anote of genuine human feeling:

This music mads me; let it sound no more;

Yet blessing on his heart that gives it me!
For'tis a sign of love.

It is not without significance that this sign of love has come to
Richard from a man whom he did not even remember, a poor
groom of the stable who with much ado had obtained leave to visit
his royal master. This poor groom had seen Bolingbroke in his
coronation, riding on roan Barbary. Richard has here the cue for a
last exquisite fancy. But what he has to say is for the first time
touched with awistful charity towards man and beast:

RICHARD: Rode he on Barbary? Tell me, gentle friend,
How went he under him?
GROOM: So proudly asif he disdain'd the ground.
RICHARD: So proud that Bolingbroke was on his back!
Thatjade hath eat bread from my royal hand;
This hand hath made him proud with clapping him.
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Would he not stumble? would he not fall down,
Since pride must have afall, and break the neck
Of that proud man that did usurp his back?
Forgiveness, horse! why do 1 rail on thee,

Since thou, created to be awed by man,

Wast born to bear?

For Richard now it is finished. There is a brave blaze of anger at
the last. He beats the keeper who comes to him with a poisoned dish.
He strikes down two of the men who come to murder him and it is
Exton himsdf who strikes him down. He dies a king, whose sanctity
no abdication can compromise before God:

RICHARD: That hand shall burninnever-quenching fire
That staggers thus my person. Exton, thy fiercehand
Hathwiththeking'sbloodstain'dtheking'sownland.
Mount, mount, my soul! thy seat is up on high,
Whilst my grossflesh sinks downward, here to die.

The character of Richard has provoked comparisons which, how-
ever, only serve to stamp him as unique among the creations of
Shakespeare. His futility as a man of action has led many critics to
put him in the same gallery with Henry VI, Marcus Brutus and
Hamlet. But to none of these three men does he bear any real re-
semblance except for the fact that they, too, were men unfitted to
play the part imposed on them by circumstance.

Henry was a saint and a scholar, required to assert his authority
over a full-blooded, termagant queen and as graceless a set of poli-
tical ruffians as ever reached high office in the land. He loved books,
hated war, sought peace and believed injustice. He grieved not for
himself, but for a kingdom in disorder and cruelties committed in
his name. His weakness, as the world assesses weakness, was that of
the altruist. He was a model of non-resistance and a pattern of
humility in a society which believed only in power. Hazlitt once
observed how Shakespeare, dealing with men who on a superficial
view seem much of the same complexion and who appear in aimost
identical situations, presents characters wholly distinct. It is possible
to go further. These characters, who tend to be hung in the same
gallery, are often more remarkable for their essentia differences than



176 POLITICAL CHARACTERS OF SHAKESPEARE

for any red similarity. Even when appearing to make the same
speech to the same occasion, they talk a different language in a dif-
ferent mood and with a wholly different meaning. Turn back to the
speech in which Richard rejects the splendours of royalty:

I'll give myjewels for a set of beads.

Congder the catalogue of precious things which Richard is pre-
pared to discard—his gorgeous palace, his gay apparel, his figured
goblets. His subjects he will exchange for a pair of carved saints.
Every epithet expresses the sophistication of an aesthete whose
hermitage is presented as pleasantly to the fancy as the paace for
which it is bartered. Consider, too, the flagellant self-pity of the
epithets that come last of al—the little, little grave, an obscure grave.
The words themselves and the fall of the lines in which they bloom
like flowers in an exotic garden betray their derivation. This is not
the utterance of an afflicted heart, seeking peace in surrender and
simplicity, but of a man who finds consolation in a wilfully induced
luxury of grief. We follow the working of an imagination that
wantons in the pleasures of the humble.

Read now the similar, but how different, speech of Henry on the
battlefield at Towton. Henry sorrows, not for himsdf, but for the
strife and treachery in which he is entangled. He has so little wish to
be king—a part in which Richard postured as readily as in any other
—that he feels he is doing well for his family in agreeing that his
son shall be disinherited. He sincerely envies a man who can live re-
mote from great affairs and, unlike Richard, who, seeing himselfin
a bedesman's gown, merely changes his apparel, he shares with all
his heart the rusticjoys and sorrows of a smple hind. His imagina-
tion looks abroad into the world for things outside himself, whereas
Richard looks always within himselffor his own reflection.

The speech in which Henry's mood is crystalised is of a limpid
smplicity. There is hardly an epithet. The picture is seen for itself
and needs no touch of the self-conscious artist:

O God! methinksit were ahappy life,
To be no better than ahomely swain.

So many hoursmust | tend my flock;
So many hours must | take my rest;
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So many hours must | contempl ate;

So many hours must | sport myself;

So many days my ewes have been with young;
So many weeks ere the poor foolswill can;

So many yearsere| shall shear the fleece.

And to conclude, the shepherd's homely curds,
His cold thin drink out of his leather bottle,
His wonted deep under afresh tree's shade,

All which secure and sweetly he enjoys,

Isfar beyond aprince'sdelicates,

Hisviands sparkling inagolden cup,

His body couched in a curious bed.*

The comparison with Brutus serves only to mark an equally essen-
tial contrast. Brutus failed as a politician because he had fixed prin-
ciples and arigid mind. Richard failed because he had no principles
a dl and a mind of quicksilver. Brutus misjudged political events
and public persons because he saw them aways in the light of his
own convictions. Richard could read the hearts and purposes of the
men about him, but having no convictions, only imaginative re-
actionsto events and persons, was unable to use hisinsight effectively.
Brutus was shut off from the world by his philosophy, Richard by
his absorption in the play of a self-regarding fancy.

The comparison with Hamlet, more often drawn by the critics,
is more delicately falacious. Goethe compared Hamlet, on whom a
tragic duty has been imposed, to a beautiful vase in which an acorn
has been planted. The acorn in growing shivers its frail container
into fragments. Yeats compares Richard to a vessd of porcelain,
contrasting him with Henry V, the vessd of clay, which Shakespeare
was to fashion later. Here are two poets, writing respectively of the
two characters, using quite independently the same image.

Hamlet and Richard are admittedly dike in their nervous sens-
bility, their preoccupation with things imagined rather than things
experienced, their habit of dramatising the issues presented to them,
their constant outpouring of heart and mind in words of incompar-

! Hazhtt, comparing these two speeches, writes: ‘This (Henry'sspeech) isatrue
and beautiful description of anaturally quiet and contented dispositionand not like

theformer (Richard'sspeech) the splenetic effusi on of disappointed ambition.'
M
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able fdlicity, their chameleon changes of mood and temper, their
stultification and defeat by grosser spirits. But how superficid are
these likenesses compared with the fundamental difference in tex-
ture of the two characters! To put them together is to compare a
wilful child 'pretending' in a playroom with a grown man searching
into the depths of his nature and the ultimate mysteries of human
life. Richard is interested only in himself and the figure he cutsin a
world of his own contriving. Hamlet's interest is universal. Unlike
Richard, who moves always from the general to the particular—the
particular being his own destiny and passion—Hamlet moves as in-
evitably from the particular to the general. The tragedy in which he
isimmersed is his cue for infinite speculation. His personal wrongs
are viewed as an epitome of dl theills that fleshis heir to. His hesita-
tions and misgivings prompt him to analyse the source of dl the
hesitations and misgivings which distract the human mind. Thereis
no character in dl Shakespeare's plays so self-centred as Richard; no
character less self-centred than Hamlet, who, in brooding on hisown
problem, seesit ingtinctively as the problem of every man; who, in
the bitterness of his own suffering, can lose himsdlf in the woes of
Hecuba or follow the dust of Alexander till it be found stopping a
hole to keep the wind away. No character in al Shakespeare's plays
is less capable than Richard of meeting and speaking with men as
they are. Hamlet, on the contrary, meets every man for what he is
and is instantly on speaking terms with them all—from Osric, the
waterfly, to aghost fromthe grave. Richard'simagination, governed
by his sensibility, turns perpetually inward as inevitably as Hamlet's
imagination, governed by his intellect, turns perpetually outward.
To Richard nothing has interest or significance but what concerns
himsdf. To Hamlet nothing has interest or significance till it can be
related with the scheme of things entire.

If these characters, superficially dike, prove on closer acquaint-
anceto beessentidly different, itisequally truethat characters super-
ficialy different often prove to be in essentials more truly compar-
able. No two men could seem more unlike in their disposition and
fortune than Richard of Bordeaux and Richard of Gloucester. Yet
here, surely, are two portraits which might with advantage be hung
sde by dde. The contrast between them serves only to emphasise
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their fundamental kinship. Both are men of the artist type, the first
working in imagination and the second in action. Both are ego-
centric, the one concentrating upon a sdlf-created image within the
mind which changes its form to reflect sensations and experiences
passively received, the other concentrating upon the impact of his
mind and will upon the external world of men and events. Each is
the child of Narcissus. Richard, the fair rose, who cdls for a mirror
that he may see the brittle glory of aface that did keep ten thousand
men every day under his household roof; Richard Crookback, en
amoured of his own deformity, who cdls on the fair sun to shine out
that he may see his shadow as he passes from one piece of mischief
to another. '

Thus, the two Richards present in their contraries the same
fundamental truth. The man who is self-centred in imagination and
the man who is self-centred in action are equally out of touch with
reality, and equally doomed to destruction. Thefirst withdraws from
reality to live in a false world of his own creation. The other loses
the real world in an effort to fashion it according to his own will
and pleasure.



v
HENRY OF MONMOUTH

THERE is no character more popular in drama or fiction than that of
the young scapegrace who suddenly betters expectation and sur-
prises the world with his wisdom, prowess, magnanimity and suc-
cess. When he is Prince of Wales, who is to become King of Eng-
land and to excd in what for five hundred years was to be the
national English pastime of beating the French, the appeal is irresist-
ible. Henry of Monmouth, as Shakespeare found him in the chron-
icles, was already cast for this enviable impersonation. He had done
dl that was necessary to make him the darling of English history—
from neglecting his studies, which many English worthies have
clamed as a distinction in later life, to assaulting the Lord Chief
Justice of England, which puts well into the shade the reminiscences
of most public persons who can clam to have redeemed the
promise of their greener days. Here was an opportunity not to be
missed by a dramatist who must first secure the attention of a mixed
audience before he can dare to invite its morejudicious members to
readise that thereis morein his tale perhaps than meets the eye.

Here, too, isagrand occasion for Shakespeare's critics to study the
varying levels of intelligence from which his palitical characters can
be approached. Heis to handle a subject which lends itself so easily to
successful commonplace that to avoid a merely brilliant exercise in
platitude seems amost impossible. What can we reasonably expect
from this story of the bad boy who becomes a conquering hero but
a merely ingenious treatment of a hopelesdy conventional theme?
That, infact, is precisely what Shakespeare from the outset promises
the smple spectator. He makes no apparent attempt to avoid the
obvious. On the contrary, he presents it openly and with a flourish.
Here, for dl and more than it is worth, is madcap Harry who plays
highwayman and fetches the Lord Chief Justice of England a box on
the ear, because he isjust the high-spirited, devil-may-care young
fellow whom most successful Englishmen affect to have beenin their
sdad days; who forgives and praises the man who, without fear or

is0
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favour, punished him for breaking the King's peace, because, for dl
his wildness, he is sound at heart and respectful of wise authority;
who turns from low jinks to high endeavour; who makes amends for
beating up the officers of the Crown in defiance of the civil law by
beating up the foreigner with the concurrence of the Church. All this
is conveyed with a zest and smplicity so remarkable that for genera
tions Henry of Monmouth has been accepted by most Englishmen,
including some of Shakespeare's most famous critics, as the portrait
of a stainless Christian warrior and an heroic example of what every
happy man would wish to be. Shakespeare, indeed, has handled his
conventiona theme so successfully that his play has been hailed as a
masterpiece by those who appreciate just this aspect of his achieve-
ment and nothing more,

All this, however, is no more than a beginning—good as far as it
goes, but so far from being the last word on the subject that many of
Shakespeare's best critics, from Hazlitt onwards, have indignantly
refused to accept Henry of Monmouth as Shakespeare's portrait of a
national hero. They not only decline to admire him. They find him
positively odious and as near to being a bore as any of Shakespeare's
major characters.

This, of course, may mean one or more of many things. It may
mean that Shakespeare, while seeming to approve and perpetuate
the legend of Henry's greatness, deliberately intended to strip this
fine figure of an English soldier of his inordinate pretensions, kil-
fully combining an appeal to the romantic nationalism of the many
with an appeal to the morejudicious realism of the few. Or it may
mean that Shakespeare fell in dl good faith beneath the spell of his
hero. Or it may mean that he agreed, for the sake of an effectively
popular play, to identify himself with the legend and to present his
countrymen with as impressive an image of God's Englishman as the
historical facts and his own sill in their manipulation alowed. Or
it may mean that he simply took the character as he found it in the
chronicles and, setting his imagination to work, brought it upon the
stage to think, speak and act as that particular kind of person must
of necessity think, speak and act in conformity with his nature. The
result of this last procedure would be, in outward seeming, the por-
trait of a successful man of action, respected and adored by those who
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respect and adore success in public life. It would equally be the por-
trait of a man who would arouse hostility or disdain in persons who
are convinced that men who succeed in public life are more dis
tinguished by their limitations of mind and heart than by any excess
of the finer human qudities. Shakespeare, if this were his procedure,
intended neither a transfiguration nor a setire. He took his hero for
better or for worse. He says in effect: 'Here is your mirror of al
Christian kings. No one can deny that he cuts avery splendid figure.
You may like him or not; that is not my affair. | have imagined for
you such aman and heisjust the sort of man who would behave as
this man behaved and achieve what he achieved.’

The mood in which Shakespeare follows the career of Henry of
Monmouth through the First and Second Parts of 'Henry 1V and
'Henry V, and the startlingly different effect produced on minds of
diverse quality by this roya imp of fame, will be more suitably dis-
cussed when the plays have been studied. We are for the moment
concerned to discover, not what may be read into these three bril-
liant histories, but what isactually there.

Note, first of dl, that Shakespeare announces well in advance that
he means to accept the popular legend. He even runs before history
in establishing the tradition of the wild young prince. When Boling-
broke assumed the crown in 1399 Henry was only twelve years old.
But Shakespeare, hurrying to state his theme, ignores chronology.
In the last Act of'Richard I1I' Bolingbroke demands:

Can no man tell me of my unthrifty son?
Tisfull three months since | did see him last:
Ifany plague hang over us, 'tishe.
| would to God, my lords, he might be found:
Inquire at London, 'mongst the taverns there,
For there, they say, he daily doth frequent,
With unrestrained loose companions,

Even such, they say, as stand in narrow lanes,
And beat our watch and rob our passengers.

Who could guessin 159 that, among the unrestrained |oose com-
panions, so casudly mentioned by an indignant father, there was
shortly to step forward acertain Sir John Fal staff ? Shakespeare keeps
that card up his deeve to the last possible moment. Bolingbroke, in
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the first scene of the first play in which Henry of Monmouth comes
in person upon the stage, makes no reference to Sir John. He aludes,
however, to another character who is also™to serve as a touchstone of
the Prince's quality) He hasjust had news of Hotspur's victory at
"Holmedon and his mindfliesstraight at the contrast:

Y eg, therethoumak'stmesadandmak'stmesin,
In envy that my Lord Northumberland

Should be the father to so blest ason,

A sonwhoisthethemeof honour'stongue;
Amongst agrove, thevery straightest plant;
“Who is sweet Fortune's minion and her pride:
Whilst I, by looking on the praise of him,
Seeriotanddishonour stainthebrow

Of my young Harry. O, that it could be proved
That some night-tripping fairy had exchanged
In cradle-clothes our children where they lay,
Andcall'dminePercy, hisPlantagenet!
Thenwouldl havehisHarry, andhemine.

Falstaff, meanwhile, is waiting behind the curtain. Of theimmortal
sprite, who was born about three of the clock in the afternoon with
a white head and something of a round belly, there will be little or
nothing to say in these pages. Our attention will be as strictly as
possible confined to Sir John Falstaff, Knight, in so far as he was
himsdf a political character or used by Shakespeare to indicate just
how and where his other political characters stand in relation to the
world at large. We shall, in fact, be concentrating on a piece of Fa-
staff so small in proportion to the total generous bulk of the man that
it is commonly ignored. It is something of a shock to redlise that he
was a political character at dl or had anything to do with public
affairs, and it will be felt by many as something of an outrage to
rank him, for any purpose whatever, with such persons as Prince
John of Lancaster or the Earl of Worcester. But was not Sir John
Falstaff entrusted with a’charge of foot at Shrewsbury? Did he not
raiseforcesfor the Kingin Gloucestershire? Did he not attend aparley
between the King and envoys of the rebel host? Did he not, if it
comes to that, cross swords with Douglas and take prisoner a very
vaiant gentleman, Coleville of the Dale, who felt it no dishonour to
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surrender to so excellent a soldier?[falstaff has as much right to be
serioudy considered as an active public servant of the King's party as
any other of the captains at Shrewsbury. Above and beyond dl this,
he is, from the merely politica point of view, essentia to Shake-
speare's design. Heis a point of contact between two worlds. In him
thelarger life of humanity, at its most genial and exuberant, isbrought
into touch with the narrow life of the public person at its most
cdculatingandunscrupulous'”

Whether Shakespeare deliberately intended to enforce this sg-
nificant contrast is neither here nor there. Thejuxtaposition is con-
stant throughout the play and it is sharply and even shockingly
apparent in the very first encounter between Fal staffand the Prince.

Congder carefully the startling impact of the first memorably
dramatic stroke in Shakespeare's presentation of the two men. The
Prince is shown in dl his quips and his quiddities. He is Jack Fal-
staff's mad wag, a sweet wag, sweet Hal, honey lord, the most com-
parative, rascalest, sweet young prince. He has consented to high-
way robbery at Gadshill. This may be low life, but it is good fellow-
ship. These are wild oats, but they are wholesome. A young man
who begins with cutting purses for the fun of the thing is not im-
probably ayoung man who will cut something of a figure on reach-
ing years of discretion. But stay! this is a false start. Henry is left
alone and Shakespeare saizes this opportunity to warn us instantly in
asoliloquy that Henry's waggery is only skin-deep:

| know you all, and will awhile uphold

The unyok'd humour of your idleness:

Y et hereinwill | imitatethe sun,

Who doth permit the base contagious clouds
To smother up his beauty from the world,
That, when he please again to be himself,
Being wanted, he may be morewonder'd at,
By breaking through the foul and ugly mists
Ofvapours that did seem to strangle him.

iHenry may mean precisely what he says; in that case he consorts
with inferior persons from pure policy; he is misconducting himself
in Eastcheap, so that later on, in Westminster, he may startle and im-
press the world with his good behaviour. Perhaps, however, he is
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merely trying, with false reasons, tojustify his present way of life; in
that case he combines an honest liking for vulgar society with asharp
sense of his own superior station. In either event what becomes of the
prince of good fellows? Henry, if he means what he says, is a false
good fellow who does nothing without premeditation. If, on the
contrary, he is merely looking for a reason to be merry with his
friends, surely he might have found a better one. To plead that he is
permitting their base contagious clouds to smother up his beauty in
order that he may shine dl the more brightly when they have served
his turn is not the sort of excuse which would have suggested itsdlf to
aredly good companion.

It is afavourite device with Shakespeare in presenting a dramatic
character to give usaleading clueto hisdispositionin afirst soliloquy.
Here, then, in this first serious speech of Henry of Monmouth, we
should expect to find his most constant and essential quality. Nor are
we deceived. For, as we follow his career through fifteen acts of the
three Histories that lie ahead, we shal find him, a every significant
turnin his affairs, exhibiting precisely the trait which is so startlingly
thrust upon our notice at his first appearance. Whatever Henry may
be doing—whether it be drinking sack with Falstaff or consenting
to highway robbery with Poins, threatening to sack acity or expos-
ing hisloyal subjects to the hazards of war—he must satisfy himself
that heis doing only what is right and proper. We shdl discover that
al but very few of his speeches in the three plays are speeches of self-

justification]j His first significant speech is, in fact, the preliminary
statement of aleading motive.

. (Henry undoubtedly enjoys the low life of Eastcheap, The plea
that he consorts with low companions merely in order that he may
surprise the world later on with a timely reformation is merely his
way of finding a good and sufficient reason for doing something he
wants to do. That he should pitch on this particular kind of reason is
equally characterigtic. It is a good, worldly reason, but it is not an
attractive or a generous reason

| Henry of Monmouth, when he finds a good excuse to think well
of himself, does not easly let it go. Throughout his madcap career
he holds fast to the pious assumption that, in amusing himsef with
Falstaff, heis preparing to stagger society with awell-timed reform-
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arion and that he is in the meantime collecting useful information
and experience. He assures his dying father:

If1 do feign,
O, let mein my present wildness die
And never live to show theincredulousworld
The noble changethat | havepurposed!

Shakespeare leaves us to decide for ourselves how far Henry really
conducts himself according to plan, or how far he is merely creating
an dibi for his misdemeanours.iMost of us will conclude upon the
evidence that the two interpretations are complementary rather than
exclusive. Both readings are implicit in the famous scene in which,
coming upon the stage for the first time as Henry V, he encounters
the Lord ChiefJustice who had but lately committed him to prison
for contempt of court. Henry confirms the Lord ChiefJustice in his
officeand praiseshimfor enforcing thelaw. And Henry concludes:

» My father is gonewild into his grave,
For in his tomb lie my affections;
And with hisspirit 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:
Now doth it turn and ebb back to the sea,
Whereit shall minglewith the state of floods
And flow henceforth in formal majesty.

The contrition here expressed presupposes that the Eastcheap revels
were genuine wild oats. It is to be noted, however, that Henry, even
when confessing that the tide of blood in him has proudly flowed in
vanity, contrives a the same time to dip in an oblique reference to
the fact that he always intended to mock the expectation of the
world.

In the First and Second Parts of 'Henry IV' Shakespeare, in three
major characters.'contrasts the Prince's invincible priggery with just
the qualities mostlitted to set it off. No one better than Fal staff could
throw into relief the mora and mental limitations of a budding
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statesman. No one better than Hotspur could suggest the abyss in
temperament that separates the man who is too impulsive for suc-
cess—too generous, too lacking in sdf-control and, above dl, too
deficient in the arts of deceiving either himsdlf or his friends—from
the man who even as a youth grooms himsdf ingtinctively for high
office and keeps half an eye on the main chance even in his revels.
Hotspur and Falstaff are dike incapable of any form of humbug.
Practical Falstaff, who dismissed honour as a mere word, and
romantic Hotspur, who is ready to pluck bright honour from the
paefaced moon, are congenid in their single-heartednessjThese
two fare together as companionably as Don Quixote and Sancho
Panza. Henry of Monmouth belongs to a different world. For himin
thelong run honour, like love or good life, is but ameans to achieve
what he must first persuade himself to regard as aworthy end.

(The third person to bring out the essentia quality of Henry, the
Prince, is hisfather, Henry, the King. The character of the man who
intends to succeed with the approval of his conscience is unfolded
beside that of the man who has succeeded in despite of his conscience
and is dying of a broken spirit. Henry of Monmouth is the son of his;
father. Conscience, in Bolingbroke, is sick; in his heir it is merely
sengitive. The contrast between them, their essential likeness and un-!
likeness, isamajor theme

j Falstaff, Hotspur and Bolingbroke—all three must fade so that
Henry of Monmouth may thrive. Falstaff dies of a heart that is
fracted and corroborate, babbling of green fields; Hotspur becomes
food for worms at Shrewsbury, the budding honours on his crest
cropped to make a garland for the head of arival who seesin him no
more than a vaiant rebel and a victim of ambition; Bolingbroke
utters a dying wish that the soil of his achievement may go with him
into the earth and that his son may quietly reap the benefit of his
father'scrime.

What, more precisdly, is Falstaff's place in the politica scheme?
First he embodies the genia humanity and free play of mind which
the politica leader inevitably forgoes when he confines himself
within the restricted field of public affairs. Falstaff, smply by being
himself, puts King and Prince, soldiers and conspirators, in their
proper place. His mere existence is a standing comment on their

1]
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solemn gestures and policies. Henry of Monmouith, to be a successful
king, must repudiate Sir John. And how much the poorer he will be
for that repudiation!

FalstafF is adso of significance to the political scheme in that he -
plays an active, if modest, part in the public life of his time, which
brings him into touch with the leading men of affairs. In these en-
counters the men of policy are, for amoment, seen from the point of
view of the natural man. Their illusions of dignity and power .are
exposed to theflight of humour and common sense.

Then, again,[Falstaf F's political activitiesbringinto view the under-
sde of high policy and heroic war Falstaff not only mocks at honour
which cannot set to aleg, but, in abuse of theKing's commission, lines
his pockets with bribes extorted from unwilling conscripts and leads
hisrustic army to death or mutilation as part of the day's work, If we
are not horrified at what he does, that is only because our censure is
disarmed by the exuberant honesty of the culprit. He seeks no
excuses for his behaviour. He makes no fine speeches. His cynicism,
if it makes his conduct no more acceptable than that of his betters,
just ascertainly makesitnoworse f

[ Falstaffis obviously no fit company for a hero. Henry, though not
insensible to the delectable humours of Eastcheap, knows from the
outset that, if heisto beagreat king, FalstafF, with al he represents,
must be discarded. It was not an easy sacrifice. Henry is a man of
lively intelligence who deliberately narrows his outlook so that he
may see only the business in hand. He limits his mind to the per-
formance of a political task and forcibly persuades himsdf that
everything he does to that end is his humbl e dutyj|

Henry will discard Falstaf Fwhen he must, but keep him aslong as
he may. In the first interview with his father, when the King up-
braids him for his loose behaviour, he promises an immediate re-
formation:

[ shdl hereafter, my thrice gracious|ord,

Bemoremyself.
But in the very next scene we find him back at the Boar's Head; he
has procured FalstafF a charge of foot. Conscience and care for his
reputation prompt him to cut loose from an ‘oily rasca’ who is
'known aswell as Paul's, bunFalstafFhas for him afascination which
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makes it very difficult for him consistently to preserve the stained-
glass attitudes proper to an heir apparent .He returns from West-
minster to Eastcheap, not to bid his old friend farewell, but to enlist
him as a companion in arms. Falstaff is to go with him to Shrews-
bury. Nor is this the last occason on which he lapses from grace.
After Shrewsbury occurs the famous incident in which he strikes the
Lord Chief Justice and is committed to prison for contempt of court.
The episode is not shown but only reported. Shakespeare, however,
gives it considerable prominence. The Lord Chief Justice reminds
Falstaff: 'The King hath severed you and Prince Harry," but the
Prince again repairs to the Boar's Head and, in the disguise of a
drawer, hears himself dispraised before the wicked.

This second relapseis used by Shakespeare to show Henry's natural
predilection for low company—which is incidentally better com-
pany than princes are normally alowed to enjoy—at odds with the
gueasy conscience of a hero by predestination. It is thefirst scenein
which Henry appears in the Second Part of'Henry IV'. It is a most
revealing passage. Nowhere ese does Henry more poignantly dis-
close his degp-seated craving to stand well with himself and with the
world. He is done with Poins, to whom he opens his heart. 'Doth it
not show vilely in me to desire small beer? Poins agrees that it is
unbecoming in a prince to remember so weak a composition. The
Prince then wonders at his condescension to low life:

What a disgrace is it to me to remember thy name! or to know thy
face to-morrow! or to take note how many pair of silk stockings thou
hagt, viz. these, and those that were thy peach-coloured ones! or to bear
theinventory of thy shirts; as, one for superfluity, and one other for use!

Next comes a reference to another leading motive of the play.
The King is sck and the Prince is believed by many to be waiting
for his father's crown. Rather than rest under such animputation, he
will unbosom himsdf to a companion whom he despises and cannot
refrain from insulting in the act:

PRINCE: Marry, | tel thee, it is not meet that | should be sad,»now my
father is sick: abeit | could tell to thee—as to one it pleases me, for fault
of abetter, to cal my friend,—I could be sad, and sad indeed too.

POINS: Very hardly upon such asubject.
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PRINCE: By thishand thou thinkest me asfar in the devil's book as thou
and Falstafffor obdurady and persistency: let the end try the man But |
tell thee, my heart bleeds inwardly that my father is so sick: and keeping
such vile company as thou art hath in reason taken frcm me al ostentation
of sorrow.

POINS: The reason?

PRINCE: What wouldst thou think of me, if I should weep?

POINS: | would think thee amost princely hypocrite.

PRINCE: It would beevery man'sthought; and thou art ablessed fellow
to think as every man thinks: never a man's thought in the world keeps

the road-way better than thine: every man would think me an hypocrite
indeed.

The last and greatest of the scenes at the Boar's Head, in which
Falstaff must leave unpicked the sweetest morsdl of the night, is
Henry of Monmouth's carnival or farewell to flesh. The King's mes-
senger knocks at the door. Affairs of state are peremptory. The
Prince's conscience will not again suffer any backdiding and he
leaves Eastcheap with amca culpa,

| By heaven, Pains, | feel memuch to blame,
; Soidly to profanethe precioustime.

And so we come to that last scene of al which has made so painful
an impression on so many even of the most whole-hearted admirers

of warlike Harry. Certainly he never appears to less advantage than
when he turns away his friend:

1know theenot, old man: fal to thy prayers;
How ill white hairs become afool andjester!

| have long dream'd of such akind of man,
Sosurfeit-swell'd, soold, andsoprofane;

But, beingawak'd, | do despise my dream.
Make less thy body hence, and more thy grace;
Leave gormandizing; know the grave doth gape
For thee thrice wider than for other men.

Reply not to me with afool-bornjest:

Presume not that | am thething | was;

For God doth know, so shall the world perceive,
That | have turn'd away my former sdif;

So will | those that kept me company.
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This repudiation fals icily upon avictim caught utterly defenceless.
Falstaff has ridden post to London, ingenuously confident of his
reception:

FALSTAFF: Stand here by me, Master Robert Shallow; | will make the
king do you grace: | will leer upon him, as ‘acomes by; and do but mark
thecountenancethathewill giveme.

PISTOL: God blessthy lungs, good knight.

FALSTAFF: Come here, Pistol; stand'behind me. O, if | had had rime to
have made new liveries, | would have bestowed the thousand pound |
borrowed of you. But 'tis no matter; this poor show doth better: this
doth infer the zedl | had to see him.

SHALLOW: It dothso.

FALSTAFF: It shows my earnestness of affection,—

SHALLOW: Itdothso.

FALSTAFF: My devotion—

SHALLOW: Itdoth, itdoth, it doth.

FALSTAFF: As it were, to ride day and night; and not to deliberate, not
to remember, not to have patience to shift me—

SHALLOW: Itishest, certain.

FALSTAFF. Biit to stand stained with travel, and sweating with desire to
sec him; thinking of nothing else, putting dl affairs dse in oblivion, as if
there were nothing else to be done but to seehim.

Falstaff was never more lovingly presented. Even self-interest is for-
gotten upon sight of hisroyal Hal: |

FALSTAFF: God save thee, my sweet boy!

KING: My lord chief-justice, speak to that vain man.

CH. JUSTICE: Have youyour wits?know you what 'tis you speak?
FALSTAFF: My king! myJove! | spesk to tliec, my heart!

The shock is tremendous. It was nevertheless implicit inthe Prince's
first soliloquy and it has been foreshadowed time and again.The
discarding of Falstaff was, in fact, not only a politica but a human
necessity. That Fal staff, himself, for al hiscynical shrewdness, should
never have suspected it only goes to show how wide and deep is the
gulf between human nature and political conductjlt should be noted,
too, that Shakespeare has led up to this scene, not merely by express
suggestions here and there, but by effecting a subtle but quite un-
mistakable change in tone between the two plays of which it is the
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climax. The full-blooded gaiety of the First Part of'Henry V' gives
place in the Second Part to a more redistic handling of character and
situation. The humours of the Boar's Head are changed. FalstafTs
men in buckram raise laughter without a qualm. Falstaffwith Doll
Teg”rsheet on his knee—.' am old, | am old—raises laughter of a dif-
ferent quaity. So, too, do the scenes in Gloucestershire, where Fa-
staff, in his deliberate exploitation of Justice Shallow, is no longer
the sprite of Gadshill. We are made to fedl that there can be no pos-
sible companionship between a fat old man, living on his wits, and
the King of England. Doll hersdlf strikes a premonitory note, pre-
paring us for the moment when Henry of Monmouth, with less
affection but with greater dignity, will upbraid Falstaff with his
white hairs:

DOLL: Thou whoreson little tidy Bartholomew boar-pig, when wilt
thou leave fighting o' days and foining o' nights, and begin to patch up
thine old body for heaven?

It remains to glance briefly a the political encounters in which
Falstaff actively participates. Note, first, his behaviour as bearer of
the King's commission on a public road near Coventry. He has re-
cruited a company for the royal forces, pricking for service good
householders and contracted bachelors, who had as lief hear a devil
as adrum, but alowing them to buy out their services, so that in the
end he is left with a posse of old soldiers, discarded serving-men,
ostlers and tattered prodigals, the cankers of a calm world and a long
peace. Henry encounters him on the way:

PRINCE: But tell me, Jack, whose fellows are these that come after?

FALSTAFF; Mine, Hal, mine.

PRINCE: | did never see such pitiful rascals.

FALSTAFF: Tut, tut; good enough to toss; food for powder, food for
powder; they'll fill apit as well as better: tush, man, mortal men, mortal
‘men.

Falstaff takes hisjcompany to Shrewsbury field and there—but let
him tell the brief story in his own words:

| have led my ragamuffins where they are peppered: there's not three
of my hundred and fifty left alive; and they are for the town's end, to beg
during life.
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We shdl be haunted with the memory of these pitiful rascals when
we stand with King Henry and his band of brothers on the field of
Agincourt. Falstaff's account of their passing is a practical soldier's
comment on martial enterprise. To the horrors and hazards of war he
brings the chill verdict of common sense and the defensive mechan-
ism of humour. His dreadful levity is that of the hardened warrior.
He comes to the battlefield without illusions, accepts hisfair share of
the action, sees things for what they are and ddivers judgment.
He has fought with his company to the last man but three and
arrives upon the scene to find Sir Walter Blunt lying dead on the
ground. He will not part with his sword, even to the Prince, but is
willing to share with him the bottle of sack which, as an old cam-
paigner, he carries in his pistol-case. As to the fighting, he will do
what he must but no more:

Well, if Percy be dive, I'll pierce him. If he do comein my way, so: if
he do nat, if | come in his willingly, let him make a carbonado of me. |
like not such grinning honour as Sir Walter hath: give me life; whichiif |
can save, o; if not, honour comes unlooked for, and there'sanend.

Itisthe application in practice of hisfina catechism:

FALSTAFF: | would it were bed-time, Hal, and al well.

PRINCE: Why, thou owest God a death. (Exit.)

