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CHAPTER I
INTRODUCTION

It would seem that there is nothing more to be put
down about Falstalf, a0 much having been written about him al-
ready; but 1t is not so. He was a great figure in the drama. He
took the Elisabethen world by stormm when he first appearﬁd and he
has only grown in stature since. He was & uniquely intriguing
character, and what 1ls more, he was loved like @ real peraonsl
And just as in real 1ife it so of'ten happens that no two men will
have the same impression of a given third, so with Falstaff there
seen to be as many varlations of impressions of him as there are
persons acquainted with him,

This thesis, however, will not deal in the ordinary
way with the topics that are ususlly discussed in commection with
Falstaff. There are, for instance, the discusslions of his chare
acter, of his humor, of his comic descendants, and of that great
bone of oonténtion, the question of the final rejection at Weste
minster by Hal, Jjuat become Henry the Fifth., Beyond these, there
is the further question of Palstaff's recall to life in the Merry

1 Sir Artlur Quiller-Couch, "The Story of PFPalsteff,"
Shakespeare's Workmanship, Csmbridge, 1931, 115-117.
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wives of Windsor. But this, even more than the other hoadings
mentioned, is beyond the ascope of this thesis, for the Falstalfl
of the Merry Kives is not the same man.2

This study, then, is concerned with Falstafl in a

different way, It will deal with him and his fellow Eastcheap

characters as beling the answer to Shakespeare's problems in at-
tempting a play dealing with Prince Henry, the son of Boling-
broke. It 1s, therefore, the aim of this study to shaw'that when
Shakespeare came to the writing of the chronicle plays I Henry IV}
1l Henry IV, and Henry V, he needed something more than the mere
historical facts themselves as recorded for him in Holinshed's
Chronicles. In otheor words this study will attempt to show that
the whole Palstalf group aml all the Falstafll scenes supplied
Shakespeare with the very thing he needed for his dramatic prow

sentation of the story of Prince Hal. His problsm waz twofold
at the outset, Flrat, Holinshed did not supply enough data for
the playai‘ secondly, Holinshed mentioned only briefly that the
young prince had led & wild youth, but without giving sufficient
detsils on this part of nhls life. Consequently, Bhakespeare had
the problem of finding material to £il) this gap. Therefore, the
theory this theais will attempt to establish as its conclusion is
that in the writing of the plays I and II Henry IV Shakespeare

2 ¥, R, Rldley, Shekespeare's Plays: A Cormentary,
New York, 19385, 100110,
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needed the Falstalff characters and the FPalstaff scenes. More~
over, 1t will go one step further in showing that in using these
gcenes he hit upon a new literary device in the trestment of his=-
torical subjects in the form of fletion. This discovery will be
called the Palstalflian Device. FHowever, the thesls will not
attempt any review of previous literature ol th a view to showing
that this device was new as Shakeapeare employed 1t; rether, the
soction of this thesis dealing with the Falstalfien Device will
look primarily to an exposition of its nature.

The over-all method which this theslis will follow in
establishing 1its theory will be to point ocut the four great
reasons why Shakespeare needed Palstall and the Eastcheap char
acters when he ceme to the writing of his history plays sbout
Prince Hal., Cheapter two will deal with the first resaon. That
| reason was that according to popular tradlition Henry the Fifth
had led something of e wild youth, and this was, consequently, an
integral part of his life story, requiring inclusion in the plays,
The same chapter will show how Shakeaspeare found the answer to
this need of portraying Hal's wild youth in the ample description
of Hal's relations with Palstalf., Chapter thres will desl with
the second reason. It was, in brief, that & foundstion for
tavernslife snencs had slroady been lald in an sarlier play, Ihe
Famous Victories of Henry the Fifth. In that play, ons Sir John
Oldcestle was one of the prince's tavern companions., This third
chapter will explain how Sir John Oldcastle and the tavern group
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of the older play were 5ir John Falstaff and the Eestcheap chare
acters in germ. It will try to show precisely how Oldcastle and
[his fellows from the Famous Victories were a second great reason
why 3hakespeare needed Falstarf. The fourth chapter of the thesls]

111 treat of the third great reason, It was two-fold in aspect,

ut can be considered as one since both parts bear directly on thel
rince. Plrst, it was Shakespeare's intention to develop the

ince into King Henry the Pifth, the ideal of the warrior-king

a popular soverign worthy to be a popular hsrc; Consequently,
here had ¢o be some suffliclent reeson for his esrly preferonce
or the Boar's Head Tavern over his father's privy council and the
nice protogol of court life., Becondly, Shakespeare had to por-
[tray the ldeal king, Hempry the Fifth, as a mén of the people
Luﬁhar then a one~sided monareh, 7Tha fourth chapter, then, will
oxplain how Shskespearsts need to portrey the prince as just dew
scribed was answersd by Palstaff and hle group. The L£ifth chapter|
7ill treat of the last of the four great reasons why Shakespeare

eoded Palstalf. Thls reason arises from the very nature of
postry and lts essentisl difference from history. Briefly, it is
this, Shukoap&ira based his chronicle plays dealing with the
English royelty on Holinshed's Chronicles. Therefore, he was cone
strained to follow the events of recorded history as they had
actually ocourred. But, as & dramatiat, he needed more scope,
wnregtraadam for the exercise of hls own artlatic invention than
he purely factusl account of Holinshed would allow, Since he




-5
could teke no libertles with historical fact, Shakespeare, to
elovate hls plays from the realm of sclentific history tc the
plane of literary composlition, had to have other charscters be~
sides those ln lolinshed's Chronlcles, characters whom he could

evelop and trest as his artistie askill demanded. For this he
E?adad personages who were not known, who were elther faintly hise
torical or entirely flctlitious, Of these he could develop the
ctions and charascters at his own will, The fifth chapter, then,

111 show how Bhakespeare, gqua poet, neoded Falstalf and the Easte]
neap characters in his drama of historical [lction. The latter
£ of this same ohapler will then explain the Falstaffian Device)
or that device 1s nothing else than the use of such non~hlstore
ical characteras in literary flction. The basic agreement of this
device with the Aristotellian canons of art will also be pointed
put in the same zhapter. The sixth and final chapter of the
hesis will contain & summary and the conclualion of the whole
tudy.

Befare going on to the proof of the theory Jjust oute
lined, it seems that a brlel preview of the litersture closely
pormected with the matter of this thesis would serve not only to
ndicete what previous Llnvestligatlons have boen held on the sub-
ject, but also to demonstrate how the manner of this investigation
differas from whatever has gone before,.

The pleces of wrlting thet come nearsst to the actual

matter of this thesis are to be found in the three following




¢

works: (1) the essay, "The Story of Palsteff," teken from Sir
Arthur Quiller-Couch's book, Shakespeare's Vorkmanship, (2) The
Fortunes of Falstaff by J. Dover Wilson, and (3) the essay, "Why
Did Shakespeare Create Falsteff?" by Albert H. Tolman and taken
from his book, Palstaff sand Other Shakespearean Topics. Quiller-

Couch states that Shakespesre has "set up a permanent artistic
principle in the treatment of history by fiction."3 Tt is this
same principle that this thesis calls the Falstafflan Device.
Quiller«-Couch then indicates briefly where the device came from
and that it has been copled in literary historical drama and
novels ever since. His treatment, however, is not as full as
this will be, for this thesls will develop in chapter flve shat
he has merely indicated. Ilis essay then goes on to other aspects
of the Palstaff question entirely outside the scope of this the-
asis.

| J« Dover Wilson's book is entirely devoted to a chare
acter study and dramatic analysis of Palstalff, but it served as
excellent background reading for this writer. The last of the
three above mentioned authors, Albert Tolman, deals very well
with the subject matter of the fourth chapter of this thesls,
namely that Shakespeare created Palstaff as Prince Hal's reason
for shunning the life of the court in favor of the 1ife of the

3 Quiller-Couch, Shakespeare's Workmenship, 10l.
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tavarn‘h He then proceeds to give hils reasons why Shakespeare
partlally failed in thls attempt, but that aspect of the question
is not included in the present study.

_ It will be noted that this thesis deals exclusively
with four reasons why Shakespeare needed Falstalff and the Easte
cheap characters and scenes. It ia not therefore to be concluded
that this writer considers these four as the gnly purposes which
Palstalf serves in these history plays. Certalnly thers are
more, but 1t 1z not the aim of this thesis to retail all of them
here. Only those which have been considered to bear more dlrocte
ly on the Palstaffian Device, the focal point of this thesis,
will be considered.

Conssquently, to clarify still further the scope of
this thesis, some of the other reasons for Shakespeare's use of
Falstaff are gliven here by way of exclusion. They are that
Shakespeare needed some extra material to f£111 ocut plays that
would have been too short; that Shakespeare used Falstaflf es a
travesty upon the "high-born but pseudo-chivalry then on its
last legs, and destined soon to pass away antiraly:”s that Shaltew
speare used Falstall as a vehicle for the introduction of vule
garity and ribaldry for the masses; or as & vehicle of reform

L Albert H. Tolman, "Why Did Shakespeare Create FPal-
stalf?", Palstalff and Other Shakespearean Topics, New York, 1925,

1“13»
5 Beverley E. Warner, English History in Shakespeare's
Plays, New York, 1895., 124, ’
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of times and customs ;6 or, findlly, for comedy and relief fyom
the serioua actions of the plavs. None of these is Included in
the thesls, w#h lch may now be bsgun.

6 H. J. Webb,"Falstalf's Tardy Tricks," MLN, Balti-
more, LVIII, May, 1943, 277»279.. Alao, £. Webb, "P 'Iataff*s
Clothes,” MLN, LIX, March, 1944, 1 6&




CHAPTER II
THE TRADITION OF PRINCE HAL'S WILD YOUTH

When Shakeapeare ceme to the writing of the three plays
that were to deal with the popular story of Henry of Monmouth,
both a&s Prince Hal in the Henry IV plays and later as king in
Henry V, he hed no cholce but to picture Henry as all the world

concelved of him. As king, Henry had won & very famous victory
at Agincourt to establish England's claim to the French crown.
This victory was destined never to be forgotten by loyal Englishe
men a8 ons of thelr nationts most exalted successes; and this,
not because it led to Anglo-French unification (for it 41d not)
but because 1t stood in thelr minds as a noble moment in their
country's history. That victory alone, led by & young monarch
at the head of a small and tired English force over a great host
of confident French infantry and cavalry, was enough to enshrine
any man in the hearts of his countrymen, That 1s what it did
for Henry.

But united to the shining memory of the victor of Agine
court there was aleo the prevalent popular conceptlion of the wild
and headstrong 1ife of Henry as heir spparent. Not all of the
tradltion was good. There was the reckless and riotous youth,
the sudden change at the time of his coronation, and only then

9
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the eminently succesaful period as king., Such as this was the
average mants pleture of Frince Hal who became Xing Henry the
pifth. And we are wrong if we think that only the period as
xing appealed to Engliah hearts. DBecause of Aglincourt we might
almost say that the period of Hemry as prince appealed no less,

It is a strange thing but true that there iz in most
men enough of the old Adsm to be singularly aﬁtmctod to & 1ife
like that of Henry., The saint who needed & conversion in his
life is often more appeallng than tho salnt who needed none. 5o
it was with the English who lived sf'ter Henry. They would, of
course, remexber forever the victor of Agincourt, but they would
never forget the carefree and reckless prince, It was of this
man thet Shakespeare had to write,

Shakespeare took his materials for the history plays
almost exclusively from Holinshed whom he followed with great
fidelity even in his errors.> And 1t is in Holinshed that much
of the tradition of Hal's youthful escapeades iz to be found,

The word tradition is used designedly for Holinshed was not what
could be called s relisble or scientific historien. Boswsll-

Stone says of him, "I therefore wern the reasder {(if 2 saution be
noaded) to take with a large grain of salt what Holinahed, Halle,
and the others relate concorning the youthful follies of Henry V.

1 PFrederick 3. Doas, Shakspere and His Predecessors
LOWS.QR’ and. adu, 1939‘ 259& ! ‘ L ’
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the evil lif'e and death of Cardinal Besufort, mmd the crimes of
cardinal Wolsay-."‘z

| Nevertheless, Holinshed was Shakespesare's guide and fov
that reason it w1l be necessary to quote at soms length what he
recorded of Prince Hal in the Chronicles. Then, having seen
#hat was the popular concept of Henry and heving compared 1t with
the testimony of later historimns, it will sppear why m-apamr
could not writs the story of such & well known figure ae lenry
and leave out of 1t so interesting and even so integral a part,

At the begimning of his account of the relpgn of Henry
the Fifth, speaking of the coronation day Ltself, Holinshed
writes of the new king:

Put thiz new king even at first appointing with hime
self, to shew that in his person princelles honors
should change publike marners, he determined to put on
him the shape of a new man., FPor as aforetime he hed
made himsell & companion unto misrulie mates of dis~
solute order and l1life, he now banished them all from
hizs presence (but not unrewarded or else unpreferred)
inhibiting them upon & grest paine, not once to ap-
pricach, lodge, or sojourne within f'.an miles of his
court or presences and in their pleces he chose men of
gravitie, wit, and high policle, by whose wlse coune
cell he might at all times rule to his honor and dig-
nitle; calling to mind how once to hie offence of the
king his father, he had with his flst stricken the
chief justice for sending one of his minions (upon
desert) to prison, when the justice stoutlis commanded
himsolf’ also to be streict to werd, and he {then prince)
obeied, The king after expellad him out of his privie
councell, banisht him the court, snd mede the duke of
Clarence (his yoonger brother) president of councell

2 W. G. Boswell-Stone, Ms?nmw Holinshed:
Compared. .

The
Chronicles and the History Plagys Comp , London, 1090, x111,




in hils stead, This reformetion of the new king Christ.
Ok%éhhgfh reported, fullle consenting with this. For
sa s
I1le inter juvenes paulo lascivior ante,
Defunnto genlitore gravis constansque repente,
¥oribus ubln%at corruptis regis ab aula
Assustos soclos, et nugatoribus acrem
Poenam (il quis sus tecta reviserit) addit,
Atgque ita mutatus fecit omnia princlpe digna,
Ingenio magno post consultoribus usus, ste.

s = % 5 & % % % & & & 5 2 & »

But now that k was placed in the rolall

seat of the realm, he virtucuslie considering in his

mind, that all goodness cometh of God, determined to

g:gﬂ.n withusmthing scceptable to his divine majes
‘. * & »

It is clear from the above account that some kind of
reformation in the }ife of Henry took place when he turned king.
Shakespeare is falthful to this view of the prince's life, for
he no doubt felt that as it was in the hiatories, so it had to
be in the plays. The coronation scene depicting this change in
the prince and the sentence of F’alatarr's banishment describe
21l this as scourately as a poet could reproduce an ovent.” But

3 Translation, He who before had been outstanding

for lasciviousness even among the young men, &t the death of his
father nuddmx{ became sober and mature, and from the royal seat
banished his old companions with their corrupt morals and added
stiff punishment should they ever again come under his rool's And
thus changed, he performed all things wrthy of & prince, thence-
foreward mpioyma; gounsellors of great merit, etc. (Translation
by this author.)

l, "Henry the Pifth," Holinshed's Chronicles: Richay
11 1228«-%00, Heonry IV, and gémz, eds. R. 5. Wal lace arﬂ'ﬁ%
ansen, ord, %E 3, év

II Henry IV, V, v, The Co%lem Works of William

5
shakongom, Oxford Standerd Bditlon, ed. W, J. Carey, New York,
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given such a change of heart in the new king; there hud‘ta be a
sufficlent reason for the change and at least some description
of 1ts terminus & guo. That is, Shakespears had to particularine]
the faults that supposedly existed in the prince, That is the
starting point or this thesis. The playwright needed some method
of portraying these faulta. This chapter will explain that need
mors fully; the following chapter will show why the ?usbm
characters were the answer to that need. This chapter will point
out merely that the youthful follies of the prince had scmehow tof
be included in the plays.

