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Aristotel ian logic dictates that Oedipus shou ld seek after the truth o f his parentage because it

wou ld be unlike him to leave the matter a mystery. L i t tmanian logic dictates that a lawfu l good

character should intervene on the peasant?s behalf. The ?internal logic? (L i t tman 10) o f the

mediums leads one to these conclusions, and these conclusions led my thoughts to

?Shakespeare?s Wire,? an essay by Elisabeth Bronfen that elaborates upon the show?s in-universe

chess analogy to f ind similarit ies between Simon?s Bal t imore and Shakespeare?s England. ?Each

figure,? (90) she wri tes o f the structures that dominate the dramas, ?has a clearly defined place

and role w i th in a str ict ly hierarchical order in which power is incessantly renegotiated by virtue

o f pol i t ical acts? (90). Bronfenian logic dictates that Avon Barksdale should lose the war wi th

Mar lo because, l ike Henry V I , he makes poor pol i t ical calculations, fa i l ing to realize that ?a shift

in the particular circumstances at hand require a renegotiation not o f the game?s rules per se, but

o f the schemes that are open to its key players? (92).

The era o f institutional storytell ing on television brought about by The Wire was

addressed in almost mournfu l fashion by Zeynep Tufekci, whose Scientif ic Amer ican blog post

"The Real Reason Fans Hate the Last Season o f Game o f Thrones? posits that the series lost its

way because its authors began to ?steer the narrative lane? (Tufecki 2) o f the show in a new

direction: transit ioning f rom ?sociological? (2) to ?psychological? (2) storytell ing in its f inal act,

Game o f Thrones abandoneda narrative o f plot points produced by characters who ?evolve in

response to the broader institutional settings, incentives and norms that surround them? (2) and

opted instead to tel l individual ized stories that ?depend on viewers ident i fy ing w i t h the

characters and becoming invested in them to carry the story, rather than looking at the bigger

picture o f the society, institutions and norms that we interact wi th and which shape us? (4).





the Duke o f York to the disrupted monarchy o f The Plantagenet era in Richard H, and An tony Jay

and Jonathan Lynn?s Humphrey App leby to the wor ld o f competing interests that makes up the

fict ionalized English government o f Yes, Minister.

To that end, I tried to f ind an organizing principle I could use to compare how characters

in the sociological dramas I?m wr i t ing about react to respective institutions. This brought m y

mind back to Dungeons & Dragons. | have fo r a t ime had interest in the character al ignment

system, and it occurred to me that elements o f this could be adapted to classify and compare

these characters. I say that elements o f the system could be adapted because I did not attempt to

write about fo r example, whether or not Richard I I ] and Mar lo Stanfield are lawfu l evi l

characters, chaotic evil characters, or neutral evi l characters. M y interest here does not concern

the moral i ty o f these characters, so the ?evil? element o f the alignment system has no analogy in

my essays. I am quite interested, however, in the role that lawfulness plays in the character

al ignment chart, so 1 use the term ?institutionalist? and ?opportunist? to analyze a given

character?s relationship to a given set o f institutions.



Determined to Disprove the Tudors:

Richard Plantagenet in Richard H f

Examin ing the interplay between Richard I I I as a historical f igure and dramatic character,

Elizabeth Charnes?s essay ?Reading the Monstrous Body in Richard HT? argues that Elizabethan

historians engaged in ?overemplottment? (348) o f the Wars o f the Roses, a term she borrows

from culture crit ic Hayden Whi te to compare the responses o f historians and psychoanalysts to

traumatic events: a culture ( in the case o f the historiographer) or patient (in the case o f the

psychoanalyst) experiences a trauma that has been ?charged wi th a meaning so intense that,

whether real or merely imagined, they continue to shape both his perceptions and his responses

to the world long after they should have become past history? (348). Richard Plantaganet was not

a historical monster in Elizabethans? perceptions as a result o f events alone; Tudor historians

actively participated in the process o f monster-making ?in order to enable and jus t i f y the ?cure?

that, at least in terms o f historiography, has always already preceded him? (351). Operating from

the contra-Ti l lyard premise that Shakespeare?s history plays do not endorse the Tudor myth,

Charnes argues that Richard I I I the character is actively rebel l ing against the role historians cast

h im in: ?The play maps Richard?s desire fo r disidentif ication, his efforts to invade a taxonomy

that is always used to enforce his alignment w i t h this textual history? (351).