FALSTAFF: 'Tisnot due yet; | would be loath to pay him before his day.
What need | be so forward with him that calls not on me? Wel, 'tis no
matter; honour pricks me on. Yea, but how if honour prick me off when
| come on? how then? Can honour set to a leg? no: or an arm? no: or
take away the grief of awound?no. Honour hath no skill in surgery, then?
no. What is honour? aword. What isin that word, honour? air. A trim
reckoning! Who hath it? he that died 0" Wednesday. Doth he fedl it? no.
Doth he hear it? no. It isinsensible, then? Yea, to the dead. But will itnot
live with the living? no. Why? detraction will not suffer it. Therefore I'll
have none of it: honour isamere scutcheon; and so ends my catechism.

The speech is amost too familiar for quotation, but let it be re-
membered as a necessary qudification of what is shortly to be sad so
eloquently elsawhere upon the other side.

If FalstafF is necessary to Shakespeare's presentation of total war,
he is hardly less important in relation to the public men who deter-
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mineitsissues. Falstaffis present on two occasionswhen high matters
of policy are debated. In the parley which precedes the battle of
Shrewsbury, Worcester, in arms against the King, protests his inno-
cence and love of peace. Thisis too much for SirJohn, who dips into
the discussion with an irreverent comment. The Prince slences him
instantly. One touch of Falstaff and these public persons will begin
to look merely silly:
WORCESTER: Hear me, my liege:

For mine own part, | could be well content

To entertain the lag-end of my life

With quiet hours; for | do protest,

| have not sought the day of this didike.

KING: You have not sought it! how comesit, then?
FALSTAFF: Rebellionlay in hisway, and hefound it.
PRINCE: Peace, chewet, peace!

Henry's rebuke is touchingly conveyed.)FHe is human enough to
Redise that there is much to be said for the comic approach. His use
of the familiar word ‘chewet’, which to the Elizabethans carried a
simultaneous suggestion of a magpie and of minced meat dressed
with butter, isvery companionable. He is not reproving an impert-
inence, but deprecating a levity with which he is secretly inclined
to sympathise.

Falstaf Ts honest cynicism at Shrewsbury stands in clear contrast
with as pretty a piece of knavery as ever issued from a public con-
ference. The King offers the rebels a peaceful settlement with grace
for dl, but Worcester takes back to Hotspur a completely false re-
port of the King's message. He fears (a) that the King will not keep
hisword and (b) that Hotspur may be tempted to accept itin dl good
faith. He accordingly tells Hotspur that the King has refused to listen
to their grievances and is preparing to take the field. Hotspur is thus
committed to a battle which need never have been fought if there
had been on ether sde a touch of the honour for which Hotspur
died or agrain of the humour in which Falstaffsurvived.*

Falstaff shows to even better advantage in a later episode against
a background of politic princes. The King, wishing to separate him

1 For afurther reference to this incident as it bears on the character of Hotspur,
seep. 208.
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from Henry, has attached him to the staff of Henry's younger
brother, Priice John of Lancaster, whose army has been sent to sup-
press a second insurrection of the northern lords. It is typica of the
change of mood between the First and Second Parts of 'Henry 1V
that in the first play rebellion concludes with a battle and in the
second with an armistice treacherously used by the King's party to
arrest and execute the leaders of the opposition. Lancaster offers them
fair terms:

My lord, these griefs shall be with speed rcdressd;

Upon my soul, they shal. Ifthis may please you,

Discharge your powers unto their several counties,

Aswewill ours: and here between the armies

Let's drink together friendly and embrace,

That dl their eyes may bear those tokens home

Of our restored love and amity.

The rebel lords at once dismiss their forces, but Lancaster delays the
demobilisation of the royal army and arrests his enemies, coolly
pointing out that, although he had undertaken to redress ther
grievances, he had not promised to spare their lives. He concludes
with a dedication of this coldblooded piece of knavery to the glory
of God.

Such is the situation into which Falstaff comes sword in hand. He
has had no word of the armistice and he meets Colevillc of the Dale
with whom heis ready, if necessary, to do battle:

Do yc yield, sir? or shdl | sweat for you? If | do sweat, they are the
drops of thy lovers, and they weep for thy death: therefore rouse up fear
and trembling, and do observance to my mercy.

Lancaster enters and announces that the rebel army is dispersed. He
then turns on Falstaff, the only person who has so far conducted him-
df like a soldier and a gentleman, and rates him for coming late to
thefield. Falstaff'sreply would have raised asmilein any other man:

Do you think me a swalow, an arrow, or abullet? Havel, in my poor
and old motion, the expedition of thought? | have speeded hither with
the very extremest inch of possibility; | have foundered nine score and
odd posts: and here, travel-tainted as | am, have, in my pure and immacu-
late valour, taken Sir John Coleville of the dale, amost furious knight and
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valorous enemy. But what of that? he saw me, and yielded; that | may
justly 1saty with the hook-nosed fellow of Rome, 'l came, saw, and over-
came.

There is more in the same vein; but Lancaster is not amused.
He deprives Falstaffof his prisoner, whom he sends to the block with
the rest of his captives, and bids farewell to Falstaff himsdlf with the
promise;
[, inmy condition,
Shall better speak of you than you deserve.

Falstaff sends after him aparting shot:
| would you had but the wit; 'twere better than your dukedom;
and speaks his epitaph in threelines:

Good faith, this same young sober-blooded boy doth not love me; nor
amancannotmakehimlaugh.

So much for Prince John of Lancaster. He emerges for a moment
from the obscurity of formal history to stand beside the greatest re-
presentative in comic literature of the inexhaustible humours of flesh
and blood.

From Falstaff, who concludes from his catechism that to be pricked
on by honour merely to be pricked offis to show more valour than
discretion, to Hotspur, for whom it were an easy leap to pluck bright
honour from the pale-faced moon, seems as great a distance as could
wdl be imagined in human character. But between these two men,
who must die before Henry of Monmouth can assume the status of a
hero, there is an essentia kinship. The warm blood that runs in the
veins of these two darlings of Shakespeare's imagination is of a dif-
ferent quality from the cold blood which the Prince ‘did inherit of
his father.In Hotspur, asin Falstaff, thereis a singleness of mind, a
quickness of fancy and a flow of spirit which challenge at every turn
the relatively artificial conduct of the men, good, bad or indifferent,

! This, of course, isthe cuefor Fal staff'sfamous speech on the cordial properties
of sherris-sack. It has no political implications, but there is a striking reference to
the cold blood which Prince Harry 'did naturally inherit of hisfather', which shows
Sir John to beadeep observer of men.
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by whom they are surrounded. The contrast between Henry of
Monmouth and Falstaff has been sufficiently emphasised. The con-
trast between Henry of Monmouth and Henry Percy is no less sgni-
ficant. Who can imagine Hotspur, in whom impulse and action fly
together, seeking to place on any shoulders but his own the respon-
ghility for his actions? Who can imagine him undertaking an heroic
enterprise from policy? Who can imagine him discarding a friend
tofollow hisfortune?

Hotspur belongs to a smal company of characters which Shake-
speare has drawn with such felicity that critics have suspected them
to reflect something of his own mind and disposition.These char-
actersdiffer greatly from one another, but they all—Hotspur, Biron,
Mercutio, Faulconbridge, Enobarbus—are men whose speech fits
them like a glove: who are never so much themselves as when
their tongues run away with them; in whom we recognise a
soundness of heart and a lucidity of spirit against which the chican-
eries of men and circumstances stand out in high relief. [They are too
nimble of mind to suffer an impostor, too generously human to be
worldly-wis.

Hotspur jumps into immortality with the famous speech in which
he apologises for having shown anotable lack of respect for aKing's
messenger:

But | remember, when the fight was done,
When | was dry with rage and extreme tail,
Breathless and faint, leaning upon my sword,
Camethereacertainlord, neat, trimly dressd,
Fresh asabridegroom; and his chin, new rcap'd,
Show'd like astubble-land at harvest-home;
Hewas perfumed like a milliner,

And'twixt hisfinger and his thumb he held

A pouncet-box.

And till he smiled and talk'd;
And asthe soldiers bore dead bodies by,
He calTd them untaught knaves, unmannerly,
To bring adovenly unhandsome corse
Betwixtthewindandhisnobility.
With many holiday and lady terms
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He question'd me; amongst the rest, demanded
My prisoners in your majesty's behalf.

| then, al smarting with my wounds being cold,
To be so0 pester'd with a popinjay,

Out of my grief and my impatience,

Answer'd neglectingly | know not what,

He should, or he should not; for he made me mad
To see him shine so brisk and smell so sweet
And talk so like a waiting gentlewoman

Of guns and drums and wounds,—God save the mark!—
And telling me the sovereign's! thing on earth
Weas parmaceti for an inward bruise;

And that it was great pity, so it was,

This villainous salt-petre should be digg'd

Out of the bowels of the harmless earth,

Which many a good tall fellow had destroy'd
So cowardly; and but for these vile guns,

He would himsdlf have been a soldier.

This bald, unjointed chat of his, my lord,

| answer'd indirectly, as| said;

And | beseech you, let not his report

Come current for an accusation

Betwixt my love and your high majesty.

The whole man is portrayed in this outburst-f-full-blooded, im-
petuous, not picking hiswords or mincing his impressions, essly de-
fiant but confident that a frank apology will be as frankly met and
understood, unguarded in his reactions to men and affairs from the
engaging simplicity of his faith in fair dealing as between soldiers.
He has the robust gaiety of an athletic disposition, as remote from
the sinuous duplicity of political life as is the shrewd, irreverent
exuberance of Falstaff. |

A sovereign quality in Hotspur is his complete indifference to
profit or place The prisoners taken at Holmedon were his by the
laws of war and their ransom his perquisite. But he is not unwilling
to surrender them. All he asks in return is that the King should re-
deem his kinsman, the Earl of Mortimer, who is prisoner to Glen-
dower. This the King refuses to do, falsely charging Mortimer with
cowardice and treason. The King, of course, has his reasons. Richard
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had proclaimed Mortimer to be his heir and Mortimer had as good,
or a better, title to the crown. Hotspur indignantly protests that
Mortimer is aloya and vadiant gentleman, but the King is not to be
moved. He is more afraid of Mortimer than of Percy. He declares
that Mortimer may starve on the barren mountains and he forbids
Hotspur to speak of him again.

This drives Hotspur to afrenzy. His friend, the noble Mortimer,
stands attainted with 'base and rotten policy'. The issue is between
the chivalry in which Hotspur lives and breathes and this same 'base
and rotten policy’ which prompts the King to distrust the men who
helped to put him on the throne..'Hotspur sees in Bolingbroke every-
thing he most abhors—ingratitude, insincerity, avarice, the fear to
lose and the determination to retain by fair means or foul what he
has acquired with the help of others..'Is it for such a man that his
father and his uncle 'put down Richard, that sweet lovely rose—
only to berepaid with insult and suspicion?

Speak of Mortimer!
'Zounds! | will speak of him; and et my soul
Wantmercy,if I donotjoinwithhim:
Yea, onhispart I'll empty dl these veins,
And shed my dear blood drop by dropi* the dust,
But | will lift the down-trod Mortimer
Ashighi' theair asthisunthankful king,
Asthismgrate and canker'd Bolingbroke.

Hotspur's anger is intensely personal, springing from afierce con-
itempt of everything between men that does not sgquare with his
.own simple code:

By heaven, methinks it were an easy leap,

To pluck bright honour from the pale-fac'd moon,
Or diveinto the bottom of the deep,

Where fathom-line could never touch the ground,
And pluck up drowned honour by thelocks;

So hethat doth redeem her thence might wear
Without corrival dl her dignities:

But out upon this half-fac'd fellowship!

The Earl of Worcester, that same Worcester who not so long ago
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had broken his staff of office and deserted Richard for Bolingbroke,
has aready laid his plans, but Hotspur is too logt in his passionate
recoil from dl that savours of policy to give ear or mind to them.
To his uncle and father he is ‘fey'. There is no handling such a man
till thefit be exhausted:

WORCESTER: Heapprehendsaworldof figureshere,
But not the form of what he should attend.
Good cousin, give me audiencefor awhile.
HOTSPUR: | cry you mercy.

WORCESTER: Those same noble Scots
That arc your prisoners,—
HOTSPUR: I'll keep them all;

By God, he shdl not have a Scot of them;
No, if a Scot would save his soul, he shal not:
I'll keep them, by thishand.

WORCESTER: You start away,
And lend no ear unto my purposes.
Those prisonersyou shall keep.

HOTSPUR: Nay, | will; that's flat:

He said he would not ransom Mortimer;
Forbad my tongue to speak of Mortimer;
But I will find himwhen helies adeep,
Andin hisear I'll holla 'Mortimer!"
Nay,
I'll have astarling shall be taught to speak
Nothing but ‘Mortimer', and give it him,
To keep hisanger till in motion.

WORCESTER: Hearyou, cousin; aword.

HOTSPUR: All studies here | solemnly defy,

Save how to gall and pinch this Bolingbroke:
And that same sword-and-buckler Prince of Wales,
But that | think hisfather loves him not
And would be glad he met with some mischance,
I'd have him poison'd with a pot of de.

WORCESTER: Farewell, kinsman: | will talk toyou,
When you are better temper'd to attend.

NORTHUMBERLAND: Why, what awasp-stungandimpatientfool

Art thou to break into this woman's mood,
Tying thine ear to no tongue but thine own!
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HOTSPUR: Why, ook you, | am whipp'd and scourged with
rods,
Nettled and stung with pismires, when | hear
Of this vile politician, Bolingbroke.
In Richard's rime,—what do ye call the place?—
A plague upon't—it isin Gloucestershire,—
"Twas where the madcap duke his uncle kept,
His uncle Y ork;—where | first bow'd my knee
Unto thisking of smiles, this Bolingbroke,—
‘Sblood!'—
When you and he came back from Ravenspurgh.
NORTHUMBERLAND: At Berkeley castle.

HOTSPUR: You say true:
Why, what a candy deal of courtesy
Thisfawning greyhound then did proffer me!
Look! 'when hisinfant fortune cameto age!
And 'gentle Harry Percy,* and 'kind cousin’;
0O, thedevil take such cozeners! God forgive me!
Good uncle, tell your talc; for | have done.

WORCESTER: Nay, ifyou have not, to't again;
Well stay your leisure.
HOTSPUR: | havedone, i faith.

That is along quotation, but it is one of the best scenes Shake-
speare ever wrote and cannot be too often read. Each of the three
characters, though one of them has but asingle short speech, isclearly
shown. Worcester has imagination enough to understand something
of Hotspur's quality and even to respect it. Only Northumberland,
ignoble from his first appearance in 'Richard II' to his last shameful
exitin the Second Part of'Henry 1V, isinsensible. The son whom he
is inciting to rebellion and will betray in the act is, to his politic
mind, an impatient fool.

Hotspur, when next he appears, is deep in conspiracy and con-
temptuous of any gentleman who in policy hangs back from the
enterprise. Again the temptation to quote at lengthisirresistible:

(Enter HOTSPUR solusreading a letter.)
‘But for mine own part, my lord, | could be well contented to be there, in re-
spect of the love | bear your house' He could be contented: why is he not,
then? In respect of the love he bears our house: he shows in this he loves
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his own barn better than he loves our house. Let me see some more. ' The
purpose you undertake is dangerous;—why, that's certain: 'tis dangerous to
take a cold, to deep, to drink; but | tell you, my lord fool, out of this
nettle, danger, we pluck this flower, safety. ' The purpose you undertake is
dangerous: the friends you have named uncertain; the time itself unsorted: and your
whole plot too light for the counterpoise of so great an opposition.' Say you o,
say you so? | say unto you again, you are a shalow cowardly hind, and
you lie. What alack-brain is this! By the Lord, our plot is a good plot as
ever was laid; our friends true and constant: a good plot, good friends,
and full of expectation; an excellent plot, very good friends. What a
frosty-spirited rogue is thist Why, my lord of York commends the plot
and the general course of the action. 'Zounds! an | were now by this
rascal, | could brain him with his lady's fan. Is there not my father, my
uncle and myself? lord Edmund Mortimer, my lord of York and Owen
Glendower? |s there not besides the Douglas?Have | notdl their lettersto
meet me in arms by the ninth of the next month? and are they not some
of them set forward already? What a pagan rascal is this! an infidel! Ha!
you shall see now in very sincerity of fear and cold heart, will he to the
king and lay open al our proceedings. O, | could divide myself and go to
buffets, for moving such a dish of skim milk with so honourable an
action! Hang him! let him tell the king; we are prepared. | will set for-
ward to-night.

What genia contempt is here for al trimmers, what smple trust in
his friends, what buoyant confidence in his undertaking! The frosty-
spirited rogue was awiser man. But who docs not fedl it better to be
wrong with Hotspur than right with the world? |

In the famous meeting between the confederate rebels at Bangor,
Shakespeare relieves his politics with adomestic interlude, enlarging
his portrait of a beloved conspirator to that of aman complete in al
hisrelationships.

We have aready had a glimpse of Hotspur with his wife. She
knows that he has some enterprise in hand. He is too full of it for
concealment. He must mutter even in his degp of slies and
retires, of paisadoes, frontiers, parapets, cannon and culverin. She
wants to know what it al means, but Hotspur will tell her
nothing. To her pleading speech of twenty-eight lines he replies
by inquiring after his horse. Is it the roan with the crop ear? His
wifeingsts:
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LADY PERCY: But hear you, my lord.
HOTSPUR: What sayst thou, my lady?
LADY PERCY: What isit carriesyou away ?
HOTSPUR: Why, my horse, my love, my horse.
LADY PERCY: Out, you mad-headed ape!
A weasel hath not such adeal of spleen
Asyouaretossdwith. Infaith,
I'll know your business, Harry, that | will.
| fear my brother Mortimer doth stir
About histitle, and hath sent for you
To linehisenterprise: but if you go—
HOTSPUR: Sofarafoot, | shall beweary,love.
LADY PERCY: Come, come, you paraquito, answer me
Directly unto this question that | ask:
Infaith, Til break thy littlefinger, Harry,
Anif thou wilt not tell me dl things true.

HOTSPUR: Constant you are,
But yet awoman: and for secrecy,
No lady closer; for | well believe
Thou wilt not utter what thou dost not know;
Andsofarwill | trust thee, gentleK ate.
LADY PERCY: How! so far?
HOTSPUR: Notaninchfurther. Butharkyou, K ate:
* Whither | go, thither shall you go too;
To-day will | set forth, to-morrow you.
Will this content you, Kate?
LADY PERCY: [t must of force.

This sceneinevitably cdls to mind Brutus in his orchard, smilarly
entreated by Portia. But what a difference between the English and
the Roman style! The encounter between Hotspur and his wife is
household stuff; the meeting between Brutus and Portiais a marriage
of two minds. Hotspur's teasing affection, his cavalier conviction
that a wife should know no more of her hushand's business than is
necessary, his assumption that thereis atimefor work and atimefor

Thisisno world
To play with mammets and to tilt with lips.
We must have bloody noses and crack'd crowns—
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comes far short of Brutus (Ye gods, render me worthy of this
noble wife!). But who shdl decide which of the two pairs is better
matched or more likely to endure wind and weather? Harry loves
Kate as sheiswell content to be loved for dl her playful pretences of
ill-usage. 'O wondrous him, O miracle of men. she cries after
Shrewsbury has been fought and Harry dain:

and by his light
Did dl the chivalry of England move,
To do brave acts.

It is not in English Kate to complain with Roman Portia that she
dwells but in the suburbs of her lord's affection because he refuses to
discuss with her the state of the nation.

It is through Lady Percy that Shakespeare pictures for us the very
gpeech and gait of the man—the stammering utterance which suggests
amind that outruns itself; the distinctive walk of a warrior who
spends his days in heavy armour and on horseback:

He was indeed the glass
Wherein the noble youth did dress themselves:
He had no legs that practised not his gait;
And speaking thick, which nature made his blemish,
Became the accents of the valiant;
For those that could speak low and tardily
Would turn their own perfection to abuse,
To seem like him: so that in speech, in gait,
In diet, in affections of delight,
In military rules, humours of blood,
He was the mark and glass, copy and book,
That fashion'd others.

Hotspur, at Bangor, shows dl his paces. He is impatient with
Glendower, whose grandiloquence and wizardry bore him to death:

Sometimes he angers me
Withtellingmeof themol dwarpandtheant,
Of the dreamer Merlin and his prophecies,
And of a dragon, and afinless fish,

A clip-wingd griffin, and a moulten raven,
A couchinglion,andarampingcat,
And such a ded of skimble-skamble stuff
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Asputs mefrom my faith. | tell you what:

He held melast night at least nine hours

Inreckoning out the several devils' names

That were hislackeys: | cried 'hum?, and ‘well, goto,
But mark'd him not aword. O! he's as tedious
Asatired horse, arailing wife;

Worse than asmoky house: 1'd rather live

With cheese and garlic in awindmill, far,

Than feed on cates and have him talk to me

In any summer-housein Christendom.*

When the Welshman declares that at his nativity the frame and huge
foundation of the earth shaked like a coward, Hotspur retorts: "Why,
so it would have done at the same season, if your mother's cat had
kittened.' Hotspur isdl for things asthey arein nature:

GLENDOWER: | cancdl spiritsfrom thevasty deep.
HOTSPUR: Why, 0 can |, or so can any man;
But will they come when you do cdl for them?
GLENDOWER: Why, | can teach you, cousin, to command
The devil.
HOTSPUR: And| canteach thee, coz, to shamethedevil
By tdling truth: tell truth and shame the devil.
If thou have power to raise him, bring him hither,
And Til be sworn I've power to shame him hence.
O, whileyou live, tell truth and shame the devil!

When the conspirators plot on the map the limits of their power,
Hotspur protests:

Methinks my moiety, north from Burton here,
In quantity equals not one of yours:

See how this river comes me cranking in,

And cuts me from the best of dl my land

A huge half-moon, amonstrous cantle out.

I'll have the current in this place damm'd up;
And here the smug and silver Trent shdl run
Inanew channdl, fair and evenly;

It shall not wind with such a deep indent,

To rob me of so rich a bottom here.

! Observe how in Hotspur's speeches the metre often makes alowance for his
Sammey,
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'‘Not wind? exclaims Glendower, ‘it shall, it must; you see it doth.’
Note, however, that he concedes the point:

GLENDOWER: Come, youshal haveTrentturn'd.
HOTSPUR: | donotcare: I'll givethricesomuchland
_To any well-deserving friend,
.But intheway of bargain, mark you me,
“I'll cavil on the ninth part of ahair.

Protest and surrender are equally in character. Hotspur cares nothing
for acres more or less, but fliesinto opposition at the mere thought
of being put upon.

We draw to an end of this splendid scene, with Hotspur lying in
his wife's lap and listening, under protest, to a Welsh ballad. Then,
of course, though he has no ear for music, he must have an English
ditty:

HOTSPUR: Come, K ate, I'll haveyour songtoo.
LADY PERCY: Not mine, in good sooth.
HOTSPUR: Not yours, in good sooth! Heart! you swear like a
comfit-maker's wife. Not you, 'in good sooth’, and
'as true as | live, and 'as God shall mend me," and
‘assureas day*.
And giv'st such sarcenet surety for thy oaths,
Asifthou never walk'dst further than Finsbury.
Swear me, Kate, likealady asthou art,
A good mouth-filling oath; and leave 'in sooth',
And such protest of pepper-gingerbread,
To velvet-guards and Sunday-citizens.
Come, sing.
LADY PERCY: I will not sing.

And s0 to battle—deserted by his father, betrayed by his own
impetuosity and his uncle's trickery. Northumberland sends word
that heis sick. Hotspur breaks out:

'Zounds! how has he theleisureto besick
In such ajustling time?

Sick now! droop now! thissicknessdoth infect
The very life-blood of our enterprise;
"Tis catching hither, even to our camp.
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But heinstantly recoversandis soon arguing that hisfather's absence
isdl to the good:

Itlends alustre and more great opinion,

A larger dareto our great enterprise,

Than if the earl were here; for men must think.
Ifwewithout hishelp can make ahead

To push against akingdom, with hishelp

We shall o'erturn it topsy-turvy down.

Yetal goeswell, yet dl ourjointsarewhole.

It is characteristic of Hotspur that he never thinks of blaming his
father. It does not occur to him that Northumberland's indisposition
is diplomatic rather than physical and, when Worcester seems to
suggest it—

[twill bethought
By some, that know not why heis away,
That wisdom, loyalty, and mere didike
Of our proceedings, kept the earl from hence—

Hotspur prompdy rejects the inference.

The King's envoy to the rebels is Sr Walter Blunt, a man as
honest and forthright as Hotspur himself. To him Hotspur states his
grievances. Itisafrank, artless assertion of wrongs suffered by him-
sdf and his family, infused with a hearty didike of Bolingbroke and
his devious ways. Hotspur's trust in human nature is touchingly in-
dicated in areference to the services rendered by hisfather to Boling-
broke on hisreturn from exile. Northumberland (maintains his duti-
ful and ingenuous son) was 'in kind heart and pity moved' to help a
‘poor, unminded outlaw, sneaking home'. Hotspur unthinkingly
ascribes to his friends and relatives an honesty and awarmth of dis-
position which is peculiar to himself. His whole case against Boling-
broke is that he is a man who 'seems to weep over his country's
wrongs, who wears a'seeming brow of justice' to gain his own ends,
who breaks faith with his friends and who incidentally has wronged
the Percies root and branch. There are no paliticsin this indictment:
thisisapersona quarrel between gentlemen. Note aso that Hotspur,
having unburdened himsdlf of his indignation, is quite ready to come
to terms:
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BLUNT: | wouldyouwould accept of graceand love.
HOTSPUR: And may be so we shall.

Worcester watches the whole scene with misgiving; thisis not the
way to conduct a public meeting. Hotspur is accordingly man-
oeuvred into the background and it is Worcester himself who meets
the King in fina parley. The King offersfair terms:

We love our people well; even those we love
That are mided upon your cousin's part;
And, will they take the offer of our grace,
Both he and they and you, yea, every man
Shal bemy friend again and I'll be his;

So tdl your cousin, and bring me word
What hewill do.

Worcester, as we have noted,* dare not take this message back to
his nephew. He knows how easily Hotspur may be moved to give
even the devil his due. He puts the case of a politician whose security
hangs on the good faith of another politician with admirable force
and lucidity:

Itisnot possible, it cannot be,

The king should keep hisword inloving us;
He will suspect us till, and find atime

To punish thisoffencein other faults.

Look how we can, or sad or merrily,
Interpretation will misquote our looks,
And we shdl feed like oxen at astall,

The better cherish'd, still the nearer death.

Worcester gives his nephew a fase account of his misson and
Hotspur, unsuspicious of the 'base and rotten policy' that has brought
him to the field, goes confidently to his death.
Henry of Monmouth is meanwhile biding his time. In speech with
the King he has aready prophesied how it would be:
Percy is but my factor, good my lord,
To engross up glorious deeds on my behalf;

And | will cdl him to so strict account,
That he shdl render every glory up.

! S above, p. 194,
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They meet at Shrewsbury and Hotspur's budding honours are
cropped to make a garland for the head of Harry, Prince of Wales.
It is difficult to believe that Hotspur is dead. We expect him to rise
up and stammer forth an indignant protest against his enemy's
generous but shallow requiem:

[11-weav'd ambition, how much art thou shrunk!
When that this body did contain aspirit,

A kingdom for it was too small abound;

But now, two paces of the vilest earth

Isroom enough: this earth that bears thee dead,
[Bearsnot dive so stout a gentleman.

Could any words serve better to fix inddibly the contrast between
the two men?. Thereisno real ‘ambition’ in Hotspur, but from Henry
of Monmouth'the charge was inevitable. He honours his enemy in
dl smplicity with a tribute that cheapens his own victory and
obscures the spirit of the fallen |

Thus Hotspur lies dead on the field. Prone beside him is Falstaff,
who, with great presence of mind, is counterfeiting death to escape
the sword of Douglas. Henry of Monmouth looks down upon them
both. Falstaff will rise again. He will bear away the dead Hotspur on
his back and the stage will be cleared of them both, so that the living
Harry may shine supreme in a grey world. As the hero enlarges his
stature, the earth shrinks to his measure. Henry of Monmouth, with
his propensity for half-truths, tells Hotspur as they make ready to
fight:

; Two stars keep not their motion in one sphere;

Nor can one England brook adouble reign.

That Harry of England could not live in the same world with Harry
Percy is true, but these two stars were never in one sphere. Harry of
England had to destroy Hotspur—and Falstaff too—not because
they were rivals but because they were incompatibles.

The Prince's epitaph on Hotspur is, by a happy coincidence,
followed by his epitaph on FalstafF. The latter is' infinitely more
gracious than anything he will say hereafter:

What, old acquaintance! couldnot dl this flesh
Keepin alittlelife? Poor Jack, farewell!
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| could have better spared a better man:
0O, | should have aheavy miss of thee,

If1 were much in love with vanity!

Death hath not struck so fat a deer to-day,
Though many dearer, in this bloody fray.
Embowel Td will | see thee by and by:

Till then in blood by nable Percy lie.

Falstaff, however, is not so easly dain. He springs to life again in a
speech that shows how necessary it will be for him to die in earnest
if we are to take serioudly the world into which Henry of Monmouth
will survive:

FALSTAFF (rising up): Embowelled! if thou embowel me to-day, I'll give
you leave to powder me and eat me too, to-morrow. 'Sblood, 'twas time
to counterfeit, or that hot termagant Scot had paid me scot and lot too.,
Counterfeit?| lig, | amno counterfeit: to dieis to be a counterfeit; for he
is gill but the counterfeit of a man who hath not the life of a man: but to
counterfeit dying, when a man thereby hveth, is to be no counterfeit, but
the true and perfect image of life indeed. The better part of valour is dis-
cretion; in the which better part, | have saved my life. 'Zounds, | am
afraid of this gunpowder Percy, though he be dead: how, if he should
counterfeit too and rise? By my faith, | am afraid he would prove the
better counterfeit.

There is a third conspicuous figure of the tetralogy who must die
before Henry of Monmouth can enjoy his inheritance. Bolingbroke
usurped die crown which his son was to wear, as he hoped, with a
better grace:

God knows, my son,
By what by-paths and indirect crook'd ways
| met this crown; and | myself know well
How troublesome it sat upon my head.
To thee it shal descend with better quiet,
Better opinion, better confirmation;
For dl the soil of the achievement goes
With meinto the earth.

Bolingbroke, on assuming the crown of England, lamented that
blood should sprinkle him to make him grow. Then and there he
vowed to make a voyage to the Holy Land to wash off the guilt of
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Richard's death. He has grown prematurely old when next we meet
him, and heis still talking of the Holy Land:

Forthwith apower of English shall we levy,

Whose arms were moulded in their mother's womb
To chase these pagans in those holy fields

Over whose acres walk'd those blessed feet

Which fourteen hundred years ago were nail'd,

For our advantage, on the bitter cross.

His conscience is sick. On that theme Shakespeare has expended
much eloquence and some of his finest poetry. [Bolingbrokc is
tormented by the insecurity of power atained by violence. He owes
too much to the friends who helped him in order to help themselves.
He suffers, too, the remorse of a sinner who, like Claudius of Den-
mark, is unable to repent because he cannot bring himsdlf to sur-
render the fruits of his srQHe can only hope that God will consider
his crime to have been sufficiently expiated in his own person and
that he may be able to pass on to his son an unblemished succession.
But even this hope seems denied, for riot and dishonour stain the
brow of his young Harry and he sees as part of his punishment the
inordinate and low desires affected by hisheir:

| know notwhether Godwill haveitso,

For some displeasing service | have done,

That, inhissecret doom, out of my blood

Hel'll breed revengemcnt and ascourgefor me;
But thou dost in thy passages of life

Make me believe that thou art only mark'd
For the hot vengeance and the rod of heaven
To punish my mistreadings.

Shakespeare was clearly fascinated by the spectacle of this un-
happy man, enticed by circumstance—encouraged, as it might
amost seem, by providence—to commit a crime which was to stain
with blood the pages of English history for over a century; reaping
its first consequences in areign filled with conspiracy and civil war;
defrauded even of the conventiona gesture of penitence of which he
dreams in every quiet pause between one rebellion and the next;
meeting his enemies with a brave face, though he had within himself
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no peace of mind; driven by lack of confidence in his friends or be-
liefin histitle to be arbitrary with everyone who challenged him and
to provoke antagonism by the very acts which he hoped would
strengthen his position:

For dl my reign hath been but as a scene,
Acting that argument.

Shakespeare's pleasure in his creatures may be measured by the
quality of their utterance. Bolingbroke, as he climbed to power, had
none of the eloquence which Shakespeare so lavishly dlows him in
his sad pre-eminence. The dramatist, who, without emotion, epito-
misedintheupstart politician the qualitiesthat secured him thecrown,
reserves his poetry for the King who has become aware of what has
happened to his soul. Bohngbroke then achieves a fullness of utter-
ance which shows that his author'simagination is deeply engaged:

How many thousand of my poorest subjects

Areat thishour asegp! O deep, O gentle deep,
Nature's soft nurse, how have | frighted thee,

That thou no more wilt weigh my eyelids down
And steep my sensesin forgetfulness?

Why rather, deep, hcst thou in smoky cribs,

Upon uneasy pallets stretching thee,

And hush'd with buzzing night-flies to thy slumber,
Than in the perfumed chambers of the great?

Wilt thou upon the high and giddy mast

Sedl up the ship-boy's eyes, and rock his brains
In cradle of the rude imperious surge,

And in the visitation of the winds,

Who take theruffian billows by the top,
Curling their monstrous heads, and hanging them
With deaf'ning clamour in the slippery clouds,
That, with the hurly, death itself awakes?
Cangt thou, O partial deep, give thy repose
To the wet sea-boy in an hour so rude,

And in the calmest and most stillest night,
With dl appliances and means to boot,

Deny it to aking? Then happy low, lie down!
Uneasy lies the head that wears a crown.
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This Bolingbroke, who is forever looking back on his career with
an amost ingenuous surprise that he should have aimed so high and
come so far, is tempted to wonder whether any man would have the
courage to live at dl if he could see in advance what the future had
instore. O God! (he exclams) that one might read the book of fate
and see:

how chances mock,
And changesfill the cup of alteration
With diversliquors! O, ifthiswere seen,
The happiest youth, viewing his progress through,
What perils past, what crossesto ensue,
Would shut the book, and sit him down and die.

He remembers that Richard and Northumberland were once
friends, that two years later they were at war, that Northumberland
had toiled for himsdlf like a brother but was now his enemy. 'Are
these things then necessities?* he asks, and answers himsdlf like a
practical man of affairs for whom there is no escape: 'Then let us
meet them like necessities.”

Bolingbroke recurs perpetually to Richard's deposition and to the
crusade whereby he hopes to redeem hisfault. For that matter, dl the
participants in Richard's tragedy are equally obsessed. Hotspur's re-
ference to the pulling down of that sweet lovely rose has aready
been quoted. Worcester, in his parley with the King before Shrews-
bury, recals how, out of regard for Bolingbroke, he had in Richard's
time broken his staff of office and posted to meet the usurper at
Ravenspurgh. Scrope, Archbishop of York, who, as a legitimigt,
rebels against Bolingbroke,

And doth enlarge hisrising with the blood
Offair King Richard, scraped from Pomfret stones,

speaksfor themall:

They that, when Richard lived, would have him die,
Are now become enamour'd on his grave.