Earlier in his chronicle, Holinshed tells of the time,
toward the end of the reign of Hemry the Fourth, Hel's father,
when certain persons cams to the king with sl andercus reports
aguimt the heir apparent and how through them the prince was
"11klls o be worne out of favor."® Whether or not thess reports
wers entirely false, as Hal protested to his father, can not be
said; but, nevertheless, they were in Holinshed for Shakespears
and snyone else to read, That the prince's conduct was unbecoming
his station owing to the rictous company that he had freely
chosen for himself, this was all part of the tradition. Not only
was this an excellent opportunity for Shakespeare to develop a
eomplﬁ: and intriguing character, but, as has been said, 1t was
part and parcel of the shols atory.

6 "Henry the Fourth," Holinshed's Chronicles, 95.




How mich of this tradition was based on fact would be
nard to say; but that the tradition developed into something very

near & legend cannot be denied, and legends sre not easily put
aside. It will always be baffling to determine precisely how
much truth & legend contalned, for it is of thelr nature to grow
gnd to change in the gradual passage {rom generation to genere
ation, What can be saild about them, however, is that quoatimblT
23 they may be in their ripened form, 8till they would not be at
all unless there existed soms fact, some kernel of truth, wiﬁh
vhich the tmla began,

That there was just such a germ of truth which gave
rise to the traditionsl plcture of Prince Halts youth is acknowle
edged even by the later historians of England. ILingard points
out that during the prince's younger days there had been no great
[diasplay of religious principle and that during his fatherts reign
"among the wild and diesolute coupanions of the prince his pre-
leminence in vice had been scknowledged.”? In a later historiasn
of the English nation who calls the storlies of the Prince's wild
Jdoim "mere folk tales current in the Elizabethan age, mxd fathe
lered on Henry solely becsuse of his vague reputation for riotous
loonauct,"® the fast still remsins that the reputation was theve.

‘ John Lingard Hist of land the Pirst Ine
Faaﬂ. 8% t.ho Romarns to tﬁnAAcﬁoa&en of’ am and Hary, Vv, end.
B ey

dn. #illimm Hunt
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The sems author, throwing still more light on those early days,
writes of Henry:

His pansgyrist and blographer, Thomes of Elcham, cone-
fesaes that in the days of his early manhood he was any4
t but steady and scberj not only was he gay and
boisterocus, a lover of wine and song, but hs served
yenus no less fervently than Kars,” not without publie
scandal, Horeover, he was hot-tempered, insclent and
arrogant, and mede enenies. Walsinghem, putting
the matter wmore politely, observes that when he cams to
the throne he seemed to change hls charascter, and to be
turned into anothepr mnngagisﬁi ished by the qualities
that he had previously ked, honorable, modest, and
grave. The detalls of his youth have been filled up by
the genius of Shakkespwere, but we must remember that
the Prince Hal of the drematist is a fancy portralt,
constructed from those same slight hints in the chrone
icles which we possess aﬁgwulvaa, eoked out with une
trustworthy Tudor gossip.

That there was, then, & strong tradition of the youthe
ful folliea of the young prince, sccepted by Shalwspeare and his
contemporaries, foateréd by the sarly chroniclars and the populay
passion for such tales, snd supported by ths blstorlans of the
nation, is now clear, ¥ith this in mind it 4z not dirficult to
see vhy any drenmtist would feel largely inclined not to amit
this part of the princets life, and this not only because of the
popular appeel such a atory was bound to have, nor only because
of the excellent opportunity asueh a story offered the creative
artist, but aimply because such was the story. It 1s therefore
the comtention of this thesis that Shakespeare did not feel Iree
to amit 1t, The following chapters will show how Falstaff was

9 Ibid. '
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the logical vehliele for portraying it. It only remains now t@
ghow how Shakespeare intMucod that tradition and carried it on
in the plays. ,

Although there {= only one play that carries his own
name, Henry V, there are two more plays that carry the story of
Pringe Nal's 1ife, I and II Henry IV. St11) one more play is
slightly comneoted with the prinse, Richanrd II. All of theae
plays are closely cormscted and follow each othor in elose ordap
(the reverss of that jJust given) as they m&n the story of the
house of Lancaster from its usurpation by Bolingbroke in Richard
Il %o its highest point of prosperity in Henry 3&1‘}
early as the close of Richard X1 Shakespeares introduced the
tradition of the princa's early life, There Bolingbroke, who is
shortly to be called Henry the Fourth, speaks of his son ag

Evon as

displeasing hiu because of his conduct and companions.

Boling, Can no man tell me of my unthrifty sont
tPis fﬁﬂ'%wea months since I did see him last,
If any plagus do hang over us, *tis he,
I would to God, my lordas, he might be found:
Inquire at London 'mongst the taverns there,
Popr there, they say, he daily doth frequent,
With unrestralned loose companions,
Even such, they say, as stand in narrow lenes
And beat our wateh and rob our passengers}
While he, young wanton and effeminate boy,
Takesz on the point of honor to support
So dissolute a crew.
H. Percy. iy lord, some two days since I asw the
prince. ,
And told him of these triumphs held et OxCord.

10 Qquiller-Couch, Shakespeare's ¢




a7

W. And what sald the gallant?
I E‘%%? Wis answar was: ho would go unto the

And from the creature pluck a glove,

And wear it as a favor; and with that 1
with that would unhorse the lustiest challenpger,
The implications in the father's worried spesch are strong enough
but in the son's reply to Hemry Percy thw very worst of the trae
dition of his riotous living 1s volced. He will seek his honor
by going among the brothels. However, this need not ba taken
literally, as even going to the stews just for the glove, m

wrse, as going there for what else he could get. Pirst of all,

such & meaning comes as a real shock, as dissppointing and dise
. gusting in any nobleman's son, and actually unlike the Prince
Hal of the next two plays. For in them, though similar remarks
are common amngh; they are always in the spirit of it subjects
- for rough hmsor but never so that they are cantnmimmng.; Here,
too, the reference should not be taken as sonteminating, but as
& retort thrown off in the spirit of contemptuous independence.
Through the force of its comparing dlshonor favorsbly to the
honor of his fathert's triuwmphs at Oxford, it remains s strong
reply and more in kesping with what is later soen of Prince Hal.
It has been sald that because of the strong treadition
that colored the popular conception of Frince Hal's early life,
Shakespeare wes compelled to give it proportionates notice in his

i1 Richard II, V, 111, 119, Complete Shakespeare,

465,
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plays. Juat how much space he finally did devote to Fal staff and
his group is remarkable. In the two plays that deal with Prince
Bal, balf (nineteen) of & total of thirty.eight scenes are di~
ctly ooncerned with the tradition, being either partially or
ntirely devoted to the Pal staff group. There i3 no set in eitheyr

lay that does not include st least ons scene devoted to them.

oge scenes are carefully interwoven with the others which deal
th the dolngs of the kings and lords, s that throughout the two
lays there mi'e never more than twe scenes in a row dealing ex-
lusively with either group, except at the very end vhers the Pale
talf group is found in the last three goones of the last -mt.

is shows in snother way that Ghakespeare needed foy his plays

t Palstalf was able to provide.

-The tradidion of Hal's wild youih was wide-spread and
pell grounded, Consequently, Shakespeares hsed to give it & cor-
pespondingly smple treatment in his plays sbout the prince. This
Is precisely what he did,




CHAPTER 1II

PALSTAPF AND THE OLD PLAY,
THE FAMOUS VICTORIES OF
HENRY THE FIFTH

In the previous chapter it has been demonstrated thet
in the popular Elizabethan mind there was & tradition of loose
living and rowdy companions connected with Prince Hel., Cone
sequently, Shakespears had no choice but to portray this section
of Hal's life. What has been shown is not, strictly spesking,

8 need for Falstaff, but at least for someone 1like him., The
reason for this is that in Holinshed, his source material, Shakew
speare had found numerous hints end statements of the wild youth
led by the prince, It was therefore incumbent upon Shakespsare
to portray this uaﬁzon of the Princets youth if his history
play was to be true to the historical ploture of Hal's early
1life. In other words, Shakespeare would have to adapt or invent
scenes that would desoribe these youthful doings of the prince,
things which Holinshed did not glve in detail, but merely suge
gested in scattered hints and references. The present chapter
will show more specifically that only the FPalataff group could
angwor this neod of Shekespeare.

As a matter of fact Shekespeare did not have to iwk

19




20
rar for what he needed. There was a play already written about

gonry of Monmouth called The Famous Viotories of Henry the Fifth,
1t had been written before 1588. Actually there are only three
chronicle plays extant which are dated before 1550,} and The
Famous Victorlies "is of importance as being our earliest extant
history or chronicle play, & type which became axceedingly pop~
ular. « »"@ In that play its unlmown author devotes the first
half to Hal's reckless taverm life and low companions, and it

was hore that Shakespeare came for his own description of the
youthful Hal. Speaking of the two parts of Shakespeare's Henry
IV, Boas writea that "for the comlc scenes he drew hints from

an old play, The Pamous Vietories of Henry the Fifth, which dealt
in rough fashion with Prince Hall's youthful escapades and suge
gested the names of Gadshill, Eastcheap, and Sir John . . "3
Before the sonclusion of this chapter can be drawn,
jnamely that Shakespeare needsd these scenes of the Falstaflfl group
rather than any other method of drawing Hal's early life, 1t will
Eba necesaary to prove that Shakespesare did not fully invent any
of his plots, least of all his history plots, but borrowed and

1 George Plerce Baker, The Development of Shakespeare
s & Dranatist, New York, 191, 145,

2 Josgeph Gmlrwy Adams, Chief Pre~Shakespearscan Dramas,
Boston, 1921, 667 S

3 Boas, Shakspere and his Predecessors, 2060.
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adapted them.lt
It will not be sufficient to estadblish this point a
posteriori, ‘Ma could be done easlily by listing the examples
one after another of the faot that such was the case. Tolman,
for instance, does this when he writeas deacribing Shakespeare's
use of one borrowed plot:
An excellent illustration of Shakespeare!s manip=
a3 Sun Tt S0 L1k S principal soine
ouamiaﬁie pastoral romance of Thomas Lodge, "Rou;-—
1ynde,"” which appeared in 1590.5
But this method of going through Shakespeare's plays one by one
and indicating that invariably he borrowed and adapted from some
source~plot, either in literature or history, would only prove
that he did, as a matter of record, talke over his plots from
other writings. The point of this chapter, however, 1s not that
he used Palataff for the Prince Hal section of the Henry plays,
but that he had to. Consequently, 1t must be shown here not that
Shakespeare borrowed, but why he borrowed. 7his is an a priori
view of the case,
To answer the question why Shakespeare borrowed his
plots 1t will be necessary to consider the working methods
peculliar to the Elizabethan playwrights and the audilence for

_ G. P. Bradby, About Shakespeare His Plays
London, 1912'7. 2. ’  axd Hla ’

5 Tolman, Shakespearean Topics, 65.
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which he wrote. It is well known that Shakespeare began writing
at & time when plays were turned out very rapidly and, what is
more, at & time when for financial reassons 1t was almoat imperw
ative that he write almost as speedily as poasibloﬁ It la com~
monly acknowledged that Shakespeare was, as a matter of fact,
capable of rapid composltion, and the report that he wrote The
Herry VWives of Windsor in & fortnight ls not hard to accept.
Quiller-Couch writes: "The evidence that Shakespeare was a rapid
writer--an sxtremely rapld writor--cannot be contested."’

But 1t wis not only he who wrote rapidly; it was the
nanner in which most plays at that tiwe were written. That was
an age of collaboration and competition in dramatic production.
Men worked together at re-vamping old plays, working st a tinme
when the play was in popular favor and dgmé, and they worked
to out-do the rival companies. Swch were the surroundings amid
which the dramatist grew up. He learned by re-working old plays
under the guidance of more expsrienced hands. Working together,
they were able to supply each other's deficlencies or leam from
& master the tricks and skills which would give the play what they
themselves were unable to give 1t.5 Baker's explanation of all

6 Baker, Development of Shakespears, 10l.

7 Quiller«Couch, Shakespeare's Workmenship, 112.
8 Baker, Development of Shakespeare, 1.
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this, especlially the profit the young playwright derived, is
lclear and interesting and will help illustrate the point under
laiscusaion,

That is, Shakespeare in the first and second parts of
. probably made over, with Christopher Marlowe,
in the first instance by Marlowe, Greens, and
Pulu. One even finds three or four novices working
together apparently sometimes collaborating act by act,
sometimes taking each man an act to himself, The value
of all this is evident when one remembers that some of
the foremost dramatists have declared eonabomtion to
be the best posalble training a g‘ zwrigm: can
have, Horeover, as already has been mpl mich of
the time of & young drmtiat in Meapem's day wont
to making over plays once p but out of dats. It
18 a8 if our publis today would ria el low the men who
are in vain trying to have their erude uctions pre-
mnt&eé &gﬁ x{mkg o?arcig nee:ard;ma with a&?&ﬂtw% oglgha
nomen ¢ Tom's n 8 18, Heg ©8 .
+ s« « Here then, are ons et the outso%%!‘ A
Elfigsabethan dramatisth amuwallubamtim andé adaptae
tion of old plays to new soclal and intellectual cone
ditiona~~very favorable to swilt and la 530 development
of a man with inborn dramatic instinct,.