Richard's ef for t to seize the crown, then, is not the inevitable desire o f a grasping

historical monster but an attempt to "exchange his misshapen, h a l f made up o f body for the

?King's body? and its divine perfection? (354). He seeks to determine his own reputation wi th

both the audience and the other characters through a charm offensive that w i l l ?replace stigma...

wi th charisma? (355).





this most recent reading is the fact that before this Richard thrice refers to Edward. Th ink ing

about this in relation to A.L. French?s idea that in the universe o f the history plays removing a

t i t le renders the deposed an ?unperson? (343), one sees that Buckingham?s negative response is

not due to a moral objection to infanticide. For Buckingham, the pure pol i t ic ian fo r whom

manipulat ing the of f ic ia l record is sufficient to mo ld reality, once the princes were unpersoned

they ceased to exist. There is no need to take further action.

Richard, however, concludes instead that he and Buckingham?s success entit led them to

ditch the artifices, and so makes the bruta l i ty that motivated their creation expl ic i t ly known: it

doesn't matter whether one calls them princes or bastards, he wants them dead. By repeatedly

referring to Edward by the name by wh ich he was known as a prince and even expl ic i t ly

recognizing his noble status, Richard f igurat ively restores this title and thus presents

Buckingham wi th the prospect o f murdering a prince and heir to the throne.

To this moment it is possible for Buckingham to rationalize their misdeeds because,

wi th in the f ict ional narrative they have created, the laws, notably the laws o f t i t le and heredity,

have not been broken. Richard's call ing one they?ve previously cast as i l legit imate in their

campaign by the name and tit le they possessed before their reimagining is tantamount to

breaking character. This takes Buckingham out o f the f ic t ion and undermines his rationalizations.

This in turn leads h im to betray Richard, but not to the latter?s undoing. I t is merely an eventually

vanquished threat, but it is nonetheless Richard?s misuse o f words, a fai lure o f rhetoric, that does.

Richard is an opportunist who increases his status--both his power w i th in the wor ld o f the

play and popular i ty w i t h the audience outside o f i t - - by rebell ing against insti tut ions outside o f

the play?s w o r l d ? t h e Tudor M y t h and ableist p re jud ice? tha t prevent h im from gaining status,





Tr icky Opportunist: Richard N ixon

in Checkers and Frost /Nixon

The Richardists obviously have a point about Richard I I I : the media v i l i f i ed him. I say

?obviously? because one needn't read past even the second page o f Thomas More?s The History

o f K i n g Richard H I to encounter sentences l ike these:

L i t t l e o f s ta ture , i l l - f e a t u r e d o f l i m b s , c r o o k - b a c k e d , h is l e f t s h o u l d e r m u c h h i g h e r t han

his right, hard favored o f his visage and such as is in princes called warl ike, and other

m e n o the rw ise . H e was m a l i c i o u s , w r a t h f u l , e n v i o u s , and, f r o m be fo re h is b i r th , eve r

wi l l fu l . (More 118)

The historian David Greenberg makes a simi lar point about Richard N ixon in Nixon's Shadow:

The History o f an Image when he says, speaking o f contemporary comment on the polit ician,

that ?it may not need proving that Richard N i x o n was the most despised pol i t ic ian o f his t ime?

(36). He can say this because evena short selection o f the evidence Greenberg presents makes

his point: N i xon was ?hard and in f lex ib le . . .w i th f e w o f the saving graces o f tenderness, humor,

generosity toward the fallen? (44) according to the journal ist Wi l l i am Castella; lacked

?skepticism, detachment, humor, irony, tolerance ? qualities generally considered hal lmarks o f a

civi l ized mind? (45) in the v iew o f The Post?s Wi l l iam Shannon; and employed "one o f the

slickest and sleaziest fake emotion routines that ever gul led a sentimental people? (53). The fake

emotion routine about which Lerner wrote was ?Checkers,? the speech N ixon performed on a

television set home office to counter the ?Tricky Dick? mythology forming around him during

the 1952 p res iden t i a l e lec t ion.





mit igat ing their severity. He then situated his own motivat ions in the context o f a chivalrous

lover, further distancing h imse l f f rom the uniquely evi l beast Anne in i t ia l ly portrays h im as. The

N ixon o f ?Checkers? was able to locate r ival candidates in a wor ld o f corrupt pol i t ics and at the

same t ime distance h imse l f f r om corrupt behavior. The home office setting made h im look the

modestly remunerated suburban lawyer laying out his not especially h igh income, thus rendering

claims that he secretly took lavish bribes suspect.