Westmoreland, in Gaultree Forest, speaks to much the same pur-
pose. He recdls the lists at Coventry and al the rights and wrongs
associated in men's minds with the cause of Lancaster. Here, for a
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moment, the opposing parties, subdued by these t'ragic memories,
seem on the point of reaching an accommodation, till the cold
treachery of Prince John of Lancaster sprinkles with fresh blood the
fatal feud.

The two short scenes in which Shakespeare takes leave of Boling-
broke in the Jerusalem chamber at Westminster recapitulate, as in
a coda, the leading motives of his full career. First, the theme of
penicence;

Now, lords, if God doth give successful end
To this debate that bleedeth at our doors,
Wewill our youth lead on to higher fields
And draw no swords but what are sanctified.

Next the carking distrust of what may happen to the kingdom after
hisdeath:
The blood weeps from my heart when | do shape
Informsimaginary the unguided days
And rotten times that you shall look upon
When | am sleeping with my ancestors.

News then comes that the rebels are defeated and that ‘peace puts
forth her olive everywhere.' But not even these fair tidings can cure
amind distraught with years of achieving and retaining power:

And wherefore should these good news make me sick?
Will Fortune never come with both hands full,

But writeher fair words still infoul est letters?

She either gives astomach and no food;

Such arethepoor, inhealth; or elseafeast

And takes away the stomach; such aretherich,

That have abundance and enjoy it not.

And so we come to the last famous scene in which father and son,
in their last moments together, are brought to an intimate revelation
of themselves. Henry of Monmouth addresses the crown which lies
upon hisfather's pillow:

O polish'd perturbation! golden care!
That keep'st the ports of slumber open wide
To many awatchful night! Sleep with it now!
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Y et not so sound and halfso deeply sweet
Ashewhose brow with homely biggin bound
Snores out thewatch of night.

He strikes here the attitude of public persons in al times and places
who, in assuming power, profess to be taking up a burden which
they would gladly avoid and sigh without sincerity for the treasure
of the humble.! But Shakespeare does not alow us to be quite so
easily deceived in Henry asis Henry in himself. The Princeis moved
to place on his head the polished perturbation:

Lo! hereit sits,
Which heavenshall guard; and put theworld'swholestrength
Into onegiant arm, it shal not force
Thislineal honourfromme.

Was Bolingbroke so grievously mistaken after al in supposing that
his son was not very reluctant to take up the successon? He was
grieved as a father to think that his son was impatient for his de-
cease:

See, sons, what thingsyou are!
i How quickly naturefallsinto revolt
I When gold becomes her object!
For this the foolish over-careful fathers
Havebroketheir deepwiththoughts, their brainswithcare,
Their boneswithindustry.

Here Bolingbrokc was wrong. But Henry, the King, came very near
the truth in attributing to Henry, Prince of Wales, a certain aacrity
in assuming his responsibilities as heir apparent. His shrewd reproach
(Thy wish was father, Harry, to that thought), though it wrongly
presupposed a lack of filia affection (for Henry was a good son, so
long as he might do as he pleased), was not so wide of the mark in
respect of a young man by no means averse from his inheritance:

Dost thou so hunger for mineempty chair
That thou wilt needsinvest theewith minehonours
Beforethy hour beripe? Ofoolishyouth!

VThou seek'st the greatness that will overwhelm thee.

! CompareRichard I11 inhis scene with the citizens. Richardimpishly caricatures
theattitude. Henry assumesitin al good faith, (Seep. 97.)
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Henry'slove for his dying father comes as near to a genuine affec-
tion ashe ever showed)] It had not kept him from adding to the King's
afflictions during life, out it rings true asfar asit goes. His protesta-
tions of unwillingness to assume the crown, however, though de-
livered with al the conviction which Henry of Monmouth never
lacked in showing himself to the world, are flatly out of key with his
declaration of a moment before. We have seen him put the crown
on his head. We have noted how in that very act he was transported
and how he defied the world to deprive him of his right. But now
hedeclares:

| spake unto this crown as having sense,

And thus upbraided itj "The care on thce depending
Hath fed upon the body of my father;

Therefore, thou best of gold art worst of gold.*

Thus, my most royal liege,
Accusing it, | putit on my head,
To try withit, aswith an enemy
That had before my face murder'd my father,
The quarrel of a true inheritor.
But ifit did infect my blood withjoy,
Or swell my thoughts to any strain of pride;
If any rebel or vain spirit of mine
Did with the least affection of a welcome
Give entertainment to the might of it,
Let God for ever keep it from my head,
And make me as the poorest vassd is
That doth with awe and terror kneel to it!

Prince Henry's account to his father of what he said is not flagrantly
unlike what he actually did say. It is the same but not the same. It s,
in fact, precisely the gloss we should expect of a young man who at
critical momentsisnever at alossto present himself to advantage.
Bolingbroke is now to give Henry his Very latest counsd'. He
surveys briefly the griefs and quarrels of his reign and aludes, not
without satisfaction, to his successful liquidation of the men who
helped him to power. The passage in which he refers to these
activitiesincludes an ingenuous admission that the motive behind his
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frustrated plans to recover the Holy Sepulchre for Christendom was
not wholly pious in its intention:

And dl my friends, which thou must make thy friends,
Havebut their stingsand teethnewly talenout;
Bywhosefellworking| wasfirstadvanced,

Andby whosepower | well mightlodgeafear

To be again displaced: which to avoid,

| cutthemoff; andhadapurposenow

Tolead out many to theHoly Land,

Lest rest and lying still might make them look

Too near unto my state.

Bolingbroke's profession of remorse and desire for atonement has
been one of the recurrent themes of the play. Shakespeare at this final
moment flicks asde the mask. It is alast revealing glimpse into the
mind of this 'King of Smiles who dies of a broken heart but who
can only be contrite with reservations. Bolingbroke must be politic
even in penance; his very act of atonement was designed to secure a
firmer grasp on the fruits of his offence.

Having admitted that he purposed to go with his nobles to
Jerusalem in order to prevent them from making trouble for him at
home, Bolingbroke finally commends to his son the expedient of
establishing himsalf more firmly on the throne by exploiting the
patriotism of his subjectsin wars abroad:

Therefore, my Harry,
Beit thy courseto busy giddy minds
Withforeignquarrels; thataction, henceborneout,
May waste the memory of the former days.

It is the last testament of a man who has achieved power and the
worldly wisdom that comes of its exercise. Bolingbroke bequeaths
to his heroic son alined honour to be maintained with foreign con-
quests, a tender conscience and a firm desire to hold on to the things
of this world without forfeiting his interest in the next. We find the
influence of these bequests constantly at work whenever we look be-
low the glittering surface of the martial epic to which Shakespeare
is now to devote himself.

Shakespeare enters now upon the supreme task for which
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his stageis set. Heisto show us aheroin action and to embody in the
person of a king that militant patriotism which Milton, a generation
later, wasto seein the likeness of an eagle mewing her mighty youth.
The spirit in which he embarked on this enterprise has been indicated
in its preparation. Henry of Monmouth's world, which was wide
enough to include Falstaff and Hotspur, has been successively nar-
rowed to his royal measure. The generous disorders of Eastchcap
and Shrewsbury, where lifewas ardent, complex and manifold, give
place to the comparatively artificial smplicity of an epic perform-
ance in which al interest is centred upon a single figure, and this
single figure is itself contracted to become a symbol of successful
valour and authority. Henry of Monmouth does not cease to be a
man, or Shakespeare would have ceased to be interested. But the
man dwindles as the hero is enlarged. This, in fact, is the process
which gives to the play its significance as a study in character.
Henry's heroic speeches are, of their kind, the best ever trumpeted
by a martial poet from the battlements of time. But the human
interest of the play lies elsewhere. It is to be sought in the constant
effort of the shrinking man to come to terms with the swelling
monarch.

Shakespeare, in his opening chorus, audibly braces himself for an
effort, anot very congenia effort. Heisto frame appropriate speech
for a more than lifcsize pageant of might, dominion, majesty and
power. The poet, who so easily found language for exquisite Richard,
ardent Hotspur, the fiery and del ectabl e shapes of Fal staff, the heart-
sickness of Bolingbroke, now begs for a muse of fire to ascend the
brightest heaven of invention. He is to write of something which is
both more and less than human and he feels the need of an invoca:
tion. This chorusis usualy read as an apology for the shortcomings
of the unworthy scaffold on which Shakespeare is to stage his
imaginary puissance. But it is equally awarning that Henry of Mon-
mouth is now to be presented in a setting of formal grandeur dien to
theresourcesof apoet who writesfrom nature:

Then should thewarlike Harry, like himself,

Assume the port of Mars; and at his heels,

Leash'd inlike hounds, should famine, sword, and fire
Crouch for employment.
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This is to be a sculptor's piece, in marble or bronze, rather than a
picture whose red and white nature's own sweet and cunning hand
laid on.

From the invocation we descend abruptly to practical politics. In
amore sdlf-conscious artist than Shakespeare we should suspect de-
liberate irony. The poet invokes a muse of fire and lo! here is the
Archbishop of Canterbury discussing with the Bishop of Ely how to
divert the King from an impending confiscation of Church property.
But if this be irony, it is the irony of simple truth presented for its
own sake. There is no suggestion that these amiable priests arc in
the least to blame for their very natural alarm at the prospect of hav-
ing to contribute a thousand pounds by the year to the King's
coffers. Nor is there a hint of censure for the ingenious project
whereby they agree to divert the King from plundering the Church
by demonstrating his legd right to plunder France. It is dl in the
chronicles and Shakespeare reports it without maice.

To those who have had little direct intercourse with the political
mind, lay or clerica, the passage in which the two prelates discusss
the pious reformation of the King may not seem to accord very well
with the passages in which they wickedly conspire to urge ther
sovereign to lay clam to certain dukedoms and generally to the
crown and seat of France. But Shakespeare had observed that it is
just those men in public life who most admire their leader who are
usually most assiduous in using him to forward their own small
interests and purposes. He had also noticed that a high moral toneis
never more customary in public affairs than in the prosecution of de-
signs which are morally indefensible. Shakespeare, moreover, has a
very specia reason for alowing the Archbishop to sing the praises of
a monarch providentially redeemed. He has continualy to build up
his hero and, throughout the play, he instinctively tends to do this
indirectly, in comments delivered by friends and followers of the
King, rather than directly, through the words and actions of the King
himself. Thereis, in fact, anotable contrast between Henry of Mon-
mouth, mirrored as an English king in the admiration of his subjects,
and Henry of Monmouth revealed as the very human person with
whom Shakespeare is more directly concerned. The fascination of
the play for those who look below the surface lies in this contrast.
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Apotheosis of the king proceeds hand in hand with disturbingly
intimate revelations of the man. They are warp and woof in a
tapestry from which a central figure of heraldic smplicity is, on a
closer view, discerned as afallibly human creature

His Grace of Canterbury disingenuously reveals how entirely
Henry has succeeded in his design of impressing the world with his
'noble change'”:

The breath no sooner |eft hisfather's body,
But that hiswildness, mortifiedin him,
Seem'd to die too; yea, at that very moment,
Considerationlikeanangel came

And whipp'd the offending Adam out of him.

Hear him but reason in divinity,

And, dl-admiring, withaninward wish

Y ou would desire the king were made aprel ate:
Hear him debate of commonwealth affairs,
You'dsay it hath beendl indl hisstudy:
List hisdiscourseof war, andyou shall hear
A fearful battle rendered you in music;
Turn himto any cause of palicy,

The Gordian knot of it he will unloose,
Familiar ashisgarter: that, whenhespeaks,
Theair, acharter'd libertine, isstill,

And the mute wonder lurketh in men'sears,
To steal hissweet and honey'd sentences.

There is much more of this and, when Canterbury has done, Ely
takes up the theme:

Thestrawberry grows underneath the nettle,
Andwholesomeberriesthriveand ripen best
Neighbour'd by fruit of baser quality:

And so theprince obscured his contemplation
Under the veil of wildness; which, no doubt,
Grew likethesummer grass, fastest by night,
Unseen, yet cresciveinhisfaculty.

There is nothing wrong with the testimonial, except that the source
and the occasion are less edifying than we might wish.
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The scene in which Henry demands to know whether he may
with right and justice lay clam to the throne of France presents,
with an ease that ailmost wholly conceds the tact with which the
thing is done, the splendid effigy of a righteous sovereign simultan-
eoudy with the breathing likeness of a man we have come to know.
Note the solemnity of the King's appeal to the primate for spiritual
leadership:

And God forbid, my dear and faithful lord,

That you should fashion, wrest, or bow your reading,
Or nicely charge your understanding soul

With opening titles miscreatc, whose right

Suits not in native colours with the truth;

For God doth know how many now in health

Shall drop their blood in approbation

Of what your reverence shall incite us to.

Therefore take heed how you impawn our person,
How you awake our deeping sword of war:

We charge you, in the name of God, take heed;

For never two such kingdoms did contend

Without much fall of blood; whose guiltless drops
Areevery oneawoe, asore complaint

'Gaingt him whose wrongs give edge unto the swords
That make such waste in brief mortality.

Now consider the facts. Canterbury as we know, has his brief pre-
pared. To meet athreat to the temporal possessions of the Church
he has hit on the device of engaging the King's energies and interests
abroad. To this end he has assembled his arguments and we must
presume that Henry himsdlf, who on his father's advice is aready
pledged to the undertaking, is not without an inkling of their pur-
port. But the King does not for that abate onejot of his mora
dignity. His adjuration thus serves three dramatic purposes. It pre-
sents him as a model of kingly righteousness; it shifts the respon-
shility for awar of conquest on Holy Church; it expresses his inner
need to appease the tender conscience which he has inherited from
his father. Incidentaly it exposes, with consummate fidelity to fact,
the ways, means and gestures of public persons in high office, who
first decide what they must do as practical men of affairs and after-
wards contrive to secure God's blessing on their endeavours.
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The speech in which Canterbury argues with an apparently
scrupulous disinterestedness that Henry has alegal right to the throne
of France is rarely heard in full upon the stage. Shakespeare alows
him a set piece ofjuridical casuistry so true to life that it bringsinto
the theatre something of the tedium and prolixity which is to be
expected from a political platform. Even Henry himsdf hardly has
patience to hear him to the end and interrupts with a blunt question:

Can | with right andjustice make this claim?—
and the Archbishop gives him the answer he needs:
The sin upon my head, dread sovereign.

There follows a general chorus of encouragement and approbation
from the assembled lords, in which Canterbury and Ely bear the
palm:

Standforyourown; unwindyourbloody flag.

Henry may now with a quiet conscience ‘forage in blood of
French nobility'. He is assured that the hearts of his subjects lie
aready pavilioned in the fields of France, and Canterbury concludes:

O! let their bodies follow, my dear liege,
Withblood and sword andfiretowinyourright;
In aid whereof we of the spiritualty

Will raise your highness such amighty sum

As never did the clergy at one time

Bring in to any of your ancestors.

In the council of war that follows occurs a passage in which the
irony of politica fact might well lead us into the error of suspecting
once again a satirical intention on the part of the dramatist. Henry
points out that, while he is invading France, the Scots will very pro-
bably invade England. Canterbury, lest his plan of engaging the
King in a war of conquest should miscarry, hastens to reassure his
sovereign. We are interested less in the statecraft exhibited by the
English primate than in the unconscious assumption by the lords and
prelates of the Council who are urging Henry to attack the French
that for the Scots to attack the English would be alawless and wicked
act of treachery. The English invading France are lions and eagles;
the Scot invading England is a weasel; and the gentlemen who talk
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of two precisdy smilar enterprises in such different terms are as
sincerein their commendation of the one party as in their moral
reprobation of the other.

One other point is worth noting in these public proceedings.
Henry is to be presented as a model of efficient royalty. Unlike
Richard of Bordeaux, who saled from England to fight the Irish,
leaving al behind him at sixes and sevens, Henry of Monmouth, be-
fore he ventures abroad, must be satisfied that al is safe and well-
ordered at home. The Archbishop comes to his assistance with a
celebrated dissertation on bees:

Therefore doth heaven divide
The state of man in divers functions,
Setting endeavour in continual motion;
Towhichisfixed, asan aim or butt,
Obedience: for so work the honey-bees,
Creaturesthat by aruleinnatureteach
The act of order to a peopled kingdom.
They have aking and officersof sorts;
Where some, like magistrates, correct at home,
Others, likemerchants, venturetradeabroad,
Others, likesoldiers, armed in their stings,
Make boot upon the summer'svelvet buds;
Which pillage they with merry march bring home
To the tent-royal of their emperor;
Who, busiedin hismajesty, surveys
The singing masons building roofs of gold,
The civil citizens kneading up the honey,
The poor mechanic porters crowding in
Their heavy burdens at his narrow gate,
The sad-eyedjustice, with his surly hum,
Ddlivering o'er to executors pale
The lazy yawning drone.

This archbishop certainly knows his business. The King wishes to
make war; the Archbishop assures him that it is right and just for
him to do so and offers him a mighty sum as insurance against the
risk of losing an even mightier sum if the King should remain at
peace. The King is anxious to believe that everything will go well in
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his absence; the Archbishop comforts his sovereign with an idyllic
description of honey-bees in midsummer. He thus fulfils to perfec-
tion the traditional function of a good churchman, making it pos-
sible for his sovereign to do what he has already decided to do with
aquiet mind and with the concurrence of Almighty God.

Henry is now ready to receive the French Ambassador:

Now arewewel| resolved; and by God'shelp,
And yours, the noble sinews of our power,
France being ours, well bend it to our awe,
Or break it al to pieces.

The French Ambassador enters and delivers a 'pleasant’ message.
The Dauphin of France has sent the King of England a tun of trea-
sure. The 'tun' is opened and found to contain tennis balls. Note,
incidentally, that Henry's ultimatum to France has already been pre-
sented. Henry, in his solemn appeal to the Archbishop for an assur-
ance that his claim wasjust, was not seeking spiritual or legal advice
on a step to be taken; he was inviting moral approbation for zait
accompli.

The Dauphin's 'pleasant’ message provokes Henry tojustify once
again theirregularities of his youth:

And we understand him well,
How he comes o'er us with our wilder days,
Not measuring what use we made ofthem.

Next he must throw upon the Dauphin, as he has aready thrown
upon Holy Church, entire responsihility for al the misery and
suffering which heis about to inflict on the people of France:

And tell the pleasant prince this mock of his

Hath turn'd his balls to gun-stones; and his soul

Shall stand sore charged for the wasteful vengeance
Thatshdlflywiththem; for many athousandwidows
Shdl this his mock mock out of their dear husbands,
Mock mothers from their sons, mock casdes down;
And some are yet ungotten and unborn

That shdl have cause to curse the Dauphin's scorn.
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Findly he commits his cause to heaven:

But thislies dl within the will of God,
Towhom | do appeal; and in whose name
Tel youtheDauphinl amcomingon,
Tovengemeas| may and to put forth

My rightful hand in awell-hdlow'd cause.

And so to war—with Chorus to celebrate the smple ardours of
preparation:

Now all theyouthof Englandareonfire,

And slken ddliancein the wardrobe lies;

Now thrive the armourers, and honour's thought

Reigns solely in the breast of every man:

They =l the pasture now to buy die horse,
Followingthemirrorof al Christiankings.

But first a dramatic episode intervenes to remind us of the
dynastic insecurity which is Henry's prime motive for undertaking
the conquest of France. The Lords Cambridge, Scroop and Grey
have conspired to assassinate the King at Southampton. Henry has
intercepted their letters and he unmasks them in a scene in which are
displayed some of the more important qualifications of a hero for
success in public life—a courage, not quite so cardess as it seems,
aconviction that he is moved by no private passion but thinks only
of the nation; adisinterested ruthlessness in the performance of an act
of state necessary to his own security:

Touching our person seek we no revenge;
But we our kingdom's safety must so tender,
Whose ruin you have sought, that to her laws
We do deliver you.

Two predominant traits in Henry's character are again clearly empha
sised. He has skilfully contrived a situation in which he can disclam
dl personal responshility for sending these men to death. Prior to
their own condemnation they have been tricked into advising the
King to show no mercy to aman arrested for speaking treason. Thus
Henry has them sentenced in advance out of their own mouths:

The mercy that was quick in us but |ate,
By your own counse! is suppressed and kil Td:
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You must not dare, for shame, to talk of mercy;
Foryour ownreasonsturnintoyour bosoms,
Asdogs upon their masters.

And just as Henry could not refrain from ddlivering to Falstaff a
homily that soothed his own constant need for moral reassurance, so
now he cannot let dip this better occason. In the rebuke which he
addresses to Scroop, he lifts the episode to a plane in which he may
regard himsdf as God'sjusticiary and his own stern, impartial con-
duct of affairs as aspecia aspect of the divine order of things:

O, how hast thou withjealousy infected

The sweetness of affiance! Show men dutiful ?
Why, so didst thou: seem they grave and learned?
Why, so didst thou: come they of noble family?
Why, so didst thou: seem they religious?

Why, so didst thou.

And thus thy fall hath left akind of blot,

To mark the full-fraught man and best indued
Withsomesuspicion. | will weepforthee;
For thisrevolt of thine, methinks, islike
Another fal of man.

Henry always excds in putting his enemies in the wrong. Seldom
have conspirators received so eloquent and high-minded a sentence
from their sovereign. '

Shakespeare has yet another thing to do before he can take us
with Henry to France—something that lies very near hisheart.

In the epilogue to the Second Part of 'Henry 1V' he promised his
audience:

If you be not too much cloyed with fat meat our humble author will
continue the story, with SrJohninit.

But Shakespeare's muse of fire, invoked for the portrayal of warlike
Harry, could never tolerate the intrusion of Falstaff. Shakespeare has
to kill Falstaff for the same reason that he had to kill Mercutio. His
play was not large enough to contain him. Falstaff at Agincourt is as
unthinkable as Mercutio beside the tomb of the Capulets. Shake-
speare could not possibly face the risk of bringing Sir John within
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speaking distance of Henry of Monmouth in his glory.[One touch
of FalstafF, in daylight, would have effectively destroyed dl touch of
Harry in the night. No one knew this better than Henry himsdlf.
Shakespeare did not have to go out of his way to kill Falstaff. Henry
of Monmouth was obliged to kill him in salf-defence

"The King has killed his heart*, says Mistress Quickly. "The King
hath run bad humours on the knight,’ says Corpora Nym. 'His
heart is fracted and corroborate,’ says Pistol. No character of Shake-
speare, not even Hamlet, with his quire of angels, had a finer end.
It would be out of place to quote even aline of the speech in which
the death of Falstaff is described. There is nothing deeper or more
delicate in the whole range of Shakespeare. We may even wonder
how he dared to break the limited perfection of his achievement in
'Henry V with this sudden stroke of subtle and profound humanity.
Yet how could he forbear taking this last farewell of his creature?
Let the heroic muse be for amoment forgotten and let history retire:

For Falstaff, heis dead,
And we must yearn therefore.

Henry of Monmouth, setting out for the conquest of France,
sends envoys in advance with a pedigree in support of his clam to
the French crown. He takes this opportunity yet again to disclam
any responsibility for the woeful consequences which will follow a
refusal of his demands. Exeter announces that his sovereign is com-
ing, infierce tempest, like aJove—

And bidsyou, in the bowels of the Lord,

Deliver up the crown, and to take mercy

On the poor souls for whom this hungry war
Opens hisvastyjaws; and on your head

Turning the widows' tears, the orphans cries,

The dead men's blood, the pining maidens' groans,
For husbands, fathers, and betrothed lovers,

That shall be swallow'd in this controversy.

Shakespeare is now to dramatise the piteous and terrible subject of
war. Many of his plays are distressed or enlivened with alarums and
excursons and we are shifted from one part of the field to another.
But the fighting in these other histories and tragedies is incidental.
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In'Henry V war is itself a theme—its glories, humours and passions,
its dutiful courage and proud cruelty; its brilliant surface and the
horrorsthat lie beneath. Shakespeare presents this theme of war with
an impartial but absorbed interest in dl its phases. There s, indeed,
no play in which Shakespeare's peculiar blend of moral detachment
and imaginative sympathy is seen to better advantage, with the re-
sult that "Henry V is at once the glorification of apatriot king and an
exposure of the wicked futility of his enterprise. Nothing, for
example, could be more gtriking than the contrast between the
reasons for which Henry went to war and the spirit in which the
English armies follow him. He cynicaly sets out to busy giddy
minds with foreign quarrels, but at Agincourt he is identified with
every patriotic Englishman who ever lived. The causes of the war
are forgotten in the heroism that war inspires. It begins as a con-
spiracy against the nation; it continues as a brotherhood in which the
nation is glorified. Henry, prompted by a subtle father and fortified
by the complicity of a politic priest, invaded France to save his
" dynasty. But dl that isforgotten on thefield of Agincourt, where an
English king is identified with the valour of smple men whose
loyalty consecrateshisleadership.

The contrast in mood and purpose between the poaliticians, for
whom war is an instrument of policy, and the people, who fight for
King and country, is splendidly maintained in the choruses. Henry,
discussing with Canterbury a certified pedigrde in support of his
territorial claims, gives place to a vivid picture of England com-
mitted to agreat adventure:

O England! model to thy inward greatness,

Like litde body with a mighty heart,

What mightst thou do, that honour would thee do,
Were dl thy children kind and natural!

We behold a fleet majestical, a city on the inconstant billows
dancing:

Play with your fancies, and in them behold

Upon the hempen tackle ship-boys climbing;

Hear the shrill whistle which doth order give
To sounds confused; behold the threaden sails,
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Borne with the invisible and cregping wind,
Draw the huge bottoms through the furrow'd seg,
Breasting the lofty surge.

We are told to imagine England stripped of her sons, dl eager for
service and confident in their leaders:

Follow! follow!
Grapple your minds to sternage of this navy,
And leave your England, as dead midnight still,
Guarded with grandsires, babies and old women,
Either past or not arriv'd to pith and puissance;
For who is he, whose chinis but enrich'd
With one appearing hair, that will not follow
These cull'd and choice-drawn cavaiersto France?

We are to entertain conjecture of atime,

When creeping murmur and the poring dark
Fills the wide vessel of the universe.

The poor condemned English,
Likesacrifices, by theirwatchful fires
Sit patiently, and inly ruminate
The morning's danger; and their gesture sad,
Investing lank-lean cheeks and war-worn coats,
Presenteth them unto the gazing moon
Somany-horrid ghosts.

We are to be present, too, at the homecoming of those happy few
who fought on Crispin's day:
But now behold,

In the quick forge and working-house of thought,

How London doth pour out her citizeng!

The mayor and al his brethrenin best sort,

Like to the senators of th* anti gue Rome,

With the plebeians swarming at their hedls,

Go forth and fetch their conquering Caesar in.

In these glimpses of apeople at war we lose, asin thewars of history,
dl sense of war's origin or purpose. These choruses supply a splendid
frame to the picture and an epic quality to the action. Within this
frame, and in this mood, the separate episodes of war—heroic,
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familiar, humorous, tragical, comical, terrible, piteous, shalow or
profound—are presented with a scrupulous fidelity. Thisiswar, in
whose presencethereisno pausefor malice or extenuation.

Henry of Monmouth now emerges as the complete soldier. On
military deportment heisthe Superlative Sergeant-Magjor:

In peace there's nothing so becomes aman
Asmodest illness and humility;

But when the blast of war blowsin our ears,
Then imitate the action of the tiger;

Stiffen thesinews, summon up theblood,
Disguise fair nature with hard-favour'd rage;
Then lend the eye a terrible aspect;

Letit pry through the portage of the head
Likethebrasscannon.

Now set the teeth and stretch the nostril wide,
Hold hard the breath, and bend up every spirit
To hisfull height.

Rallying acompany, heisthe Absolute Captain:

Be copy now to men of grosser blood,

And teach them how to war. And you, good yeomen,.
Whose limbs were made in England, show us here
The mettle of your pasture; let usswear

That you are worth your breeding; which | doubt not;
For thereis none of you so mean and base,

That hath not noble lustre in your eyes.

| seeyou stand like greyhoundsin the dips,

Straining upon the start. The game's af oot:

Follow your spirit, and upon this charge

Cry 'God for Harry, England, and Saint George!'

Visiting his men before day breaks on the field of Agincourt, heis
the Ubiquitous Commander:

O now, who will behold
The royal captain of this ruin'd band
Walking from watch to watch, from tent to tent,
Let him cry 'Praise and glory on his head!'
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For forth he goes and visits dl hishost,

Bids them good morrow with a modest smile,
And cdls them brothers, friends, and countrymen.
Upon hisroyal face thereisno note

How dread an army hath enrounded him;

Nor doth he dedicate onejot of colour

Unto the weary and dl-watched night,

But freshly looks and over-bears attaint

With cheerful semblance and sweet majesty;
That every wretch, pining and pale before,
Beholding him, plucks comfort from hislooks:
Alargessuniversal, likethesun,

Hisliberal eye doth give to every one,
Thawing cold fear, that mean and gentleall
Behold, asmay unworthinessdefine,

A little touch of Harry in the night.

All ranks acknowledge the spdll of his |eadership—even the raga-
muffins, for Ancient Pistol bears his testimony with the rest:

The king's a bawcockjand a heart of gold,
A lad of life, an imp of fame]

Of parents good, of fist most valiant:

| kisshisdirty shoe, andfrom heart-string
| lovethelovely bully.

He has the right word and gesture for every occasion, whether it be
to commend the care and valour of Welsh Fluellcn or to hear with
rnistful eyes—as who would not?—Exeter's moving tae of the twin
deaths of York and Suffolk on the field of battle:

Tarry, dear cousin Suffolk!
My soul shal thine kegp company to heaven;
Tarry, sweet soul, for mine, thenfly abreast,
Asin this glorious and well-foughteti field,
We kept together in our chivary.

To the enemy he speaks for his soldiers in accents which convey
exactly their habit of mind and turn of phrase. His message to the
Constable of France, who comes for ransom before the battle, has
just that sober defiance, with a grim twinkle to it, and that modesty,
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prouder than any insolence, which mark the Englishman of tradi-
tionin atight corner:

Good God! why should they mock poor fellows thus?
The man that once did sdll the lion's skin
While the beast lived, was killed with hunting him.

Let me speak proudly: tell the Constable,
We are but warriors for the working-day;
Our gayness and our gilt aredl besmirch'd
Withrainy marching in the painful field;
There'snot a piece of feather in our host—
Good argument, | hope, wewill not fly—
And time hath worn us into slovenry:

But, by the mass, our heartsarein thetrim;
And my poor soldiers tell me, yet ere night
They'll beinfresher robes, or they will pluck
The gay new coats o'er the French soldiers heads
And turn them out of service.

Finally, hespeaks, asno onebeforeor since, for dl who havefound
graceand splendour in the gallant fellowship of war:

Ifwe are mark'd to die, we are enow

To do our country loss; andiftolive,
Thefewer men, the greater share of honour.
God'swill! | pray thee, wish not one man more.

Rather proclaim it, Westmoreland, through my host,
That he which hath no stomach to this fight,

Let himdepart; hispassport shall be made

And crownsfor convoy putinto his purse:

We would not diein that man's company

That fearshisfellowship to diewith us.

We few, we happy few, we band of brothers;

For he to-day that sheds his blood with me

Shdl be my brother; behen€eer sovile,

Thisday shdl gentle his condition:

And gentlemen in England now a-bed

Shall think themselves accursed they were not here,
And hold their manhoods cheap whiles any speaks
That fought with us upon Saint Crispin's day.
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The theme of honour is sounded here on the bugles and for once the
perilous word rings true. Some may think that this day gentles not
s0 much the condition of Henry's soldiers as that of Henry himself.
We forgive the Prince who denied his companions in Eastcheap for
the sake of the King who acknowledges his brethren at Agincourt.

In dl thiswe find a splendidly sustained presentment of the heroic
sde of war. But Shakespeare exhibitsjust as vividly the underside.
Thisroyal captain, who exclamswhen the battleiswon, 'O God, thy
arm was here!’, orders every soldier to kill his prisoners when the
French seem about to rally and this order is commended as ajust
reprisal by honest Gower:

They have burned and carried away dl that was in the king's tent;
wherefore the king, most worthily, hath caused every soldier to cut his
prisoner's throat. O, 'tisagallant king!

TheKing'sarmy is presented at Agincourt as aband of brothers, but
inits ranks are Pistol and Nym, driven willy-nilly with blows to the
breach, and Bardolph who will steal anything and cdl it purchase.
Bardolphishanged for robbing a church and what thisarmy islikely
to doifit gets out of hand is described by Henry himself:

We may as bootless spend our vain command
Upon the enraged soldiers in their spoil

As send precepts to theleviathan

To come ashore. Therefore, you men of Harflcur,
Take pity of your town and of your people,
Whiles yet my soldiers are in my command;
Whiles yet the cool and temperate wind of grace
O'erblows thefilthy and contagious clouds

Of heady murder, spoil, and villainy.

Ifnot, why, in amoment, look to see

The blind and bloody soldier with foul hand
Defile the locks of your shrill-shrieking daughters;
Y our fathers taken by the silver beards,

And their most reverend heads dash'd to the walls;
Y our naked infants spitted upon pikes,

Whiles the mad mothers with their howls confusd
Do break the clouds, as did the wives of Jawry

At Herod's bloody-hunting slaughtermen.
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Shakespeare, in presenting a hero, clearly indicates the price which
humanity must pay for his achievements. What heroic war means
for aland invaded and despoiled is described by the Duke of Bur-
gundy as graphicaly as the triumphant return of Henry to England.
From the King on Blackhesath, 'giving full trophy, signal and ostent
quite from himsdf to God', we are taken to France where naked,
poor and mangled peace Hill lies at the hazard of a contract between
princes.

Alas! she hath from France too long been chased,
And dl her husbandry doth lie on heaps,
Corrupting inits own fertility.

Her vine, the merry cheerer of the heart,
Unpruned dies; her hedges even-pleach'd,

Like prisoners wildly over-grown with hair,
Put forth disordered twigs; her fallow leas

The darnel, hemlock and rank fumitory

Doth root upon, while that the coulter rusts
That should deracinate such savagery;

The even mead, that erst brought sweetly forth
The freckled cowdlip, burnet and green clover,
Wanting the scythe, al uncorrected, rank,
Conceives by idleness, and nothing teems

But hateful docks, rough thistles, kecksies, burs,
Losing both beauty and utility:

And as our vineyards, fallows, meads and hedges,
Defectivein their natures, grow to wildness,
Even so our houses and ourselves and children
Have lost, or do not learn for want of time,
The sciences that should become our country,
But grow like savages.