Such was Shakespeare's excellent appremticeship. Its
culiar note is the new presentation of old material. It was an
E;a of colleboration on old plays in keen competition with fellow
dromatists which tended to produce men who were trained not to
nvent new plots but to better old ones, and that rapldly. mé

8 the firat reason why Shekespeare took over for Henry IV what

he found in the Famous Victories. It was simply the practice of
he times, the way plays were wiitten then. It is not surprising
Ehm, that Shakespsars, who wrote for ell times, was still & proe

9 Ibtd* » 15*16#




lduct of his own age with 1ta special background. 2%

What has been sald about plot borrowing in Elizsbethan
times 1s true of all types of plays, whether farce, comedy, hise
tory or tragedy. It 1s moat true, however, of the history or
chronicle play. This offers a further reason why Shakespeare
[should have taken over and adapted what he found in the Famous
victories. The abviaua~r¢asan for this close adaptation is that
iatory is not hiastory if 1t 1s chanpod. That 1s, Shakespeare
anted to be falthful to historical fact, wheroas tampering would
ave changed his plays to pure fiction. MNoreover, it was in this
ecade from '88 to '98 that the chronicle play was most popular.td]
ot only did all the leading drmmﬁtiata of the day try this kind
lof play, Greena, Paele, Marlowe, Dekker, Jonson, and others as

rwll as Shakespeare, but these plays became what Baker calls

"the child of the universal inatinct for dramatic expression

lqutokensed by the youthful and vigorous spirit of nationallism,?}
This spirit of natlonallsm had its definite causes.

To begin with, those were the days of global exploration when the

apirit of international envy grew stirong. At home the death of
Lury, Quesn of Scobs, and on the high seas the victory over the
Spanish Armada gave promise of *a tims of peace from internal

[¢lssention and outer attack in which England oould wax glorious

10 Ibid., 145.
11 Ibid.
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as she had never been before."1Z2 These causes from without
nourlshed the national selfeconsclousness, sxd that this should
be reflected in the drams of the times is only natural.

The interest in the chronlele play was further helghte
ened by the rapld publishing of prose and poetry alike on hisge
torical subjects. This was due melnly to the succession of
netional histories printed betwesn 1550 and 1590,13 Hollnshed's
first edition was published in 1577, and the second ediﬁion s
brought out in 1587.1h In taking such topics as these offered
for the subject matter of their plays, the dramatists were held
to the actual facts of history as a minimun, and at most, the
adaptation of situations. The chronicle play could not be fic-
tion; it had to be true to its source, no matter how questionable
. |one might think some of the tales there releted. It had to bs a
dramatic presentation of the myriad detalla and facta found in
the source book, all woven into a central story. Throwing fure
ther light on the question as to vhy Shakespeare should have
borrowed the Eastcoheap characters fraa the old history play, The
Famous Victories of Hemry the I'ifth, Daker, after explaining
that the devising of rubia‘and the construction of plot around it

12 Eglddg m‘

13 Ibid., 145.
1}, Boswell-Stcne, Shakespeare's Holinshed, ix.
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F'as Just where the Ellzabethan dramatlist was weakest, then goes
on to say that just these tasks were the ones "which the Elige
gvethan playwright shirked as far as he possidly could. He preo-
rerred the re-presentation to creation of story, even in modie
fied form, 15
Por these reasons, then, 1t is clear why this thesis

csn say that Shakespsare, because of the conditions of the times
lanéd the cormon prectice of the playwrights of hias dey, had to
borrow Falstarff,

| It was noﬁ, however, only from the naturs of the times

d the practice of the dramatists that Shakespeare found it

abeusn&y to borrow and improve on the Eastcheap charucters rather
than invent an entirely new way of dranatizing Halts follles.
[There was alsoc the nature of his audlence. To them ihst was ree-

resented, if skillfully done, was as good as new. How else ex-
Ela&n the success of all his plays with their borrowed plots?

The fact 1s, the mood of the Elisabethan theatre~goer
was dulightruéi{ ohildlike, He came, a&s the chil
comes, practically saying, "Tell me a story," and he
cared not at all, provided the story was interestingly
told, if he had heard 1t from another before. . . . ¥hat
they demanded first of all in s play was a story.

& & & & & 5 & & B P ¥ & & & # ¥ 2 ¥ €& 4 = & & & & 9 ¥
The advantage for the dramatist of this predom-
inating interest in plot and this broad interpretation
of the word "new"™ must be sell evident, It permitted
everybody, since there was no law of copyright, to
plagiarize with fmpunity, and, 1f the results were
really artistic, with acclaim. Ho period has ever more
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fully realize the condition phrased by J+ Re La‘mcllw
Who attors it Sloarest and best.iib

Reared in such a setting, Shskeapeare would -rmvaz* have
considered not taking for the Prince Hal scenes in Henry IV what
was already offered him in an earller play. It is for these
reasons that this thesis holds the contentlon that not only did
shakespeare need some vehicle for presenting Hal's youthful fole
1ies, but that the vehicle he choss had to be modelled on what he
found in an old play. In other words, Shakespeare was bound to
Gadshill, Eastocheap, and Sir John of the Famous Victories. Plus
the reasons offered above for this borrowing from the earlier
play, there are others which will now be dlscussed,

Earlier in this chapter the need and the fact of rapid
composition by Eligabethan playwrights was mentioned., Its cone
nection with these 1ldeas of borrowing and adapting cen now be
shown., The men were busy, aome of them sctors as well as mﬁ:}:wm*
and any device that would have saved time would have been selizmed
upon. Puarthermore, the prectice of taking over meadye-made site
uations must also have meant a great saving of imaglnative effort,
which, as is evident, oould then be held in reserve to be poured
out upon the charactsrisation of the parts as well as in the
poetry that tumbled from the playerd 1ips.l? Bradby's remarks on

16 1id., 13, ;.
17 Bradby, About Shakespeare snd His Plays, L5.
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| plot borrowing will make a fitting close to this section of the
chapter, as they will shed more light on the queation as to why
Shakespears had to use what he found in the Pamous Viatai'ias‘
¥We have, perhaps, a better right to wonder why,
having chosen his story, he felt bound to adhere to eve
on 1ts moast improbable detalls. . « « Possibly Shake~
speare thought that as his sudience was familiar with
the story they would resent any tampering with {t, and
especially with its denocuvement. Or he may have felt
that as the setting of the play was romance and not
reality, the question of probability did not matter.
In any case his attituds remains something of a puzzle.
All that we can say is that, as a matter of raat. he
never did take any liberties with his plots.l
%hat Bradby has to say about romance plots does not
apply here, though his cooment on that type of play 1s true, that
Shakespeare's attitude is not fully clear to us. But vhere hige
tory plays ere concermed, as has been pointed out at length,
much of the puzzle of hias attitude has been cleared up. BEradby
serves to add ones further reason to the many alreedy given. Not
Not only would an sudience not mind hearing the same old story
told over if told well, but they might actually ressnt any

ah&ngn Just because they did know it sc well. That Bradby's

remayks can apply to the hilstories as well as the romances, which
he expllicitly mentions, 1s clear from what he says elsewhere,
that Shakespesare "did not invent his plots, and when he did not
take them from history, he took them from the popular literaturs
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of the day.”lg To this latter category, "popular ilterature of
the day," belongs the old play, the Pamous Victories. From it,
as well as from history, came the two parts of Henry IV which
present not only the story of the king and his battles, but also
that of Sir John Falstaff, that reverend vice, misleader of
youth, and boon companion of Prince Hal,

Before plotting the directlion of the remaining part of
the present chapter, it will be well first to surmarize its pro=
gress to the present point. Bullding on the groundwork of the
first section of the thesis, that Shakespeare needed some vehicle
for his presentation of the tradition of Prinae Hal's reckleas
youth, this chapter has already shown that 1f there was some
such vehicle already extant, Shakespeare, following the practice
of the times and the tastes of his sudience, would ssize upon it
rather than invent something entirely his own. 7That such a work
did exist in the form of an old play, The Famous Victories of
Henry the Fifth, has also besn indlcated. It now remains to de~
soribe that play briefly, though with speclal emphasls on the
parts dealing with the prince and his companions., Among these
latter Sir John Oldcastle will be singled out for speclal study,
for it was he whom Shakespeare re-named Sir John Palstalf, Laste
ly, this chapter will treat of Falstaff's character, showing how
the fat knight grew great under the pen of his borrower.

19 Ibid., h2.
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The Famous Vigtories of Henry the Fifth was one of the
many hlstory plays that ocame at a time of which Charles Norman
writes that "ever since the defeat of the Spanish Armada in the
stirring days of '88, the English had not ceased to marvel at and
adnive their own martial and maritime prowess."= This explains
the Elizabethan interest in past hiastory. It explains why the
Famous Victorles should have been written at all. The point here
is that since the play had bsen written and produced, 3Mespnam
could not overlook it in writing on the same topic. It 1s from
this play that Shakespeare, writing his own dramatic version of
England!s past history, took the hints and settings that led to
his own great creation of Falstalf, the man most olosely linked
with the uneivil demeanor of Prince Hal's youth. What the cone
nection is betweoen Cldcastle and Falstaff and why the name was
jechanged will be pointed ocut now so that one may refer to FPal starf
[what is sald of Oldocastle in the Famous Victories.
When Shakespeare took over the character of Oldcastle
from the old play, he eriginally took over the name too. Boas
says that 1t 1is evident that the "fat knight was originally ocallsd
Oldcastle. In the quarto edition of Part II the prefix 0ld (i.e,
Oldcastle) occurs before a speech of Palstaff,"2l I the first

20 Charles Norman, So Worthy a Friend: Willlsm Shake-

FEQ&W, New York, 1 7 m'

21 Boas, Shakespeare'as Predeceasors, 260.
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gcene of Part I, the first appearance of Palstaff and the prince,
the latter calls Palstaflf "my old lad of the castle."2® Later on
in the second pm %anm spesks of Falstalf's having been a
page to the Duke of NHorfolk, a post whiah had verlily been held by
the real Oldoastle.®3 The historical Oldoastle was later burnt
for Lollardy, and evidently elther his relatives saw him in Henry
v and objected o» else the fact came to the suthor's attention
some other way so that he prudently decided to change tha» namné ..
Having changed 1t to Palstaflf, Shakespeare still wished to deny
any connection between the real 0ldcastle and the character in
Ihis play. In the Epilogue he has a dancer tell the audlence that
"0ldcastle died a martyr, and this 1s not the man."2} This was
jvise for feelings ran strong between the Lollards and the Cath-
lolics, and it was proper thus to lirt the drama sbove the realm
of amtrowmy..%

The Famous Viectories whicheeat least ss wo have the text
[today-=ls not divided into acts and scenes and 1t covers the time
Wambmad by Shakespeare's I and II Henry IV and Henxy V. It ine
[pludes nothing of Hotspur, Glendower, or Douglas, and very 1little
o Henry IV besides his concern over his son's wild doings, his
Blckness, and his death, Roughly speaking, Hal is prince in the

23 II Henry IV, III, 11, 28-29,
2, II Henry IV, Epilogue, 35-36.
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rirst halfl of the PFamous Victorles and, after hle taﬁhar;a death,
wing in the latter part. Thils last part of the old play is cone
corned with the matter of sShakespeare's lenry V including the ine
vasion of Prance, the victorles of Harfleur and Agincourt, and
the wooing of Kate. Like Henry V, this part of the old play also
has 1ts comie sections, common soldlers engaging in farcea26
Though the Pamous Victoriss does not seem to have been
written with definite acts and scenes marked for presentatlon,
this writer has divided it into what could be taken as nineteen
scenes, This has been done mainly for the sake of presenting a
i:ora orderly synopsis and of showing more clearly what part was
layed by the Eastchesp orew in Prince Hal's life., Such a synw
opsls does not seem to have been made before; it will give a clear
view of jJust what Shakespeare had to bulld on and borrow {rom,
Scene 1, lines 1131, The opening shows the Prince and
his companions Just having succesafully robbed the king's carrlems)
nolsy group plans to go to the tavern at Eastcheap to spend

their 1llegotten profits,

Se. 2, 132-30L4, Here the night watch captures a thief,
one of the prince's helpers, The place where the robbery took
Elaaa is mentioned as Gads H1ll, There s a report of a brawl
jat the Eastcheap tavern as a result of whioch the prince was taken

into custody by the Mayor of London.

"The Famous Victoriou »f Henry the Fifth," Adams,
c “r ’L.‘*_.j,, 3L 88D ;Z ‘ ’ v




33
8c. 3, 305-380. fThe king listens to the Mayor'a report
of his taking the prinse into custody for disorderly conduct.
Although the king i1s pleased with the Mayor's righteous and [learw
less upholding of law and order, he 1a deeply grieved over his
gon's neglect of the same,

8¢e L, 301520, The trial of the thief is held whereat
the prince (apparently released from holding) strikes the Lord
Chief Justlice a blow on the ear and iz promptly taken into cuse-
tody apgain, this time to the Pleet.

86¢. 5, 521608, Here there is a farcical re-enactment
of the strilking of the Lord Chief Justice. This is staged by
two clownish lellows, John Cobbler, one of the nipght watoh that
had captured the thief, and Dericite, who had been the victim of
the robbery. (These asame two provide the farce in Prance later
on in the play, referred to above.)

S8¢. 6, 609605, The prince is freed and returns to

is companions, From them he hears of his father's slckness

Ehemupan he joins in the hope that the king will die socon so
that he may the sooner guccesd to the crown. He and his comw-
panions then go to the palave to visit the king.
Sc, 7y 086-813. Thia scene opens with the king weeping
< kil R -
s father so reduced by sicknoess and griefy™Ms mngmvo§ '
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ver his sonts foolish ways. The prince then
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self’s He 4ias then reconciled with his fatheor and swears that he
will forever breslic off hls contact with his wild companions.

See. 8, 818-840. This is another farce scens and serves
to bring out the low quality of the prince's companions,

Sc. 9, 841-957, The sick king msleep, his son, the
prince, enters the chamber repentant and sorrowful, Thinking
the king to be dead, he takes away the crowm. The king awakens
shortly, misses the crown, and sends his lords to find the thief,
They return with the prince holding the crown. Now the troubled
king thinks that his son has not truly reformed, but young Harry
then explalins that he thought his father was dead, and so retums
the crown, The king is pleased at this and, sonvinced of his
son's sincerity, presents him with the crown and falls aslesp
again, The others all leave and the king dies.

Sc. 10, 950+1207. The new king, Henry V, oasts off
0ldcastle and his fommer companions when they meet him on the
street, The new king then decides to win back the French arown,
and so prepares for war. The French send hinm ternnis balls and a
carpet, signifying that the young king 1s more sulted for tennis
and the coush than for the battlefleld and the tent, Before
salling “he king sends for the Lord Chief Justice (the man he had
trouble with earlier as prince) and places him in comnmend of the
government during his own absence in Franoce.27

27 Ibids
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Further synopsis which would cover scenes elsven to
nineteen will be omitted, for it would not bear directly on the
matter of this chapter. Enough has been given to demonstrate
the matter from which Shakespeare borrowed and on which he was
to lmprove in his own plays. Now, by considering more in detail

the part of Oldecastle {(he doss not appear in the play after the

tenth scene) it will appear that he was indesd the dramatic fore
ruanner of FPalstaff, though a much more loosely drawn charactor
and one of whom no detalled description 1s given., Shskespeare
took the hints offered in thias old play and dﬂvaleped Oldcastle
into a real personality.2d

Oldcastle's is not a blg part. In all he has only
fourtesn speeches. Nevertheless, there are a raw'rlaahaa of wit
that merk him as related to Falstaff, A few lines {rom the

anonymous Famous Victories will show that the prince'as crew is

the mame as Shakespeare's Eastcheap characters. At the opening
of the play the prince is discussing with them where they will
go to spend their booty.