Richard transforms the audience into Falstaff-as-Prince Hal o f the tavern scene; one

could imagine us quipp ing ?I would your grace wou ld take me wi th you: whom means your

grace?? (Shakespeare 2.4.424-425) when hearing Queen Margaret?s recitation o f his sins. This is

because, l ike Falstaff, he is so effective at spin-doctoring: More?s dour portrayal o f a "deep

dissembler? (118) becomes Richard?s gleeful boasts about the ?plots? (Shakespeare 1.1.32) he

has ?laid? (1.1.32). He is indeed as ?arrogant o f heart? (More 118) as More says he is, but

Richard makes us love h im for it. When he brags to us about his tactic o f preemptively blaming

others fo r nefarious deeds he has committed, he does more than cast h imse l f as one who is

arrogant o f heart but also, by making us pr ivy to his clever machinations, elevates us to

knowledgeable courtiers, delighted to be in the inner circle o f the cool kid.

N i xon is not cool, so his image-revision is different. He does, l ike Richard, make us pr ivy

to personal information, but that informat ion concerns his f am i l y finances, a suitable subject

given the image this Richard is t ry ing to project:

W e l l i n a d d i t i o n t o the mor tgage , the 20 ,000 d o l l a r m o r t g a g e on the house i n W a s h i n g t o n ,

the 10,600 dol lar one on the house in Whitt ier, I owe 4500 dollars to the Riggs Bank in

Washington, D.C., w i t h interest 4 and 1/2 percent, I owe 3500 dollars to my parents, and

11



the in te res t on that loan, w h i c h I p a y regu la r l y , because i t 's the pa r t o f the s a v i n g s t h e y

made t h r o u g h the yea rs they w e r e w o r k i n g so hard -- I p a y r e g u l a r l y 4 pe rcen t interest .

A n d then J have a 5 0 0 d o l l a r l o a n , w h i c h I h a v e on m y l i f e insurance . (6 )

As Richard III?s audience we are Jacks invi ted to hear about classified material in the royal

palace; as the object o f our attention Nixon makes h imse l f into our middle class neighbor who

frankly tells us about his bills. In the course o f refut ing the accusations o f the ci ty slickers, Nixon

the f r iendly neighbor simultaneously replaces various characteristics o f T r i cky Dick. He is not a

nefarious campaigner, but a v ic t im o f a communist-sympathizers who ?have accused us that have

attempted to expose the communists;? (9) not a sel f dealing stooge o f b ig business, but a midd le

class lawyer who is proud that, even though it isn?t enough to pay fo r a mink coat, ?every dime

that we have got is honestly ours,? (6) a tender man who tells his republican-cloth-clad w i f e that

she wou ld look good in anything;? (6) not the secretive recipient o f seedy funds but the proud

new owner o f Checkers, ?the l i t t le cocker spaniel dog,? (7) a campaign gi f t N i xon expl ic i t ly

acknowledges as such,

Richard loses our allegiance after he assassinates the princes. (As a former student o f

mine put it ?he's no fun anymore.?) As Shakespeare scholar Peter Saccio has explained, prior to

this Richard is commi t t ing acts that, however unacceptable to the audience in a real wor ld

context, are nonetheless enjoyed as fantasies (Saccio). Scheming against other opportunistic

adults, even fratr icide, can be witnessed wi th open glee, but by orchestrating the death o f the

princes Richard is commit t ing a taboo o f a higher magnitude, one that even in a f ict ional context

is not v icar iously enjoyed by the audience. He is no fun anymore because one does not even

jok ing ly take pleasure in his actions.

12





understand that he is an especially coldhearted ki l ler. Anne may have been unable to bring

Richard to account but, to return to the pol i t ical scrum metaphor, she was also work ing wi th less

robust opposit ion research. In his argument w i t h Elizabeth, he cannot repeat this success because

he has now revealed h imse l f as a uniquely violent pol i t ical actor wi th in even the war-ravaged

world o f the English history plays. He is no longer one o f various leaders who commi t tyrannous

acts in the midst o f a c iv i l war, but a tyrant whose wil l ingness to cross ethical boundaries horr i fy

one who was especially sought out fo r this act, one whose haughty spir i t had combined w i t h his

humble means to make h im uniquely corruptible. Elizabeth?s strategy is to stay on message, to

return to his crimes so consistently and effect ively that Richard spends his energy t ry ing to

defend himself. This strategy is so effect ive that Richard does not state his object ive in speaking

to her unt i l wel l into the conversation. When he f ina l ly articulates it, she exposes his hypocrisy

through a darkly comedic, deliberate misreading o f his language:

Q U E E N E L I Z A B E T H

What good is cover'd wi th the face o f heaven,

To be d iscover 'd , that can do m e g o o d ?