Even more audacious than these incursions of the horrors of war
into a play which sets out to present Henry of Monmouth as the
mirror of dl Christian kings are the passages in which the rough,
familiar humours of the camp challenge with afrank, inevitable im-
pertinence the fine attitudes of the happy warrior. Itisless damaging
to the pose of a military hero to suggest that his proceedings spread
death, misery and destitution among the innocent, or that circum-
gances may make it necessary for him to cut the throats of his
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prisoners or to hang one of his own soldiers for steding a pyx, than
to dlow ordinary, decent, sensible men to comment shrewdly and
freely upon his performances or even to come within measurable
distance of his person. But Shakespeare had no choice in the matter.
Warlike Harry, if he were to retain the interest of his creator, must
stand the test of direct contact with men of normal stature and dis
position. He must breathe the same air as John Bates and Michael
Williams, come to terms with Fluellen, even hazard a word with
Ancient Pistol. Above al, the heroics of war, if they are to survive at
al, must prove sufficiently robust to prevail over the common sense
of the natural man who cries out with Falstaff's boy: ‘Would | were
in an aehousein London! | would give dl my fame for a pot of de
and safety.!

These humours of the camp, far from destroying the heroica
aspects of war, give them solidity and a human reference. Fluellen,
discussing sapper tactics with Gower; Macmorris, swearing it is no
time to discourse, what with the weather and the wars and the King
and the dukes and the day, whichis hot, and the town, which is *be-
seeched’; Jamy, who will do good service or 'lig i the grund' for it
—and 'that is the breffand thelong'; Pistol, cudgelled by the vaiant
Welshman into eating his leek for mocking at 'an ancient tradition,
begun upon an honourable respect and worn as a memorable trophy
of predeceased valour'—these episodes are as necessary to Shake-
speare's picture of total war as Henry's summons to the citadel of
Harfleur or his famous speech on the eve of Crispin's day.

But Shakespeare does more thanjust permit these homely incur-
sions into the heroic field. He deliberately brings them to terms with
Henry himself—not merely in comic interludes but as serious and
essentia items in his presentation of the royal character. There is no
more significant or instructive episode in the play than the conversa-
tion between Henry and his private soldiers on the eve of Agincourt.
In this encounter Shakespeare pauses in his presentation of ahero and
shows us the heart of a man. He relinquishes the set task which he
has undertaken, as an English patriot, to resume an enterprise which
lies nearer his heart. We have been losing Henry, the man, in the suc-
cessful politician and the royal captain. Now there is a pause in the
rhetoric. Henry of Monmouth has come to the supreme moment of
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his career and Shakespeare at this time of crigsis bent on showing us
how this situation affects the mind and conscience of the person
concerned.

No two characters could be more cunningly contrived for this
business than John Bates and Michagl Williams. The episode is apt to
be too lightly dismissed. A king, patrolling his camp by night in dis-
guise, meets two humble men-at-arms. They fal into argument.
The argument grows to a quarrel and one of the soldiers accepts the
king's glove. He will wear it in his cap and take his unknown ad-
versary abox on the ear, if it should ever be challenged. It is amerry
incident and the audience waits with pleasurable expectation for the
sequel, in which the soldier will realise his mistake and be magnanim-
oudly pardoned by aking of good fellows. Here, again, Shakespeare
plays his favourite trick of presenting the smple spectator with
something entertaining in itself which a the same time fulfils a
deeper purpose. For John Bates and Michael Williams give Henry of
Monmouth something to think about. Their random thrusts, going
straight to the mark, reved him more clearly and completely than
ever before.

The sceneis short and every rift is packed with ore:

(Enter three soldiers, JOHN BATES, ALEXANDER COURT and
MICHAEL WILLIAMS)

COURT: Brother John Bates, is not that the morning which breaks
yonder?

BATES: | think it be; but we have no great cause to desire the approach
of day.

WILLIAMS: We see yonder the beginning of the day, but | think we shall
never see the end of it. Who goes there?

K. HENRY: A friend.

WILLIAMS: Under what captain serveyou?

K. HENRY: Under Sir Thomas Erpingham.

WILLIAMS: A good old commander and a most kind gentleman: | pray
you, what thinks he of our estate?

K. HENRY: Even as men wrecked upon a sand, that look to be washed
offthenexttide.

BATES: He hath not told his thought to the king?

K. HENRY: No; nor it is not meet he should. For, though | spesk it to
you, | think theking isbut aman, as| am: theviolet smellsto him asit



HENRY OF MONMOUTH 237

doth to me; the element shows to him as it doth to me; all his senses have
but human conditions: his ceremonieslaid by, in his nakedness he appears
but aman; and though his affections arc higher mounted than ours, yet,
when they stoop, they stoop with the like wing. Therefore 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 should possess him with any appearance
offear, lest he, by showing it, should dishearten hisarmy.

It is the first sincerely human utterance we have had from Henry of
Monmouth. Evenin the moving scenes which preceded the death of
his father he spoke as a man who was testing the effect of his words
upon himsdf and fitting them to the occason. But now for a
moment he emerges from the legend to which he conscioudly or half
conscioudly adapts his behaviour. The King, he insts, is but a man,
though he cannot afford to admit so much to theworld.

Bates unexpectedly takes him at his word in retorts that are pure
soldier—blunt and sceptical, cynica without bitterness, matter-of-
fact and yet sturdily devoted:

BATES: He may show what outward courage he will; but | believe, as
cold a night as 'tis, he could wish himsdf in Thames up to the neck;
and so | would he were, and | by him, at al adventures, so we were quit
here.

K. HENRY: By my troth, | will speak my conscience of theking: | think
he would not wish himself anywhere but where heis.

BATES: Then | would he were here done; so should he be sure to be
ransomed, and many poor men's lives saved.

K. HENRY: | dare say you love him not so ill to wish him here aone,
howsoever you speak this to feel other men's minds. methinks | could not
die anywhere so contented as in the king's company; his cause being just
and his quarrel honourable.

WILLIAMS: That'smorethanweknow.

BATES: Ay, or more than we should seek after; for we know enough, if
we know we are the king's subjects: if his cause be wrong, our obedience
to the king wipes the crime of it out of us.

So the argument is started. Bates dl unwittingly has stung Henry
to the quick. At every significant moment of his career he has been
prompted tojustify his conduct and at the same time to evade moral
responsibility for his actions. This is the man who, summoning the
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French garrison at Harfleur to surrender, declared to the governor
of the city:

What isit then to me, ifimpious war,

Array'd inflameslike to the prince of fiends,

Do, with his smirch'd complexion, dl fell feats

Enlink'd to waste and desolation?

What ist to me, when you yourselves are cause,

Ifyour pure maidens fal into the hand

Ofhot and forcing violation?

And now, out of the mouth of John Bates, he finds himself charged
with precisely the burden he has dways sought to avoid. Here, too,
is Michael Williams to drive it home:

But if the cause be not good, the king himself hath a heavy reckoning to
make; when al those legs and arms and heads, chopped off in a battle,
shdl join together at the latter day and cry al 'We died at such a place’;
some swearing, some crying for asurgeon, some upon their wives | eft poor
behind them, some upon the debts they owe, some upon their children
rawly left. | am afeard there are few die well that diein a battle; for how
can they charitably dispose of any thing, when blood is their argument?
Now, if these men do not die well, it will be a black matter for the king
who led them to it; whom to disobey were against al proportion of sub-
jection.

Driven to the wall, Henry is prompt in his defence. Despite his
lifelong evasions he has been brought to a point where the imminent
death of twenty thousand men is laid to his account. He answers as
best he can. But what a poor, muddled and irrelevant answer it ig!
Playing tricks with his conscience, he has become incapable of even
S0 much as an honest piece of reasoning. The head is attainted with
the heart. Williams has plainly declared that a king who induces his
subjects to fight for himin a bad cause must be held responsible for
the lives of his men. Henry catches a a conclusion in the soldier's
argument which is not really relevant to the main charge. Rebutting
a proposition which neither Bates nor Williams has serioudy main-
tained, he protests that wicked soldiers who die in battle must be held
responsible for their private sns and that the king cannot be held
accountable for their damnation. The caseis glibly presented—when
was Henry ever at aloss for words?—but it has no bearing on the
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smple issue raised by Bates and Williams, namely that a king who
leads his soldiers to war without a good and sufficient reason has a
heavy reckoning to pay on the day of judgment. Henry's pleais a
sheer evasion of the issue:

So, if ason that is by his father sent about merchandise do sinfully mis-
carry upon the sea, the imputation of his wickedness, by your rule, should
be imposed upon his father that sent him: or if a servant, under his master's
command transporting a sum of money, be assailed by robbers and die in
many irreconciled iniquities, you may cdl the business of the master the
author of the servant's damnation:; but thisis not so: the king is not bound
to answer the particular endings of his soldiers, the father of his son, nor
the master of his servant; for they purpose not their death, when they
purposetheir services.

Henry, having tried to extricate himself by wilfully misrepresenting
the charge, next tries to shift the responsbility from himsdf to the
victims of his ambition:

Besides, there isno king, be his cause never so spotless, if it come to the
arbitrement of swords, can try it out with al unspotted soldiers. some,
peradventure, have on them the guilt of premeditated and contrived
murder; some, of beguiling virgins with the broken seals of perjury; some,
making the wars their bulwark, that have before gored the gentle bosom
of peace with pillage and robbery. Now, if these men have defeated the
law and outrun native punishment, though they can outstrip men, they
have no wings to fly from God: war is his beadle, war is his vengeance;
so that here men are punished for before-breach of the king's laws in now
the king's quarrel: where they feared the death, they have borne life
away; and where they would be safe, they perish: then if they die unpro-
vided, no more is the king guilty of their damnation than he was before
guilty of those impieties for die which they are now visited.

This devastating comment of a roya captain on the quality and
composition of his 'band of brothers' is followed by the inevitable
homily in which, here as elsawhere, he seeks compensation for the
moral discomfort of his position:

Therefore should every soldier in the wars do as every sick man in his
bed, wash every mote out of his conscience; and dying so, death is to him
advantage; or not dying, the time was blessedly lost wherein such pre-
paration was gained: and in him that escapes, it were not sin to think that,
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making God so free an offer, He let him outlive that day to see His great-
ness, and to teach others how they should prepare.

Henry argues that a good general is not responsible for the
gns of his wicked soldiers. He has incidentally suggested that war,
being God's beadle, isamora institution. The two soldiers, insmple
generosity, forbear to press their contention that kings, good or bad,
are responsible for the wars which their subjects are in duty com-
pelled to undertake under their leadership, and they courteously con-
cede the secondary point so warmly urged by their opponent:

WILLIAMS: Tis certain, every man that doesiill, the ill upon his own
head, theking isnot to answer it.

BATES: | do not desire he should answer for me; and yet | determine to
fight lustily for him.

The argument is now concluded. It is followed by the quarrel be-
tween the King and Williams, in which Shakespeare for a moment
lightens the mood of his play in order that he may, some thirty lines
later on, enhance by contrast the solemnity of the King's famous
soliloquy:

K.HENRY:: | mysdlf heard theking say hewould not beransomed.
WILLIAMS: Ay, he said so, to make us fight cheerfully; but when our
throats are cut, he may be ransomed, and we ne'er the wiser.
K.HENRY: Ifl liveto seeit, | will never trust hisword after.
WILLIAMS: You pay him then. That's a perilous shot out of an elder-
gun, that a poor and a private displeasure can do against a monarch! you
may as well go about to turn the sun to ice with fanning in his face with
a peacock's feather. You'll never trust his word after! come, 'tis a foolish
saying.
K. HENRY: Your reproof is something too round; | should be angry
with you, if the time were convenient.
WILLIAMS: Letitbeaquarrel betweenus, ifyoulive.
K. HENRY: | embrace it.
WILLIAMS:; Howshall | knowtheeagain?
K. HENRY: Give me any gage of thine, and | will wear it in my bonnet:
then, if ever thou darest acknowledge it, | will make it my quarrel.
WILLIAMS:; Herésmy glove: givemeanother of thine.
K.HENRY: There.
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WILLIAMS: Thiswill | dsowear inmy cap: if ever thou cometo meand
say, after to-morrow, Thisis my glove, by this hand | will take thee a
box on the ear.

K.HENRY: Ifever | liveto seeit, | will challengeit.

WILLIAMS: Thoudarestaswell behanged.

The dramatic significance of this passage, amusing in itsdf, is
abruptly disclosed as soon as Henry is left done. Then we redise
that Henry, apparently unaffected by his encounter with the two
soldiers and carrying off the situation with a practical joke, is in-
wardly bruised and shaken:

Upontheking! let usour lives, our souls,
Our debts, our careful wives,

Our children, and our sins lay on the king!
We must bear al.

The fifty magnificent lines which follow merely embroider the
theme. They arc often read—or misread—as expressing a great
king's sense of the futility of pomp and the loneliness of a pre-
eminence which hewould gladly discard:

‘Tisnot the balm, the sceptre and the ball,
The sword, the mace, the crown imperid,
The intertissued robe of gold and pearl,

The farced ride running Tore theking,

The throne he sits on, nor the tide of pomp
Tliat beats upon the high shore of this world,
No, not al these, thrice-gorgeous ceremony,
Not dl these, laidin bed majestical,
Candeep so soundly asthewretched dave,
Who with a body fill'd and vacant mind
Getshimto rest, cramm'd with distressful bread:;
Never sees horrid night, the child of hell,
But, likealackey, from dieriseto set

Sweats in the eye of Phoebus, and all night
Seepsin Elysium; next day after dawn,
Doth rise and help Hyperion to his horse.
And follows so the ever-running year,

With profitable labour, to his grave.
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All this is very fine, but essentially no more than a recail
from the mora burden thrust upon him as a ruler. John Bates and
Michael Williams have left him face to face with his responsibility.
He may try to evade it in specious argument, but there is no
escaping the truth that spesks through these blunt, honest and
simple men; and, driven to the wall, he bemoans his fate in an access
of self-pity and of almost childish petulance against those who seek
to lay so heavy acharge upon his conscience:

O hard condition,
Twin-born with greatness, subject to the breath
Of every fool, whose sense no more can feel
Buthisownwringing!

From this recoil to a fina indictment of idol ceremony is an easy
step and from sonorous invective against the proud dream that plays
so subtly with aking's repose it is a yet easier step for Henry to see
himsdf as a royal martyr wearing out his life in the service of his
people:

The dave, amember of the country's peace,

Enjoysit; butin gross brain little wots

What watch the king keeps to maintain the peace,

Whose hours the peasant best advantages.

Thisis surely the most ingenuous apologia ever put into the mouth
of apublic person. Henry, professing to envy the wretched save who
deeps in Elysium, has invaded France in order that he may acquire
asecond crown which is to secure him yet more firmly in possession
of acrown already inhis grasp! He sighs to think that the gross brain
of the peasant little wots what watch the king keeps to maintain the
peace and Within afew hours heisto win afamous victory in awar
of conquest.

But gtill Shakespeare maintains a perfect innocence. He is not de-
liberately anatomising a moral humbug or plumbing the depths of
self-deception to which a successful political leader may be driven.
He is presenting in dl smplicity a political hero—the things that a
political hero, when he is Henry of Monmouth, quite inevitably
does and says. Incidentaly his imagination is caught and held by the
very human spectacle of a man in whom physical courage and
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resol utewill areconstantly at oddswithatender conscience Henry ES"EY
was determined to be not only agood sovereign but a moral paragon),
He must stand well with dl the world — including himself. He must
be perpetually building himsdf up as the best of kings and the king
of good fellows. Meanwhile, we cannot fail to note that, in the
degree to which he loses his heroic stature, he more intimately en-
gages the sympathy of his creator. We feel that Shakespeare is more
deeply interested in the mora weakling who complains to God that
he is unfairly held accountable for the lives and fortunes of his sub-
jects thanin the efficient ruler or theroyal captain. Thereisasensein
which Henry becomes more likeable as his limitations are reveaed.
A king who, at the climax of an unprovoked war of aggression,
contrives to see himself as God's minister watching to maintain the
peace, raises a smile which has in it more charity and fellow feeling
than the impersona admiration with which we follow the political
and martial excursions of his public life. Shakespeare, looking be-
neath the surface of his hero, exposes him not to contempt but to a
more friendly understanding of his person.

The soliloquy in which Henry wistfully endeavours to come to
terms with his 'hard condition' is followed by the prayer in which
he makes an even more pathetic effort to come to terms with the

Almighty: Not to-d.y, O Lord!
O, not tp-day, think not upon the fault
My father made in compassing the crown!
| Richard'sbody haveinterr'danew,
And on it have bestow'd more contrite tears
Than from it issu'd forced drops of blood:
Five hundred poor | haveinyearly pay,
Who twice a day their wither'd hands hold up
Toward heaven, to pardon blood; and | have built
Two chantries, where the sad and solemn priests
Sing till for Richard's soul. Morewill | do;
Though dl that | can do isnothing worth,
Since that my penitence comes after all,
Imploring pardon.

It is the climax of his self-exposure. The usurpation to which he owes
the crown lies heavy on his soul. Hisfirst impulse, as usud, is to deny



244 POLITICAL CHARACTERS OF SHAKESPEARE

his own responsibility: it is his father's fault for which he begs for-
giveness. Secondly, he has done everything he can to mitigate the
offence: he has handsomely buried the victim; he has five hundred
poor men in his pay to implore heaven's pardon for the crime to
which he owes his greatness; he has built two chantries where the
sad and solemn priests still sing for Richard's soul. And heis penitent
—s0 far as penitence for a fault is compatible with retaining its
advantages. He has in fact done dl that seems humanly possible to
atone for a crime which was none of his committing and he has done
al that is politically possible to carry out successfully the advice of
the crimind whereby he hopes to be left in secure possesson of his
inheritance.

Critics great and small have foundin the last Act of'Henry V asad
declinefrom the heroics of Agincourt to the King's facetious wooing
of a French princess. Yet it is difficult to imagine amorefitting close
to the political argument or a more consistent handling of the
central character in his final appearances. A war of conquest, under-
taken on the advice of a shrewd politician and with the sagacious
connivance of the highest spiritual authority in the land, fittingly
.concludes with a friendly conclave of princes tactfully contrived by
aneutral intermediary. The French King sautes his dear brother of
England. The Duke of Burgundy discourses of the horrozs of war
and the blessings of peace. The victor is willing to be reconciled with
the vanquished—provided his demands are met in full; and Henry is
left to pay his addresses to alady who is to be included in the spoils
of war.

Of Henry's courtship uncivil things have been said. Attention has
been concentrated on the superficial comedy of the blunt soldier who
cannot minceit in love but whose heart is in the right place:

If 1 could win alady at leap-frog, or by vaulting into my saddle with
my armour on my neck, under the correction of bragging be it spoken, |
should quickly leap into awife. Or if | might buffet for my love, or bound
my horse for her favours, | could lay on like a butcher and sit like ajack-
an-apes, never off. But, before God, Kate, | cannot look greenly nor gasp
out my eloquence, nor | have no cunning in protestation; only downright
oaths, which | never use till urged, nor never break for urging. If thou
candt love a fellow of this temper, Kate, whose face is not worth sun-
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burning, that never looks in his glass for love of any thing he sees there,
letthineeyebethy cook.

A good leg will fall; a straight back will stoop; a black beard will turn
white; a curled pate will grow bald; afair face will wither; afull eye will
wax hollow; but a good heart, Kate, is the sun and the moon; or rather
the sun and not the moon; for it shines bright and never changes, but
keeps his course truly. If thou would have such a one, take me; and take
me, take asoldier; takeasoldier, take aking.

On the face of it this isjust a piece of light foolery to bring down
the curtain on a tale that is told. If, however, we are interested in
Shakespeare's handling of Henry's character, there is more to be said
of it. We have had our little touch of Harry in the night, epitome of
al that is most valiant and fortunate in English leadership. Heis now
to divert us by displaying in his winning of a wifejust those char-
acteristics which are most admired in the legendary Englishman.
He can say no more than he means—though he talks twenty to the
dozen. He can jest good-humouredly with his enemy—when his
enemy is beaten. He can offer a sound heart to afair lady—when her
dowry is assured. He can be courteous, familiar and kind—when he
has everything his own way. He can be grossly merry—when there

« isno cal for solemnity or the high horse:

If ever thou be'st mine, Kate—as | have a saving faith within me tells
me thou shalt,—I get thee with scambling, and thou must therefore needs
prove a good soldier-breeder; shal not thou and I, between Saint Denis
and Saint George, compound a boy, half French, half English, that shall
go to Constantinople and take the Turk by the beard?

He can clam and take a kiss in wholesome defiance of nice customs;
but, for al his pleasant-spoken ways, he never loses grip of the real
businessinhand:

K. HENRY: Shdl Kate be my wife?
FRENCH KING: So please you.
K. HENRY: | am content; so the maiden citiesyou talk of may wait on her.

There is, moreover, a fina respect in which this farewell scene
serves as a fitting conclusion to the dramatic life-story of Henry of
Monmouth. His bluff but very competent wooing of Katharine,
in which the word 'love falls so easily from his lips, provokes in us
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the reflection thatUn the whole course of his long career we have
never been able to detect in him one spark of disinterested affection
for aliving soul. Heis generously beloved of many, but gives nothing
ofhimsdlfin return. He can be dl things to dl men, provided he may
keep his own affections. He is kind, provided it costs him little or
nothing, and he is correspondingly cruel if his own interests or
dignity are threatened. Falstaff, who loved him, refers searchingly to
the 'cold blood he did naturally inherit of his father* and his father,
who knew him best, warned his younger sons not to presume upon
their brother's affection:
Bluntnothislove,

Nor lose the great advantage of his grace

By seeming cold or careless of his will;

For heis gracious, if he be observed;

He hath atear for pity and ahand

Openasdayformeltingchanty:

Yet, notwithstanding, being inccnsd, he sflint.

No; the wooing of Katharine is not an impertinent trifle. There is
anirony, not lessdelightful for being so amiably dispassionate, in this
concluding picture of Henry of Monmouth heartily professing his
love.

Shakespeare's Henry of Monmouth has confronted us ‘with the
question in its simplest terms: To what extent, if any, are Shake-
speare's political characters brought to judgment? When, if ever, is
a deliberate satire intended? How far is the dramatist aware of the
havoc wrought among the great figures of history as his imagination
ranges the highways of public life?

Henry is by some critics fervently extolled as an embodiment of
heroic kingship, to which the imagination of his countrymen can
turnin any agefor comfort and assurance. By others heis denounced
as an embodiment of everything that is coarse, common and insincere
in political leadership. Arewe, they ask, to take for our national hero
a man who engages in a war of conquest from the lowest motives;
who throws the moral responsibility for his crimes on Holy Church;
who blames his victims in advance for the sufferings which he wan-
tonly inflicts; who, in discarding the companions of his youth or
executing his political opponents or threatening to sack a city or
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giving orders that every soldier shall cut his prisoners throats, strikes
an attitude of conscious rectitude? Did not the dramatist rather mean
to show us of what poor stuffthe great worthies of history are made?

The answer must be that Shakespeare as little intended to present
as to demolish a hero. He found this man in the chronicles and,
bringing him on to the stage, gives him precisely the qualities proper
to his fame. There is neither censure nor commendation. The spec-
tators may take Shakespeare's Henry as they please and they have so
taken him for three hundred years. According to your mood or dis-
position he is the happy warrior who stands with his band of
brothers at Agincourt, who'se little touch of Harry in the night casts
the magic of irresistible leadership over his tattered ranks, whose
feats of arms are a national inheritance and whose voice is that of a
country called on by divine providence to blow its own trumpet to
the confusion of lesser breeds. Or he is a man who exhibits with a
disarming smplicity just those limitations of mind and heart which
enable their fortunate possessor to command the respect of his con-
temporaries and the applause of posterity\ Shakespeare knew what
sort of man succeeds in public life and in Henry he presents us with
just that sort of man.

The qualities in Henry which have caused him to be accepted as a
national .paragon need no advertisement. The negative approach is
less widely appreciated. For every thousand hearts that have thrilled
to the words and gestures of warlike Harry before Harfleur or on
the field of Agincourt barely ten or a dozen are familiar with Haz-
litt's savage indictment. How Hazlitt hated this most admired of
English monarchs and how good were his reasons! 'Henry,'Hazlitt
writes, 'because he did not know how to govern his own kingdom,
determined to make war upon his neighbours. Because his own title
to the crownwas doubtful, helaid clamto that of France. Becausehe
did not know how to exercise the enormous power which had just
dropped into his hands to any one good purpose, he immediately
undertook to do al the mischief he could. . .. Henry declares his
resolution, when France is his, to bend it to his awe or break it al to
pieces—a resolution, worthy of a conqueror, to destroy dl he cannot
enslave; and, what adds to thejoke, he lays dl the blame of the con-
sequences of his ambition on those who will not submit tamely to
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his tyranny." Cooling down a little, Hazlitt continues. 'He was a
hero—that is, hewas ready to sacrifice his own life for the pleasure of
destroying thousands of other lives. . . . How do we like him? We
like him in the play. There he is a very amiable monster, a very
splendid pageant. As we like to gaze a a panther or ayoung lion in
their cages in the Tower and catch a pleasing horror from their
glistening eyes, their velvet paws and dreadless roar, so we take a
very romantic, heroic, patriotic and poetical delight in the boasts
and feats of our younger Harry as they appear on the stage and
are confined to lines often syllables!

Much didike and not a little contempt—oddly blended with a re-
luctant admiration—have pursued this splendid figure down the
years. The poets are amost unanimous. For Yeats, Henry of Mon-
mouth was the vessd of clay which Shakespeare had to make as a
companion piece to Richard of Bordeaux, his vessel of porcelain:
'He has the gross vices, the coarse nerves, of onewhoisto rule among
violent people. . . . Heis as remorseless and undistinguished as some
natural force. . . . Shakespeare watched Henry V, not indeed as he
watched the greater soulsin the visionary procession, but cheerfully,
as one watches some handsome spirited horse, and he spoke his tae,
as he spoke dl tales, with tragic irony.' John Masefield, among till-
living poets, has stigmatised Henry as 'the one commonplace man in
the eight historical plays. ... He has the knack of life that fits human
beingsfor whatever isanimal in human affairs.’

Critics of the negative school usually extend their didike of Henry
to the play itself. Hazlitt found it second-rate. Sir Edmund Chambers
writes to-day: 'With the exception of a few unconsidered words that
fall from the mouth of a woman of no reputation, there is nothing
that isintimate, nothing that touches the depths.’

Equally among the critics who admire or didike Shakespeare's
Henry are many who assume that their admiration or didike was
shared by the author. Those who love the lovely bully naturally
have no doubt that Shakespeare was writing in praise from a full
heart. Naturally, too, those who find in Henry aking of shreds and
patches like to think that Shakespeare intended a satire. But oddly
enough, there are dso critics of the negative school who, though
they themsdlves feel a whole-hearted contempt for Henry, yet main-
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tain that he was Shakespeare's darling. Shakespeare, they seem to say,
loved England so well that he was taken in by his own apotheosis
of an English king.

Be it noted that al critics dike, however much they may differ in
their estimate of Henry, discuss his behaviour and fedl the impact of
his personality as though he were area person and not a character in
a play. This disposes, once for dl, of the question whether Shake-
speare intended a panegyric or a satire. Shakespeare's concern as a
dramatist was to present a man and he has here presented him to
such good purpose that we didike or admire him, quarrel about
him, take one view of him to-day and another view of him to-
morrow, praise his virtues or deplore his weaknesses, find him here
mean or there magnificent, as we should do in the case of any man
in real life who claimed to be our leader or representative in war or
peace. The mere fact that different people take different views of
Henry, or that the same people can be so divided in their opinions
about him according to the mood or moment of their approach, is
the best possible proof of Shakespeare's complete neutrality.
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CAIUS MARCIUS CORIOLANUS

SHAKESPEARE in 'Coriolanus' takes for his theme a recurrent political
problem of dl times and places. A representative group of Roman
patricians, whose attitudes and dispositions are embodied at a maxi-
mum in a heroically proud member of their class, is confronted with
a representative group of Roman plebeians, whose grievances cal for
alimitation of the rights conferred by birth and privilege upon their
rulers. Politics are a predominating interest in scene after scene of the
play. Itis true that Shakespeare's imagination, as always, is concen-
trated rather upon the individual men and women who play their
partsin apublic contention than upon the socia implications of their
behaviour, but in this particular tragedy the individual men and
women are passionately concerned with their rights and wrongs as
citizens in a community. The ultimate climax of the tragedy is a con-
flict between personal pride and family affection rather than a con-
flict between the principles of aristocratic and popular government.
But the virtues and vices of the principal characters are dl related to
their place and function in the commonwealth; their acticns and
passions are almost wholly governed by their conceptions of what is
due to them or expected of them as belonging to an estate of the
nation.

‘Coriolanus, being the most exclusively political play by Shake-
speare, has naturally raised in its most acute form the question
whether and, if so, to what extent the author's personal political
sympathies are engaged. Careful critics and casua audiences alike,
feeling the immediate impact of the play, have, according to their
considered opinions or momentary prejudice, variously regarded it
as an impartial presentation of the secular struggle between the few
and the many, a whole-hearted indictment of democracy, or an
ardent profession of faith in the aristocratic principle. Much eloquent
and persuasive comment has been written in the conviction that
Shakespeare definitely reveas himsdlf as temperamentally hostile to
the mutable, rank-scented many. The view has aso its champions

250
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that Shakespeare, in his portrait of Coriolanus and of the ruin that
overtakes him, is rebuking the insolence of caste and exposing the
stupidity and sdlfishness of a typica autocrat. Such speculations are
better left for consideration at a later stage. It will be easer—it may
even be unnecessary—to discuss Shakespeare's politica intentions
when we have watched the drama unfold itself episode by episode
to its conclusion.

The origin and merits of the political dispute which determines
the action of the play are clearly stated in the opening scene. The
grievances of the people, the quality of mind and temper in which
they are approached dike by the patricians and the plebeians, the
attitude of Marcius himself, the watchful sagecity of the popular
leaders are in turn disclosed. Shakespeare states at once the principd
themes of his composition, each to be further developed in its appro-
priate setting, and he states them with a careful precison which cdls
for an equally careful precisonin their andyss.

Itis to be noted that these citizens of Rome, who enter with clubs,
staves and other weapons, have good and sufficient reason for
mutiny. They are resolved to 'die rather than famish'. Caius Marcius
is their enemy-in-chicf, a Very dog to the commonalty'. First
Citizen, who is the most violently inclined of them al, cals God to
witness that he speaks 'in hunger for bread, not in thirst for revenge,
and hisindictment is well-founded:

We are accounted poor citizens, the patricians good. What authority
surfeits on would relieve us: if they would yield us but the superfluity,
while it were wholesome, we might guess they relieved us humanely; but
they think we are too dear: the leanness that afflicts us, the object of our
misery, is as an inventory to particularise their abundance; our sufferance
isagain to them.

Second Citizen pleads for Marcius with a magnanimity whichisvery
creditablein ahungry man, but First Citizen answers him shrewdly:

SEC. CITIZEN: Consider youwhat serviceshe hasdonefor hiscountry?

FIRST CITIZEN: Very well; and could be content to give him good report
for 't, but that he pays himself with being proud.

SEC. CITIZEN: Nay, but speak not malicioudly.

FIRST CITIZEN: | say unto you, what he hath done famously, he did it to
that end: though soft-conscienced men can be content to say it was for his
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country, he did it to please his mother, and to be partly proud; which he
is, even to the altitude of his virtue.

SEC. CITIZEN: What he cannot help in his nature, you account avicein
him. Y ou mustin no way say heis covetous.

FIRST CITIZEN: If I must not, | need not be barren of accusations; he
hath faults, with surplus, to tirein repetition.

Menenius Agrippa now comes upon the stage. He is a patrician,
but 'one that hath aways loved the people. With him the citizens
are ready to discuss matters in good faith. They have no quarrel with
anoble Roman who has adecent regard for their interests:

MENENIUS: Why, masters, my goodfriends, minehonest neighbours,

Will you undoyourselves?

FIRST CITIZEN: We cannot, sir; we are undone already.
MENENIUS: Itdll you, friends, most charitablecare

Have the patricians of you. For your wants,

Y our suffering in this dearth, you may aswell

Strike at the heaven with your staves aslift them

Against the Roman state, whose course will on

The way it takes, cracking ten thousand curbs

Of more strong link asunder than can ever

Appear in your impediment. For the dearth,

The gods, not the patricians, make t, and

Y our knees to them, not arms, must help. Alack!

You are transported by calamity .

Thither where more attends you; and you dander

The helms o' the state, who carefor you like fathers,

When you curse them as enemies.
FIRST CITIZEN: Care for us! True, indeed! They ne'er cared for us yet:
suffer us to famish, and their store-houses crammed with grain; make
edicts for usury, to support usurers; repeal daly any wholesome act
established against the rich, and provide more piercing statutes daily to
chain up and restrain the poor. If the wars eat us not up, they will; and
there's al thelove they bear us.

Menenius retorts with his celebrated fable of the belly and its
members. This passage, apart from its quality as alively specimen of
dramatic dialogue, helps indirectly to establish Shakespeare's general
attitude to the citizens of Rome. First Citizen is ready to hear the
fable, though he honestly warns Menenius. 'You must not think to



fob off our disgrace with ata€. He is intrigued by the story and
dert to sdze its drift. The genid, conversable style of the senator is
contrasted with the more serious, emotiona approach of the man of
the people who, though his fancy is caught by the narrative and
though he contributes picturesque touches of his own, presses in-
a conclusion. Menenius is entirely at ease with these
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people and they with him:
MENENIUS: Therewasatimewhendl thebody'smembers

FIRST CITIZEN:

Rebeird against the belly, thus accused it:

That only like a gulfit did remain

T themidst o' the body, idleand inactive,

Still cupboarding the viand, never bearing
Likelabour withtherest, wherethe other instruments
Didseeand hear, devise, instruct, walk, feel,

And, mutually participate, did minister

Unto the appetite and affection common

Of the whole body. The belly answer'd—

Well, sr, what answer madethe belly?

MENENIUS: Sir, | shall tell you. Withakind of smile,

FIRST CITIZEN:

Which ne'er came from the lungs, but even thus—
For, look you, I may makethe belly smile
Aswell asspeak—it tauntingly replied
To the discontented members, the mutinous parts
That envied hisreceipt; even so most fitly
Asyoumalign our senatorsfor that
They arenot such asyou—

Y our belly's answer? What!
The kingly-crowned head, the vigilant eye,
The counsdllor heart, the arm our soldier,
Our steed the leg, the tongue our trumpeter,
With other muniments and petty helps
Inthisour fabric, if that they—

MENENIUS: What then?

'Foreme, thisfellow speaks! What then? what then?

FIRST CITIZEN: Should by the cormorant belly be rcstrain'd

Who isthe sink o' the body,—

MENENIUS: Well, what then?
FIRST CITIZEN: Theformer agents, if they did complain,

What could the belly answer?
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MENENIUS: | will tell you;
Ifyou'll bestow asmall, of what you have little,
Patience awhile, you'll hear the belly's answer.
FIRST CITIZEN: Y ou'relong about it.
MENENIUS: Note methis, good friend;
Y our most grave belly was deliberate,
Not rash like his accusers.