Hen, Now zirs, how llke you this? Was not this
Ernnaf& donet? For now the villaines dare not spesak a
word of it, I haue sc¢ feared them with words., Now,
whither shall we go?

Al%. ¥hy, my luwd. you know our old hostes at Feusrse

»

28 Eowuvar, there 1s no intention here to imply that
Cldecastle was the only dranstic forerunnor of Paolstaff. His sime
ilarity to the Vices or the old Moralitles ip treated at length
in J. Dover Wilson's book, The Fortunes of Falstaff.
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Hen. 5. Our hostes at Feuersham! Blood, what shall
we do there? We haue & thousand pound about vas, and
we shall go to a pettie sle-~house? No, no. You know
the old tauverne in Eastchespe; thers i3 good wineie
besides, there is a pretie wenoh that can talk well:
for I delight as much in their toongs as any part
B pane readis to walte Grace

« Ve are readie to walte wpon your Grece.
Hen. 5. QOogs Wounds,"walt"? we will go altogither;
wo are all fellowes. I tell you, sirs, and the king
my father were dead, we would ali be kinguu Therefore,
CGNe AWRY. ;
Ned. Oogas Wounds, breauely spoken, ﬁarryxgg

Clearly this is the meagre source of all the fun at the Boar's
Head in Shakespeare's Henry IV. From the barest hints given in
the selection above, he adds Mistress Quickley and Doll Tearw
sheat. The portrayal of Hal (czlled Hen. 5 in the text) in the
Pamous Victories had become part of the legend of that wayward
young prince, and it could not be overlooked.

The gigantic wit of Palstaff 1s alaso, though vaguely,
foreshadowed In the Famous Victoriss, as will be seen in the
following selection, According to the diviaion of the play
given above, what follows would be from Scene 6. The action
occurs after the prince has been freed for the second time,
following his second run-in with the Lord Chief Justice.

%& %. Come away, sirs. Oogs wounds, Ned! didst

ot soe what & boxe on the care I tooke ny Lord
Chief Justice?
Toms By Goge blood, it Ald me good to see Lt. It
mede his teethe iarre in his headl
gem. + (Bnter Sir John Old-Castle,.) Iow now, Sir
0.
1

Old-Castle, what newes with you?
Ioh. Clds I am gled to soo your Orace at libertie, I

29 Famous Viectorles, 110-131.
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was cone, I, to visit you in prison,

%am S¢ To visit me] Didst thou not know that I am a
vinces son? Why, tis inough for me to looke into a
prison, though I come not in my-selfe. DBut heres such
8doo nowea-days-~heres prisoning, heres hangini; whipe

ping, and the diuel and all, E&u& I tell you sirs,
when I am king we will haue no such things. But, n¥
lads, if the old king, my father, were dead, we would
all f:e kings.

ioh. 0ld. Hee 18 8 good olde man; God take him to his

mercy the sooneril
There is no difficulty at all in seeing Falstaff saying that last '
line, In fact, it 1is all but impossible not to be reminded of
him, 80 nearly ldentical is the type of remark, 8o too, in the
line, "I was come, I, to visit you in prison,” with its pompous
repetition of the first person pronoun, are we renminded of the
humorous airs sssumed by Palstaff in Shakespeare's plays.

The othsr places where Oldcastle is reminiscent of Pal-
staff ocour in Soens 10, Jjust after the coronation of Henry the
Pifth. The old companions do not as yet know that they have been
thrown over by their young friend. Oldcastle's first remsrk in
this scene is one of gles over the death of the old king. "Deadl
then, Gogs blood, we shall all be kings."31 Then, a little later
he continues in the same vein, %Oh, how it did me good to sec the
king erowned! Methought his seate was like the figure of heauen,

and his person 1like wvnto & god."32

30 PFamous Victorles, 615«631.
31 Ibid., 968-969.
32 Ibid. » 9 39”992 L
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This 1s certainly Pelstaff for the things he says. He
has not yot been taught how to put his thoughts as well ag he
does in Henry 1V, but the thoughts are there. There 1s the same
admiration of the young prince, the same delight at the reign
thet 18 surely (he supposes) to ensue, and the sames humorous
vision of himself in a place of honor beside the new monarch,

"Out of these shadows, and the substance in Holinshed's
Chronicles, came Shakespeare's Henry IV and Hemry V; md»wibh
them, Falstalf and his orew,"33 That they were shadows will be
apparent at the resding of Shakespeare's version. The characters
or types of the old play becose people for Shakespeare, This 1{
eminently #o with the fat Imight whom he took over, name and all,
from the anonymous old play. Falstaff, Shakespeare!s mighty
knight of humor, with an ease equal to his greatress, seems Lo
have broken down the fortifications of all ments hearts. This
intriguing mountain of humanity has become the prince of good
fellows, Shakeapeare has glven him a body and & wit that surw
pass those of ordinary men.

Because of what has been said above regarding Shake-
speare's borrowing from other men, it miast not be thought that
anything is teken away from him. That the credit for Palstaff
goes almost entirely to Shakespesre does not, on the other hand,

33 Y¥orman, S0 Forthy a Friend: William Shakespeare,

2.
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take anything away from the contention of this chapter. That
he had to borrow Palstalf from the FPamous Victories has been
ghown, As & closing to this chapter, therefore, lest it seem
to attempt to derogate from the work of Shekespeare, 1t will be
necessary to point ocut as briefly as possible that the borrowed
gldcastle was 50 completely enlivensd and transmogrified as to
es to deserve being called a true dramatic creation.

Shakespeare's Falstaff is no hackneyed type, no common
clown thet might be found in a dozen men's ordinary work. The
hulk of the man, his love of good meat and drink, his suprene
banter at the Boar's Head, his exploit as highwayman at Cadshill,
and his leading of & torn and tattered batialion to battle have
all been so graphically deploted that he prectically seems a
familier to any reader of Henry IV. Anmong the many sharply
drawn impressions of him, the one which the prince gives at
Gadshill is outstanding.

g gt

Were't not for laughing, I should pity m:n.3l+
Those three lines tell more about Falstaff than the whole of the
Pamous Victories. Such is the difference between the hint that
Shakespeare found and the reality that he left., It iz the same
with the humor of the two plays. The old play ls mildly amueing
and, no doubt, satisfied the patrons many an afternoon; but Pal-

31} ;wm If) 11; 115"11?1
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stalff like Tamburlaine a decade sarlier, took the dramatic world

by storm.

The sharp wit, rough fun, and full-blown humor of the

following passage represents but one of many that could be cited,
Falsteff begins referring to the prince who has Just hid his

horse.

Fal. I am ascursed to rod In that thlelts company;

he rascal hath removed my horse and tied him I know
not where, If I travel but four foot by the squire
further afoot I shall break my wind. « « + Eight
of uneven ground is three-score and ten miles afoot
with me, and the stony hearted villains know it well
anau?:. A plague upon't when thisves cannot be true
ons to another. Whewl A plague upon you alll OCive
ne mydhorsa, you rogues; give me my horse and be
hlngﬂ .
Prince. (Coming forward.) Peace, ye fat-gutst lie

own: lay thine ear close to the ground, and list ir
thou canst hear the treed of travellers.
lég;.' Have you levers to 1ift me up sgain, being

own? '8bloodl *11 not bear mine own flesh 20 far
afoot again for all the coin in thy father's exchequer,
What & plague mean ye o colt me thus?
Prince. Thou liest: thou art not colted; thou art un-
CoLLBd .,
Fal. I prithee, good Prince Hal, help me to my horse,
good king's son.
Prince, Out, ygu rog ;n Sé:gll I be hzgzrw cat:larz

. hang thysels ng own apparent gar-

Terst If I be talen, I'1l peach for this. An I have
not ballads made on all of you, and sung to filt
tunes, let a ocup of ssck be my polsont ?mn 8 jest is
8o forward, and afoot, tool I hate it.3

The Femous Victories merely reforred to the probbery at

Cads Hill; in the play of Shakespeare the robbery is carried out

with plenty of by-play, as the above passago shows. The point
of the comparison is patent; the acorn in the shadow of the oak.

35 I Benry IV, II, 1i, 10-32.
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The less appesling side of Palataff's chnrnnta; is not
neglected, though whatever of him iz revealed is accompanied by
his humor. Shakespeare shows him to his sudlence growing great
in body but waating away his 1ife in wulgarities, Much sack
drunk, too many promises forgotten or evadsed, too meny lies told,
top mich pleasure sought, and never any cultivation of response-
ibility; all these mark him for a fall, For as Shakespeare had
borrowed Falstaff, he borrowed the whole story. He tharefore
banished the fat knight from the new king's company at the end
of the play.

K. Honry V. I know thee not, old man: fall to thy

How z%?“i%iai hairs become a fool and jJjeaterd

Lopn AT ottt of mer 1ot o

But being awaked, I do despise my dre

The Judgment of meany of the coritics on this last meot-
ing between the two old companions has not always been rational.
They seem to hive been deceived by tbe glgantic humor of the man
as to his othsr qualities. 350 clever has this aclossal charw
acter been in talking his way out of all moral respomsiblility
that they seem to have been ready to swear that Fglstalf ocan do

no wrong, or péerhaps, more accurately, that if Falalaff d4id itee

no matter whateesthen it was all right, Por they cannot stomach
the final rejection by the nawiy crowned Hal. They have overw

36 &wm V, v’ 51“%‘
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looked the whole hablt of Shakespoare in borrowing and adapting.

He might lmprove on & character almost beyond all recognition
by his dazzlling success with himj but he would follow the plot
a3 he found 1t.




CHEAPTER IV

FALSTAFF AND PRINCE HAL'S PREFPERENCE
FOR THE TAVERN LIPE AND COMPANIONS
OVER THOSE OF HIS PATHER'S COURT

Up to this point in the thesis 1.1: has been shown Lirat,
that the prince had somehow to be pictured anid rlotous fellows
of the tavern variety and secondly, in the previous chapter, that
because of an old play, The Pamous Victories of Henry the Pifth,
and the current and universal practice of the dramatista of that |
age, Shakespesare had to borrow in some form its scenss and chare
acters, It was the pracilce of the time to take over old plots
and characters rather than invent new ones. Thus the second
great need of Falstalf has bsen explsined in view of the fact
that in the old play about Prince Hal there were just such chare
acters as Falstaff and the Eastchsap companions. Consequently,
the first %wo sections of the thesis have been proved, namely
that Shakespeare neodsd FPalatalf bocause of (1) the requirements
of history and (2) the masthod followed by Shakespeare as pscullar
to end distinctive of the playwrights of his time,.

In the present chapter, however, Shakespeare's need for
Palataff and the tavern scenes will be shown from still snother
paint; of view, the view of the author himself, It will becoms

3
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clear from the special alm of Shakespeare himself in writing the
particular plays, I end II Renry IV, why the person of such a
character aaz Falstaff had to become an essential part of the
gtory. Shakespeares wanted his Hal to be portrayed as no other
rcle in all the plays, Hal was to be England's ideal warrior-
king, the king with the common touch., This king was to develop
naturally from & spirited young prince who had lived ln close
contact with cémman f'olk, even thse lowest of them. Out of such
a one Shakespears desired to fashion the trus Englishman, aome-
thing very similar to the thought of the popular phrase, "first
in war, Cirst in peace, first in the hearts of bis countrymer."

_ The problem that presented 1tself $o Shakespeare in
view éf this alm was complex, How was he to keep within the
laws of probability in showing the prince's traditional spurning
of the 1ife at lls father's court in favor of the company of
riotous tavern fellows side by side with the same Prince Hal who
wae to become the prototype of English kingship as Honry the
Pifth? ¥oreover, how was Shakespeare to presserve his populaer,
many-sided monarch~towbe from contamination at the hands of his
own chosen and admittedly low companions? This chapter will
attempt to show Palsteflfl as the effective answer $o both theass
problems. It will attempt to show that Palstaff was the suf=
ficlent remson for Hal's overvhelming liking for the tavern life
instead of the court, It will also try to show that both Fale
staff's character itself, as well as Hal's final e jection of
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him after hie coronation, were sufficlent to preserve the prince
from the evil influence of the life that Palstaff stood for.

Perhaps 1t will be well to begln the discussion of Fale
staff as the answer to this third need of Shakespesre with a
brief preliminary glance at the character of the fat knight,
only because he is such a ampeumg personality can he answey
the needs of Shakespeare. Only by exceptional character porw
trayal of FPalestaff would it be safe to put the prince into his
regular company without disgracing English soverignty on the
whole and Henry the Fifth, the mirror of Christian kings, in pare
ticular,

Oldoestle of the Pamous Victories was a stock character
barely delineated at all. PFalstaff of Henry IV i1g snother man,
He is newe-made under the oreative influence of Shekespeare. Out
Out of the dust and ashes of & second-rate drama Shakesps are has
sunmoned a character who has been called not infrequently the
greatest comic creation of English literature., He 1s the em-
bodiment of good fellowship, His wit ia never at a loss. His
humor is racy and gemuine, and though polinted and disarmingly
personal, 1t is never mean or petty or small, His conversation
is not only alert and clever, but it reveals a wide background
of knowledge, not the least manifestation of which 1ia his ace
quaintance with the Bible. It was no mere country bumpkin that
Prince Henry chose to flatter as his boon companion. That he
was old did not take away from his spirit of mirth; that ho was
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fat and far from nimble only served to set off his mantal‘agility
to greater advantage., He was at home in the tavern, took his
ease at his inn, and good food with plenty of drink was the staff
of his life.

However, there is also the darker side of the plcture.
It was not only good food, but too much food; not only ale mamd
sack, but no end to his eongumption of 1t., Then there are the

lies told, the bills unpald, the promlses made only %o be broken,
and, in general, a life that is serious only in avolding the ser-
lousness of l1life. For Palstaff lives as though he were beyond
the moral law. He is wasting his 1ife away in wvulgaritles. And
although soms c¢ritics would apparently like to free him from all
responsibility or accountabllity to any moral coda,1 Sir John, at
least, more morel than his critics, has his moments of remorse.