K I N G R I C H A R D I I I

The advancement o f your children, gentle lady.

Q U E E N E L I Z A B E T H

Up to some scaffold, there to lose their heads? (4.4.245)

Richard?s f inal play is a sort o f bargain: ?I f I did take the k ingdom from your sons, to make

amends, I ' l l g ive it to your daughter" (4.4.301). The trouble w i t h his this, o f course, is that he

took the k ingdom from her sons by tak ing their lives. He cannot grasp the fact that there is no

14





Like Humphrey, Nixon?s speech becomes unintel l ig ib le when he is thrown o f f balance. Here, he

seems to say that his mot ive was to preventa pol i t ical crisis that wou ld harm innocent people. I f

Tanner is correct that Richard?s stammering ?Be not too hasty to confound my meaning/I

mean...? (Tanner 471) is an indication o f his being outmatched, the moment is therefore an

i l lustration o f the modern polit ical adage ? i f you ' re explaining, you?re losing? hundreds o f years

before its appearance.

In this essay I have sought to br ing Charnes?s Richard I I I through Shewring?s ?series o f

documents? frame (28). Wi th in this proscenium, the theatrical, f ict ional Richard III, determined

to revise the image o f the historical Richard drawn by Tudor historians, coheres w i t h the

televisual, historical Richard N ixon intent on revising the image put forth by the media

ecosystem o f the mid-to-late 20th century.

Prior to what I suppose must be called ?Towergate,? Richard is able to min imize the

severity o f his actions because, w i th in the context o f internecine conf l ict portrayed in the plays,

assassinating a deposed king is not uniquely evi l (we know that Henry I V ordered such an action

earlier in the cycle.) Nixon, l ikewise, is able to avert pol i t ical failure before Watergate because

his actions were not unique; other polit icians had practiced malfeasance that, at least as he

presents in the ?Checkers,? are worse. Af ter ?Towergate,? Richard is not able to spin his actions

because he has done things that even corrupt players in the wor ld l ike Tyrrel l and Buck ingham

find repugnant. Richard cannot contextualize his deeds in conversation w i t h Elizabeth because

they are profane even w i th in the f ramework o f the Wars o f the Roses. He can no longer persuade

the audience to see h im as an unethical rogue, not only because o f the murder o f his nephews but

16





Mer ry Opportunist:

Falstaff in Henry IV, Par t One

In ?The Batt le Between Carnival and Lent,? Michael Bristol points out how Falstaff is

the trope carnival f igure who is frequently admonished for his "disrespect o f time, place and

person? (363) by the "stockfish? (363) Hal. Hal?s project o f establishing a ?Lenten c iv i l pol icy?

(365) enumerates a broader rel igious definit ion o f Falstaf f as the carnival f igure who is unfi t f o r

civi l l i fe. Interpreted wi th in Bristol's f ramework, Hal is already work ing on this project f rom his

first scene in the play, bookended as i t is by Hal's identif ication o f Falstaf f w i t h the carnival

conception o f t ime and the former?s " I know you all? soliloquy, which for Bristol functions

essentially as Hal's pol icy speech outl ining the aims o f this Lenten polit ical party:

This project is very much out in the open, publ ic ly acknowledged in respect o f the

c o n t e m p o r a r i e s s p a c e - t i m e o f the p e r f o r m a n c e , as H a l i n f o r m s the aud ience o f h is o v e r a l l

intentions

I k n o w y o u a l l , and w i l l a w h i l e u p h o l d

The unyoked humour o f your idleness:

Yet h e r e i n w i l l I i m i t a t e t h e sun,

Who doth permit the base contagious clouds

To s m o t h e r up h is b e a u t y f r o m the w o r l d , I

That, when he please again to be himself ,

B e i n g w a n t e d , he m a y be m o r e w o n d e r ' d at,

By breaking through the foul and ugly mists

18



O f vapours that d id seem to strangle him.

I f a l l the yea r w e r e p l a y i n g h o l i d a y s ,

To sport wou ld be as tedious as to work;

B u t w h e n they s e l d o m come, t h e y w i s h ' d f o r come,

A n d nothing pleaseth but rare accidents.