There is good-natured chaff on both sides. The senator twits the
citizen with his eloquence ('Fore me, this fellow speaks!) the citizen
comments gruffly on the senator's prolixity (You're long about it).
There is no bad blood between them and, on the popular side, a
readiness to consider the other fellow's point of view. For when the
belly at last replies:

‘Trueisit, my incorporatefriends,' quoth he,
‘That | recelve the general food at first,
Whichyoudoliveupon: andfititis,
Because | am the store-house and the shop

Of thewhole body: but, if you do remember,
| send it through the rivers of your blood,
Even to the court, the heart, to the scat o' the brain;
And, through the cranks and offices of man,
The strongest nerves and small inferior veins
From me receive that natural competency
Whereby they live'—

First Citizen handsomely concedes: 'ltwasananswer.’

There is another point to be noted. Mencnius is popular. The
citizens like him for his good humour and his honesty. But Shake-
Speare indsts from the outset that he has no understanding of the
peopl€'s grievances, no real respect for their rights or opinions, no
grasp of the socid issues involved. Menenius maintains to the last his
attitude of familiarity, man to man, with the citizens, but concludes
with the monstrous assertion that al good derives from the nobility
and that none can come of the commons:

MENENIUS: Touching theweal o' the common, you shall find
No public benefit which you receive
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But it proceeds or comes from them to you
And no way from yourselves. What do you think,
You, the great toe of this assembly?

FIRST CITIZEN: | the great toe! why the great toe?

MENENIUS: For that, being one o' the lowest, basest, poorest,
Of this most wise rebellion, thou go'st foremost:
Thourascd, thouartworstinbloodtorun,
Lead'st first to win some vantage.

But make you ready your stiff bats and clubs:
Rome and her rats are at the point of battle.
The one side must have bale.

Menenius is Shakespeare's portrait of an average member of the
privileged class in any community, the speaking likeness of an
English squire removed to a Roman setting. He can talk to the
people as one man to another because he is entirely assured of his
position. For him it is an axiom that his class is supreme in the nation
by a benevolent and wholly natural dispensation of providence. He
is disposed to regard these citizens with an affectionate tolerance,
provided they know their place and arc content to ascribe their mis-
fortunes to heaven and not to the government of which he is a
member.

Thai; is how Shakespeare sees the good-natured aristocrat, who
can be tolerant because it never occurs to him to question his own
status or that of the masses. But we are now to behold an aristocrat
for whom the masses have no status at al, who has a blind contempt
for the common man and is impatient of any claim to con-
sideration or fair dealiing put forward by persons not of his own
class.

Caius Marcius comes upon the scene as Menenius concludes his
fable. Shakespeare presents his hero at once in dl his superbity. He
returns the greeting of Menenius with a single word and turns at
once upon the citizens:

MENENIUS:Hail,nobleMarcius!
MARCIUS: Thanks. What's the matter, you dissentious rogues.
That, rubbing the poor itch of your opinion,
Make yourself scabs?
FIRST CITIZEN: We have ever your good word.
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MARCIUS: Hethat will givegood wordsto theewill flatter
Beneath abhorring. What would you have, you curs,
That like nor peace nor war? the one affrights you,
The other makes you proud. He that trusts to you,
Where he should find you lions, finds you hares,
Where foxes, geese.
He that depends
Upon your favours swims with fins of lead
And hews down oaks with rushes. Hang yc! Trust yc?
With every minute you do change a mind,
And cal him noble that was now your hate,
Him vile that was your garland. What's the matter,
That in these several places of the city
You cry against the noble senate, who,
Under the gods, keep you in awe, which else
Would feed on one another? What's their seeking?
MENENIUS: For cornat their ownrates, whereof they say,
The city is well stored.

Marciusis not prepared to argue the matter. The question, for him,
is not whether the demand of the citizens isjust or their contention
well-founded. For him it is an outrage that these men should pre-
sume to have any opinion at dl and his only remedy for their
grievancesisageneral massacre:

Hang 'em! They say!
They'll sit by thefire, and presume to know
What's done i' the Capitol; who's like to rise,
Who thrives, and who declines; sidefactions, and give out
Conjectural marriages; making partiesstrong,
And feebling such as stand not in their liking
Below their cobbled shoes. They say there's grain enough!
Would the nobility lay aside their ruth,
And let me use my sword, I'd make a quarry
With thousands of these quarter'd daves, ashigh
Asl| could pick my lance.

Menenius asks Marcius what has happened on the other side of the
city, where the main body of the rebels has met the representatives
of the senate. Marcius tells his story in afashion that stresses in every
line his indifference to the people's hardships and his indignation



CAIUS MARCIUS CORIOLANUS 257

that any concessions should be accorded them. The senate, it seems,
have decided to alow them representatives to defend their interests.
This, in his view, is that thin end of the wedge which is the eternal
bugbear of privilege:

MARCIUS: They said they werean-hungry; sigh'd forth proverbs;
That hunger broke stone walls; that dogs must cat;
That meat was made for mouths; that the gods sent not
Cornfortherichmenonly; withtheseshreds
Theyventedtheir complainings; whichbeinganswer'd,
Andapetitiongrantedthem, astrangeone,—
To break the heart of generosity,
Andmakeboldpowerlook pale,—they threwtheir caps
Asthey would hang them onthehornso' themoon,
Shouting their emulation.

MENENIUS: What is granted them?

MARCIUS: Fivetribunesto defend their vulgar wisdoms,
Oftheir own choice: one'sJunius Brutus,
Sicinius Velutus, and | know not—'Sdeath!
The rabble should have first unroof'd the city,
Ereso prevail'd with me; it will in time
"Win upon power, and throw forth greater themes
For insurrection's arguing.

‘Thisis strange.' says Meneiiius, who as a good conservative does not
take kindly to reform. But his response is neither contemptuous nor
hostile. .

Shakespeare, in this opening scene, clearly indicates the reasons on
which Caius Marcius bases his contempt for the people of Rome.
They have no liking for war and they fall short of his own high
standard of valour. Then, too, they are fickle and not to be trusted.
A born soldier, who is never so happy as on the field of battle, may
perhaps be excused for feeling that heis abraver and better man than
persons of a less martial disposition. The accusation that the citizens
of Rome are uncertain in"their alegiance comes less appropriately
from a Roman generd who, under the influence of private passion,
is shortly to lead ahostile army against his countrymen.

Shakespeare, while according to Marcius the pam for valour, is
careful to indicate that his hero's bravery isinspired by family feeling

R



258 POLITICAL CHARACTERS OF SHAKESPEARE

and love of fame rather than any desire to serve the commonwealth.
First Citizen has shrewdly affirmed that ‘what he did famously, he
did it to that end; though soft-conscienced men can be content to
say it was for his country, he did it to please his mother or to be
partly proud®; and, lest we should take this to be apartisan conclusion,
Shakespeare, towards the end of the scene, drives the point firmly
home in a speech ddivered by Marcius himsalf when he learns that
the Volsces are in arms under Tullus Aufldius. First he exclaims that,
if he were not Caius Marcius, he would wish to be Aufldius. Next he
declares that, if Aufidius were on his sde in the war, he would go
over to the enemy for the sheer pleasure of fighting so excellent a
soldier:

MARCIUS: They have aleader,
TullusAufidius, thatwill putyouto't.
I sninenvyinghisnobility,
Andwerel any thingbutwhat | am,
I'dwishmeonly he.

COMINIUS: Y ou have fought together.

MARCIUS: Were hdfto haftheworld by the ears, and he
Uponmy party, I'drevolt, tomake
Only my warswithhim: heisalion
That| amproudtohunt.

That the Volsces are preparing to attack his native land is meat and
drink to Marcius. Here is not only a heaven-sent opportunity to
increase his glory, but a chance to get even with the rabble of Rome:

MESSENGER: Where'sCaiusMarcius?
MARCIUS: Here: what's the matter ?
MESSENGER: Thenewsis, sit, the Volscesarein arms.
MARCIUS: | anglad on 't: then we shall ha' meansto vent
Our musty superfluity;

and he leaves the stage with afina fling a the citizens.

This opening scene concludes with a dialogue between Sicinius
and Brutus, the newly-elected tribunes of the people. Shakespeare's
presentation of these two men completes his statement of the major
theme of the tragedy. No two characters in Shakespeare have been
more severely handled by the critics. Since Dr. Johnson referred to
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their ‘plebeian malignity and tribunitian insolence, they have been
repeatedly held up to obloguy as a brace of intriguing, mean-
spirited rascals whose base manoeuvres precipitate the tragedy and
utterly discredit the popular cause. On that issue let us again reserve
judgment till we have carefully examined their purposes and pro-
ceedings. For better or worse, these tribunes are Shakespeare's
counterfeit presentment of two labour leaders. They are the natural
products of a class war in the commonwealth. They use their wits to
defend the interests of the popular party and to remove from power
a declared enemy of the people. They have neither the wish, training
nor ability to disguise the quality or intention of their activities. In
working for their party they do not clam to be working disinter-
estedly for the nation. In resorting to the lawful and customary
tricks of the political trade they neglect the noble postures and im-
pressive mimicries adopted by persons with a longer experience of
public life and of the deportment which public life requires. Whether
their conduct be better or worse than that of their political opponents
will appear in due course. Meanwhile it is worth noting that Shake-
speare, in introducing them to the audience, draws specid attention
to the quality which will be found throughout the play to distinguish
them from their rivas. They are discussing the appointment of
Marcius tb be second-in-command, under Cominius, of the Roman
forces. They comment on his pride, on his contempt for the people
and for themsalves. Then comes theimportant passage:
SICINIUS: | do wonder
Hisinsolence can brook to be commanded
Under Cominius.
BRUTUS: Fame, at the which he aims,
Inwhom already he'swell graced, cannot
Better be held nor more attained than by
A place below thefirst; for what miscarries
Shdll be the general's fault, though he perform
To the utmost of aman; and giddy censure
Will thencry outof Marcius'O, ifhe
Had borne the business!'
SICINIUS: Besides, if things go well,
Opinion, that so sticks on Marcius, shall
Of his demerits rob Cominius.
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BRUTUS: Come:
Halfal Cominius honoursare to Marcius,
Though Marcius earn'd them not, and dl his faults
To Marcius shdl be honours, though indeed
In aught he merit not.

It is not, admittedly, a generous diagnosis. It suggests that Mar-
cius, in agreeing to serve under Cominius, is displaying a political
sagacity which as a matter of fact is foreign to his nature. But,
essentidly, the tribunes are right and they are giving proof of pre-
cisdy that 'realism' and precisely that suspicion of their political
rulers which are characteristic of popular leaders in dl times and
places. Tribunes of the people have notorioudly little respect for pro-
fessons of atruism and of stainless regard for the public welfare
uttered by their socid superiors. Marcius did not accept the post of
second-in-command with the deliberate design of advancing him-
sdf at the expense of his commander. But, in accepting a subordinate
position, he certainly expected that, whatever happened, his own
reputation would not be diminished by the arrangement. These
tribunes are not concerned with the motives of Marcius in the par-
ticular case, but with the dangers inherent in his character. They are
diagnosing not the man but the situation, and in their reading of the
Situation they are, as the event will show, entirely right. They regard
themselves as watch-dogs of the people, and Shakespeare, in this
opening scene, is @ some pains to show that they are well-qualified
for their office and that they intend to be aert and vigilant in its
exercise.

We have noted a passing reference in this opening scene to the
influence exercised over Caius Marcius by his mother. First Citizen's
declaration that his brave deeds are inspired by filial affection rather
than zeal for the republic is the first casud statement of what is to
become in due course the most significant theme of the tragedy.
This dutiful strain in the character of Marcius is the common talk of
Rome and we await with interest the first appearance of a lady who
is evidently to be held responsible in part for her son's character and
achievements.

The intimacy of the bond between them can only be fully apprec-
iated as the drama unfolds, but her disposition and the nature of her
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influence are firmly indicated in ashort preliminary scene. Volumnia
and Virgilia, having set them down on two low stools to sew, are
discussing their absent hero, who has gone to the war. The Roman
mother chides the Roman wife:

| pray you, daughter, sing; or express yourself in a more comfortable
sort; if my son were my husband, | would freelier rejoice in that absence
wherein he won honour than in the embracements of his bed where he
would show most love.

Volumnia thinks first of her son's glory; Virgilia thinks first of her
husband's peril:

VOLUMNIA: To acruel war | sent him; from whence he returned, his
brows bound round with oak. | tell thee, daughter, | sprang not morein
joy a first hearing he was a man-child than now in first seeing he had
proved himself a man.

VIRGILIA: But had he died in the business, madam; how then?

VOLUMNIA: Then his good report should have been my son; | therein
would have found issue. Hear me profess sincerely: had | a dozen sons,
eachin my love dike, and none less dear than thine and my good Marcius,
| had rather had eleven die nobly for their country than one voluptuously
surfeit out of action.

Volumnia then pictures her son in battle and, in doing so, shows us
from whom he derives his contempt of the people. She sees him
rallying histroops: -

Come on, you cowards! you were got in fear,
Though you were born in Rome.

It is the very accent of Marcius, who rarely addresses his soldiers
without insulting them. Virgiliais of avery different quality. She has
none of Volumnia's delight in butchery:

VOLUMNIA: His bloody brow
With his mail'd hand then wiping, forth he goes,
Liketo aharfrest-man that's task'd to mow
Or dl or lose his hire.
VIRGILIA: His bloody brow! OJupiter, no blood!
VOLUMNIA: Away,youfool! itmorebecomesaman
Than gilt his trophy: the breasts of Hecuba,
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WhenshedidsuckleHector, look'dnotlovelier
Than Hector's forehead when it spit forth blood
At Grecian swords, contemning.

A vigtor is announced. Valeria has come to persuade them to lay
asde their stitchery and come visiting. Virgilia begs to be excused.
She has no heart for company while her husband is at the wars.
Vaeria chaffs her good-naturedly. Volumniais impatient and dicta-
toria. But Virgiliais not to be moved. Shakespeare, to complete this
family picture, prompts Vaeria to inquire after Virgilias little son.
Volumniainterrupts:

He had rather see the swords, and hear a drum, than look upon his
schoolmaster.

Whereupon these Roman matrons unite in their praises of this pro-
mising young warrior:

VALERIA: O' my word, the father's son: I'll swear 'tis a very pretty boy.
O* my troth, | looked upon him o' Wednesday half an hour together: he
has such a confirmed countenance. | saw him run after a gilded butterfly;
and when he caught it, he let it go again; and after it again; and over and
over he comes, and up again; catches it again; or whether his fal enraged
him, or how ‘twas, he did so set his teeth and tear it: O, | warrant, how
he mammocked it!

VOLUMNIA: Oneon'sfather's moods.

VALERIA: Indeed, I3, 'tisanoblechild.

Virgiliadoes not share these transports. 'A crack, madam'—whichis
her gentle way of saying that her son is a heartless young ruffian but
that he will perhaps grow out of it.

The remainder of the first Act—seven lively scenes packed with
incidents of war—shows Marcius in his proper element. We see him
first before Corioli. The Romans are beaten back from the walls.
Marcius ralies them, leads them to the gates of the city, gets himself
shut in alone with his enemies, fights his way out, captures the town,
hurries off to the field where Cominius is still hard-pressed, meets
Tullus Aufidius in single combat and, after victory, is crowned with
oak-leaves, recelving the name of Coriolanus.

What precisdly are the qualities exhibited by Marcius amid the
noise and clamour of these martial episodes?



CAIUS MARCIUS CORIOLANUS . 263

First thereis his sheer delight in the exercise of his profession. This,
for him, isaRoman holiday. Heemergesfrom Corioli dripping with
blood, but eager for more blows:

My work hath yet not warm'd me: fare you well:
The blood | drop is rather physica

Than dangerous to me: to Aufidiusthus

I will appear, and fight.

Meeting with Cominius on the battlefield he exclaims:

O! let meclipye
Inarms as sound aswhen | woo'd, in heart
As merry aswhen our nuptial day was done,
And tapers burn'd to bedward!

Another trait, repeatedly emphasised, is his disdain of the spoils of
war. He is contemptuous of any Roman who wastes time in plun-
dering thecity:

Sec here these movers that do prize their hours
Atacrack'd drachmal Cushions, |eaden spoons,
Irons of a doit, doublets that hangmen would
Bury with those that wore them, these base dlaves,
Ereyet the fight be done, pack up.

When Cominius offers him a tenth of the captured treasure, he re-
fuses to accept 'a bribe to pay his sword" and insists on taking his com-
mon share with the soldiers.

He is equally disdainful of praise*:

Pray now, no more: my mother,
Who has a charter to extol her blood,
When she does praise me grieves me. | have done
Asyou have done; that'swhat | can; induced
Asyou have been; that's for my country.

Saluted with aflourish of crumpets, he exclaims that it is a profana-
tion for the instruments of war to be flatterers. He deprecates these
‘acclamations hyperbolical’, begs that his 'little’ should not be ‘dieted
in praises sauced with lies and, when the soldiers salute him, abruptly
announces: 'l will gowash'.
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Lastly, for a passing instant, Marcius grows human. Note the pas-
sage well, for we shal never find him again so likeable—likeable in
the gesture described, in his sudden weariness and in his cdl for acup
of wine:

MARCIUS: The gods begin to mock me. I, that now
Refused most princely gifts, am bound to beg
Of my lord general.
COMINIUS; Takeit; 'tisyours. What iSt?
MARCIUS: | sometimelay herein Conoli
At apoor man's house; he used mekindly:
Hecried to me; | saw him prisoner;
But then Aufidms was within my view,
And wrath o'erwhelni‘d my pity: | request you
To give my poor host freedom.
COMINIUS: O, well begg'd!
Were he the butcher of my son, he should
Befreeasisthewind. Deliver him, Titus.
LARTIUS: Marcius, hisname?
MARCIUS: By Jupiter! forgot.
| am weary; yea, my memory istired.
HavewenowineFiore?

There is, however, another side to the picture. Ever, in these
soenes of war, where Marcius shows most to advantage, Shakespeare
inexorably points to the qualities that make him intolerable in peace.
In the first assault on Corioh his men are beaten back to their
trenches. Recdl, for a moment, Henry of Monmouth, rallying his
soldiers at Harfleur: 'Once more unto the breach, dear friends, once
more." Now listen to Marcius:

Boils and plagues
Plaster you o'er, that you may be abhorr'd
Further than seen and one infect another
Against thewind amile! Y ou souls of geese,
That bear the shapes of men.

The chidden Romans chase the Volscians back to their wals.
Marcius enters the city, caling on his men to follow him through
the gate. They hesitate:
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FIRST SOLDIER: Foal-hardiness; not |.
SECOND SOLDIER: Nor I.
(MARCIUS isshut in.)
FIRST SOLDIER: Sec, they have shut himin.
ALL:Tothepot,lwarranthim.

Isit surprising that these soldiers should not be too eager to follow a
man who abuses them and whose impetuosity they distrust? Note,
too, that Shakespeare explicitly contrasts the quality of leadership
displayed by Marcius with that of his commander-in-chicf. The men
following Commius arc also forced to retire before the enemy.
'Boils and plagues.’ shouted Marcius. But hear Cominius.

Breathe yon, my friends. well fought; we are come off
Like Romans, neither foolish m our stands,
Nor cowardly in retire.

Even the qualities in Marcius that clam our admiration in these
battle scenes are inherent in his defects. Shakespeare leaves in our
minds an impression—to be developed later—that his contempt of
praise is rooted less in modesty than in pride. What he has done
seems to him so little in comparison with what he feels to be redly
commensurate with his prowess. And does not the admiration of
these little men diminish rather than increase his stature? Are they
really big enough to praise him?

Another point'that Shakespeare makes in favour of Marcius at
this point will turn against him even more decisively as the play
continues. The victor of Corioli appeals to the patriotism of his
soldiers. Let those Romans follow him, he exclaims, who love their
country dearer than themselves; and we have heard him protest that
what he has done was done for Rome. This, however, is the man
who will shortly be marching against his country with fire and
sword. That his protestations are sincere in their time and place may
be dlowed. Shakespeare is presenting not a hypocrite but a man,
neither the first nor the'last of his kind, who sincerely mistakes his
love of personal- glory and the impetus of his persona pride for de-
votion to the public service.

Meanwhile Rome is waiting for news. Menenius and his friends,
V the right-hand fil€', hoping for victory, intend to make good use
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of it. Marcius shal be consul. The tribunes, Brutus and Sicinius, are
getting ready to face a troublesome situation. For Rome they desire
success in arms, but they fear what it may mean for the liberties of
the people. If Marcius be eected consul by a popular vote cast in the
moment of his triumph, the concessions so recently won from the
senate will be worthless. Meanwhile they must patiently endure the
gibes of Menenius. War has away of making things difficult for the
popular front.

Meneniusis out to enjoy himself. His friend Marciusis at thewars
and likely to bring home fresh honours. He will be absolute with
these fellows, but without maice. He has little taste for their com-
pany and feels himsdffully entitled to say so:

| am known to be a humorous patrician, and one that loves a cup of hot
wine with not a drop of alaying Tiber in't; said to be something imper-
fect in favouring the first complaint; hasty and tinder-like upon too trivia
motion; one that converses more with the buttock of the night than with
the forehead of the morning. What | think | utter, and spend my malice
in my breath. Meeting two such wealsmen as you are—| cannot cal you
Lycurguses—if the drink you give me touch my palate adversely, | make
a crooked face at it.

When the tribunes tax Marcius with pride, Menenius has his answer:

MENENIUS: You talk of pride: O that you could turn your eyes toward
the napes of your necks, and make but an interior survey of your good
selves! O that you could!

BRUTUS: Whatthen,sir?

MENENIUS: Why, then you should discover a brace of unmenting,
proud, violent, testy magistrates, diasfools, asany in Rome.

The long and short of it is that he does not like their faces; they are
ambitious for poor knaves caps and legs; they will spend a whole
morning settling a trivid dispute between an orange-wife and a
fosset-sdller; Marcius is worth dl their predecessors since Deucalion.

Brutus and Sicinius take dl this in 'good part: ‘Come, sir,
come, we know you well enough ... a perfecter giber for the table
than a necessary bencher in the Capitol.*

The political criss feared by the tribunes quickly comes to a head.
News is brought that Marcius is a hand. Menenius promises to
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make his very house redl. Volumma rejoices that her son has two
more wounds, one in the shoulder and onein the left arm, 'to show
the people when he shall stand for his place’ Twenty-seven is his
score and every gash an enemy's grave. Marcius enters. The trumpets
sound. A herald proclaims his new title. Cominius in the Capitol re-
counts his noble deeds: 'From face to foot he was a thing of blood.'
The senators acclaim him consul. It only remains for him to obtain
the voices of the people.
Brutus and Sicinius see well how things are going:

All tongues speak of him, and the bleared sights
Are spectacled to see him: your prattling nurse
Into arapture lets her baby cry

While she chats him: the kitchen malkin pins
Her richest lockram 'bout her recchy neck,
Clambering the walls to eye him: stalls, bulks, windows,
Are smother'd up, leads fill'd, and ridges horsd
Withvariablecomplexions, dl agreeing

In earnestnessto see him: scld-shown flamens
Do press among the popular throngs, and puff
To win avulgar station: our veil'd dames
Commit thewar of white and damask in

Their nicely-gawded cheeks to the wanton spoil
Of Phoebus' burning kisses.

These tribunes—as is not unusual with leaders of the people—have
little confidence in those for whom they are determined to secure a
better world. They know that they cannot hope to stand against the
tide of gratitude and admiration which is carrying their enemy to
power. Taking a longer view, however, they are not discouraged.
Marcius, they foresee, ‘cannot temperately transport his honours
and the commoners will soon have good reason to remember their
‘ancient malice—especidly if they be seasonably prompted:

We must suggest the people in what hatred

He 4till hath held them; that to's power he would
Have made them mules, silenced their pleaders, and
Dispropertied their freedoms; holding them,

In human action and capacity,
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Ofno more soul nor fitness for the world
Than camels in the war, who have their provand
Only for bearing burdens.

They are convinced that Marcius would rather forgo the consulship
than owe it to the suffrages of the popular party:

| heard him swear,
Were he to stand for consul, never would he
Appear i' the market-place nor on him put
The napless vesture of humility;
Nor, showing, asthe manner is, hiswounds
To the people, beg their stinking breaths.

O! hewould missit rather
Than carry it but by the suit o' the gentry to him
And the desire of the nobles.

Their tactics in handling this very difficult situation arc masterly.
To denounce them as mean and contemptible is to forget that
'Coriolanus’ is a political play and to display a remarkable ignorance
of the conduct of public affairs during a popular eection. They do not
oppose the nomination of Marcius as consul, but suggest, not un-
reasonably, that, if he desires to be the first magistrate of Rome, he
should show less contempt for her citizens:

FHRST SENATOR: Masters o' the people,
We do request your kindest ears, and, after,
Y our loving motion toward the common body,
Toyield what passeshere.

SICINIUS: We are convented
Uponapleasing treaty, and havehearts
Inclinableto honour and advance
Thetheme of our assembly.

BRUTUS: Which the rather
Weshall beblest to do, if he remember
A kinder value of the people than
He hath hereto priz'd them at.

MENENIUS: That's off, that's off;
| would you rather had been silent. Please you
To hear Cominius speak?
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BRUTUS: Most willingly;
Butyet my cautionwasmorepertinent
Than the rebuke you gaveit.

Marcius plays straight into their hands. When the senate announces
that he is their choice for consul, and that it only remains for him to
speak to the people, he coolly asks that the constitution should be
amended so that he may be spared the indignity of having to ask for
their votes in the traditional manner:

| do beseech you,
Let me o'erlcap that custom, for | cannot
Put on the gown, stand naked and entreat them,
For my wounds' sake, to give their suffrage: please you
That | may pass this doing.

The tribunes naturally insist that the laws of the country should be
respected and Mencnius urges Marcius to conform with usage ashis
predecessors have done before linn and adlow the citizens to play
their part in the commonwealth. Marcius retorts that in his view
such a part might well be taken from the people.

Here it may be observed, in parenthesis, that, while Marcius in-
sists continually on his hereditary privileges and regards as an act of
rebellion any attempt on the part of the plebeians to chalenge the
established order, ,heis prepared to over-ride any tradition that runs
counter to his disposition, When, at last, he stands for eection in the
forum heis provoked into uttering a sentiment utterly destructive of
any system of law based on precedent:

Custom cdls me to't:
What custom wills, inal tilings should we do't,
The dust on antique time would he unswcpt,
Andmountainouserror betoohighlyheap'd
Fortruthtoo'er-pcer.

This is a strange observation to fall from the lips of a conservative
nobleman, but it is entirely in character. The contempt of Marcius
for the people is rooted neither in concern for his country, which he
betrays, nor in dlegiance to an ordered system of government, which
he is prepared to reject in any particular if it does not happen to
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please him. He didikes having to seek the suffrage of the commons.
L et the suffrage be abolished. His election is opposed later on by the
tribunes. Let the tribunes be removed.

Meanwhile the citizens of Rome, for whose voices Marcius has a
contempt so absolute that it is as much as Menenius can do to bring
him to the forum, are awaiting the candidate and discussing his
chances:

FIRST CITIZEN: If he do require our voices, we ought not to deny him.

SECOND CITIZEN: Wemay, sir, ifwewill.

THIRD CITIZEN: We have power in ourselves to do it, but it is a power
that we have no power to do; for if he show us his wounds, and tell us his
deeds, we are to put our tongues into those wounds and speak for them;
0, ifhe tell us his noble deeds, we must aso tell him our noble acceptance
of them. Ingratitude is monstrous, and for the multitude to be ingrateful
were to make a monster of the multitude.

Third Citizen caps this very reasonable presentation of the case with
an equaly fair conclusion: 'l say, if he would incline to the people,
therewas never aworthier man.'

Marcius, when he at last consents to stand for his election in due
and proper form, openly derides the men whose favour he requires.
From their consul-elect they expect an assurance of goodwill and
some show of care for their interests. That candidates for high office
in the state should upon their appointment profess a friendly con-
cern for the people and show respect for their constituents is not
unusua even in communities where the forms of popular govern-
ment do not extend beyond reciprocal courtesies at eection time.
Marcius denies the citizens of Rome even the common amenities of
public life. The people are disconcerted at being received with
mockery but, displaying an admirable indulgence under extreme
provocation, they promise him their voices against their better
judgment. If there be any lack of sense or breeding in this scene, it
does not come from the people.

MARCIUS: You know the cause, sir, of my standing here.
FIRST CITIZEN: Wedo, sir; tell uswhat hath brought you to't.
MARCIUS: Mineown desert.

SECOND CITIZEN: Y our own desert!
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MARCIUS: Ay, not mine own desire.

FIRST CITIZEN: How! not your own desire?

MARCIUS: No, dir, 'twas never my desire yet to trouble the poor with
begging.

FIRST CITIZEN: You must think, if we give you any thing, we hope to
gain by you.

MARCIUS: Wéll then, | pray, your price 0" the consulship?

FIRST CITIZEN: Thepriceis, to ask it kindly.

MARCIUS: Kindly! Sir, | pray, let meha't; | have wounds to show you,
which shal beyoursin private. Y our good voice, sir; what say you?

SECOND CITIZEN: You shdl hat, worthy sir.

MARCIUS: A match, sr. Theresin dl two worthy voices begged. | have
your ams. adieu.

FIRST CITIZEN: But thisis something odd.

SECOND CITIZEN: An'twereto give again,—but 'tisno matter.

(Exeunt the two Citizens.)
(Enter two other Citizens.)

MARCIUS: Pray you now, if it may stand with the tune of your voices
that | may be consul, | have here the customary gown.

THIRD CITIZEN: You have deserved nobly of your country, and you
have not deserved nobly.

MARCIUS:Y ourenigma?

THIRD CITIZEN: Y ou havebeenascourgeto her enemies, you have been
arod to Ler friends; you have not indeed loved the common people.

MARCIUS: You should account me the more virtuous that | have not
been commonin my love. | will, sir, flatter my sworn brother, the people,
to earn a dearer estimation of them; 'tis a condition they account gentle
and since the wisdom of their choice is rather to have my hat than my
heart, | will practise the insinuating nod and be off to them most counter-
feitly; that is, sir, | will counterfeit the bewitchment of some popular
man, and giveit bountifully to the desirers. Therefore, beseech you, | may
be consul.

FOURTH CITIZEN: We hope to find you our friend, and therefore give
you our voices heartily.

MARCIUS: Herecomemorevoices.
(Enter three other Citizens.)
Y our voices. for your voices | have fought;
Watch'd for your voices; for your voices bear
Of wounds two dozen odd; battles thrice six
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| have seen and heard of ; for your voices have
Done many things, some less, some more: your voices.
Indeed, | would be consul.
FIFTH CITIZEN: He has done nobly, and cannot go without any honest
man'svoice.
SIXTH CITIZEN: Therefore let him be consul: the gods give him joy,
and make him good friend to the people!
ALL CITIZENS: Amen,amen. Godsavethec, nobleconsul!

Theforbearance of these simple men islost on Marcius. He leaves
theforum for the senate-house to claim and to enjoy the consulship,
and the tribunes are left to face a situation which spells ruin for the
popular cause. They find the citizens puzzled and apprehensive:

SICINIUS: He hasit now, and by his looks mcthinks
Tiswarm at's heart.
BRUTUS: With aproud heart hewore hishumble weeds.
Will you dismiss the people?
(Re-enter Citizens.)
SICINIUS: How now, my masters! haveyou chosethisman?
FIRST CITIZEN: He has our voices, Sr.
BRUTUS: We pray the gods he may deserveyour loves.
SECOND CITIZEN: Amen, sir: to my poor unworthy notice,
He mock'd us when he bcgg'd our voices.
THIRD CITIZEN: Certainly,
He flouted us downright.
FIRST CITIZEN: No, 'tis his kind of speech: he did not mock us.
SECOND CITIZEN: Not one amongst us, save yourself, but says
He used us scornfully: he should have show'd us
His marks of merit, wounds received for's country.
SICINIUS: Why, so he did, | am sure.
CITIZENS: No, no; no man saw ‘em.
THIRD CITIZEN: Hesaid he had wounds, which he could show inprivate;
And with his hat, thuswaving it in scorn,
'l would be consul,' says he: 'aged custom,
But by your voices, will not so permit me;
Y our voices therefore." When we granted that,
Here was, 'l thank you for your voices. thank you;
Y our most sweet voices. now you have left your voices,
| have no further with you." Was not this mockery?
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For the tribunes only one course of action is paliticaly possible.
The election is not yet confirmed. If they are not once and for dl to
accept their defeat, they must advise the citizens to reconsider their
promises to votefor Marcius. Thereisno fault to be found with their
conduct of the situation. It is good, sound electioneering and it is a
happy politician who has nothing worse upon his conscience:

BRUTUS: Y ou should have said
That as hisworthy deeds did claim no less
Thanwhat hestoodfor, so hisgraciousnature
Would think upon you for your voices and

+ Trandatehismalicetowardsyouintolove,

Standing your friendly lord.

SICINIUS: Thus to have said,
Asyouwereforc-advisd, had touch'd his spirit
And tried his inclination; from him pluck'd
Either his gracious promise, which you might,
As cause had call'd you up, have held him to;
Or dseit would have gdl'd his surly nature,
Which easily endures not article
Tying him to aught; so, putting him to rage,
Y ou should have taen the advantage of his choler,
And passd him unelected.

BRUTUS: Getyouhenceinstantly, andtell thosefriends
They have chose a consul that will from them take
Their liberties; make them of no more voice
Than dogs that are as often beat for barking
Astherefore kept to do so.

SICINIUS: Let them assemble;
And, on asaferjudgement, al revoke
Y our ignorant election: enforce his pride,
And his old hate unto you; besides, forget not
With what contempt he wore the humble weed,
How in his suit he scorn'd you; but your loves,
Thinking upon his services, took from you
The apprehension of his present portance.

The tribunes, in urging the people to revoke the election, counse
them to attribute their mistake to the advice of their |leaders:
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Say, you chose him
More after our commandment than as guided
By your own true affections; and that your minds,
Prc-occupiedwithrather whatyoumustdo
Than what you should, made you against the grain
To voice him consul: lay the fault on us.

This last piece of advice from the tribunes to the citizens has
frequently been denounced. Some critics go so far as to interpret
it as a fase and cowardly attempt by a brace of mean-spirited
rogues to stand well with both sides. Admittedly it is dishonest. But
do political leaders in the heat of an election adways tdl the truth?
Thereis assuredly no question of double-dedling. The tribunes merely
wish to provide the citizens with a reasonable excuse for revoking
their choice. They aso want the senators to feel that the rejection of
Marcius is a spontaneous and representative act of the people. Is this
manoeuvre so uncommonly disgraceful? They are men in a des
perate situation and they are honestly convinced that, if they dlow
the election to be confirmed, the inevitable popular reaction against
Marcius will be al the more disastrous when it comes. Their motives
—and they are good motives as far asthey go—arc plainly stated:

BRUTUS: Thismutiny were better putin hazard
Than stay, past doubt, for greater:
If, ashisnatureis, hefal inrage
With their refusal, both observe and answer
The vantage of his anger.