§g§‘ Bardolph, am I not fallen away vilely since this
ast action? do I not bate? do I not dwindle? Why,
my skin hangs about me like an old lady's loose gownj
I am withered like an old apple~john. Well, I'll re-
pent, and that suddenly, when I am in some liking; I
ahnli be out of heart shortly, and then I shall have
no strength to repent. An I have not forgotten what
the inside of a church is made of, I sam a peppercorn,
a brewerts horse: the inside of a churchl gampany,
villanous company hath been the ruin of me.

1 Cf. Msurice Morgann, "An Essay on the Dramatic Chare
acter of 8ir John Falstaff," Shakespeare Criticism, ed. D. Nichol
Smith, London, 1926, 181, 183, 100,
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Thess pricks of a somnolent consclence, though, as 5ir John hime
self admlits, are not to be taken too seriously., Imssdiately
after giving vent to the above penitent sentimenta he realiszes
his own weakness in the mstter of personal reform. PFalstaff
tells Bardolph, "I'1l mmend my life,"™ as soon as "thou amend thy
ra-cm"s The intimation here is that Palstaff can as likely re-
form &s Bardolph oan alter the sppearance of his big red nose,
Indeed, within two minutes all remorse s completely forgotten |
s Falstaff falsely tells Mistreszs Quiekly that his cheap, copper
ring was "a sealering of my grandfather's, warth forty mk.”l‘
But for all this his Lrreaponsible nature 18 never
gpent nor his welcome worn out., Of those who inew him best,
Mistress Quickly is perhaps second only to the prince, Conalid-
ering the borrowing and losaning he practiced on her, the bills
he never peald her, end the promise of marriage that he never kept
nor intended Lo¢ keep to her, the estimate she forms of him will
be enlightening. The kind of feeling he inspivred in her can be
sesn clearly in her words as he is leaving for the wars., "well,
fare thee well: I have known thes these twentyenine years come
posscod-time, but an honester and truer-hsarted man--well, fare
thee vmll;”s The good she would like to say of him she cannot say

3 Mﬂ 37“30 .
L, Ibides 93«5k

5 II Benry IV, II, iv, 119-122,
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--gannot, because it is not true. It is the sentimental oritics
vwho have gone shead and salid what his best friends were unsble
to S&?t
Palstelf knew he wes no paragon of virtue, The pe-
culiar thing is that ho makes a joke evon out of that., X. K.
Chambers asks whether dishonesty ever found a more complete
apology than in Falstaff's surprised protest alter the Gadshlill
robtery, "why, Hal, 'tis my vocation, Hall '#is no sin for a
man to labor at his vcasﬁian,”é Chanbera cumuwents:
His strength lles in his complete xvaide 1% (shameless
ness.,) Provided that he come off best in a bout of
ver fence, he 1s ready to accept any moral judgment
that 1s formed of him with the most serene indifferw
ancd.,
According to Duthie,
The Palatalf way of life, shared by the prince
is a 1ife of unrestrained fun and sensuous Qngggmsu s
a 1life of fmmoderats cating ard drinking, a life in
which highmar robbery is an amusing puntima, 8 1ife of
- Lmmorality, of prodigality, of license, of riot.
And yot on the very next page thls same writer contimues with,
"Now Falatalf 1is great fun: we all ﬁnjﬂy*h&m.“9 These ayre tho

two extremss In the battle of the eritics over Falstalf's chaxye

6 E. K. Chambers, 8 8 A Survey, Rew York
1925, 126. ’ “Egﬁazxaﬁaa & Burvey, ’
7 Ibid.

8 @. I, Duthie, Shakespeare, New York, 1951, 1L40.
9 Ibid., 1,
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pcter.s Thay show the type of complex personality Shakespeare
pad to ecreate to answer his problem: how explain Hal's youthful
tavorn days? Butb Palstaff i3 no problem to himself, He does not
care that he is a sinner; he only carss that others enjoy a Joke
with him, even if that involves having them belleve, at least for
a whlle, that dlack ls white, that vice is virtue. In him 1t is
oasy to sce that while it ls pight to hate ths gin, it 15_#!1&? to
love tho sioner, For him his morality, or lack of it, is, along
with a1l oilher ciroumstences, merely & spring-board teo his lnmor,
his Jjoie de vivre, his rollicking antics; and his lasy good-nature
iz basic to his practical, worldlyewlss, easy-going philosophy of
1ife, This great llar, this rascally knave, this old men vainly
trying to hold on to the riotous pleasurss of youth, and no
goeker after honor,l9 uss Shalespeare's glgantic lmprovement on
Holinshed and the Femous Victories. Ior Hollnshed ls dead and
hiz Chronicles are mouldy with age; the Famous Victories is a
forgotten play and its author is unknowm: but Palstafl end Prince
Hel live on.

It has veen polinted out that Shekespeare borrowed the
talaes of Hal's reckless youth and sudden converslion from the
chroniclers and popular traditliom. In those sourves thore was

| 10 After felgning death at Shrewsbury rather then fage
& foe like Hotapur, Palstaff remarks to himself in familiar terms,
"The better part of velor is discression, in the which better
part I have saved my 1life." I Hemry IV, V, iv, 120.122.
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talk of wild days snd a mirsculous conversion; Shakespeare in a

far truer spirit brings the prince's conduct within the ordinary
rules of human conduct. He makes 1t seem reasonable that a youjj
man of high spirits, of a free and open nature, would be repell
by the state of things that awaited him at the court of his
father. For the force of Bolingbroke's character is felt powere
fully wherever he appears, All the oraft and subtlety and ine
tricacies of politic motives would make the atmosphere of the
court and council board 4iffioult for Shekespeare's prince to
breathe. Though he respects his father, though he may even ap-
prove of the policles of the crafty king, still he is reluctant
to share in them and 1s never shown as taking any part in them.
The conclusion is that as & young man his interosts were carried
elsewhere. Thus Shakespeare makes it seem only natural that he
should be drawn away to some "tumultuous merry-makings where,
laying off all distinet purpose, and untldying his mind into per-
fect dishabille, he can let his bounding spirits run out in
transports of frolic and fun,"}! But the question is, if he is
not attracted to the court life, and perhaps even repellsd by it,
to what sort of other attraction will he be drawn? It is here
that Shakespeare needed Palstaff, Such a combination of charms
and vices as he was, he became the child of dramatic necessity.

11 Rev, H. N, Hudson, Shakespeare: His Life, Art, an
Cherscters, Boston, 1072, 83. s Life, 4t ad
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5
ge had to have charms to make his compsny wor-thy of a princs; but
ps bad to have vices to live up to the traditlons of the young
gal's unruly tavern fellows, Tolman 1s speaking of times like
snis, when the drummtist is forced to have chmyacters of such and
such & type and o other, when he says:
It ocertainly sesms probable that the character of Fale
S TR Do R
overflow of Shakespeare's c:muﬁi but 1s
essential to his purpose armd ﬁlmmlr I.Mp%ed thereto. 1?
Shakespeare worked hard on the portasayal of Prince
gerr'y. Dowden says of Henry that it 1z he "wlaom Shekespeare sd-
mires and loves more than any other person in English history,
aftervards to becoms Shakespsare's idesl king of Englsnd, . .13
Unlike the striking and warlike Hotspur, thes rince does not
think much of himself or his own honor, and while there ia no-
thing to do at court where his strong father Mrolds the reigns of
government in powsrful grasp, he esoapes from the cold proppiw
eties of the court to the bolsterous 1ife and mirth of the tavern]
Consequently, in ploturing Falstaff, the long--time companion to
this darling of English princes, Shakespeare Eiad to make him
vorthy of the princets attention. %his he dowvs with the special
kind of humor with which he vests Palstaff. Xxn the laughtoy -

o —

12 Tolman, Palstaff and Other Topiem, L.

13 BRBdward Dowden, Shakespeare, from "Literature Prime
s Sories,”. ed. John Richard Green, § sw Yorkc, 1887, 98,
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of the Boar's Head Tavern there ls relaxation. Gordon's remarks
on this type of humor are very well thought out and fit Falstaff
go well that it will be neocessary to quote them at some length
here. They tell how the comic ¢haracter, bored with the business
of adapting and readapting himself to the soclety of whioh he 1is
& member, slackens in the attentlon that is due to the precise
and proper protocol of conventlional manners. It is just this
spirit that held such & fascination for the prince when in the
company of Falstaff. After stating that Bergson is too prim to
give this type of humor more than a passing nod, Gordon continuuaﬁ

In some way or other he 1s absent, away from his
work, btaking it easy. Ne abandons soclal convention.
Our first lmpulse 1s to accept the invitation to take
it easy. For a short time, at ell events, we join in
%?:1§g . And that relieves us from the strain of

*

Surely thls 1s excellent] N, Bergson, no longer
merely eritical and prim, but with at loaat some of the
strong alr of Eastcheap in his lungs, ¥. Bergson is now
bowling along, and his theory of comedy, at this glopre
Tous rate will presently be ample enough to embrace the
comle world, to enclose in its orbit our Shakespeare
as well as Hollere.

* % 8 & % @ % % & O % & B  #F 2 B & % # K R £ 5 8 B &
1It &8 perhaps the fault'! he (Haslitt nowl) says, ‘of
Shakespeare's comic muse that he 1s too good natured
and magnanimous. We sympathize with his characters
more often than we laugh at them. His ridicule wants
the sting of ille-nature, Faletaff himself is ac great
& joke rather for his bg%ng 80 huge & mass of enjoyment
than that of absurdity.

1l; This paragraph epitomizes Bergson's reluctant ac=
knowledgment of the Shakespearesn and Falataffian type of comedy,

Hazlitt's comments on "the fault of Shekespeare's
}$~\5 yrecisely on the matters which make Falstalf
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ﬂ.l.tﬂ’t'd.‘.‘l'i.t4&00‘.!!‘
In the comedies, as we saw, it is always the
ladies who win, and I think that we arec agreed that
they deserve their victory, But it is an easy victory;
for the young men are never gquite natural, ﬂhZﬁh iz a8
much as to say that they are never at their best. Can
it be~~I advance the suggestion in all timidity--can 1
be that women ere at thelr best in the mixed society ag
men and women, fﬁﬁ that mon are at their best in the
soclety of men?i¥ There iz a passsge on thies matter in
one of the letters of Xoats. He had felt acutely this
difference of feminine and male soclety, and had wone
dered at it: y
Is it not extraordinaryt le says. When among men,
I have no evlil thoughts, no lco, no spleen. I
feel free to speak or be silent. I can listen,
and from everyone I can learn. My bands are in my
pockets, 1 em free from all suspicion, and come
fortable. .

- Every man who resds this understands what Keats means,
Hers is somethling in the art of living--an atmosphere
of emse, of tolerance, of humorous equality, and of .
legy good-nature--which women, with all th@ir gifts
have perhaps not yet achieved. This humorous maaeuimmﬂ
¢lub room atmoaphere Shakespsare has {ixed forever in
the Falstaff scenea. It is the great secret of the
comady of Henry IV that it 1s wholly mesculine and k

unaffected by women., .The only women in those scenes
are Doll Tearsheat and Mistress Qulekly, and yeou can |
soo at once what informality this glves, One foels \

that when Shakespeare's ladies have retired, when they
have quite left the nelghborhcod, Shakeapeare's men
are 80 miche-I will not say happiar, bocause that
would be discourteous, but so much more themselves.>! 1
They unbend, they take their ease. An air'ef"musculinﬂ j
undressa descends upon them, They give up wit, and

take to humors « « »

16 This reflects on the prince’s getting sway from the
propriety of the court for the freedom of the tavern; for the
agxrt uoulg be as confining to him as the "mixed soclety of men
a women. ’

- 17 One also feels that when the king and the lords
have retired, when their Influence has quite left the neighbore

hood, Shekespeare's Hal, in the company of Falstaff, is shown to |
the English people without the wvenser of position, a fellow i
Englishman, worthy to be thelr king. ’
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Cheerful abuse of each other 1s the principal delight
of Falstaff and his friendsj and I have aukhoriﬁg ror
saying that this is wholly wnleminine. I say things
to my friends and my frienda say things to me, which I
an assursd would end all friendship bLetween two women.
I belleve that no fat lady ever llved who could take
it 1like Palstarf. Ilis frliends exbaust ths English
language to find expressions for his shape, and the
more they exert themselves, the more he loves thom. .
0&##&!"0‘!#0'010.‘i&#’*&tl]
You may call those scenes rrom.§g§§§ ¥V the 'smoking
room' of Shakespesarets dramas: a tle nornog of the
house where men can relax snd be merely men.d

<

The Eastcheap scense of Henry IV are the 'smoking room' to which
Prince Hal was so masculinely attracted, a little corner of
Englend whare the heir apparent could relax and be merely a
mans To devote so much spase to quoting an author seemed good
here, because the approsch he glves to the Palstalf days of the
prince is not only unique and asccurste, but heslps answer so well
the first questlion at the Leginning of this chapter: how was
Shakespeare to present the traditional preference of the prince
for the tavern over the court? Gordon's explenastlion of the
Falstalfian humor is ono of the very finest becasuse 1t manifesta
such & sound understanding of human psychologye

Yot only did Shakospeare noed somoone like Falstalf to
make Hal's youthful fun soem reasoneble, but alao because the
prince had to be the sll-arcund man, popular, kind, and approsche

18 Oeorge Gordon, Shakespearean Comedy snd Other Stu-
dies, Oxford, 1945, 10, 11, 31, 32, 33, ’
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sble. It was In Shekespearcts plon to preaent Dolingbrokets
great son both as the pattorn and ideal of Pngligh kingship and
yet, at the same time, as a man with no pose or arrogance, vho
besrs himself aimply, talks modestly, and understands the lowly
no lesa than the great, That Shakespeare needed Falstaff and
the Eastcheap scenes to bring out this side of Honry the Pifth
will be shown after & brief glance et the actual historical
basla for such a congeption of the man,

Pirst of ell, there was the plcture drawn by Holinshed
of Hemry the Fifth, He speaks glowingly of the new king as soon
es he 1s crowned and recounts with favorable blag his teachings,
advice, declslons, and battles., At the end of his short reign,
Holinshed gives "Hls advice upon his doath bed, worthy of so
great and admirable a prince,” after which he deseribasm the
offoct on the hearers!