SICINIUS: . To the Capitol, come:
Wewill be there before the stream o' the people;
And thisshall seem, aspartly 'tis, their own,
Whichwehavegoadedonward.

These, then, arc the tactics of the popular front. Now let us sample
the proceedings of the politicians 'o' the right-hand file*.

Brutus and Sicinius, intercepting Marcius and the senators on their
way to the forum, announce that the temper of the citizens has
changed. Marcius shrewdly charges the tribunes with having effected
this transformation. 'Have you not set them on? he demands, and
Cominius adds. 'You are like to do such business! Brutus retorts:
'Not unlike, each way, to better yours." The tribunes do not, in fact,
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deny their responsibility, but frankly set out to prove that they are
more than amatch for their opponents. Marcius now has his cue:

Itis apurposed thing, and grows by plot,
To curb the will of the nobility:

Suffer't, and live with such as cannot rule
Nor ever will be ruled.

For the mutable, rank-scented many, let them

Regard me as | do not flatter, and

Therein behold themselves: | say again,

In soothing them we nourish 'gainst our senate

The cockle of rebellion, insolence, sedition,

Which we ourselves have plough'd for, sow'd and scatter'd,
By mingling them with us, the honoured number.

So, t0o, has Brutus:
Y ou speak o' the people,
Asifyou wereagod to punish, not
A man of their infirmity.

Marcius develops his case for privilege. The plebeians have no
right to be fed because they are less ready to fight than the nobility.
The patricians, if they make concessions to a majority, will be re-
garded as yielding from fear what they refused to yield of their own
free-will and pleasure; more than one authority in the state spdls
confusion. The arguments arc familiar and the conclusion plain:

They choose their magistrate,
And such aone as he, who putshis 'shall’,
His popular 'shall', against a graver bench
Than ever frown'd in Greece. By Jove himself!
It makes the consuls base: and my soul aches
To know, when two authorities are up,
Neither supreme, how soon confusion
May enter ‘twixt the gap of both and take
The one by the other.

How shdl this bisson multitude digest

The senate's courtesy? L et deeds express

What's like to be their words: 'We did request it;
We are the greater poll, and in true fear

They gave us our demands.
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What shouldthepeopledowiththesebadtribunes?
On whom depending, their obedience fails

To the greater bench: inarebellion,
Whenwhat'snot meet, butwhat must be, waslaw,
Thenwerethey chosen: inabetter hour,

Let what is meet be said it must be mest,
Andthrow their poweri' thedust.

This, declares Brutus, is 'manifest treason'. It is more than that. Itisa
notable affirmation that promises made by a gentleman to his in-
feriors need not be kept except under compulsion. Sicinius moves to
arrest Marcius, who, with a riot in prospect, is now in his element:
Hence, old goat! Hence, rotten thing! or | shall shake thy bones out of
thy garments. The citizens come swarming. Mcncnius vainly tries to
pacify both parties. Sicinius warns the people that they are at point
to lose their liberties. Marcius draws his sword and undertakes to beat
them on fair ground, forty to one.
Menenius hustles him from the scene:

Pray you, begone:
Il try whether my old wit be in request
Withthosethat havebutlittle: thismust bepatch'd
Withclothofany colour;

and iseft to face the crowd, which is now, not unnaturally, incensed.
His sympathies are divided. Of the citizens hd exclams. 'l would
they were in Tiber'; and of Marcius. 'What the vengeance, could
he not speak 'em fair?' He argues shrewdly with the tribunes:

SICINIUS: He's adisease that must be cut away.

MENENIUS: O! he'salimb that has but a disease;
Mortal, to cut it off; to cureit, easy.
What hashe doneto Romethat'sworthy death?
Killing our enemies, the blood he hath lost—
Which, | darevouch, ismorethanthat hehath
By many anounce,—hedropp'ditforhiscountry;
And what isleft, to loseit by his country,
Were to us dl, that do't and suffer it,
A brandtotheend o' theworld.

Menenius pleads to such good purpose that the people are for the
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moment pacified. Neither the citizens nor their leaders are unwilling
to hear reason:

MENENIUS: Consider this: hehasbeen bredi* thewars

Sincehecoulddraw asword, andisill school'd
In bolted language; meal and bran together
Hethrowswithoutdistinction. Givemeleave;
I'll go to him, and undertake to bring him
Where he shall answer, by alawful form,
In peace, to his utmost peril.

FIRST SENATOR: Noble tribunes,
Itis the humaneway: the other course
Will provetoo bloody, and theend of it
Unknowntothebeginning.

SICINIUS: Noble Menenius,

Be you then as the people's officer.
Masters, lay down your weapons.

Menenius having promised to bring Marcius to the forum, the
stageis set for what is politically, perhaps, the most significant scene
of the tragedy. It takes place at the house of Marcius, where the
senators have met to consider the situation. The wiser ones deplore
the conduct of Marcius. They blame him, be it noted, not for his
attitude towards the people, but for showing his hand too soon. They
are set on persuading him to dissemble his hostility until heis firmly
in power and able.to indulge it effectively. Marcius refuses this
advice. He can only wonder why Volumnia, who taught him to de-
spise the people, should side with the senators who urge him to speak

the people fair: | muse my mother

Docs not approve me further, who was wont
To cal them woollen vassals, things created

To buy and sl with groats, to show bare heads
In congregations, to yawn, be still and wonder,
Whenonebut of my ordinancestood up

To spesk of peace or war.

Volumnia states her position with an engaging cynicism:

MARCIUS: Why did you wish me milder? would you have me
Falseto my nature? Rather say | play
Theman | am.
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VOLUMNIA: O, gr, gr, Sr,
| would have had you put your power well on,
Before you had worn it out.

MARCIUS: Let go.

VOLUMNIA: Y oumight havebeenenoughthemanyouarc,
With striving less to be so: lesser had been
The thwartings of your dispositions, if
Y ou had not show'd them how you were disposd,
Ere they lack'd power to cross you.

Menenius takes precisely the same view:

MENENIUS: Come, come, you've been too rough, something too
rough;
Y ou must return and mend it.
FIRST SENATOR; There's no remedy;

Unless, by not so doing, our good city
Cleavein the midst, and perish.

VOLUMNIA: Pray, be counsell'd:
| haveaheart aslittle apt asyours,
But yet abrain that leads my use of anger
To better vantage.

MENENIUS : WEél said, noble woman!
Before he should thus stoop to the herd, but that
Theviolent fit o' the time craves it as physic
For the whole state, 1'd put mine argiour on,
Which | can scarcely bear.

Still Marcius will not consent. Volumnia argues that honour and
policy must grow together. Ifdl'sfair inwar, why not m peace? Itis
often honour in a genera to dissemble. These may or may not be
good poalitical arguments. But if Brutus and Sicinius, for being artful
in policy, are to be denounced as rascals, what of Volumnia?
When Marcius asks her what sheis driving at and why, she answers
unblushingly:

Because that now it liesyou on to speak

To the people, not by your own instruction,

Nor by the matter which your heart prompts you,
But with such words that are but rooted in

Your tongue.
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Now, this no more dishonours you at al
Thantotakeinatownwithgentlewords,
Which ese would put you to your fortune and
The hazard of much blood.

| would dissemble with my nature where

My fortunes and my friends at stake required

| should do soin honour.

The concluding word is worth noting. It can at least be said for the
tribunes that in laying their little plans they made no clam to be
answering the call of honour.

‘Noble lady," exclaims Menenius. He goes on to point out that dl
may yet be well, if only Marcius will utter afew conciliatory words:

Thisbut done,
Even as she speaks, why, their heartswereyours;
For they have pardons, being ask'd, asfree
Aswordsto little purpose.

In plain terms, the natural generosity of the citizens guarantees in
advance the success of his noble friend's hypocrisy.

At this point we should admire Marcius for refusing to play the
part assigned to him if his reluctance were prompted by asincere dis-
like of the shifts to which a gentleman is reduced who must seem
to gratif.' the people before he is permitted to please himself. We
should like to think that his recoil was due to the natural repugnance
of apolitically honest magistrate to abit of sharp practice urged upon
him by the party caucus. But thisis not so. Marcius thinks only of
his personal dignity:

Must | go show them my unbarbed sconce?
Must | with base tongue give my noble heart
A liethat it must bear?

There is no hint anywhere of aprotest against the political dishonesty
of the course to which he is invited. He redises only that he, Caius
Marcius Coriolanus, is required to be civil to the electors. He makes
this point at some length and with the usual references to his prowess
asasoldier.

Volumnialoses patience. She has argued and pleaded in vain. Now
she appliesthewhip. Marciusishismother'sboy—that, indeed, ishis
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tragedy; and in this scene, where shelashes him into submission, there
is a foreshadowing of the greater scene when, at the climax of the
play, she will use her terrible authority over her son to save Rome
and drive him to his death. In apassage of surpassing dramatic iron}.
this mother, who has taught her son to be proud, now twits him witfc
hisinsolence:

VOLUMNIA: At thy choice, then:
To beg of thec, it is my more dishonour
Than thou of them. Come all to ruin; let
Thy mother rather feel thy pride than fear
Thy dangerous stoutness, for | mock at death
Withasbig heart asthou. Do asthou list;
Thy vahantness was mine, thou suckd'st it from me,
But owe thy pride thyself

MARCIUS: Pray, be content:

Mother, | am going to the market-place;
Chide meno more. I'll mountebank their loves,
Cog their hearts from them, and come home bclov'd
Ofal the tradesin Rome.

The scene concludes;

COMINIUS: Away! thetribunesdoattendyou: armyoursel f
Toanswer mildly; for they are prcpar'd
With accusations, as| hear, morestrong
Than are upon you yet.
MENENIUS: Thewordis'mildly".
MARCIUS: Pray you, let us go:
L et them accuse me by invention, |
Will answer in mine honour.
MENENIUS: Ay, but mildly.
MARCIUS: Well, mildlybeitthen. Mildly!

And s0, once again, to the forum. We have seen the patricians
laying their plans to over-reach the plebeians. Shakespeare, striking a
perfect balance between the parties, now shows the plebeians, or
rather their leaders, laying their plans to outwit the patricians.
Sicinius is giving his last instructions to the aediles:

Assemble presently the peoplehither;
Andwhen they hear mesay 'It shall be so,
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T theright and strength o' the commons. beit either
For death, for fine, or banishment, then|et them,

IfI say fine, cry 'Fine’; if death, cry 'Death’,
Insisting ontheold prerogative

Andpoweri’ thetrutho' thecause.

Brutus knows exactly how to handle Marcius:

Puthimto choler straight: hehath beenusd
Ever to conquer, and to have hisworth

Of contradiction: beingoncechafed, hecannot
Berein'd again to temperance; then he speaks
What'sinhisheart; and that istherewhichlooks
Withusto break hisneck.

Marcius now enters with the senators. Menenius is still urging him
to be cadm. Marcius agrees to abide by the decision of the
people, but the tribunes, taking charge of the proceedings, lose no
time inputting their agreed plan of action into effect. A single speech
from Sicinius is enough:

Wechargeyou, that you have contnv'd to take
FromRomeall seasoned office, andtowind

Y ourselfinto apower tyrannical;

For whichyou areatraitor to the people.

Marcius hears only the one word 'traitor'—as Sicinius meant he
should. He flies instantly into a passion. Menenius urges him to be
temperate:' Is this the promise that you made your mother? he asks,
but al in vain..Marcius henceforth is blind and deaf:

Letthempronouncethesteep Tarpeiandeath,
Vagabond exile, flaying, pent to linger

But withagrainaday, | would not buy
Their mercy at thepriceof onefair word.

Sicinius, in a speech which is not without dignity and in which
every charge is well-founded, pronounces upon Marcius sentence of
banishment. Marcius deserves death, but Rome must not slay her
soldier. It must be admitted, even by those who dislike these tribunes,
that their conduct throughout this scene is exemplary in its modera-
tion. There is, moreover, one brief interchange which should not
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be overlooked. Sicinius has declared that the offences of Marcius—
beating your officers, opposing laws with strokes—are capital. His col-
leagueintervenes:

BRUTUS: But since he hath
Serv'dwel forRome,—
MARCIUS: What' do you prate of service?
BRUTUS: | talk of that, that know it.
MARCIUS: You?

These tribunes claim that they, too, serve the state, To Marcius this
is such absol ute nonsense that he can hardly believehiscars.

Nothing now remains but for Marcius to accept his banishment.
He does so with a tu quogne, appropriate to hissmplenature, and in
the conviction, no less appropriate, that Rome will soon have reason
to regret his absence:

You common cry of curs! whose breath | hate

Asreek o' therotten fens, whose loves | prize

As the dead carcasses of unbuned men

That do corrupt my air, ." banish you.
Despising,

For you, the city, thus| turn my back:

Thereisaworld elsewhere.

When precisely did Marcius decide to take service with the
enemies of Rome? He drops no hint of his purpose in bidding fare-
well to his family and friends. He takes his leave of them dl in the
high Roman fashion, chiding his mother for disregarding her own
precepts in taking the event too much to heart:

Come, leaveyour tears. abrieffarewell: the beast
With many heads butts me away. Nay, mother,
Whereisyour ancient courage?

Y ouwereusdtoloadme
With precepts that would makeinvincible
The heart that coin'd them.

He is tender with his friend, Mcnenius, and with Cominius, his old
commander; affectionate with his wife; lovingly dutiful towards his
mother. These patricians arc at their best among themselves:
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Come, my sweetwife, my dearest mother, and
My friends of noble touch, when | amforth,
Bidmefarewell,andsmile. | prayyou, come.
Whilel remainabovetheground, youshall
Hear from me still; and never of me aught
Butwhatislikemeformerly.

There is no suggestion here of the renegade. To those who have
followed him so far and realised how shdlow is the love of country
which he hasin his pride so frequently professed, the step he is about
to take will seem already to be inevitable. But Marcius does not yet
know himself as we have learned to know him. He leaves Rome in a
mood amost of resignation. Like to a lonely dragon to his fen he
goes into exile with the thought: 'I shall be loved when | am lacked.'

Volumnia, whois shortly to plead with her son for Rome, is for the
moment the more deeply incensed:

Now the red pestilence strike all tradesin Rome,
And occupations perish!

Her love of country, which springs to attention when her family
traditions are threatened, docs not include the citizens of Rome.
Upon the tribunes, whom she meets after seeing her son to the gates
of the city, her anger is |et loose without restraint:

| wouldmy son
Werem Arabia, and thy tribe before him,
His good sword in his hand.

Thisis abad quarter of an hour for Brutus and Sicinius. They are re-
lentless in their pursuit of Marcius as long as he remains upon the
scene. But once the danger is removed, it is not their policy to carry
to extremes their quarrel with the senators:

Now we have shown our power,
Let us seem humbler after itis done
Thanwhenitwasa-doing.

In this propitiatory mood they find themselves set upon by afurious
woman in the public streets. Volumnia declares that ‘anger's her
meat', rebukes Virgiliafor her Taint puling' and is not too careful of
her epithets. Menenius, as usual, urges peace, but is left, as usual,
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shaking his wise old head over a situation that is atogether beyond
him. The tribunes do not on the whole come so badly out of it.
There is anote of sincere regret in the little speech of Sicinius.

| would he had continued to his country
Ashe began, and not unknit himself
Thenobleknot hemade.

That Sicinius had himself provoked Marcius to unknit his noble
knot does not detract from the sincerity of the tribune's regret. He
cannot, after al, be held responsible for Marcius being what he was.
Sicinius and Brutus had merely helped him to show his colours.

Something has happened to Marcius when we meet him again.
Shakespeare, having prepared us for his desertion to the enemy much
earlier in the play, now uses his favourite trick—he will use it again
to even better purpose when we come to the climax of the tragedy—
of springing upon us a dramatic surprise which is, in fact, a necessary
sequel of dl that has gone before. We are taken unawares and held
in suspense while we watch what is, in effect, aforegone conclusion.
Note the superb sleight of hand with which he suffers Marcius to
show us the most amiable side of his disposition at the very moment
when he is about to league himself with the enemies of Rome to
lay her in ashes. The dramatist exhibits in his hero at thL critica
moment al the most engaging qualities of the aristocrat, who, within
the closed circle of his family and friends, is considerate, courteous,
affectionate—soothing to his wife, devoted to his mother, loving
with the companions of his choice; facing misfortune with a brave
heart. Even his pride is touched with a noble fortitude, in which al
rancour is for the moment stilled. By this means the shock of his next
appearance as a man dedicated to an implacable vengeance is a verit-
able coup de theatre.

The shock, when it comes, is the more tremendous in that Shake-
speare's Marcius entertains a design which goes far beyond anything
in Plutarch. The historical Marcius had ho intention of burning
Rome. His quarrel was with the popular party and his plan was to
aly himsdf with the nobility of Antium in order to recover for him-
sdf and his friends their old ascendency in the Roman republic.
Plutarch describes a situation in which a national contest between
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Romans and Volscians is complicated by a socid contest in both
cities between patricians and plebeians. The historica Marcius re-
sorted, in fact, to the not uncommon political device of seeking sup-
port for his party among foreigners of his own class and persuasion.
Here, in little, between two city states, was foreshadowed the
mightiest argument of these present times, when war between
nations is intricated with war between two principles of govern-
ment; a vertical struggle between sovereign states being crossed at
al points by ahorizontal struggle between classes in an international
community. The Marcius of Plutarch, in the terms of peace which
he offered Rome, contemplated a union of two cities in a single
commonwealth, to be ruled by the aristocracy of both. It was his in-
tention to ‘increase the malice and dissension between the nobility
and the commonalty'; and one of his devices, not infrequently
imitated by the industrial and financial leaders of modern Europe,
was to make war on the Roman people, but to spare the property
of the Roman senators. 'He was very careful’, says Plutarch, 'to keep
the noblemen's lands and goods safe from harm and burning, but
spoiled dl the whole country besides!’

Shakespeare totally rejects this aspect of the contention. The
climax of his tragedy is to be a conflict in Marcius between a pride
dedicated to vengeance and anatural affection responding to acall of
the blood. At the supreme moment he diverts our interest from the
feud between patricians and plebeians and concentrates on the
personal issue. Marcius is to be shown, not as an exiled nobleman
who hopes with foreign assistance to compass a return to power in
his native city, but as a man possessed with the fixed idea of wreaking
a complete and sanguinary vengeance upon the entire community
of Rome.

An interesting study might be made of the scenes which Shake-
speare preferred to leave unwritten. For everything that takes place
on his stage we have to imagine a hundred things that take place be-
hind the scenes. His men and women, unlike the carefully con-
structed characters of the common stage, do not exhaust themselves
in public. They come before us filled with actions past and leave
us primed for action to come. Shakespeare, at this point of his
tragedy, might have shown how Marcius, who has just taken a
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loving farewell of his friends at the city gates, first formed his re-
solution to burn Rome. He might have lifted his curtain upon
Marcius brooding in exile, laid bare the bitterness of his thwarted
expectation that the senators would somehow arrange for his recall,
shown the monstrous growth in him of a determination to be re-
venged not only on the people he despised but on the friends who
had failed him. But Shakespeare avoids the explanatory or inter-
mediary incident. He proceeds, as we have said, by surprise, con-
cedling rather than obtruding the means used in its preparation.

Marcius thus appears before the house of Aufidius with his de-
cison taken, abruptly reveding the quality of his dreadful enter-
prise in a soliloquy upon the fragility of aliances between states
and cities. Simple men may fight for things which seem permanent
and dear, but the great ones know better:

O world, thy slippery turns! Friends now fast sworn,
Whose double bosoms seem to wear one heart,
Whosehours,whosebed, whosemeal andexercise,
Arc dill together, who twin, as ‘'twere, inlove
Unscparable, shall within this hour,

On adissension of adoit, break out

To bitterest enmity: o, fellcst foes,

Whose passions and whose plots have broke their slee~
To take the one the other, by some chance,

Some trick not worth an egg, shal grow ckear friends
And mtcrjoin their issues.

Marcius served Rome, as long as he could count himself one of her
masters. He will now serve Antium, if he can come to terms with
Aufidius:

My birthplace hate I, and my love's upon

Thisenemy town. I'll enter: if heday me,

He docs fairjustice; if he give me way,

I'll do his country service.

Marcius is not less Marcius for having come to the house of his
enemy in mean apparel, muffled and in disguise. He beats the ser-
vants who try to turn him away and his appeal to Aufidiusisfar from
being that of a suppliant. He speaks, first and last, as one gentleman
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to another, confident of the outcome though he may seem reckless
in his address:

My nameis Caius Marcius, who hath done
To theeparticularly, andto al the Volsces,
Great hurt and mischief.

Now this extremity
Hath brought me to thy hearth; not out of hope,
Mistake me not, to save my life, for if
| had fear'd death, of dl the meni' the world
| would have 'voided thee; but in mere spite,
To befull quit of those my banishcrs,
Stand | before thee here. Then if thou hast
A heart of wreck in thee, that will revenge
Thine own particular wrongs and stop those maims
Of shame seen through thy country, speed thee straight,
And make my misery serve thy turn: so useit
That my revengeful services may prove
As benefitsto thee, for | will fight
Against my canker'd country with the spleen
Ofal the under fiends.

Accept this offer, he concludes, or hereis my throat:

Which not to cut would show thee but afool,
Since | have ever follow'd thee with hate,
Drawn tuns of blood out of thy country's breast,
And cannot live but to thy shame, unless

It be to do thee service.

What sort of man is Tullus Aufidius to whom this agreeable
dilemmais presented? Shakespeare has made himjust the man for his
purpose—as proud and as valiant as Marcius himself, as besotted with
his prowess as awarrior, as ready to change his alegiance if his
persona dignity is affronted. When Corioli was taken by the
Romans, and he was assured that the town would be delivered back
to him 'in good condition’, he exclaimed:

Condition!
| would | were a Roman; for | cannot,
Being aVolsce, be that | am. Condition!
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What good condition can atreaty find
T thepart that isat mercy?

and in the bitterness of defeat he swore that nothing should stand
between him and the destruction of his rival:

My vaour's poisond
With only suffering stain by him; for him
Shall fly out of itself: nor deep nor sanctuary,
Being naked, sick, nor fanenor Capitol,
The prayers of priests, nor times of sacrifice,
Embarquements dl of fury, shal lift up
Their rotten privilege and custom 'gainst
My hate to Marcius: wherel find him, wereit
At home, upon my brother's guard, even there,
Against the hospitable canon, would |
Wash my fierce hand in's heart.

This outbreak of Aufidius in the first Act may prompt in the
simple spectator afearful expectation that he will take Marcius at his
word and day him instantly. But nho man was more likely than
Aufidius to receive with delight the advances of a hated enemy so
obviously at his mercy. Generosity in such a case feeds the very pride
inwhich the ancient malicewas rooted. Such amanisaslikely to com-
fort his enemy when defenceless as to cut his throat in the church as
soon as he shows signs of recovery. Each gesture, apparently so dif-
ferent in kind, is rooted in the same principle. In both cases there is a
cordia gratification of the sense of power.

Aufidius accordingly receives Marcius with rapture. This is even
better than washing his fierce hand in the heart of his rival:

Let metwine
Mine armsabout that body, where against
My grained ash an hundred times hath broke,
And scarr'd the moon with splinters: herel clip
The anvil of my sword, and do contest
As hotly and as nobly with thy love
Aseverinambitiousstrength| did
Contend against thy valour. Know thou first,
| loved the maid | married; never man
Sigh'd truer breath; but that | see thee here,
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Thounoblething! moredancesmy raptheart
Thanwhenl firstmy wedded mistresssaw
Bestride my threshold.

Aufidius offers Marcius haf his commission. They will march
together against Rome.

The scene concludes with some shrewd commentary by some ser-
vants on this unexpected aliance. It should seem odd to those who
find in this play evidence of Shakespeare's contempt for the people
that he goes out of his way, in scene after scene, to show us plain
citizens and soldiers speaking more wisdly than their magistrates and
generals of current events and policies. We have heard two officers
in Rome, laying cushions in the Capitol as they discuss the character
of Marcius. Said First Officer: 'To seem to affect the maice and dis-
pleasure of the people is as bad as that which he didlikes, to flatter
them for their love’ The retainers of Aufidius at Antium arc
equally shrewd in taking the measure of their masters. Third Serving-
man describes the reception of Marcius by the nobility of Antium
with awit grown caustic in observation of the great:

Why, heis so made on here within, as if he were son and heir to Mars;
et at upper end o' the table; no question asked him by any of the senators,
but they stand bald before him: our general himself makes a mistress of
him; sanctifies himself with 's hand and turns up the white o® the eye to
hisdiscourse. But the bottom of the newsis, our general iscut i’ the middle,
and but one half of what he was yesterday; for the other has half by the
entreaty and grant of thewhole table.

These are lively, level-headed fellows. 'Peace, says First Serving-
man, 'makes men hate one another.' 'Reason’, replies Third Serving-
man, 'because they need one another less in peace than in war'—
which is perhaps the profoundest observation on a political subject
made in the play. It can hardly be maintained that such interludes
are merely intended to mark time between the high-and-mighty
doings of the great. They have the effect, not presumably accidental,
of exposing to the light of common sense the inordinate pretensions
of Marcius and of those who live under the spell of his achievements.

The Romans, meanwhile, are ignorant of the pact between
Marcius and their secular enemy. The tribunes can for the moment
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congratulate themselves on their seasonable audacity in procuring
his banishment and on their policy of appeasement in dealing with
the senators:

We hear not of him, neither need we fear him;
His remedies are tamei' the present peace

And quietness 0" the people, which before
Wereinwild hurry. Here do we make his friends
Blush that the world goes well, who rather had,
Though they themselves did suffer by 't, behold
Dissentious numbers pestering streets, than see
Our tradesmen singing in their shops and going
About their functions friendly.

Menenius, up to apoint, agrees.

All'swell; and might have been much better, if
He could have temporisd.

Rome is a peace within and without and the tribunes can only
wish regretfully that Marcius had loved the people well enough to
share these blessings. With Menenius they discuss the situation with-
out rancour or apology:

SICINIUS: Thisisahappier and morecomely time
Than when these fellows ran about the streets,
Crying confusion.

BRUTUS: Caius Marciuswas
A worthy officer i' thewar; butinsolent,
O'ercome with pride, ambitious past dl thinking,

Sdf-loving,—
SICINIUS: And affecting one sole throne,
Without assistance.
MENENIUS: | think not so.

SICINIUS: Weshould by this, to dl our lamentation,
If he had gone forth consul, found it so.
BRUTUS: The gods have well prevented it, and Rome
Sits safe and ill without him.

Then comes the fatal news, chapter by chapter. The Volsces arein
arms. The tribunes refuse at first to believe it; it is a rumour set on
foot by the patricians.
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Raised only, that the weaker sort may wish
Good Marcius home again.

., The Volsces are awarlike, aggressive people, but leaders on the left
often find it difficult to believe in the unregenerate militarism of their

neighbours:
BRUTUS: [t cannot be
The Volsces dare break with us.
MENENIUS: Cannot bel

We have arecord that very well it can,
And three examples of the like have been
Withinmy age.

One messenger succeeds another. The news that Marcius is com-
ing with Aufidius to revenge himself on Rome seems yet more in-
credible. Hisfriends are equally staggered with his enemies. But the
report is quickly confirmed. The unfortunate tribunes then find
themselves in the classic position of a labour government facing a
war for which they are unprepared, an opposition which is able very
plausibly to hold them entirely responsible for the situation and an
electorate which turns right about and disowns their policy. 'O! you
have made good work!" exclaims Cominius. 'Good work.' echoes
Menenius, 'you and your apron-men.' The citizens recal that, in
banishing Marcius, they werein two minds. "That we did, we did for
the best; and though we willingly consented to his banishment, yet
it was against our will.' This is abad moment for Brutusand Sicinius.
Nevertheless they put a good face upon it; they even venture a
thrust at their enemies which is not altogether wide of the mark:

Go, masters, get you home; be not dismay'd:
These are aside that would be glad to have
This true which they so seem to fear.

It is to be noted that in this vivid presentation of a political situa-
tion with which modern statesmen are not unfamiliar, no word of
criticism is passed by the patricians on the conduct of Marcius. "Who
ist can blame him? demands Cominius. 'If he could burn us dl into
one coa, we have deserved it,' says Menenius:

If he were putting to my house the brand
That should consumeiit, | have not the face
To say, 'Beseech you, cease!
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That Marcius should be bringing up an army to burn Rome s, in
fact, regarded by his friends as the perfectly natural gesture of an
angry nobleman. Cominius, in a later scene, describes how he
begged Marcius in vain to spare the city. He relates how first he
urged that it was roya to pardon when mercy was least expected
and how he then reminded Marcius that there were people of his
own party in Rome who should be dear to him. Marcius replied that
he could not trouble himself with distinguishing one Roman from
another. Cominius took it for granted that Marcius had every right
to avenge himsdf on the Roman people but expected to excite
the compassion of Marcius for his family and friends. Mcnenius,
urged by Cominius and the tribunes to plead in person with
Marcius, seems equaly unaware of the enormity of the situation.
He merely thinks it hard lines that the nobility of Rome should
have to suffer for the sins of the Roman people:

COMINIUS: | offcr'd to awaken hisregard
For's private friends: his answer to me was,
He could not stay to pick them inapile
Of noisome musty chaff: he sad ‘twas folly,
For one poor grain or two, to leave unburnt
And still to nose the offence.

MENENIUS: For one poor gram or two!
| am one of those;; his mother, wife, his child,
And this brave fellow too, we are the grains:
Y ou arc the musty chaff; and you are smelt
Above themoon: we must be burnt for you.

S0 much emphasis has been laid on Shakespeare's anti-democratic
bias that these speeches are worth noting. The patricians, faced with
invasion, Hill think mainly of themselves. Only the tribunes plead
for Rome, urging the senators to forget their feud and think of
the common peril:
SICINIUS: Nay, pray, be paticht: if you refuse your ad
Inthissonever-neededhelp, ydtdonot
Upbraid's with our distress.

MENENIUS: What should | do?
BRUTUS: Only maketrial what your love cando
ForRome,towardsMarcius.
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MENENIUS: Wadll, and say that Marcius
Return me, as Cominiusis retuni'd,
Unheard; what then?
But asadiscontented friend, grief-shot
With hisunkindness? say't beso?

SICINIUS: Y et your good will

Must have that thanksfrom Rome, after the measure
Asyouintended well.

Menenius consents to undertake the misson. Marcius was his
friend, had called him 'father'. He finds it difficult to believe that his
hero can be so utterly relentless as Cominius reports. His engaging
resilience and disarming trust in human nature keep the upper hand
despite dl his prejudices of blood and station. He sets off on his for-
lorn errand in ahopeful spirit—almost with zest:

| think hell hear me. Y et, to bite hislip,

And hum at good Cominius, much unhearts me.
Hewas not taken well; he had not din'd:
Theveinsunfill'd, our blood is cold, and then
We pout upon the morning, arc unapt

To giveor to forgive; but whenwe have stuff'd
These pipes and these conveyances of our blood
With wine and feeding, we have suppler souls
Thaninour priest-likefasts: thereforel'll watchhim
Till he be dieted to my request,

And then Til set upon him.

That Shakespeare had a soft corner in his heart for Menenius is
never so strongly felt asin the handling of his mission to the Volscian
camp. Chalenged by the sentries, he commends them for their
vigilance, states his business and, when they refuse to let him pass,
ingenuoudly affirms that Marcius is his friend:

| tell thec, fellow,
Thy general ismy lover: | have been
The book of his good acts, whence men have read
Hisfame unparallel'd, haply amplified;
For | have ever glorified my friends,
Ofwhom he's chief, with al the size that verity
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Would without lapsing suffer: nay, sometimes,
Liketo abowl upon asubtle ground,
| have tumbled past the throw.

He asks whether the general has dined, for 'l would not spesk with
him rill after dinner.* The sentry bids him return to Rome and pre-
pare for execution. At this point Marcius enters and Menenius con-
fidently cals on the sentry to witness how he shal be received:
'Behold now, and swoon for what's to come upon thee.' His apped
to Marciusis brief and of trustful smplicity. Thereply is crushingly
final:

MENENIUS: Omy son, my son! thou art preparingfirefor us; look thee,
here's water to quench it. | was hardly moved to come to thee; but being
assured none but myself could move thee, | have been blown out of your
gates with sighs; and conjure thee to pardon Rome, and thy petitionary
countrymen. The good gods assuage thy wrath, and turn the dregs of it
upon this varlet here—this, who, hke a block, hath denied my access to
thee.

MAHCIUS: Away!

MENENIUS: How! away!

MARCIUS: Wife, mother, child, | knownot. My affairs
Are servanted to others.

Therefore, be gone.
Mine carsagainst your suitsare stronger than
Y our gates against my force.

Another word, Menenius,
| will not hear thee speak.

A brief epilogue to this sceneis poignantly diverting. Marcius be-
trays what it has cost him to dismiss his old friend; he armours him-
dfin his pride and cdls on Aufidius to witness this crowning proof
of his loyalty; the sentries mock Menenius, but his spirit is unbroken
and he shares with Marcius their reluctant admiration:

MARCIUS: Thisman, Aufidius,
Was my beloved in Rome: yet thou behold'st!
AUFTDIUS: Y ou keep a constant temper.

(Exeunt CORIOLANUS and AUHDIUS)
FIRST GUARD: Now, sir, isyour name Menenius?
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SECOND GUARD: Tis a spdl, you sec, of much power: you know die
way home again.

FIRST GUARD: Do you hear how we are shent for keeping your great-
nessback?

SECOND GUARD: What cause, do you think, | haveto swoon?

MENENIUS: | neither carefor theworldnoryour general_ Hethat hath
will to die by himsef fears it not from another: let your genera do his
worst. For you, be that you are, long; and your misery increase with
your age! | say toyou, asl wassaidto, Away! (Exit.)

FIRST GUARD: A noblefelow, | warrant him.

SECOND GUARD: The worthy fellow is our genera: he's the rock, the
oak not to be wind-shaken.

Marcius pictures his friend as leaving the Volscian camp utterly
prostrated:
Thislast old man,
Whom with a crack'd heart | have sent to Rome,
Loved me above the measure of afather:;
Nay, godded me, indeed.

Mcncnius, however, though out of countenance, is by no means
overthrown. There is no sign of a cracked heart. He receives his dis-
missal with dignity, more than holds his own with the sentries and,
on his return to Rome, describes his reception by Marcius with a
zest in which reprobation and admiration are divertingly mingled:

The tartness of his face sours ripe grapes: when he walks, he moveslike
an engine, and the ground shrinks before his treading: heis ableto pierce
acorselet with his eye; talks like aknéll, and his hum is a battery. He sits
in his state, as a thing made for Alexander. What he bids be done is
finished with his bidding. He wants nothing of a god but eternity and a
heaven to throne in.

"There is no more mercy in him than milk in amale tiger', he con-
cludes and, turning upon Sicinius, maintains to the last that the tri-
bunes are to blame. Marcius he regards as a divine scourge upon the
city for itsingratitude:

No, in such a case the gods will not be good unto us. When we ban-
ished him, we respected not them; and, he returning to break our necks,
they respect not us.
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The contrast here presented between Marcius, outwardly insolent
but inwardly shaken, and Menenius, outwardly discomposed but in-
wardly invincible, is a typical example of the covert dramatic irony
inwhich Shakespeare excels dl other dramatists.

The scene in which Marcius is persuaded to spare Rome by the
arguments and entreaties of his mother, like so many of Shake-
speare’'s most famous scenes, owes much of its effectiveness to the
fact that it combines a superficial smplicity with psychological
implications not immediately apparent to an inattentive spectator.
A Roman matron pleads with her son for Rome. Mother, wife and
child confront son, husband and father, who is ‘tearing his country's
bowels out'; they can pray neither for his victory, which means the
destruction of Rome, nor his defeat, which entails his ruin. Vol-
umnia argues well and her success might well seem to be the triumph
of an advocate with a good brief competently handled. Is Marcius
to destroy his noble reputation? Is his name to be forever abhorred
as that of a man who laid in ashes the city of his birth? Is it honour-
able for anoble man always to remember his wrongs? Is it wise to
persist in war when peace can be made with fair advantage to both
sdes?Isithumanfor amanto spurndl natural ties?

Such an apped, with its effect on Marcius, sufficesinitself to hold
the full attention of an audience whose interest in the argument has
been skilfully stimulated in the immediately preceding episodes.
We have been led to expect that nothing can affect the attitude of
Marcius short of a faultless presentation of an overwhelming case on
the opposite side, or an appeal to the profoundcst emotions of which
he is capable. We are braced to witness a dramatic conflict between
two characters equally wilful and resolute. Nor are we disappointed.
The scene between Marcius and his mother constitutes an absorbing
climax to the drama in which we are immersed, regarded smply as
an argument on which depends the fate of Rome and of al the per-
sons concerned.

But Shakespeare, in thisjustly admired fcene, has done more than
present an effective situation in which dramatic suspense is super-
ficidly exploited to the fullest possible extent. He has again per-
formed that miracle, which is his own peculiar secret, of surprising
us with an event which was in fact ordained. Shakespeare might well
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have said of dl his tragedies: In my end is my beginning. He moves
to a point determined from the outset by the inexorable play of
character and circumstance, and yet contrives to make every step
towards his conclusion seem like the adventure of a free spirit. He
thus reproduces with fidelity the ultimate paradox of life itsdf,
namely a constant opposition of free-will with necessity.

The scene between Volumnia and Marcius is a crowning example
of this sublime double-dealing which lies a the root of Shakespeare's
dramatic method. He stimulates our suspense as the crisis approaches,
but he has prepared us long ago to accept the result. He has even pro-
vided us in advance with a preliminary study or model for this con-
clusive episode. Marcius, prior to his banishment, refused to tem-
porise with the citizens and stubbornly rejected the arguments of his
friends. He was finally whipped into submission by his mother. The
extent to which Volumnia dominates his life and conduct has been
emphasised from the rise of the curtain. The manner in which she
overcomes his resistance in the earlier scene is as significant as the
achievement itsdlf. She argues with him and pleads with himin vain.
Finally she smply scolds him into compliance with her wishes—an
angry mother reducing her child to obedience by an exhibition of
offended impatience, partly sincere and partly assumed, Marcius, in
that earlier scene, unconvinced by her arguments, yielded at once to
her displeasure.

This is precisdly what happens again in their fina encounter.
Marcius, if you examine the scene attentively, does not succumb to
his mother's arguments but, again, to the rough edge of her tongue.
In both scenes she appealsin vain to his reason and good sense. Then,
giving him up as hopeless, she makes as though she would leave him
to his own devices, with the result that he immediately collapses.
This is a fundamental trait in the character of our hero. He is essen-
tidly the splendid oaf who has never come to maturity. His vanity
in the field, his insolence to persons outside his own particular set,
his intolerance of anything outside his specia code of honour are
more characteristic of an adolescent than a grown man. It is this, in
fact, that makes his conduct, which would be intolerable in a re-
sponsible adult, so far acceptable as to qualify him for the part of a
tragic hero.



2p8 POLITICAL CHARACTERS OF SHAKESPEARE

Marcius intimates in advance that, if he is to be shaken, it will not
be by the force of reason or any socid principle. He arms himsdf
for the encounter, not against love of country or any sense of civic
responsibility, but against the natural affection that binds him to his
wife, mother and son:

My wife comes foremost; then the honour'd mould
Wherein this trunk was fram'd, and in her hand
The grandchild to her blood. But out, affection!

All bond and privilege of nature, break!

Let it bevirtuousto be obstinate.

Here it is necessary to consider for a moment a character so far
wilfully neglected. The wife of Marcius plays a very secondary part
in the tragedy. She has so far uttered just over twenty lines. To
Marcius when he returns in triumph from the wars, she saysjust
nothing at dl and she is not present when Volumnia persuades her
son into making a last attempt to placate the citizens. Her character
and presence are nevertheless felt throughout the play and she lives
immortal in that famous greeting of Marcius in the second Act:

. My gracioussilence, hail!
Woulast thou have laugh'd had | come coffin'd home,
Thatweep'sttoseemetriumph?Ah, my dear,
Such eyes thewidowsin Corioli wear,
And mothers that lack sons.

Was there ever presented a true marriage of opposites in so brief
acompass? Marcius, at sight of hisgentle, self-effacingwife, ismoved
to the only phrase in dl his many speeches where true feding
prompts that sheer felicity of utterance which springs from the
heart. Virgilia at that instant takes her place beside Cordelia with her
‘Nothing, my lord." She lives in a lovely seclusion, with thoughts
too deep to be readily expressed and feelings at the same time too
delicate and too assured to be relieved by any first word that springs
to the lips. In the presence of this gracious slence the voluble greet-
ings of Volumnia sound froward and fulsome. But note how
Marcius, having revealed in two words how dear to himis the serene
self-effacement of Virgilia, rdlies her with a clumsy gaiety which
shows how deep is the difference between them. Who but Marcius at
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such a moment would remind Virgilia, who hated bloodshed, of the
husbands and sons he had slaughtered at Corioli? It is oddly touching
—this unconsciously comical approach towards a woman tenderly
loved and sensitively appreciated for the very qualities which he so
unwittingly offends.

That Virgilia loves Marcius is emphasised in the short domestic
interlude early in the play which accounts for sixteen of her twenty
odd lines. She trembles for his safety and will stay indoors till his re-
turn. But a dove will peck the raven when her beloved is hurt or
threatened. Shakespeare, in one of those carelessy subtle touches of
character which so often puzzle his commentators, makes this gentle
creature, who shrinks from Volumnia's perpetual gossip of broken
heads and bloody noses, turn so fiercely on Sicinius when her hus-
band is banished that more than one editor has inferred a mistake in
the text and transferred the line to her mother-in-law.

How dearly Marcius loves Virgilia, and how passionate the bond
between them, is not fully exposed till the scene is reached in which
she comes with Volumnia to plead with him for Rome. She takes
no part in the argument. Her presence is argument enough—'those
doves eyes which can make godsforsworn.’ Marcius is shaken to the
soul at the mere sight of her:

| melt, and am not
Of stronger earth than others.

Best of nly flesh,
Forgive my tyranny; but do not say
For that, 'Forgive our Romans.' O, akiss
Long asmy exile, sweet as my revenge!
Now, by thejealous queen of heaven, that kiss
| carried from thee, dear; and my truelip
Hath virgin'd it €er since.

But it is Volumniawho carries the full weight of the scene. To be-
hold her knedling at his feet outrages his every instinct:

My mother bows,
Asif Olympusto amolehill should
In supplication nod:
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You gods! | prate,’
And the most noble mother of the world
Leave unsaluted.

What is this?
Y our knees to me? to your corrected son?
Then let the pebbles on the hungry beach
Fillip the stars.

The matriarch is stressed in every line. 'Thou art my warrior, |
holp to frame theeg," Volumnia reminds him. 'l kneel before dice and
improperly show duty.' She presents Valeria, anoble lady, loved and
esteemed by Marcius. Here, too, is his boy, with an 'aspect of inter-
cession which great Nature cries, "Deny not" "

VOLUMNIA: Thisisapoor epitomeof yours,
Which by the interpretation of full time
May show like al yourself.
MARCIUS: The god of soldiers,
With the consent of supremeJove, inform
Thy thoughts with nobleness; that thou mayst prove
To shame invulnerable, and stick i* the wars
Likeagreat sea-mark, standing every flaw,
And saving those that eye thee!
VOLUMNIA: Your knee, sirrah.
MARCIUS: That'smy brave boy!
VOLUMNIA: Evenhe,yourwife, thislady, and myself
Arc suitors to you.

The tableau is set for the argument. Marcius has steded himselfin
advance:
I'll never
Besuch agoding to obey instinct, but stand
As ifaman were author of himsdlf
And knew no other kin;—

and, on the top of this, he warns his mother that he is not to be
moved with anything she may haveto say:

! Heis 'prating* of his love for Virgilia The word is characteristic. It betrays an
unconscious contempt of the one touch m his life of a beauty that disarms his pride.
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Do not bid me
Dismissmy soldiers, or capitulate
Again with Rome's mechanics; tell me not
Wherein | seem unnatural: desire not
Todlay my ragesand revengeswith
Y our colder reasons.

But Volumniaisnot to beput off:

Yetwewill ask;
That, ifyoufail inour request, theblame
May hang upon your hardness.

Volumnias 'colder reasons are well-urged, but the heart of the
contention lies elsawhere. This is not, in essentias, a conflict of class
prejudice with civic patriotism, though Volumnia is free enough
with references to her country. It is a conflict of personal pride with
a sense of what is due from Marcius to 'great Nature®. Driven by
pride, he has defied both instinct and reason. To reason he remains
deaf to the end, but instinct carries the day:

VOLUMNIA : Thou shalt no sooner
Marchto assault thy country than to tread—
Trust to't, thou shalt not—on thy mother's womb,
That brought thee to this world.
VIRGILIA: Ay, and mine,
That brought you forth thisboy, to keep your name
Livingtotime.

VOLUMNIA: There'sno man in the world
More bound to's mother; yet here heletsme prate
Likeonei' thestocks. Thou hast never inthy life
Show'd thy dear mother any courtesy,
When she, poor hen! fond of no second brood,
Has cluck'd thee to thewars and safely home,
Loaden with honour.

Marcius rises in avain effort to escape;

Not of awoman's tenderness to be,
Requires nor child nor woman's face to sec.
| have sat too long.
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His will bregks at last, but only when Volumnia, having reasoned
with him in vain, accuses him of unfilial neglect and loses her temper,
as we imagine must have frequently happened in her encounters
with Marcius in childhood. 'Come, let us go." she exclaims:

Thisfellow had aVolscian to his mother.

| am hush'd until our city be afire,
And then I'll speak alittle.

Itis her last word, and it suffices. After holding her by the hand, silent—
Shakespeare's stage directions are rare and this one is tremendous—
bespeaks:
O mother, mother!

What have you done? Behold! the heavens do ope,

The godslook down, and thisunnatural scene

They laugh at. O my mother, mother! O!

Y ou have won ahappy victory to Rome;

But, for your son, believeit, O! believeit,

Most dangerously you havewithhimprevailed,

If not most mortal to him.

Proud Marcius in submission assumes the full stature of a tragic
hero. Shakespeare, having anatomised his pride and folly with
superb detachment, alows him, in the act that determines his fall, a
glory without stint. He is for the instant transfigured by his act of
mercy. Thereis great dignity in his address to Aiifidius at the end of
the scene:

MARCIUS: Now, good Aufidius,
Wereyou in my stead, would you have heard
A motherless?or grantedless, Aufidius?
AUFIDIUS: | wasmoved withal.
MARCIUS: | dare be sworn you were:
And, sir, itisnollittlething to make
Mineeyesto sweat compassion. But, good sir,
What peace you'll make, advise me: for my part,
Til not to Rome, I'll back with you; and pray you,
Stand to mein my cause.

Hitherto he has carried his business with a high hand in despite dike
of his friends and enemies. But now he seeks advice; he prays that he
may not stand alone. Y et he knows—during this brief instant when
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his pride is in abeyance—that, by the very act in which he has
achieved nobility, heis doomed. His mother, in prevailing, has been
'most mortal to him*. There can be no place for him henceforth,
either in Antium or Rome.

What Marcius feds ingtinctively the spectator knows from the
evidence. Shakespeare, to heighten the effect of his hero's capitula-
tion, has already indicated that Aufidiusiswaiting forjust this oppor-
tunity to compass the ruin of his confederate. Aufidius, uncontroll-
ably gratified that his enemy should have come defenceless to his
hearth, gave to Marcius one haf of his commission. Scarcely was the
dliance sedled, however, when we find the Volscian complaining to
his lieutenant that Marcius, whether as friend or foe, is ill pre-
eminent:

LIEUTENANT: | do not know what witchcraft's in him» but
Y our soldiers use him as the grace 'fore meat,
Their talk at table, and their thanks at end;
Andyou are darken'd in this action, si,
Even by your own.

AUFIDIUS: | cannot help it now,

Unless, by using means, | lame the foot
Of our design. He bears himself more proudlier,
Even to my person, than | thought he would
Whenfirst| did embrace him; yet hisnature
In that's no changeling; and | must excuse
What cannot be amended.

Aufidius goes on to prophesy that, when it comes to afinal reckon-
ing, Marcius will be ruined by those very qualities in which he
towers above hisfellows. He cannot ‘carry his honours even’; he has
the pride which ever taints the happy man, and a defect of judgment
which makes it impossible for him to dispose wisgly of his chances,
he cannot move 'from the casgue to the cushion’, but must
forever be 'commanding peace' with the 'same austerity and garb as
he controlled the war.' It is a shrewd and bitter analysis which,
nevertheless, grudgingly concludes: 'He has amerit to chokeitin the
utterance.’

We are aware, then, of Aufidius intently watching the scene of in-
tercesson and waiting to take advantage of any compassion which
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Marcius may show to Rome. His aside, as the scene closes, pointsto a
catastrophe now inevitable:

| am glad thou hast set thy mercy and thy honour
At differencein thee: out of that I'll work
Mysdf aformer fortune.

The scene in which Marcius is goaded to his death by Aufidius re-
produces in a different key the scene in which he was formerly
goaded by Sicinius into exile. The echoes are deliberate. Aufidius
even uses the same word as the tribune to precipitate in Marcius the
loss of self-control which destroys him. Marcius has had his supreme
moment. Shakespeare now brings him ruthlessly back to normal.
He is again the man who cannot refrain from taking the lead—even
in the house of a stranger. Aufidius, who could not endure a rival,
has had to tolerate amaster:

He came unto my hearth;
Presented to my knife his throat: | took him;
Made himjoint-servant with me; gave him way
Indl hisown desires; nay, let him choose
Out of my files, his projects to accomplish,
My best and freshest men; serv'd his designments
In mine own person; holp to reap the fame
Which he did end dl his; and took some pride
To do mysdfthiswrong: till, a thelast,
| secm'd hisfollower, not partner.

But let Marcius spesk for himsdf, facing the senators and com-
moners of Antium:
You are to know

That prosperously | have attempted and

With bloody passage led your wars even to

The gates of Rome. Our spoils we have brought home

Do more than counterpoise afull third part

The charges of the action. We have made peace

With no less honour to the Antiates,

Than shame to the Romans; and we here deliver,

Subscribed by the consulsand patricians,

Together with the sed o' the senate, what

We have compounded on.
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All that he claims is true, but his cool assumption oi authority to
make war or peace as the humour seizes him is less staggering than
the way in which he takes it for granted that the lords of Antium
must needs approve his action.

Marcius, rising above his pride at the supreme moment of the
tragedy, had redised that his decison to spare Rome might have
mortal consequences. Shakespeare alowed him that flash of insight.
But Marcius was not the man to be permanently changed by ex-
perience. He shows, in this final scene, his familiar incapacity to
measure or even to consider the effect of his conduct on other men
and in this he runs true to type. The contrast between his behaviour
in Antivim and the mood in which he yielded to his mother is one of
those inconsistencies which throw into high relief the fundamental
coherence and veracity of Shakespeare's portrayal of human char-
acter.

Aufidius knows his man. For this proud, hot-tempered Roman
one word will suffice and, as we have noted, it is the same word
which was used by Sicinius on a previous occasion. Marcius hands
his treaty to the senators:

AUFIDIUS: Read it not, noblelords;
But tell thetraitor, in the high'st degree
He hath abusd your powers.
MARCIUS: Traitor! how now?
AUFIDIUS: Ay, traitor, Marcius!

Aufidiusthen statesthe case:

You lords and heads o' the state, perfidiously
He has betray'd your business, and given up,
For certain drops of salt, your city Rome,
| say 'your city', to hiswife and mother;
Breaking his oath and resolution like
A twist of rotten silk, never admitting
Counsel 0' thewar, but at his nurse's tears
Hewhiii'dandroaredaway yourvictory,
That pages blush'd at him, and men of heart
L ook'dwonderingeachatother.
MARCIUS: Hear'st thou, Mars?
AUFIDIUS: Name not the god, thou boy of tears!
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Marciusisnow his old rampaging sdlf:

Cut me to pieces, Volsces, men and lads,
Stain dl your edges on me. Boy! false hound!
Ifyou have writ your annals true, 'tis there,
That, like an eagle in a dove-cote, |

Flutter'd your Volscians in Corioli:

Alone| did it. Boy!

O, that | had him,
With sx Aufidiuses, or more, his tribe,
To use my lawful sword!

There is little beauty, save that of an inexorable process, in the
death of this tragic hero. Not for him the flights of angels that sng
Hamlet to his rest; the royal smplicity of 'pray you, undo this
button' that attends the passing of Lear; the proud verse in which
Othello declaims his heartbreaking epitaph; the silver tongue that
mourned for Antony and found nothing left remarkable beneath
the visiting moon; not even the poor garland with which Titinius
crowned dead Cassius or the sedate tribute paid to Brutus by his
enemy. Marcius has but afew perfunctory words from the man who
struck him down and the coldjudgment of Second Lord:

His own impatience
Takesfrom Aufidms a great part of blame.
Let's make the best of it.

Yet how appropriate and how inevitable is the note on which
Shakespeare closeshis play. For one brief moment it rose to thetragic
level. Marcius, forgoing the revenge to which his pride and sdlf-will
had incited him, was seen for aninstant above himself. We beheld in
that huge creature the fulfilment of a destiny which reached its
cimax when the proud man whom no socid consciousness
could tame and no patriotic principle confine, who had sworn to
plough and harrow Italy, who would 'never be such a goding to
obey ingtinct', but would stand 'as if a man were author of himsdlf
and knew no other kin', capitulated to great Nature and suffered his
mother most dangerously to prevail. What, after that, could happen
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but a blundering of our smple giant to destruction? There could be
no exquisite poetry or solemn music to put this fractious and stub-
born child to deep. He died caling for six Aufidiuses onwhich to use
his lawful sword. But one Aufidiuswas enough to compass his death
and to cry as childishly as his victim: 'Yet he shal have a noble
memory.'

The reticence of that stark conclusion is in keeping with the mood
sustained throughout the tragedy. Thereisnot inthis great play aline
of great poetry. There is consummate felicity of phrase and tireless
nobility of utterance, thought and feeling lightly fitted or flowing
as freely as the hearts and minds of the speakers. There is often a
touch of the hyperbolical, but the causeis not in the verse but in the
emotion behind it. The lines, where they are fulsome or exaggerated,
betray an inordinate passion or a disordered intelligence. To accuse
them of turgidity is like reproving for its swell of canvas a great ship
carrying full sall before the wind.

We have been less concerned with the quality of 'Coriolanus’ as a
masterpiece of poetic tragedy than with its political significance. A
great dedl has been written concerning its pride of place among the
greater plays of Shakespeare. Critics have often wondered why a
play so often proclaimed to be one of the noblest of his achieve-
ments has never been really popular with the English public. Many
reasons could and have been given. There is perhaps an aesthetic
reason: the English love pictures but have no taste or discrimination
in statues, and 'Coriolanus hasal the qudities of the finest statuary. It
has the boldness and smplicity of a classc monument. It commands
respect for its weight and substance, for theimpressionit gives of being
determined in its form by the material of which it iswrought, for an
ascetism which rgjects dl superfluous ornament. It is a composition
without light or shade. It stands, as it were, in the public square. We
can wak dl round it, admire its proportions, acknowledge the
mastery of the hand that gave it shape, see it completely for what it is
without any tremulous reaching out of the spirit to something that
lies beyond. It is, in aword, awork of art which is affirmative, self-
explicit, harmonious and entirely consistent. It is the only English
tragedy that provokes a comparison with Corneille and, for that
reason, it is the most popular of Shakespeare's plays in France asit is
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the least popular in England. It is for the same reason a remarkable
and unique achievement—a play in which Shakespeare, with the in-
falible response of a great artist to his material, abstained from using
gifts in which he was richer than dl his tribe, but which were in-
appropriate to his desgn. We fed at times as though he had said: 'l
will write this Roman play in the Roman fashion; there shal be no
music, no colour, no speculation, no imagery, no by-paths, no pro-
longations from sound into silence, no whisper of anything beyond,
not a tint or a sigh or a touch of the magic that poets use. This play
of mine shdl march to its conclusion like the Roman legions on a
broad highway.'

The result is a play that has been finely praised, but little loved.
Swinburne's ecstatic judgment: 'A loftier or more perfect piece of
work was never done in dl the world than this tragedy of Corio-
lanus,’ rings out like a trumpet above an orchestra of muted strings.
Of the modern critics Hudson, Bradley and Middleton Murry are the
most acutely sengitiveto itsappeal asatragic masterpiece. For Hudson
it represents Shakespeare's "highest maturity of thought and power.'
Bradley places it, alittle reluctantly, beside 'Lear’, 'Macbeth' and
'Othello’. Middleton Murry celebrates its ‘economy, its swiftness, its
solidity, its astonishing clarity and poignancy of language' and de-
scribes it as a 'magnificent example of creative control'. Most com-
mentators, however, have tended to judge the play for its political
rather than its aesthetic significance. 'It illustrates, says Coleridge,
'the wonderfully philosophic impartiality of Shakespeare's politics.'
Hazlitt writes: 'Anyone who studies it may save himsdlf the trouble
of reading Burke's 'Reflections’ or Pain€'s 'Rights of Man' or the de-
batesin both Houses of Parliament since the French Revolution or our
own. The argumentsfor and against aristocracy or democracy, on the
privileges of the few and the claims of the many, on liberty and
davery, power and the abuse of it, peace and war, are very ably
handled, with the spirit of a poet and the acuteness of a philosopher.’

We are here confronted with the paradox which lies in wait for al
who study with attention the political plays of Shakespeare. '‘Corio-
lanus, as we have seen, is more exclusively concerned with politics
than any other play he ever wrote. The palitics are nevertheless in the
last analysis incidental. Shakespeare is intent on persons, not on
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public aftairs. Hisinterest, when he writes of Coriolanus, as when he
writes of Brutus or Henry or Richard, is in a human character who
happens aso to be a politician. There arc more politics to be found
in his plays than in those of any other dramatic writer. We invariably
find, however, that his theme, as it takes shape and moves to a
climax, is not essentially a political problem but the adventure of a
human spirit. We discover, in fact, that Shakespeare, who wrote
more genuinely political plays than any other dramatist before or
snce, is only indirectly concerned with the political principles and
ideas in which they abound. Hazhtt refers to the arguments in
‘Coriolanus’ for and against aristocracy and democracy. Thereareno
such arguments. There are only aristocrats and democrats. He refers
to power and the abuse of it. There is no discussion of this problem.
Thereis only aproud man who assumes the right to despise persons
of a lesser breed. And, when the climax of the play is reached, we
find that Shakespeare is presenting a conflict, not between private
inclination and public duty, not between the merits of peace and
war, not between party-feeling and patriotism, not between the
privileges of the few and the claims of the many—not in fact between
any of the political opposites mentioned by Hazlitt—but between
the stubborn self-regarding pride of Cains Marcius Coriolanus and
the promptings of great Nature which make it impossible for him to
disregard a mother's intercession. If, as Hazlitt suggests, we were to
read 'Coriolanus' as a substitute for Burke's 'Reflections’ or Paine's
'Rights of Man' we should expect the climax of the play to be a grand
confrontation of the aristocratic and popular parties; we should look
for astatement of the principles at issue on both sides and a dramatic
conflict between qualified representatives of those principles who
knew what they were fighting for and loved what they knew. But
Shakespeare gives us instead Mcnenius and First Citizen; a fable of
the belly and its members from an old gentleman more conversable
with the buttock of the night than with the forehead of the morning;
some typical knavery on the part of a group of senators and a brace
of tribunes; a few simple, good-natured men in the street who are
disconcerted by a government which tries to obtain their support by
equivocation and moved to a not unreasonable indignation against
it by the leaders of the opposition. Here are palitics but they appear
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as men walking. 'Coriolanus' is not the dramatisation of a political
thesis. It is not a play in which the supreme conflict is one of political
principle.

Sill lessisit a play in which Shakespeare took sdes in a political
controversy. The warning of Coleridge, who found in it a supreme
example of the impartiality of Shakespeare's politics, deserves more
attention than it has received. Too many critics have preferred to
follow Hazlitt who wrote: 'Shakespeare himsdf seems to have had a
leaning to the arbitrary side of the question, perhaps from some fed-
ing of contempt for his own origin, and to have spared no occasion
of baiting the rabble.'

The significance of 'Conolanus' as a play in which Shakespeare is
supposed to have revealed a political bias in favour of aristocracy and
to have expressed contempt for the people raises the whole question
of his attitude to politics in general and to the politics of his own
generation in particular. The time has now come to dea more
directly with this question, adducing such further evidence as may
be necessary to form aconclusion.
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SHAKESPEARE was born a citizen of the New Monarchy. He belonged
to a generation of Englishmen who lived contentedly under the
jurisdiction of Star Chamber and the Queen's commissioners. The
agents of the Privy Council were ubiquitous and their authority
unquestioned. Her Majesty's Government determined at discretion
with whom her subjects were in a state of war or peace, what they
should read or hear, how they should worship God, how and with
whom they should trade. The man who in a Y orkshire tavern or
from a pulpit in Devon uttered lewd words—which was the Privy
Council's official description of any criticism of the established order
—did so at his own risk and peril. Nothing escaped the Queen's
Majesty, whose writ ran to good purpose in every hamlet and shire.
A subject accepted his place; his only alternative was to be amaster-
less man or avagabond. Each was content to abide by Her Majesty's
pleasure, to theloss of his goods, dignities, liberties or even his head.
And if you should be condemned to atraitor's death, you thanked
God and blessed the sovereign.

We should expect adramatic author of plays, with no consuming
interestinpubliclife, toreflect thefundamental socia convictions of
his generation. Chief among these convictionswas astrong belief that
anything was better than infirmity in the Government or disorder in
the community. Nearly a century had passed since England had
emerged from the Anarchy of the Roses, but men still lived in dread
of civil strife and in a passionate determination to maintain and in-
crease the unity of the realm. This state of mind inevitably found
expression in the theatre at a period when actors might withjustice
claim to be brief and abstract chronicles of the time. When Shake-
speare began to write his palitical plays, the citizens of London were
already applauding dramatic historieswhich depicted theawful con-
sequences of the 'Contention of the Two Famous Houses of Y ork
and Lancaster', or werefollowing with anxious solicitude the devious
progress of their forebearsthrough the Troublesome Raignc of John,
King of England". They savoured upon the stage the calamities from
which by God's grace and the Tudor system of government they

3
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had successfully emerged, and nourished a growing pride in them-
selves as a united people.

Shakespeare, as the only 'Johanes factotum or shakescene' of his
company, found himsdf committed to providing it with this form
of popular entertainment along with the rest. Political plays were in
demand and their subjects already determined. There was no escap-
ing Richard of Bordeaux, in whose person the sanctity of kings had
found its traditional martyr, or Richard of Gloucester, in whose
legend of the wicked uncle, closing a chapter in English history
blotted with faction and stained with the tragical ends of princes, it
was good pleasure and sound policy to believe. There was no evading
the dark theme of states divided, which Shakespeare's Bolingbroke
declared to have been the whole argument of his troubled reign;
which Mark Antony announced over the dead body of Caesar;
which recurs in prophecy or fulfilment in so many famous scenes
and speeches of the Elizabethan stage. Still less was it possible to
ignore the fair sequel of Tudor supremacy. When Shakespeare per-
mitted his one wise Greek to speak in Troilus and Crcssida, he had
no choice but to alow him the wisdom of his age. Ulysses, praising
the unity and married calm of states, speaks the only language which
would have been recognised as that of a statesman in the sixteenth

century: O when degreeis shaked,

Whichistheladder to dl high designs,
Theenterpriseis sick. How could communities,
Degrees in schools and brotherhoods in cities,
Peaceful commerce from dividable shores,

The primogcnitive and due of birth,
Prerogative of age, crowns, sceptres, laurels,
But by degree, stand in authentic place?

Take but degree away, untune that string,

And, hark, what discord follows!

Then everything includesitselfin power,
Power into will, will into appetite;

And appetite, an universal wolf,
Sodoubly secondedwithwill andpower,
Must make perforce an universal prey,
And last eat up himself.
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The providence that's in awatchful state

Knows almost every grain of Plutus* gold,

Finds bottom in the uncomprehensive deeps,

Keeps place with thought, and amost, like the gods,
Does thoughts unveil intheir dumb cradles.
Thereisamystery—withwhomrelation

Durst never meddle—in the soul of state,
Whichhathanoperationmoredivine

Than breath or pen can give expressurc to.

Thee are sentiments appropriate to an Elizabethan councillor.
Shakespeare, presenting a political sage, naturally attributes to him
opinions in conformity with the accepted ideology of his time. It
does not necessarily follow that Shakespeare was himself a political
disciple, still lessapolitica partisan. As adramatist hewasinterested
in politics only in so far as they afforded him an opportunity of
identifying himsdf with human characters undergoing the tugs and
stresses of public life, moved by ambition, challenging or recoiling
from their responsbilities, driven by socid prejudice or passion,
reaching for power or wry from its exercise. There is no reason to
suppose that he felt either more or less interest in what passes for
politics in the narrow sense than in any other form of human
activity. Certainly there is no conclusive evidence in his plays of any
political bias. Indeed, his presentation of public persons and inci-
dents has often akind of innocence which can with difficulty, or not
at dl, be distinguished from deliberate irony.

Famous critics have nevertheless found in Shakespeare's political
plays strong evidence that he had a hatred of the people, contempt
for their ignorance and inconstancy, abhorrence of their brutality,
no sympathy with their grievances; that he was, in fact, a Very dog
to the commonalty'. Hazlitt's observation on 'Coriolanus, 'Shake-
speare himself seems to have had aleaning to the arbitrary side of the
question,* has become a favourite text with commentators. But
Hazlitt, who suspected that Shakespearein'Coriolanus’ wasbaiting the
plebeians, had no doubt whatever that he was very effectively baiting
apatrician. No one trounces the haughty Roman more soundly than
Hazlitt or holds the scdes more evenly between right and left.
‘Coriolanus, writes Hazlitt, ‘complains of the fickleness of the people:
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yet the instant he cannot gratify his pride and obstinacy at their ex-
pense, he turns his arms againgt his country. ... He rates the people
as if he were a god to punish and not a man of their infirmity. He
scoffs a one of their tribunes for maintaining their rights and
franchises. "Mark you his absolute shall?" not marking his own
absolute will to take everything from them, his impatience of the
slightest opposition to his own pretensions being in proportion to
their arrogance and absurdity.' Hazlitt's total reaction to the play is,
in fact, not essentialy different from that of Coleridge who found in
‘Coriolanus an illustration of the 'wonderfully philosophic impar-
tidity of Shakespeare'spalitics.'

The assumption that Shakespeare was by conviction and tempera-
ment V the right-hand file' reached a climax in Georg Brandes.
Brandes discovers Shakespeare's contempt of the people in the un-
likeliest places—even in the sonnets. But let him, in a paragraph that
sums up the whole business, speak for himself. He writes of 'Corio-
lanus”:

"This much, at any rate, can be declared with absolute certainty,
that the anti-democratic spirit and passion of the play sprang from
no momentary politica situation, but from Shakespear€'s heart of
hearts. ... A detestation of the mob, a positive hatred of the mass as
mass, can be traced in the faltering efforts of his early ycuth. We
may see its workings in what is undoubtedly Shakespeare's descrip-
tion of Jack Cade's rebellion in the Second Part of'Henry VI' and
we divine it again in the conspicuous absence of any alusion to
Magna Cartain 'King John'.'

The handling by Shakespeare of the mass as mass, in the two plays
whereit is of capital importance, has been attentively studied in these
pages. In 'Julius Caesar' we saw how an assembly of citizens, indi-
vidually decent, shrewd and without rancour, was transformed into
acollectively brutal and senseless monster by an unscrupulous orator.
The phenomenon described by modern experts as collective psy-
chology was there shown in dramatic actioh. But hatred of the beast
was no more evident in that scene than hatred of Antony who made
the beast. That Shakespeare was inspired with an anti-democratic
passion because he exhibited a mob behaving like a mob is a non-
sequitur. Even though you didike a mob, you do not necessarily dis-
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like the people who have been turned into a mob by abad man. To
didike the bad man would be more to the purpose. Shakespeare's
treatment of the crowd that tore to pieces Cinna, the poet, for his
bad verses does not, in fact, suggest hatred. It suggests, on the con-
trary, an amused tolerance, such as we fed for a creature which has
ceased to be morally accountable. The scene is grotesque. There is
something in it of the joviality which Coleridge discovered to be
Shakespeare's prevailing mood in dedling with the mass as mass.
'You will observe, says Coleridge—and many excellent critics
would have done well to observe it, 'the good nature with which
Shakespeare seems aways to make sport with the passions and
follies of amob, as with anirrational animal. He is never angry with
it, but hugely content with holding up its absurdities to its face; and
sometimes you may trace a tone of affectionate superiority; some-
thing like that in which afather speaksto his child.’

In 'Coriolanus' the citizens of Rome are with difficulty goaded into
becoming amab by the provocation of their leaders and the insuffer-
able behaviour of Marcius himsalf. Nor does their behaviour, even
as a mob, compare at dl unfavourably with that of the senatorial
party. There is no evidence in this play that Shakespeare hated the
people unless we fal into the strange assumption that Caius Marcius
Coriolarus speaks for the author. Marcius certainly hated the people
and that was why he came to a bad end. To quote the speeches in
which he expresses an immeasurable contempt for plebelans—and
thereby reveals a conspicuous lack of judgment and humanity—as
though they sprang from Shakespeare's heart of hearts is aimost to
deny that Shakespeare had the capacity to be adramatist. Thereis, it
is true, a gusto in those speeches which, to a critic who leans to the
arbitrary sde, isirresistibly pleasing. But there is an equal gusto in
lago's scorn of Othello's smplicity and in Richard of Gloucester's
contempt of Lady Anne. Yet no one has ever sought to identify
Shakespeare with lago or with Richard.