The noble men present, promised to ohserve his
proecepts and perform hils desires; but their heartis
wore 3¢ pensife, 80 replenished with sorrow, that one
could not for weeplng behold another. . « +Ihis Henrle
wag & king, of life without a spot, & prince whom all
men loved, amd of none disdained, & capteine against
whom fortune nsver frowned, nor mischance once spurned,]
whose people him so aovere a gustioer'bath loved and
obeled (and so humane withall) thst he left fg offenss
unpunished, nor friendship unrewgrded. « +

It was into such a man that Shaekeaspeare had to fashion the fun-

loving young prince. With Shakespesre this development was to

19 Holinshed, Chronlcles, 129.
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pe no miracle, howover, as it was with Holinshed. 7(F] or
piracles are ceasedjy And therefore we must needs ednit the
mesns How things are perfected."20

Besldes the pralse heaped upon Henry of Hormmouth as
¥ing, there is also one significant event recorded of him by
Holinshed during the years as prince. There the story is told
how one John Dadble, & tallor, was sentenced tc burning &t the
stake for holding heretical opinions on the EBlessed Sacrament.
He had not only contemptuously denled the presence of anything
divine therein, but was so strong in his errors that h§ was
brought to London all the way from the West of England, trled
before the highest Ecolesiastical gourt, end condemmed, It
happened that the young Prince of Wales was present when the
fire was 1it, and moved by the groans of the unheppy mon, ordered
the ire to be plucked away. 7Then, after the man had recovered
sulficiently, the prinve urged him to recant, geoing so far as
to offer him a pension for 1ife, But as the victim refused, hs
was put back, the fire re-1it, and he dled.2} Bellos's commentas
on this are to the point:

¥ow that mcident-»khaugh it is but an isoclated
onew-conveye many lessons. OSee In the first place, the

20 Henry ¥, I, 1, 67«69,
21 Xolinshed, "Henry IV," Chronicles, 06.
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domostlic nature of the tlme and the popular né%ur& of

Ls ki, e peonel mvantenenen o U o

e+ o 308, again, tho attempt {o mave the vicbin,, .o
Tols 18 all part of tle picturs of 2rince Hal, and Shakespesra,
unable to draw the whole of tho man if confined to the dolings
of the kings end lords, had to seek other means. Though thie
particular incident is mot included in Henry 1V, Shekespeare
has tried to show ﬁha prince ag having a gemuline fellow-Losling
with the humblest of his subjects. Burely the Eastcheap way bf;'
1ife was & wrong way of 1ife, as Duthle explaing,> but it had
in 1t, besldes its prodigelity and riot, a very valuable elementd
It made Henry the Fifth a truly English monarch, & man of the
people, bLeloved by them because ho knew them snd they knew him.
Boas calls him the "personified genlius of the race," what
Achlilles was to the Oreeks, Roland to the Frank&; Arthur to the
Colts.2+ Later on, after his coronation when he has shelon off
his youthful follies, he hes retained from the early days his
faculty for adapting himself to all sorts and conditions of men.
Along these¢ same lines, DBradley remarks on Henry's popularity

22 Hllaire Bellooc, A History of Englend, III, New

23 Duthle, Shekespeare, 1L5.
2l Boas, Shakspere and lHis Predecessors, 281,
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with English reeders, "being, as he lg, perhaps the most dlge
tinctly English of all Shakespeara's men."25 The same asuthor
goes on Lo say
« « o[H] 18 youthful escapades have given him an under
standing of simple folk, and sympathy with them} he 1s
the author of the saylng, 'There is some soul of good=
ness in things evil'; and he is much more obvioualy
religlous then most of Shakespeare's heroes, « « « And
80 ho has been desorlbed as Shakespeara's ldeal man of
sction; nay, it has even been declured that hoere for
onee Shalespeare dlsclaosed his own ethlcal creed, and
shoved usg hiaﬂé&@a}, not slirmply of a man of ectlion,
but of a man.~
Thus 1t 1s plain to see thet without Palsteff and the Esstcheap
scenes, Prince Hal sould not have been drawn as he desorved to
be according to ths poet's mind, This practically completes
the third point of this thesls: that te portray Hal, who was to
be developed into Henry the Fifth 1ln another play--part of the
whole projected series on the Lancastrian sucaaa31on»~5hakaspaa&a
needed what only Falstaff and the Eastcheap group of Charscters
could supply, that common touch that made Prince Hal dear to his
peoples
Before gaing on, howaver, it does seem necessary to
demonstrate this from the play iftself. It is especislly striking

in contrast with the other great hlstorlical figures, Bnlingbraka1

25 A. C. Bradley, "The Rejection of Falstaff," Oxford
Lecturcs on Poetry, London, 1950, 250. '

26 Ibvid.
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his father, and hotapur, his great rival, The king is a Ccold
and subtle politician; Hotspur seems a man with a one-track mind,
to stand apart even from his closest followers as quite indepenw
dent and unable to gear his own hot personality asmoothly with
other men., But the prince, who so lightly cast aside his dignl~
ties to mingle freely with his fellowenen, iz clearly cast in
another mold. He was able to seek out and gather from hia
dangerous experience with low fellows that spirit of sympathy
with human sctions from which a soverign is almost necessarily
excluded,27 This is brought out most clearly in one of the
scenes from the first part of Henry IV:

Scens IV.-~Eastcheap. R in the Doar's Head Tav~
& eyn, Enter th%’ inge and go:% "  ZaY

Prince. Ned, prithes, come out at fat room,
and lend me thy hand to laugh a libtleéa

%&&t ¥here hast thou been, Hal?<9

Pince, With thyee or fogs loggerhesds amongst

three or four score hogsheads.JV I have sounded
very base string of humility. Sirrah, I sm sworn brow-
ther to a leash of drawers, and can call them all b
their christen names, as Tom, Dick, and Francis.
talkke 1t already upon their salvation that though I be
but Prince of Wales, yet I am the king of courtesy;
and tell me flatly I am no proud Jack, like Falstafrf,
but a Corinthisn, a lad of mettle, a pgood boy,~~by the
lord, sc they ¢ mo=wgnid when I am ; .nr%tglmdx
ghall comand all the good lads in Eastchesp.

27 Hudson, Shakespeare, Life, Art, Characters, 79«80

28 It may be validly supposed that the prince found
1little excuse for lsughter at the court.

29 Hal has just come back from the Gadshill robbery.
130 Loggerheads are blockheads, presumably his helpers
Le HOpghesdg are JLOWe o085 ¥ Fa b 0

18
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Thias psssage shows how close Fal was to even the very
lowost of the common people. He has been with logperheads and
hogsheads. Me has sounded the very bage string of humility. By
thls metaphor drewn from music, he means that there iz no one
lower to whom heo can condoscend. He xlso moans, according to
Tillysrd's Tins analysisz, that "he i3 a bow that has got 2 ro-
sponse from the lowsst string of the inntkum@nt, namely the
drawers, %o ars to thinl thet ho hes sounded all the other
strings already."32¢ This 1s one of the main funcstions of the
Falstaff group of cheracters, that through them the prince may
complete the range of the human gemut,

Later on in the same secene, safter some nonsense with
the drawer, FPrancis; some fcoollahness for the seke of a leugh
to while away the time till Pelstaff shsll eppear, Polnz and the
prince are alone sgain. Poins is asking him vhat enjoyment he
got from the prolonged Jest with the drawer:

Poins. Put hark ye; whet cunning meteh heve you
made With this jest of the drawer? come, what's the

lsgue?
; inee. I am now of all humours that have showed
themselvas h g since the old daye of goodman Adenm
to the gupil age of thls pregent twelve otclock of midd
night.3

Here the princets wealth of humours is contrasted with the singl

humour of the one~slded lotspur, zs Tillyard points out shen he

32 RB.XMN.Tillyard, Shakespoare's History Plays, New
York, 1947, 276. ’ ' L ZSAE

33 I HG@E IV, IIQ' 170’ 1&5“108*
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writes that the prinece, having learned to understend the drawera,
nas mastered all the springs of human conduet, and thus completed]
his educntion in the “mowledge of mon. X In coaparing the
drawers to dogs in the figure that the princc uses of himsell,
"sworn brother to a lesash of drawers,” Shakespeare shows how low
in the scale of belng the prince har descended, for the next step
down from drawers would be on the brute 1&v&1¢35 The holr appa-
rent has atepped down to the lovest rung of the ladders A noblew
man by birth, he has preferred not to be & king without the
common touch, Fhey have callsd him the "king of courtesy) "no
proud Jeck," and have gald flatly that when he 1s king of Englend
ho shall command ell the good lads in Fastcheap. This is what
Shakespeare wanted, g man of actlicon, the i1dsal warrlor-king, but
one who would not only be kinrg of England by birth but king of
Englishmen's hearta, and that, by thelr own cholce. Thia is why
Shakeapeare needed ths Palgtall group snd the Eastoheap scenes.
There 1z but one Airficulty, thaet mentionsd in the

gsacond question at the boglnning of thls chapter: how wes Shake-
speare to preserve hlr poupular, many~sldod, monarchwto-be [rom
contamination at the hands of his chosen and admittedly, low

companions? Shakespeare acocomplished this both by mesns of

3, Tillyerd, Shakespears's History Plays, 276.
35 Ibide, 277.
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Falstalf's character itself and by Hal's fingl rejection of him
after his coronation. Ie begins the procesa of preserving Hal's
reputatlion in the very first scene in which the prince appoars.
The plans {or the Gadshill robbery have just been laid. Falatefy
and Poins have Just left the prince alone on the stage. He
soliloqulzes on his strange situation, showing that for him the
robbery was more {rolic than earnest, designed for fun in the
madcap mood of youth,

inces I know you all, and will awhile uphold
The unyo humour of your idlenessi
Yot herein will I imitate the sun,
#Who doth pormit the base contagious clouds
To smother up his beauty from the world,
That when ho please sgein to be himself,
Eelng wanted, he mey be more wondertd at,
By bresking through the foul and ugly mists
Of wvapours that did seem to strangle him,
If all the year were playing holldays,
To sport would be as tedlous as to work}
But when they soldom come, they wish'd for come,
And nothing pleaseth bub rare aceldents,.
80, when this loose behaviour I throw off,
And pay the debt I never promised,
By how much bettor than my word I am
By so mueh shall I falslfy men's hopes}
And 1like bright metal on & sullen ground,
Ky reformation, glittering oter xy fault,
8hall show more goodly and attract more eves
Than that which hath no foll to set it off,
I'1ll so offend to make offense a skill};
Redeeming time when men think least I will,36

This sollloquy,like any other of Shakespeare's, presents its
problems., It can be taken as quite offensive, the secret thought
of a calculating and prudish snob., But it can be interpreted

36 I Henry IV, I, ii., 217-239.
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in another manner, It can be understood as an explanation to the
audience of what is happening before their eyes and of what 1s
golng to happen as the play goos on. This way it 1s as if 1t
were spoken more out of character than in character, & foretell
of what will happen in the atory of ths prince, not & cold and
caleulating plot. The latter would not fit the prince's charace
ter and it could not have been intended to be taken that way.
What it does tell the audience 1s that the young prince is not
the dupe of low climbers, It tells them that he knows well what
he is doing, that no matter where the place or whet the company,
he 18 in commsnd of himself just ss he will one day be ruler of
his country.

Secondly, there iz the matter of Palatalff's character.
This has already been mentloned at the beginning of this chapter,)
and it will be sufflicient here to mention that in the second
part of Henry IV Shakespears greduslly separates the fat knight
and the young prince. There Palstafl's vices begin to show more
and more; his scurvy treatmeont of the soldlers in his cammaend, a
new strain of insolence, more promises broken, new characters
dupsed, more lies told, and never & sign of repentance withal,
On the other hend, it must be remembered that the part of the
prince's nature thet shows when he is with Palstaff is, after all}
only & part of his nature. There were many higher strings be-
slides the baze string.
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It Is said that s man showe his true colors in diffi-
culty, and a brave man will be braver in denger. Porhaps
Palstall may bo called trave in hie huorous but constany rofusall
to accept any moral coloe. There is something thuat might be
celled bravery in his wlllingness %o Le forced into any corner
and then bsttle his way out by the sheer cleverness of his wit.
But as for the bravery that ordinerily goea by that nams, 1t is
only necessery to look to hls wurde and sctions on the real
battlefield,

Faole Hal, if thou see me down in the battle, and
bestrIde me, so} 'tis a point of friendship,

?r%gges Nothing but a colossus can Jdo thee that
friendship, BSay thy prayers, and ferewell,

Fal, ¥ would 1t were bed-time, Hal, and all well,

Prince, Why, thou owest God a ﬁeatﬁ. Bxit.

B . is no% due yobt: I would be loath to puy
him belore his day. What need I bs so forward with hin
that calls not on me? Well, 'tis no matter; honor
pricks me on, Yem, but how if honor prick me off when
I coms on? How then? Can honor set to a leg? No.

Or an arm? No. Or take away the grief of & wound? Ho.
Honor hath no skill In suvgery then? Hos, Whaillg
honor? A word, Wwhat's that word homor? Alr. A trinm
veokonlngl Who huth 157 e that dled ufWednﬁﬁdﬁz?
Doth he feel L14? No« Doth he hear 1%7 Neos 185 it
sensible, then? Yea, to the desd, Dut wlll it not
live with the living? No. %hy? DLetraction will not
sulfor its Therefore, 1'11 none of 1t: honor is_a mere
scutcheon; and so ends my catechism, Bxite

It nesd hardly be ramerked that men of honor and coursge sre not
chamsleons or sophists, Honor is not s mere scutcheon. Nor is

"the better part of valor discretion,"38 as Falsteff remsrks

38 I Henry IV, V., iv., 119-121,
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vhen he has saved hls 1life on the battlefield by playing 'possum,
Finally, i this iz not enough to shovw that the prince
had nothing to do with this semmy slide of Falstafl, it ls only
necessary Lo consider the moeting of the two Lrmedlately after

the coronation of Hal as Henry the Firth., %he mew king enters
with his train and Pelstaff, Bardolph, “hallow end Pilstol are

standing by, waiting for himi

Fale God save thy grace, King Hall my royal Hall

Plst. The heavens thee guard and keep, most royal
imp ol lamel

Pal, Ood save thee, my sweet boy}

Zh, Just. Have you your wits? know you what 'tis

you speak ,
Fal, ¥y kingl My Jovel I speak to thee, my
heart]
+» Hene Vo I know thee not, old msn: fall to thy
prayers;

How 111 white halrs become a fool and Jesterl
I have long dream'd of such a kind of men,
80 surfeit-swelled, so old, and so profangj
But, belng awak'd, I do despise my dreem.3?

Quiller«Couch has called this "the most dammable plece of work-

manship® in ahakaapenrn.ﬁﬂ It is overdone, The speech goes on
to preach at the former friend, But it is done. OShekespeare
has rid Hal of Falstaff end the wrong things he stands for. For-
tunately or unfortunately, according to the view taken, he had
delineated Pslstaflfl 80 well that 1t was painful to remove him
from the plcture, However, he led up gradually to the break
between Hal and Felstalf, and it hed to come. He did his best

39 ;&_{“ ﬂangz ZE} Vu'; Vs Lﬁ*l;é.
Lo Quiller-Couch, “hakespeare's Workmanship, 121,
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to make the strange transformation that he found in the records
seem natural and credible,

+» » o It must have beon one of the chief attractions
of the theme for Shakespeare to ghow precisely this
conversion., No doubt he enjoyeq depleting his hero's
gny and thoughtless 1llfe, at wap with all the morality
which is founded on mere soclal convention., But at
least as great must have been the pleasure he took, as
a man of ripe experience, 1n vindicating that morality
which he now felt to be the determining fastor in
huwsan life-~the morality of voluntary selfwreform and
self~control, without which thowg gan be np_concenw
tration of purpose or systematia gotivity.

1927,

. Boorge Brandes, #llllenm %m Now York,
200581, * ’




CHAPTER V

THE INKOVATION OF THE
PALSTAFPIAN DEVICE

It is now time to study the last of the four great
poasons why Shsksepeare nesded Falstaff, When Shakespeare first
undertook the writing of the chronicle plays, both in accordance
with the mood of the times and the current practice of the dramse
tiats, he went, as has been pointed out in an eariier chapter,

to old plays and the prose chronicles of English history for his
plots. While such storles of the great men of the past held a
strange fascination for the Elizabethan sudience and consequently
wers assured of success if written up fairly well, yet those phﬁ
wore not true poetry or great literature precisely because they
were 30 heavily historical., There is & difference between his-
tory and poetry; it is the dirference between solence and liter
ature. History is called a sclence by those ’irha study 1t and are
devoted to it. What it is not called is literature, in the sense
of one of the fine arta, When it sometimes happens that a plece
of hiastory is very well written, it is sald to partake of the
mture of literature. This difference between history and poetry
has been pointed out by many critics, They have shown the dife
ferent qualities which the two types of writing entall, The firsf
67
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to write of this difference was Aristotle:

It i8 not the function of the poet to relate vwhat
has happened, but what may happen--what is possible ace-
¢ to the law of probablility and necessity. The
true difference 1s that one relates what has happensd,
the other what happen., Poetry, therefore, is a
more philosophl and higher thing than history. Por
gaum tends to express the universal; history the pare

icular. By the universal I mean how s person of &
coertain type will on occaalon spesk or act, escording
- to the law of probabllity or mmaaitﬁem& it 1s this
universality at which poetry aimp in names she
attaches to the pers 8. The tioﬁlw is, for ex-
smple, what Aleibiades did or suffered..

In borrowing from the cld echronicles Shakespeare was
jhezmed in by the particular. This is essentially true for the
reason that the characters of history were well known to his
laudlence, and any tempering with the facts would have been recog-
mized at once, 3Buch facts were stubborn things for him to handle
land try to elevate from the plans of history to that of liter-
lature, His fidelity to hlstorical fact necessarily tended to
jelip the wings of his high-flown muse.

Johngon 18 reported as saylng that greater abilities
required in a poet than in & historian because he enployed

gher powers in his art, powsrs that ere Quliescent in historieal
onposition. He is referring to the imagination, which 1is not _
ed in the recounting of fact. When he says that penetration,
couracy, and some coloring are sufficient for the historian, he

1 Aristotle, Poetics, 3 151b, sa translated in
“istotle's Theory of Poetry end Fine Art, H. S. Butler, London,

‘ N
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implies that something higher is needed in the poet.2 Hewman,
too, in his commentary on the Poetics of Aristotle says that very
same thing in other words:

rmm according to Aristotle, is a representation
the ideal. Blography snd history represcnt indi-
vldmi charscters and mtuul facts; poe
generalising fyrom the phenomenon pature nd

trary,
1ifs, supplies us with pletures drawn, not after sn ex-
inting ftttem, but after a oreation oz‘ the mind., PFle

e oy T g ¢ b
For the resason that the writer of chronicls plays is
too much tled down by the mense of fact at the expense of his owm
ereative imagination, Shakespesre had to look for sharacters on
Ivhom he could more freely exercise his own inventive powers.
That was his great step in the treatment of history by fiction,
He realised that if he were to adhere merely to the actunl facts
of history he would not be writing the best literature. There-
fore, he had somehow to break away from the merely historical.
Speaking of this very problem az‘ Shakespearets, Baker writes:
He might Wp with chronologys he could mach develo
minor i s only suggestsd in the historles; he misgt-

2dd new figures; but ihe great personages of htntory he
mist present in the mein as history shows them, ~

, on the con=

Samiel Johnson, "Boswell's Party at the Mitre," as

given in The Litera % y I, ods. Woods, Watt, and
Anderson, Uﬁf%asa', % % ’ '

ma.uc Poe udi.%d with introduct BTl NOLES DY ALLSTE S
o’img{ﬂ%, Qul0s

i Baker, Development of Shalespesrs as Drametist, 162.
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Thé hlstorian is at hia best when his knowledge of the

facts 18 the strongeat. The poet, on the other hand, is at his
vest when Ifreest from the shackles of historlcal fact,
The fact that some of his great traglc figures were
taken from the records of the past dld not hamper Shekespeare in
his use of them. They wors of the past that was misty and dim.
speaking of such figures as Lear, Corlolanus, Hamlet, and ﬁaahethl
@uiller«-Couch wrltes:
These, however, are lesgendary figures, evoked from the
ponumbra of Eoiin&hﬂd or Saxo Gramuaticus; and Shake-
speare coalls them up almost in what shape he wills, to
be relnspired with life and to be played with as his
genius may choose. Obvlously he could not pley thus
with the houses of York and Lancaster whose rivalries
wers not only documented but fresh in men's memorlies. .
¢+ « The Ellzabethan audience knew these champions of
York and Lancaster.>
If then the audience knew the story of Hal and Hotspur
too well for Shakespeare to take libertles with 1t, he had to
f'ind some other characters whom he could manipulate however he
leased without offending the historical sensibilities of the
E;dienasa. It was here that the Palstall group could again be
the answer to one of Shakespeare's needs. They were not histori-

pal, and consequently not known; he could do with them what he

leased. To write pootry-~which is e higher thing than historye-
had to turn his attention partially away froaa the historical

igures and introduce, in sccordance with his own creative imagi-

hation and the laws of probability and necossity, these other

5 Quiller-Couch, Shakespeare's Workmanshlp, 105-106.
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characters and scenes, This had not been done Lefore in the

chronicle plays. Because of this Introduction of non-historical
rigures the two parts of IHenry IV are different from any of the
history that had gone before. Charles Norman asks, "for what
would It all be without him (Falstaff) but another chronlele
play?"f’ This device in the treatment of history by fiction or
in the manner of the creative writer is called in thls thesis
the "Palstelfflen Device,”
It will be necessary to explain thia more fully., In
the trestment of the two parts of Henry IV, which taken together
krake & unit intended by the author, Shakespeare has revealed to
the world & new method of treating historical flction, That
Eothcrd involves the use of Falstall and his crowd as folls, the
®

tter to bring out the story of the kings and princes which it

lis the chief purpose of the play to tell. This is elearly put
y Quiller~Couchs

v » oIt (the use of the Falstaff group) has set uﬁ 3

rmenent artistic principle in the treatment of history]
E‘ Tictlon; the principle that, 1n a drems OF Novel O

18 kind, your bost protagonists, and the minor char-
acters you ¢an best treat with livelinesas aes with phile
osophy, are not those concerning whose sayings and
doings you are sircumscribed by known fact and documens
tary evidence, but rather some invented men and womenww
pawns in the game--upon vwhose actions a;fs destinies you
can meke the great events play at will.

6 CharlessNorman, So Worthy & Friend: Williem Shake-
lspeare, New York, 1947, 143.

7 Quiller~Couch, Shekespeare's Workmenship, 104, 1




12

This was indeed something new.3 Not entirely new, but
new in the sense that Shakespeare was the firast to present the
technique to the world as a falt sccomplli. He was the one who
put together all the hints and leads and precedents and experiw
lments of those who had gone befors him, 7Tle was the one who
gathered all the materisls left him by others, united and formed
them afresh, and finally presented to the world a perfected
example of a principle that has been imitated and used by writers
of historical fiction ever since., In other words, there is
something new 1n the structure of the two parts of Henry IV; =«
technique that haa been used agaln and again by such writers as
Scott, Dickens, and others.9

The device, as it appears for the first time in Shake-
speare, is this, The characters of history (in the case of Herry

8 Ibild., 103-10L. The sense of the word new is ex-
plained by QuIlTer-Couch at the begluning of his essay of Falstard,
Anyone coming to the two perts of Eing Hemry lV-wwhich 1In fact

make one--gan see that hore ls somelhing news » « «|H @ cannot
miss to percelve, « « » an innovation upon the old methods of
chronicle drama, I am not pretending, of course, that ths immow
vation has come at @ stroke} that as Pallas Athene Irom the head
of Zeus, the invention sprang upon the world fully armed and come
plete out of Shakespeare's brain., FPor (1) as a matter of history|
vhen a new and strong idea such as Elizabethan drama, starts forw
menting, all manner of men bring thelr grapes to the vat: (2) as
a matter of mato?, t};;;ﬂ germ of gm Gad's gz%nirm%m .tst;.;o ggr
found in an old play, ¢ Pamous Victories of K enxry the

on which Shakespeare undoubtedly worked; and (3] GgALI £8 & mate i
tor of history, Prince Hal's youthful folllies were a tradition so
fixadﬂin moni's minds thet no play about him could dlspense with
theni.

9 Ibid., 104.
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1V, Bolingbroke, Frince Hal, Hotspur, and the other 1ard; of Engm
land) were well known to his audlence simply because they were
historical. But thls did not leave the dramatist much freedom
for the exercise of his own e¢reative imaginetion, for his audi-
ence would know if he falsified the facts of hiQtory. Yet free~
dom is of the essence of creative art. Therefore, Shakespeare
sumaoned to the stage other characters, "pawns in the geme," who
were elther resal, though little~known, men in history or men who
jwore purely fletitlious. With such characters to manipulate &t
jwill, the dramatiet could still tpeat the great persons and

ravanaa with historical accurscy and yst be left free to tell the

tory entlrely in his own way. This he did by letting the great
storiocal events play as he wished on the destinies of the les-
er folks Thus, the story of Falstaff iz entirely his own, and

vet his whole life 13 so comnected with Prince Hal that to some

thanx, at least, when the story of the one 1s known, 80 ls that

of the other,

Such, then, iz the lnnovation in the use of Falstarlf

the history plays, Henry IV. Falstaff, of course, was not a
ure figment of the authorts dbrain, for he had hls ancestors,
oth resl and fictional, as haes been pointed out earlier in this

slss The fun and folly of CGadshill were not ontirely new

Pither, but were inspired by the FPamous Victories. In thls cone

iection, 1t must be remembered, rs Attwater remarks, that ni«
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though Shakespears took as a source an exlstling old play, ‘he
completely rewrote it rather than dressed it up,l0 It vas also
known thet Prince Hal had led a rather wild life for a vhile, a
way of 1ife not at all becoming the heir to the throne of England}
[put when Shakespeare had done with these Falstalf characters and
lscenes it is plain that ninetyenine pox? cent of the credit as
well as ninety-nine per cent of the £1lling in (of vwhich Palstaff
required so plentiful a share) was dus to him. Shakespeare
loreated him and developed him as the needs of the play required,
and yet without any prejudice to the truly historicel charactsrs,
|Thus he presented the world with a drama that was both historicesl
and postle at the same time, neither quality excluding ths other.
Doing ‘m essential harm to the story of Bollngbroke and Prince
Hel, 3hakespeare saved the principles of art by bringing to the
foreground of ths actlion a group of characters who were fiotie
tious and vwhose destinles he could menipulate undsr the effects
of the great events of the play. He had thus produced greater
art.' than he scould ever have done by merely adher*mg; tco the actual
historicel events of the reign of Hemry., For poetry is the prew
sentation of the universal in the gulse of the particuler, and
that is a higher thing than the mere presentation of the parti-
oular, which is the alm of history. Spesking of the first part

10 A. L. Attwater, "Shakespecre's Sources," i Come
g anion to %mn? are Studles, eds., Harley Granville-Batker and
+ Sa BADIrrison, Lew WE, mﬁ; 227,
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jof Henry IV, Baker wrltea:

¥hen, however, one notlces that six out of the fourteen
soenes go to Falstafl and that almost haelf of the others
are almost wholly the product of the author's imagina-
tlon, one sees why it 1s that the critics have declared
that in these plays historical fiction is born. Here
the lmagination of the dramatist reviviflies historical
facts both by making huzan end comprehensible details
of' scenes known at most to his audience only in outline
and by sdding figures that had no real historical
existence.ll

1 of this, then, was the Falstaffian Device, the name this
tieaia applies to Shakespearets treatment of history by fiction,
Quiller«Couch mentions the nemes of some of the writers
who have Imitated this device since the time of Shakespeare. A

briel glance at ons or two of these subaequent uses of the Fale
ptaffian Device will serve to clarifly the general principle by
showing it in other lnstances., Thus, 3cott, one of the authors
gmntionoﬁ by Quiller-Couch and & novelist famous for his tales of
wlstorical flction, mskes use of the device in his novel Ivanhoe,
In that story, Ivanhoe snd Rowena are purely {ioctitious persons,
vot their story of love and adventure constitutes the main plot
bt the novel. King Richerd, on the other hand, the veal historie
pal figure of the book, appegrs very littlp in its pages. Yet it
Lls because of him and the loyalty of the true Saxons to him end to
hit . he representsed that the fortunes of the hero and heroine
are t0lds The whole plot dopends not so much on the love story
f Tvaphoe snd Rowena as on the historical loyalty of Saxon

11 Baker, Development of Shakespeare asiglnramatiat,

———ay.

L75~176 .
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subjects to Saxon royalty. *
To taks still another example of this, one can go to
Dickens. The Tale of Two Citles carrles the Falstaffian Device

even further, The real protagonlsts of the story are Charles
Darnay, Lucy Manstie, ond Sidney Carton, all three entirsly spun
out: of the author's imegination. Dickens treats them as he
wishes, The difference between thls plece of historical fletion
end Henry IV, is that here the hlstorical backdrop, the true
events of history, are not represented by historlcal and real
persons {such as Shakespeare's King Henry IV and Hotspur) but by
historical and real events and conditions of the times, namely,
the French Revolution, The fectual part of Dickenst' story 1isa
told; a ploture of the terrors and heartbreaks of the Revolution
is drawn., It is nothing but a development of vwhat Shakespsare
first presented when he wanted to be true both to history and to
the principles of creative art at one and the same time.