The contention that Shakespeare hated the common people has
found much comfort and support in the fact that he never loses an
opportunity of reminding us that they smell. Poor suitors have strong
breaths. The many are not only mutable but rank-scented. The
citizens on the Capitol uttered such a ded of stinking breath that it
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almost choked Caesar. The laws that arc to come from the mouth of
Jack Cade will be 'stinking law, for his breath stinks with eating
toasted cheese' Brutus, the tribune, heard Marcius declare that he
would never show his wounds to the people or 'beg their stinking
breaths." Marcius hated their breath as 'reek of the rotten fens. The
citizens who banished him threw up their 'stinking greasy caps.*

This would seem to prove not that Shakespeare hated the people,
but that he had a sensitive nose. It was a nose, moreover, that was
not offended only by odours of low degree. The offence of Claudius,
King of Denmark, was rank; it smelled to heaven. Not al the per-
fumes of Arabia could wash the smell of blood from the patrician
hand of Lady Macbeth. The hand of Lear smelled of mortality and
he called for an ounce of civet to sweeten an imagination that reeked
with the proud iniquities of man. Hamlet's last gesture over the skull
of poor Yorick was to stop his nose. Shakespeare's world was as full
of smells, good and bad, as Prospero'sidand was full of noises.

The people smell worsein 'Coriolanus' than anywhere dse and it is
not therefore surprising that this play has been most often called in
evidence for Shakespeare's didike of the masses. It should therefore
be noted that, in writing 'Coriolanus, he went out of his way to
exonerate the citizens of Rome from the worst charges brought
against them by the historian from whom he adapted his material.
Shakespeare deliberately amended Plutarch in two important par-
ticulars, on both occasons in favour of the people and to the detri-
ment of the right-hand file. One of his amendments, as we noted in
reading the play, was to attribute to Marcius the terrible design of
destroying Rome, whereas in Plutarch his plan was more in the
nature of a project to secure success for the aristocratic Roman party
with the help of the corresponding party in Antium. The second
emendation is even more significant. The Roman citizens in Plut-
arch are not flouted by Marcius when he stands for the consulship.
Their behaviour, as reported by the historian, has none of the some-
what bewildered generosity in the face of menace and strikingly

! For a detailed exposition of Shakespeare's handling of the Roman citizens in
"Coriolanus and of his deviations from Plutarch in their favour sec the excellent
study by R. W. Chambers entitled 'Shakespeare's Hand in the Play of Sir Thomas
More' (Cambridge, 1923).
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magnanimous forbearance in the face of insult on which Shake-
speare s0 vividly insists. Shakespeare, who follows Plutarch with
remarkable fidelity in dl other respects, here departs from his
authority in order to put the conduct of the citizens in a better light.
Their behaviour in the play is more reasonable than in Plutarch,
more comprehensible, more calculated to secure the sympathy of the
spectator, while the behaviour of Marcius is correspondingly less
reasonable, less comprehensible and less likely to obtain indulgence.
Whoever is bent on identifying Shakespeare with his characters, and
thereby detecting his political inclinations, would be driven to con-
clude, upon a careful comparison of his play with its historical
source, that he had a bias, not towards authority, but towards the
popular principle. No such bias need, however, be presumed.
Shakespeare deliberately weighted the scaes against Marcius and in
favour of the people because his dramatic intention made it essential
for him to do so. He was writing the tragedy of a man whose con-
tempt for the people was beyond dl reason, whose pride offended
natural justice and fair deding. The audience must accordingly be
made to understand that the speeches in which Marcius condemns
the people are intended to revea the sensdess arrogance of the
speaker, and not to be read as statements of political truth. Shake-
speare, in his deviations from Plutarch, tried to make this plain to the
simplest spectator. He did not succeed with some of his commen-
tators, whose own hias in favour of authority has tempted them to
receive those speeches as Shakespeare's political testament.

Mention has been made of Jack Cade and his rebellion. Cade is
often quoted in support of the contention that Shakespeare didliked
the people. Let us therefore make his closer acquaintance.

If Shakespeare passionately detested the mob—if he were inspired
by an anti-democratic passion that sprang from his heart of hearts—
here was his chance. Political moralists V the right-hand file' could
find no better object of their spleen. Cade is a sdf-confessed im-
postor. He is vain, ignorant and cruel. His programme is to kill all
the lawyers, pull down the schools, open the prisons, abolish pro-
perty and decapitate peers of the realm. Then, too, he is absurdly in-
congstent. He is in rebellion against arbitrary government yet .'ns
'mouth shall be the Parliament of England™. He is 'inspired with the
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spirit of putting down kings and princes, but would nevertheless
himsdf be king.

Now the odd thing is that Shakespeare, having brought upon the
stage so suitable a figure on which to visit his dleged anti-demo-
cratic passion, presents him with no ill-feding whatsoever. He ob-
vioudy prefers Cade's company to that of my lord Clifford or the
Duke of York. He gives him an engagingly frank impudence in
imposture, rea courage, a hearty didike of things unpopular with
men of goodwill and a patriotism which does not easily accept a bad
bargain for his country. He Vows reformation’ and his programme
compares very wel with most of the platforms erected by reputable
political parties of the left, before and snce. There shdl be in Eng-
land saven halfpenny loaves sold for a penny: the three-hooped pot
shdl have saven hoops. Or, better dill, there shal be no money; the
realm shall be in common; dl shdl be apparelled in one livery that
they may dl agree like brothers. He would kill al the lawyers; but
when have lawyers ever been popular? 'Is not this a lamentable
thing, that of the skin of an innocent lamb should be made parch-
ment' and that ‘that parchment, being scribbled o'er, should undo a
man? He sends Lord Say to the block, but better men have been
hanged on lighter charges. Had not this unfortunate nobleman
‘given up Normandy unto Monsieur Basimecu, the dauphin of
France. To conclude dl, Cade thinks it intolerable that my lord's
horse 'should wear a cloak, when honester men than he go in their
hoseand doublets.'

All this is put with an agreeable smplicity, from which it is im-
possible to extort a trace of maice in the author.-But we need not
leave it at that. For Shakespeare has gone out of his way to give this
coarse man of the people a touch of humanity which he not un-
seldom denies to men of better blood. Lord Say pleads eoquently
for hislife and Cadeis moved to compassion:

(Aside)) | fedl remorse in mysdf with his words; but I'll bridle it: he
shall die, an it be but for pleading so well for hislife. Away with him! he
has a familiar under his tongue; he speaks not o* God's name. Go, take
him away.

It is strange that those who find in Cade's barbarity an indication
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of Shakespeare's horror of the mob should neglect to find in the bar-
barity of Queen Margaret or of my lords Clifford and York an in-
dication of his horror of the nobility. Admittedly Cade, with his
severed heads, is aruffian: 'Let them kiss one another, for they loved
well when they werewell dive. Now part them again, lest they con-
sult about the giving up of some more towns in France.' But was
Queen Margaret less aruffian, when she mocked Y ork with a paper
crown, or the sons of York, when they stabbed Prince Edward at
Tewkesbury? Some will prefer the urchin ferocity of Cade to the
solemn rancour of his better-born contemporaries.

Shakespeare, moreover, has given to Cade a spice of the quality
which he reserves for dl the more likeable of his public persons.
Cade is an impostor, but not a humbug. He has a keen eye for the
absurdities of his enterprise. 'They are dl in order and march to-
wards us,' reports Dick Butcher. 'But then are we in order when we
are most out of order," declares Cade of his own rapscallions.

It should be noted, too, by those who charge Shakespeare in this
episode with being avery dog to the commonalty, that thereis one
person in the play who has something to say on behalf of Cade and
his rabble, none other than the royal saint, Henry of Winchester.
Henry would cometo termswith theseruffians:

For God forbid so many simple souls

Should perish by thesword! And | myself,
Rather than bloody war shdl cut them short,
Will parley withJack Cade, their generd;

and when news is brought that they have dain two noble lords,
Henry exclams: 'O graceless men! they know not what they do.'

This episode of Cade's rebellion, cited as a supreme example of
Shakespeare's anti-democratic spirit, turns out on examination to be
an interlude graced with touches of humanity and humour for which
we shdl look in vain on the aristocratic fields of Towton or Tewkes-
bury. It leaves us with the impression that stupidity and ruthlessness
in a mob are less repulsive than stupidity and ruthlessness in high
places.

There remains the charge that Shakespeare wrote a play about
KingJohn and neglected to mention Magna Carta.
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A brief examination of the origin, intention and quality of Shake-
speare's play entitled The Life and Death of King John' will confirm
certain conclusions aready suggested. We have seen how Shake-
speare, in 'Richard 11, took for his subject a politica theme of pas-
sionate interest to his contemporaries. We have noted that, for
attending a performance of this play in circumstances which under;
lined its politica implications, certain gentlemen laid themselves
open to acharge of high treason. But no one thought of blaming the
author—not even Queen Elizabeth, though she redised that in the
minds of some of her subjects she was identified with the principal
character.® Shakespeare in 1601 eluded the critics who thought to
convict him of writing tendentiously and he has eluded them ever
since. He took a subject bristling with politica ideas of perilous con-
sequence and he handled them with the fearless brilliance of an artist
too fervently intent on his imaginative purpose to bother about any
political implications which might be read into his play by interested
parties. He escaped calumny, not by careful steering through the
quicksands, but by making straight for the open sea. Hisinterest was
in Richard of Bordeaux, who happened to be a king and who hap-
pened to be deposed. He presented the man and the situation for what
it was worth, and he was able, in this instance, to merge in the per-
son of his hero al the political, mystical and aesthetic elements of
which it was historically composed. The politicad elements were, of
course, an important factor and they could be plausibly invoked by
partisans anxious to claim him as achampion of their own persuasion.
But Queen Elizabeth, who exculpated Shakespeare, was right, and
the followers of Essex, who inculpated him, were wrong. Shake-
speare wrote for his contemporaries a political play on a burning
question without incurring rebuke from Star Chamber. That
should have sufficed to establish his indifference in matters of poli-
tical doctrineor prejudicefor al time.2

! See above, p. 118. _

2 Shakespeare towards the end of his career participated m the writing of another
play even more intimately concerned with the political and religious controversies
of his day than 'Richard II' or 'King John'. 'The Famous History of the Life of
Henry VIII', however, though an examination of its political content might
well reinforce the conclusions drawn from its predecessors, is too uncertain a text
to provide any sure basis of argument. Those who are tempted to find in this play
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‘The Life and Death of King John' is in some ways an even
more instructive testimony to Shakespeare's political innocence. In
‘Richard II' Shakespeare succeeded in merging both the political and
the psychologica implications of his theme in the human tragedy of
aking deposed. He thus produced a play remarkable for its unity of
design and temper. In 'King John' he failed to concentrate his
materia upon a central figure. The political issues were diverse and
refractory; they refused to cohere. The play is accordingly little
more than asuccession of episodes, some of them brilliantly executed.
Itisfor this reason of specia interest for those who try to segregate
Shakespeare's politics from his art. Here, if anywhere, we might
hope to catch the dramatist unawares. His political themes arc
not assmilated to one imaginative purpose and his palitics, if he
had any, not being lost in the general design, might be expected to
obtrude. )

KingJohn is for Catholic writers an impious king who persecuted
the Church and defied the Pope: for liberal writers heis a tyrannical
king who oppressed the people and was compelled by his barons
to sgn Magna Carta; for patriotic writers he is afeeble king who
placed his crown between the hands of a papal legate and laid his
kingdom open to invasion by a French prince; for ethical writers he
is awicked king who murdered his nephew. For writers of the New
Monarchy, however, he was a noble king who, like Moses, had
brought his people out of Egypt and shown them the promised land,
which three centuries later they were to inherit under Joshua, in the
person of Henry VIII. For Shakespeare's contemporaries John was
not amonarch who murderously usurped the crown and was brought
to his knees by noble champions of the liberties of England. He was
a monarch who first dared to challenge the jurisdiction of Rome.
He had a 'princely heart', says Holinshed, and could not well abide
the 'pride and pretended authority of the clergy'. His crimes—if they
were not merely due to 'envious report’ uttered by monkish chron-

cvidence concerning Shakespeare's attitude to contemporary events will do well to
remember those unfortunate critics who have deduced that Shakespeare was a con-
vinced and militant Protestant from Cranmer's celebrated prophecy of infinite
blessings to be enjoyed by the realm under the wise government of Elizabeth and
James—a speech which Shakespeare most certainly never wrote.

X
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iclers—were of little consequence in a spiritual predecessor of the
Tudors. Asfor Magna Carta, the Elizabethans had never heard of it.

King John, when Shakespeare took him for a hero, had aready
figured for over half a century on the English stage. A company of
actors, onJanuary 2nd, 1539, performed a play under the auspices of
Archbishop Cranmer in which it might be perceived that John was
as 'noble a prince as ever was in England and that he was the begin-
ning of the putting down of the Bishop of Rome. The play in ques-
tion was presumably a composition by John Bal which is il ex-
tant. John is beatified and Stephen Langton, one of the noblest
figures in English history, appears as a common poisoner—which
only shows what political plays are like when they are written by
men with robust political convictions

The immediate predecessor and source of Shakespeare's play—a
piece entitled The Troublesome Raigne of King John of England'—
stoutly sustains the Tudor tradition. It whole-heartedly exploits the
anti-Catholic bias of Protestant England. It is true that John desires
Arthur to be dain, but he dies repentant, comparing himsdf with a
yet more famous king who sinned and was yet a man after God's
own heart:

Butinthe spirit I cry unto my God,
Asdidthekingly prophetDavidcry,

Whose hands, as mine, with murder were attaint:
| am not he shal build the Lord ahouse,

Or root these locusts from the face of earth:

But if my dying heart deceive me not,

From out these loins shall spring akingly branch
Whose armies shdl reach unto the gates of Rome,
And with hisfeet tread down the strumpet's pride,
That sits upon the chair of Babylon.

We may here observe Shakespeare at work upon a politica sub-
ject which lay to his hand in a definite text. He was writing from an
origina which throughout betrays an assured bias. He was dedling
asin 'Richard II" with a topical theme and, in this case, we can see

! The full story of King John's beatification under the Tudors is brilliantly ex-

pounded by Dr. Dover Wdson in his preface to the New Cambridge Edition of
Shakespeare'splay.
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precisely where and how he differed in handling it from an author
who approached his subject from a contemporary and sectarian
point of view.

To begin with, he found it humanly impossible to present King
John as the noble prince of Tudor mythology. To Shakespeare,
dramatist and searcher of hearts, John, as presented in the older play,
was a man who wished his nephew dead but had not the courage to
name the deed for which he was moraly responsible; who defied
the Pope, when passion and interest inclined him to do so, but whose
defiance collapsed in abject submission when he needed clerical sup-
port against his secular enemies. Here was a veritable king of shreds
and patches, audacious without courage, intelligent without wisdom,
stubborn without strength of purpose. And the world in which he
moved was as chaotic as the man himsdlf. Here were English nobles
leagued with a foreign prince to overthrow their English sovereign;
a representative of Christ's vicar on earth provoking war between
Christian princes, solemn treaties no sooner made than broken;
codlitions for which it was impossible to find any basis in right or
wrong; loydlties divided and confused.

Shakespeare could make no dramatic sense of this distempered
world. Hejust stands back and admires the fine confusion. There was
nothing inJohn's character to give form and significance to the play.
There was nothing sufficiently vital or positive in the events of his
troublesome reign to give unity or design to the record. Shake-
speare, coming to grips with his principal character, faltersin his de-
sign and fallsinto astrange mood of compassionate horror.

Finding no focus for hisplay in the King, Shakespeare contrives to
give it at least an appearance of unity by introducing a character
whose function it is to provide a point of sanity or reasonable court
of apped in aworld at sxes and sevens. The result is a group of
politica persons and a series of politica Situations objectively de-
scribed for what they are worth and the reaction to these types and
- Situations of a character who, while he takes an active part in the
events of the play, is dso in a sense its chorus. The Bastard of Faul-
conbridge is a principa player, but he is dso a blunt, fearless and
candid critic of the scene, well aware of what dl the doings arc
worth—including his own.
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What sort of man is this Faulconbridge, who speaks in this play,
if not for Shakespeare himsdlf, at least for the minimum of sanity,
honesty and humour which Shakespeare considered necessary as a
point of reference? He chooses to be the bastard son of Coeur-de-
Lion rather than legitimate heir to an estate of five hundred pounds
ayear. He will be 'lord of his presence and no land beside’. He will
follow his blood and seek his fortune: 'l would not be Sir Nob in any
case.' With adisarming candour he makes his profession of faith: he
will take the world as hefindsit, follow his fortune wherever it may
lead and be no more scrupulous than other men:

Who dares not stir by day must walk by night,
And haveis have, however men do catch:
Near or far off, well wonistill well shot,
Andl aml, howeer | was begot.

He means to exploit the manners of the time and so earn his placein
the story:

And not donein habit and device,

Exterior form, outward accoutrement;

But from theinward motion to deliver

Sweet, sweet, sweet poison for the age's tooth:
And though | will not practiseto deceive,

Yet, to avoid deceit, | meanto learn;

For it shdl strew the footsteps of my rising.

Heis superbly honest with himself, a quality which distinguishes him
from every other person in the play and makes him atouchstone for
al that isfalse, unstable and pretentiousin his surroundings.

Thisis the man who, having played his own very effective part in
the action, is left aone upon the stage to deiver judgment: Mad
world! mad kings! mad composition! and, if this be not the judgment
of Shakespeare, it comes asnear toit asany weshdl find.

Consider the political scene which prompted it. King Philip of
France has come upon the stage with his forces to champion Prince
Arthur. The Duke of Austriais dso present. Each is full of the noble
cause that has brought them together 'in such ajust and charitable
war'. To them enters King John, claiming to be 'God's wrathful
agent'. The two kings defy one another in resounding terms. Two
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queens contribute to the chorus. Appeals to the 'supernal judge
dternate with hearty give-and-take between the kings and some
shrill bickering between the queens. The kings unite in caling the
queens to order. Then each of them, in turn, begs the citizens of
Angiers, under whose walls this exchange of views is taking place, to
let him into the town. The citizens very sensbly suggest that the
kings should first settle matters between themselves; they will admit
the soldier who proves his right by force of arms. The kings retire to
fight it out. Each in turn sends a herald back to the city to clam a
victory. But the citizens cdl it a draw. The kings come again before
the wadls, but the citizens Hill refuse either of them admittance.
Faulconbridge begins to percelve that their Mgesties are making
fools of themselves:

By heaven, these scroyles of Angiers flout you, kings,
And stand securely on their battlements,
Asinatheatre, whencethey gape and point

At your industrious scenes and acts of death.

He sardonically suggests that the kings should join forces, take the
city by storm and afterwards resume their battle. The kings agree.
They will knit their powers—

And lay this Angiers even with the ground;
Then after fight who shall be king of it.

The citizens naturally didike this suggestion and propose another
solution. Let the kings make peace. France has a son. England has a
niece. Let son and niece be married. King Philip will secure as dowry
thefiefsin France which properly belong to Prince Arthur, and King
John will secure King Philip's recognition of his title to the crown of
England. The match is made and the terms agreed. King Philip, who
set out to establish Arthur's rights, agrees to share them with King
John who is usurping them.*

! |tis to be noted that Shakespeare, charged with anti-democratic bias for neglect-
ing to mention Magna Carta, a document unknown to him either as myth or
history, dlows the plain citizens of Angiers to be privileged spectators of the
essentially comic behaviour of two royal suitors for their favour. These citizens,
moreover, speak more to the purpose than the great ones who threaten them with
destruction.
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Shakespeare presents these disgraceful proceedings with high
solemnity. Irony isimplicit in the facts and usualy he dlows it to re-
main implicit. But in this case he has his own observer present. Mad
world! mad kings! mad composition! For al dike areruled by 'that dy
devil, that smooth-faced gentleman, tickling Commaodity":

Commodity, the bias of the world;
Theworld, who of itsdlfis peisfed well,
Madetorunevenuponevenground,

Till this advantage, thisvile-drawing bias,
Thissway of motion, thisCommodity,
Makes it take head from dl indifferency,
From dl direction, purpose, course, intent.

Shakespeare's English histories in their political aspect are so
many variations on this theme of commodity—commodity as be-
tween principle and practice, between passon and interest, between
conscience and ambition. Expediency lies a the heart of public
affairs, however splendid the outward show, however high the pro-
fession of faith. It cries aoud with the voice of honour, speaks in the
accents of reason, even borrows the language of the heart. Or, as
with Faulconbridge, it looks itself straight in the face and accepts
itself without illusion. Shakespeare prefers it that way. Thejudgment
of Faulconbridge has dl the more weight in that he include? himself
in the picture:

And why rail | on this Commodity?
But for because he hath not wooed me yet.

Waéll, whilesl amabeggar, | will rall,
And say thereisno sinbut to berich;
And being rich, my virtue then shal be
Tosaythereisnovicebutbeggary:
Since kings break faith upon commodity,
Gain, bemy/lord, for I will worshipthee!

Faulconbridge is Shakespeare's catalyst, not only for the matter,
but the manner of the political scene. Twice fifteen thousand hearts
of England's breed,' declaims King John. '‘Bastards and ese,’ dipsin
Faulconbridge. 'As many and as well-born bloods as those," counters
King Philip. 'Some bastards, too," interposes Faulconbridge. He
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pounces on kings, lords and citizens dike when they become grandi-
loquent or fulsome. He has a quick ear for the fine phrase that hides
afalse heart or for the fustian that exceeds the modesty of nature:

Here's alarge mouth, indeed,
That spitsforth death and mountains, rocks and sess,
Taks as familiarly of roaring lions
As maids of thirteen do of puppy-dogs!
What cannoneer begot this lusty blood?
He speaks plain cannon fire, and smoke and bounce;
He gives the bastinado with his tongue;
Our ears are cudgelled—not aword of his
But buffets better than afist of France:
Zounds! | wasnever so bethumped with words
Sincel first caled my brother'sfather 'dad”.

Mark how he strips the Dauphin of his fine feathers as he courts the
Lady Blanche for her dowry:

K. PHILIP: What say'st thou, boy?look inthelady'sface.
LEWIS: | do, my lord, and in her eyes| find
A wonder, or awondrous miracle,
The shadow of mysdfform'd in her eyes,
Which, being but the shadow of your son,
Becomesasun, and makesyour son ashadow:
| do protest, | never lov'd myself,
Till now infixed | beheld mysdlf,
Drawn in theflattering table of her eye.
BASTARD: Drawnin the flattering table of her eye!
Hang'd in the frowning wrinkle of her brow!
And quarter'din her heart! he doth espy
Himsdflove'straitor: thisis pity now,
That, hang'd and drawn and quarter'd, there should be,
Insuchalove, sovilealout ashe.

Among his peers the Dauphin passes for a brave and capable prince,
neither more nor less tickled by commodity than the rest of them.
To Faulconbridge he is no more than a lout in gold lace, whose
euphuistic wooing of afair lady is merely ridiculous.

Faulconbridge, however, is dill at the beginning of his pilgrimage.
He has yet to plumb the depths of that commodity which he so
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sturdily professes. King Philip, who for commodity espoused
Arthur's cause and who for commodity makes peace with John,
breaks faith again at the bidding of a papal legate who, for com-
modity, argues that to keep a vow made with an enemy of the
Church is to be forswornin the sight of heaven. The Dauphin who
invades England asthe Church's warrior, and makes a solemn league
with the nobility of England to put down the usurper, refuses to lay
down his arms at the Church's bidding upon John making his sub-
mission to Rome, and decides to cut off the heads of his English sup-
porters when they have served his turn. King John, to whom Faul-
conbridge has sworn loyalty and devotion, commits afoul crime for
which he cravenly abjures responsibility. Small wonder that Shake-
speare's plain dedler in commodity shrinks at last in horror from its
awful consequences:

| am amaz'd, methinks, and lose my way
Among the thorns and dangers of thisworld.

Thelife, the right and truth of al this ream,
Isfled to heaven; and England now is left

To tug and scamble, and to part by th' teeth
The unow'd interest of proud-swelling state:
Now, for the bare-pick'd bone of mgjesty,
Doth dogged war bristle his angry crest,
And snarleth in the gentle eyes of peace:
Now powers from home and discontents at home
Meetin oneline; and vast confusion waits,
Asdoth araven on asick-fal'n beast,

The imminent decay of wrested pomp.

Now happy he whose cloak and ceinture can
Hold out this tempest.

Faulconbridge proves better than hisword. He professes dlegiance
to commaodity, but his deeds are those of a brave, honest and com-
passionate man. He is Shakespeare's living contrast to al the other
public persons of the play, whose politic words and martial gestures
are commodity's fine cloak. Majesty is picked to the bone and holi-
ness, speaking through a prince of the Church, whispers in the
Dauphin's ear that he has everything to gain and nothing to lose if
King John should be so foolish as to murder his nephew. The play
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acquires unity only ifit is viewed from this angle. Commodity is the
villain; Faulconbridgeis Shakespeare's device for stripping the villain
of his disguise. Thereiis, in fact, no sensein the play at al unless we
regard it as the recoil of a free spirit from the tug and scamble of a
political world which has fallen to the estate described by Ulysses—
will into power, power into appetite.

Faulconbridge, who bluffly accepts commodity for his device, ex-
poses commodity for dl to seein its true colours and, when it comes
to the point, himself behaves like a true man. He remains loyal to the
King and to the cause which he has taken up. He does his best to put
gpirit into his royal master when things are at their worst:

But wherefore do you droop? why look you sad?
Begreat in act, asyou have beenin thought;

Let not the world see fear and sad distrust
Governthemodonofakingly eye.

On hearing of John's submission to the papal |egate and of his readi-
ness to parley with the Dauphin, he exclaims:

O inglorious league!
Shdl we, upon the footing of our land.
Send fair-play orders and make compromise,
Insinuation, parley and base truce
To armsinvasive? shal a beardless boy,
A cocker'd slken wanton, braveour fields,
Andfleshhis spiritin awarlike sail,
Mocking the air with coloursidly spread,
And find no check?

and when John, unable to act himsdf, bids him take charge—Have
thou the ordering of this present time—he complies without expostula-
tion. To the foreign invader and the rebellious English nobles he
gives the rough edge of his tongue:

Now hear our English king;
For thus his royalty doth speak in me.
Heis prepared; and reason too he should:
This gpish and unmannerly approach,
Thisharnessd. masque and unadvised revel,
This unhaired sauciness and boyish troops,
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Theking doth smile at; and is well prepared
To whip this dwarfish war, these pigmy arms,
From out the circle of his territories.

And you degenerate, you ingrate revalts,
Y ou bloody Neroes, ripping up the womb
Ofyour dear mother England, blush for shame.

Finally, when the English lords have returned to their alegiance, it
is Faulconbridge who spesaks the famous epilogue:

This England never did, nor never shal,

Lie at the proud foot of a conqueror,

But whenit first did help to wound itself.

Now these her princes are come home again,

Come the three corners of the world in arms,

And we shdl shock them: nought shall make usrue,
IfEngland to itself do rest but true.

That Faulconbridge, who openly affects to play the ruffian, should
come finally to rest in the simple faith of aloya Englishman puts the
finishing touch to Shakespeare's exposure of the pretensions to
honour, godliness and high principle of the professiona paliticians
whichisthe fundamental inspiration of the play. Faulconbridge, who
exclams

Bell, book, and candle shall not drive me back,
When gold and silver becks me to come 6n—

is the one redly disinterested person in this distinguished company.
Contrast with him Lewis, the Dauphin, who, in bribing the English
nobles to support his marauding Frenchmen with promises of spoils
to come, claims God'swarrant for his enterprise:

Come, come; for thou shalt thrust thy hand as degp
Into the purse of rich prosperity .
AsLewishimsdf: so, nobles, shdl youl,

That knit your sinews to the strength of mine.

Look, where the holy |egate comes apace,
To give us warrant from the hand of heaven,
And on our actions set the name of right
With holy breath.
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What, meanwhile, has become of the politica tract from which
Shakespeare derived his material? Here, again, we find reveded, as
nowhere dse, the quality of his reactions to politicd themes and
persons. The solemn bigotry of the origina is utterly transformed
even in the passages where Shakespeare dlows his characters to re-
ject, with point and passion, the clerical pretensions of Rome. There
is no anti-Catholic bias in the play. Shakespeare's papa legate is pre-
sented, first and last, as one among the rest of the politicians. On him,
as on the kings and princes, the same cool dispassionate irony is
brought to bear. If he suffers more from this treatment than the lay
politicians, that is only because his moral pretensions are higher and
therefore less consistent with his behaviour. Complacently he tries
to use each of the royal parties in turn to secure the tempora ends of
the Church and in the end is rejected by both. He is amost a comic
character. His bland assumption of authority is as genialy mocked
by the event as the clam of Polonius to have discovered the true
cause of Hamlet's madness; and when he persuades King Philip that
by breaking his promise he is redly keeping his word, there is more
than a hint of that most wise counsellor to King Claudius who was
begged to dispense more matter with less art. A lambent mischief
plays about al the proceedings of these public persons. The scenein
which Pandulph coolly invites the Dauphin to make peace with John
after having urged him to make war has a touch of humour such
as the contemplation of public life is very apt to inspirein a detached
observer; and the comedy is complete when Faulconbridgc, on be-
half of King John, and Lewis, on behalf of King Philip, equally de-
termined to fight one another, nevertheless agree in rejecting his
authority:

PANDULPH: The Dauphin is too wilful-opposite,
And will not temporise with my entreaties;
Heflady says hell not lay down hisarms.
BASTARD: By dll the blood that ever fury brcath'd,
The youth says well!

The solemnity of the original in its treatment of the anti-Catholic
theme is retained by Shakespeare only whereit is strictly required by
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the historical facts. John's celebrated chalenge to papa authority
could not, of course, be omitted:

What earthly name to interrogatories
Can task the free breath of a sacred king?

Tdl him this tale; and from the mouth of England
Add thus much more: that no Italian priest

Shdll titheor toll inour dominions;

But aswe, under heaven, are supreme head,

So under Him that great supremacy,
Wheredowereign, wewill aloneuphold,
Withouttheass stanceof amortal hand:

Sotell thePope.

Even in dedling with this supreme politica topic of the play, how-
ever, Shakespeareis clearly concerned less with stating areligious or
socid doctrine than with presenting a series of situations in which
the overweening pretensions of a political agent who plays with
moral and human forces beyond his control are effectively exposed.
The riva parties accept the legate's authority only so long as he is
ready, with holy breath, to set upon their actions the name of right.
Pandulph blandly assumes that he can bind or loose these princes by
virtue of the spiritual powers which he misuses for material
ends.

It was my breath that blew this tempest up,
Upon your stubborn usage of the Pope;

But snceyou are agende convertite,

My tongue shal hush again this storm of war.

Never was a self-constituted master of the event more swifdy dis-
illusoned. He is Shakespeare's supreme example of the politician
who, like the sorcerer's apprentice, finds himself drowning in a flood
which he has started and cannot arrest. His claim to spiritual author-
ity is accepted by Lewis when it lends an ar of respectability to his
temporal proceedings, as it is accepted by John when it is used
in an attempt to save England from the consequences of a French
invasion. Itisrejected by Lewis when it is used to dissuade him from
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his enterprise, as it is rejected by John when it is used to extort
English money for the papa funds:

Y our graceshdl pardonme; | will not back:

| amtoo high-bornto bepropertied,
Tobeasecondary at control,

Or useful serving-man and instrument

Toany sovereignstatethroughouttheworld.

Y our breathfirstkindledthedead coal of wars
Between this chastisd kingdom and myself,
And brought in matter that should feed this fire;
Andnow 'tisfar too hugeto beblownout
Withthat sameweak windwhichenkindledit.

Shakespeare discards the sectarian thesis of the old play, giving us
instead a dramatic sequence in which he presents the discomfiture of
an eminent public person who assumes that God can be made to
serve his turn in the manipulation of human affairs. He likewise dis-
cards John as a national hero and spiritual precursor of the Tudors.
He retains only so much of the heroic king as common sense and
common humanity alows. His John has presence and dignity. He
speaks like aking. Heis ready in war and apt in council. But Shake-
speare was not greatly interested in him as a political character. He
was interested in the man who committed a crime which he had not
the courage to name and who was thereby struck with a moral
paralysis.’ Thereisinsurrection, not only in John's kingdom, but in
his soul, and it was the spiritual ruin which Shakespeare took for his
theme:

My nobles leave me; and my stateis brav'd,
Evenat my gates, withranksof foreignpowers:
Nay, inthebody of thisfleshlyland,

This kingdom, this confine of blood and breath,
Hostilityandciviltumultreigns

Between my conscience and my cousin's death.

John, in fact, retires as a public personage before the play is done,

leaving the political issues to be determined by Faulconbridge. He

dies remote from dl affairs, his mind pricked with strange fancies.
! Seeabove, pp. 102 (note), 323.
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He does not even live to hear the end of the story. For him the final
bulletins are but ‘dead news in as dead an ear'. Shakespeare, turning
for a moment from the public scene, suffers Prince Henry to grace
the passing of a tormented soul with a brief elegy, in whose
music sounds the infinite compassion of a poet for a most unhappy
man:

| am the cygnet to this pale faint swan,

Who chants a doleful hymn to his own death,
And from the organ-pipe of frailty sngs

His soul and body to their lasting rest.

Here, then, we find as plain an answer as we shal anywhere re-
ceive to the question with which we started. A citizen of the New
Monarchy takes a political tract of the times."To a large extent he
ignores the political issues which formed the basis and inspiration of
the older play. Hisinterest in the King as atraditional political figure
isso dight that he allows him to die, in the political sense, 'off-stage'.
His concern with serious politicad and religious issues is O
smal that his play depends for sense and unity upon a character
whose conduct and presence serve constantly to underline the irony
implicit in the conduct of political affairs. Faulconbridge is the
vehicle of Shakespeare's genia contempt for the grandiloquent im-
postures of public life. He helps us to understand why of al Shake-
speare's political characters Richard of Gloucester is the most attrac-
tive. Shakespeare liked Richard best because he was the least a hum-
bug. Faulconbridge supplies us with the clearest evidence that the
mood in which Shakespeare contemplated politics as such was
one of ironic detachment. He was impartial because he was in the
last resort indifferent. This explains the paradox to which reference
has so frequently been made—namely that Shakespeare, who gave
to the stage a gallery of political characters unequalled in any litera-
ture for their historical veracity, had no great interest in public
affairs. He was interested in persons and niany of themjust happen
to have been public persons. Though he could draw for us a masterly
portrait of a successful king, a republican worthy, a great soldier
or a proud nobleman, though he could present the tragica fall
of princes as intimately as the not less tragical rise of pretenders
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to sovereignty and power, he will turn aside at the critical moment
to give us some touch of nature. The pubhc scene fades or vanishes
and we find ourselves aone with a human soul in triumph or
disaster. Richard of Bordeaux cdls for a looking-glass. Coriolanus
obeys his mother.
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