At this point it ought to be emphasized explicitly that
the Falstaffian Device need not always be employed in the seme
jmarner in which it originelly existed, A difference has just
been pointed out in regard to Dickens! use of it. Another differ
ence ¢can now be indicated by returning to Scott, Quiller-Couch
states that he got the trick from Falstaff and used 1t sgaln and
again in his novels, He wvita#:

« « » Thus not only does Shakespeare give 3cott the

trick of Dugald Dalgetty, Dumss the trick of the Three
Musketeers, Charles Reade the trick of Demnis the Bure
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gundian; not only 1s Mistress Quickley the art{stic
mother of Madame Sans Genej but if we take almost any
historical novel of the {irst class-«Esmond, or L'Homme

ul Bit, or The Cloister and the Hearth, or La Chare

reuge de Parme, or The Tale of Iwo Citles, or Tolatoy's|
War end Pesce--we shall I'ind the protagonists of the
Btory evoked from the vaguest shadows of history, when
they are not (as more often happens) pure figments of
the authorts brain.l2

8cott does not, however, use the device in exactly the
same way as Shakespeare, nor in some respectsz, as well. Once
Shakespsare had introduced Falstaff, he sllowed him to grow to
hisg full steture, He let him live freely in the drams. That
this made & great differsence between Shakespeare and Scott is
plaln to anyone reading the twoe ment's works., He will notice that
Shekespeare's characters live as more fully developed individuals
then Scott's. Speaking of Scott's partial inablility to unlock
the intimscies of personality, W. J. Dawson writes:
He does possess & real insight into the souls of abe
normal, grotesque, or very humble persons. But in the
malin, this is a gift which Scott lacks. He sees the
pageant of life but not 1ts mystery; tells us how men
act but not how they feel, B8hskespeare did both and
hence the soul of Hamlet 1z better known than his his-
tory.s If Scott had painted Hamlet we should have known
hig history but not his soul,ll
The difficulty with Scott's characters stems from his
own literery principles. Palstaff, on the other hand, is sharply
delineated, clearly limmed., He was borrowed as s moere type but

under Shakespesre?s gulding genius he became an individual and

12 qQuiller<Couch, Shakespeare'!s Worlkmanship, 104-105.

13 w. J. Dawson, The Makers of English Fiction, New
York, 1905, 63, == _—
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established himsell as one of the unforgettable chnracte;s of
literature. BHe was much better known to any sudlence present
at Henry IV than the king after whom the play ls named. But
Secott, according to his own canons, could never have created
a Falsteff, even 1f he had the otherwise necessary talent. Therse-
fore his heroes do not become as real as Palstaff, who hae
established himself as one of the most memorable charscters of
fictlon: The reeson for this wlll appear from Scobtt's own prine
clplees as civen here:

Usually he did not muake the character who was histori-
cally most prominent, for example a Xing Hichard or a
Cromwell, the central personage of the plot] « « « It
was better to place purely imaginery cheracters, about
whose personelity and deeds the reader has no previous
informatlon, in the center of events. MNoreover, these
central charscters, ususlly lovers, must not be of such
highly individual natures ss to monopolize the reader's
interest; for what was of greatest interest in an hise
torical novel was not what the lovers were and did, but
the historical circumstances amid which they moved.
Often the central characters were young and of no marked|
psculiarities who found themselves involved in powerful
social or political movements and surrounded by cherace
ters much more forceful than themaselves. To 3ecott,
these teehniiﬂ;ly secondary characters were the most
significant,

Scott, then, got the idea [rom Shalkespeare. Dut he
fnade vhat he consldered the minor (because flctitious) charscters
take central roles in the action. In the technicel senss of the
plot they are primary charascters, but in the historicel sense
they are not the siguificent characters, Scott puts the historiw

1, Ernest Bernbaum, Guide through the Romantlc Movew
jment, Vol. I, New York, 1938, 1513,
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cally significant characters into secondary position in the techw
nical sense of the plot,

8hakespeare did not make these distinctions, Because
scott restricted the delineation of his fictional characters, his
ert suffers; because Shakespeare put as much effort into the PO
trayal of Falstaff as the king and the prince, he has achieved
greater art, For Scott the heroces and heroines may not be too
highly indlvidualized lest they monopolize the reader's interest,
[But if the chief characters may not be fully developed as real
persons, then by thet much does the work fail to be an imitation

of men In action., This accounts for Scott's characters who seem

at times to be somewhat unreal, more types than individusls, with
Lhe tendency to be wooden, painted, stiff, and too rigidly pre~
dictable. In other words, many of Scott's characters do nbt
change.lg One of the critics has remarked that he is "a little
lacking in depth and subtlety; he has an eye mainly for strongly
Larked characteristics, and many of his persons are but super-
flclally delineatedﬁlé Samuel C, Chew writes of Scott's charace
ferization as follows:

With the enxieties and asplrations of men and women
considered as individuals he concerned himself scarcely

at all; thelr private lives are of interest only as
they are part of history. Working within these limita-

15 Louls Cazamlsn, A History of English Literature, by
fmile Legouls and Louls Cazaéfin, New %6?&, 5, 1832, !

16 T, F, Henderson, "Sir Walter S¢cott,” The Gamggidge
- fistory of English Literature, Vol. XII, New York,“Ig3Z, 26,
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tione he could not glve a ”t;}mee dimenslonal®” quality
to hig heroes and herolnes,l

Shakespesrs, on thoe othor hﬁnd,‘inatinctively roalized
that in the drama the audlence was not asking for statuesque fige
ures but that it wanted resl persons, like thomselves and the |
People they know; complex, maturs, and indlvidual, Unlike 8Scott,
he would have sald that both seta of charsctors are important,
thet both should enjoy full development, This is what he had
Jdone in Henry IV.

What has been sald of Se¢ott in regard to hls character
portrayel has not been intended disparagingly. It has been sald
only for the sake of comparison, the better to explain the Pale
staffian Device., This 1s not the place for e complets sﬁﬁﬁy

of Scott's powers as sn suthor, As for the comparisen botween
the two men, however, Carlylets comments can aptly close lts
dlscugaion. After writing that "[n)o fresher paintings of

feture can be found than Scottts} hardly anyvhore a wider syue
fathy with man}i®™ he too thinks of Shekespesre and comparison.
Shakespeare fashions his characters [rom the hoart oute
wards, your Sgott fashlong them from the skin inwards,
never getting near the heart of them. The one set becase

living men and women, the other smmount to little more
than mechanical cases, deceptlively painted sutomstons, 18

Jono—

17+ Samuel C, Chew, "Sir Welter Scobt,” A Literary Hise
bory of Englend,ed.Albert C. Daugh, Part IV,New Y@%’T‘ﬁ ‘ " .

18 Guotation cited from Cerlyle in The Cambri%ga Higw
8 &arwic

or gg,ggﬁliah L%taratura‘by T. P. Henderson 1in s above
ntloned, wo no fair to let the quotation stend alone,

Henderson commentis, “Thou§h a characteristically exaggerated
Tonouncement, it is undenisble that there is a soupgon truth
nit," vol, XIII, 26.
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The really remarkable thing ls thet Shakespeare not

only was the first to present thls device to the world but that
the device was developed to such perfection at the very baginningJ
this 18 evident not only in the excellent charscter portraysl
lavished on both sets of characters, hlstorical and non-historical
but 2180 in the closely knit interweaving of the story of the
prince with the fortunes of Falstaff, Shekespeare needed Fgle
stafl because the mere historical data of the king, 9?1&@6, and
lords left too 1llttle scope for the creative artist; but the way
he actually made the whole Palstaff group iantegral to the plot
stands out as a great feature of Shakespeare'!s workmanship. Prom
the standpoint of character portraysl, too, it is clear what a
pervelous ploce of workmsnship is the development of Oldcastle
into Falotalf,

In answer to the question that naturally comes to mind

t this point, how such 4 fine dramatic portraysl as Palstaff
ould be developed from such meagre beginnings, Guiller-Couch
s an interesting comasent:

To true artiast develops or fashions a real character,
once brought to birth, any more than s mother thencew
forth develops or fashions & childs It has a separate
1life: it takes charge; the older it grows the more it
takes charge. « « « Artiste do not develop or fashion
these characters to any extent of which those words are
dusaripféva- » + +[Blach in turmn has cherge of Shakew
Bpearo.

19 QuillerwCouch, Shakespsare's Worimenship, 115-116.
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rus 1t fm& that Palstalf grew, always along the lines of probe
ability and necesslty, of course, bub stlll freely, as Ireely as
any real person grows, though at the same time his growth la
laccording to the very stable laws of his nature,

S0, then, dld Shakespeare create the graracter hs
leeded to give life and reallty to his chronicle plays, I and II
w IVs Thias chapter has polnted out Shakespeare's need for
the Falataff group in order to keep his plays from beling merely
b:istcry on the stage. The intemlingling of the historical with
the non-~historical in the same plot thus gave rise to the Fale
 |staffian Device.

The following chapter will carry the argumont no furw
ther, but will drew the four parte of the theslis together to pre-
ent the whole thought in a sinmple and complete congpectus. This
Ehnptar can be closed with no more fitting words than those of
Quiller«Couch, f'rom whom tho starting point of this thesis waa
italwm | |

In this short study I shall not indulge in eny
panesyrie on Palatafls and I ask thw meader to oredit

this %0 a Aoman fortitude, since mz suy that all who
write about Palstalf, loving him, writo welly

20 71bid., 117.




CHAPTER VI

CONRCLUSION

It has been the aim of the writer of these pages to
establlish Shakespeare's need of Falstaff in the two plays, I and
!E_ggggxlgx. At the very begloning of this thesls it was polnted
out that there wore & great varlety of reasons why Shakeapeare
could use such & character as Falstaff and such scenes as those
of Eastcheap, Gadshill, and the Boar's Head Tavern, There it was
explained that in thls thesis only four of Shakespesre's greater
needs for Falstaff would be discussed. Each of these great needs
has been explained in 1lts own separatechepter, each one bullding
partlally on what had gone before. Thus, the thesis is that
8hakespeare needed Felstaff in the writing of his chronicle plays,
Henry IV. The conelusion of each of the four main ghapters haos
always been the same, namely that Shakespeare needed Falstaff;
but each of the chspters proves the ?hesis in a different way,
for different reasons. Consequently, the proof for the thesis
has been cumulative or intensive. The conclusion remalns the
seme, but gains in intenslity and strength with each of the four
separate proofs. The four proofs are based upon (1) the require-
ments of history, (2) the method followed by Shekespeare as
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pecullar to and distinctive of the playwrights of his time,

(3) the apeclal aim of Shekespeare in writing the particular
plays, I and II Henry IV, and (4) the requlrements of literature
itself.

Chapters two, three, and four, which correspond to the
{irst thres proofs of this thesie, are comparatively siomple in
thelr meke~up. Chapter five, however, in which the fourth
proof is contained, is slightly more complex, for beglides
showing sgain Shekespeare's need for Falstaff, 1t goes on to
demonstrate Jjust what was the result of his use of this charace
ter, That use was called the Palstarfisn Device, from which the
title of this thesis has boen taken, An Analysis of the Fal-
staffian Device. Strictly speaking, the analysis of the device

as such sppears only in the fifth chapter, but as the device

would never haeve sppeared in 1its special form as found in the
Henry IV plays, 1f Shakeapesre hed not had the three other needs
Tor Falstaff as polnted out in the preceding chepters of tha
thesis, it has seemod acceptable to neme the whole study after
what has been formmlly considered In the {ifth chapter alone,
Purthermore, it is the £ifth chapter that is truly the heart of
this thesis which was originally conceived as showlng how
Shakespears'a naed of Palstalf, especlally asccording to the
principles of true literary art, has resulted in that somsthing
new which is here called the Falsteffian Device. Thus, to repeat,
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this thesis has taken its title from 1is most lumportant ahd dige
tinctive part,

The conclusion of the thesis will now be drawn in the
form of a briel swmnary, thus gathering its four sections into
their proper unity.

Bach of the four cardinal chapters has been intended
to show why Shakeaspesare needed FPalstaff for {our separate and
distinet reasons., The first of these sections, Chanter 1I,
examines what 1s not, strictly speaking, a need for Palstaff,
but for at leest someons like him, for the reason that Shake-
speare used Holinshed for his source maeterisl in these chwonicle
plays and that in Tolinshed there were to be found numerous
hints end astatements of the wlld youth led by Prince lal, the
son of Bolingbroke, Henry IV. It waa therefore incumbent upon
Shakespeere Lo portray this section of the prince's youth i
his history pley was to be true to thoe historical picture of
his sarly 1lifes That this had to be done precizely throuzh
Palstalf is not sald. Sulfice it that ths prince had somshow
to be plotured amid riotous fellows of the tavern sort.

The second section, contained in Chapter III, goes
one step further, showing that because of en old play, The
Eﬁgggg Victorles of Menry V, & play which actually plctured the

prince among such low companlons, and becsuse of the current

and universal practlce of the dramatists of thet age, the prac-

tice of taking over old plote and characters rether then ine
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venting new onea, Shakespeare had to borrow in some form Chese

scenes and characters. This is, in fact, what he did, for Fale

taff's nume was originslily Sir John Oldeastle, and Oldcastle
tna borrowed from the Famous Victories.

In the third section of the thesis, contained in Chape
ter IV, it is agaln shown that Shakespeare needed this Felstaff
and tue Eastcheap scenes, but this time because of his long

range alm in writing the whole Lancastrisn Tetraology of plays
gimning with Richerd II, through _;_ endd II Henry IV, and ending
ith Hemry Ve The ressoning here iz that Shakespeare had to
ropars Prince ial in the Henyy 1V plays for the sxalted role

planned for him as Englend's ldeal warrior-king, the king

th the common touch, im the play which bears his namse, Henry V.
t was in presenting the young prince in close contact with the
ousmon folk, even the lowest of them, thet Shekespeare could

o him & true Englishman, king of his people's hearts as well

a mere politicel head of his nation.

The last ssction of the thesis, Chapter Ys gives the

post importent reason of all why Shakespeare needed Falstaff.
[t 1s moat Lmportent of the four reasons beceuse it is most
t:asely connected with the trus nature of ereative literature,

¢ poet 18 & higher artist than the historian, just as the poem
'8 higher than any history, for poetry employe higher faculties
0 1ts suthor. But L{ Shakespoare adhered mersly to the history
%f the klngs of England as given in Hollnahed, the sense of hige
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torical fact would hamper the free pley of his poetic and
creative imaginatlion, Therefore, for the seke of poetry, it

w&s necessary to introduce inte his hlstory plays charscters not
well known in history bLut cresated persons whom he oould treat

&8 his art demandeds In doing this, Shakospeare introduced a
now principle in the troatment of history by flctlon, & porwaw
nent principle which has been imitated evor sinse in historical
fiction. The principle cen be formulated as follows: in thie
type of literaturs the charatters one cua beost trest with iivee
liness ere not ine great personages of history (for in portrsying
the deeds and words of such people one is constrainsd by the
sense of actual fact), but created chiarscters, who can, precisely
beceuse lnvented, be manipulited according to the creative needs
of the author. It is also pointed cut how this device has been
imitated by two of the grestest English authors of historical
fiction, Charles Dickens and 8ir welter Scott. This is the
Falstaffian Device, Without 1t, Henry IV would be juat emother
chronicle pley. With it, Shikespeare has given us one of hie
greatest plays and some of his most memorable oheracters.
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