[1.2 168-169, 177-180]

Under the supervision o f a comprehensive social discipl ine, a holiday w i l l be an isolated

episode, a l imi ted release that is all the more appreciate fo r its rarity. (365)

He does permi t Falstaff to smother h im up fo r quite a whi le , and appears by this time in their

telationship to have developed a pattern in his interactions wi th his ch ie f companion. L ike Anne

and Richard's back and forth, the first exchange between Hal and Falstaff starts wi th the

interrogator?s statement outl ining an establishment def in i t ion o f the oppo r tun i s t?Anne defines

Richard as the v i l la in the Tudors believed h im to be, Hal defines Falstaff as the drunk, lascivious

th ie f the religious calendar impl ic i t ly worked aga ins t? fo l l owed by the opportunist?s

reinterpretation.

Like Richard, Falstaff is in i t ia l ly successful in recasting his social role.

Alert to the power o f connotation, he reimagines his cohort not as ?thieves? (1.2.22) or even

necessarily as ?squires,? (1.2.22) but--as i f spinning out new definit ions in an improv game--as

possibly also ?foresters? (1.2.23). Or ?gentlemen? (1.2.23). Or ?minions? (1.2.24). Th is

persuades Hal to abandon his posi t ion as the establishmentarian scold upbraiding Falstaf f for his

pretentious request fo r the t i m e ? t o pause his wo rk enacting the Lenten c iv i l p o l i c y ? a n d to take

up that o f ?us that are the Moon?s m e n ? (1 .2 .29 ) .

19



Hal may stress his base qualities, but Falstaff functions like any court favorite in the

history plays, as f requently (and, o f course, as temporar i ly) in the royal presence as Bagot,

Bushy, and Green. Despite his physical stature mark ing h im as the target o f r id icule as often as

Richard I I I , he manages to use this stature as a means o f advancement, entertaining the Prince

wi th his talk o f ?levers to l i f t? (2.2.31) h im in the Gadshill scene, fo r example, or his i ronic

description o f h imse l f as "por t ly" to the delight o f the tavern audience (2.4.389).

As previously discussed, one explanation for Anne?s impl ic i t acceptance o f Richard's

proposal is his relat ivist ic argument that his actions are not any worse than other partisans in the

civi l war. The other is his brazenness. I t is one thing to point out that he is not the on ly combatant

to weavea pattern o f butcheries; it is another to claim that these butcheries stem from a love fo r

a grieving relative o f a vict im. Another plausible explanation for Anne's contradictory actions,

therefore, is s imp ly that she does not know how to respond to Richard's absurd spin doctoring:

there are no f i rm moral principles to which one can appeal in a t ime o f c iv i l war, and no counsel

present to ground her. This gives h im space to manipulate. (This theory is helped by the fact that

Richard acknowledges to the audience the confusion he purposely brings about by accusing

others o f his crimes.) Regardless o f which part icular aspect o f the exchange one credits for the

turn o f events, Richard successfully takes the Tudor narrative o f the unlovable monster and

teplaces it w i t h the charming lover.

Set in the context o f the history plays, however, I think Richard?s performance here, for

all its deviously clever transformations, is a sort o f warm up act to Falstaff?s superior set:

PRINCE.
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Falstaff?s influence is not to last, o f course, as Hal?s ?I do, I w i l l? (2.4.54) presages a

moment prior. Hal 's warning is in a sense a metatheatrical version o f Buckingham?s betrayal o f

Richard: where Buckingham breaks the metaphorical play o f pretending that their actions in

gaining the throne for Richard are less brutal than they are, Hal breaks the play w i th in the play to

signal that he wi l l one day cease pretending that he i s /w i l l be a permissive, madcap royal who

grants thieves the privi leges o f gentlemen.

The opportunists discussed in these essays want to advance their social status regardless

o f the impact their actions have on the insti tut ions they interact wi th. In each case, the inst i tut ion

functions as both a vehicle to aid this advancement and an obstacle against it. What aligns

Richard Gloucester and Richard Nixon is their simi lar responses to their institutions, both when

rebell ing when those institutions stand in opposit ion to their dramatic act ion and when

embracing those insti tut ions to attain it, Wh i le it feels strange to compare h im to corrupt

politicians, Falstaf f is also an opportunist who seeks to define his social status against opponents

who present contrasting, institutional definit ions. He is in i t ia l ly successful because, despite Hal?s

attempts to define h im as a reprobate, he is able to maintain his status as a charming th ie f in

Prince Hal's circle, thus escaping the retr ibution society normal ly meats out to one who behaves

as he does. He fai ls because the pol i t ical circumstances change when Hal becomes Henry, and he

is denied the posit ion f r om wh ich to maintain that allegiance.
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Inst i tut ional Opportunist:

Mar lo Stanfield in The Wire

Henry V I is correct when he says that ?civi l dissension is a viperous worm that gnaws the

bowels o f the commonwealth? (Shakespeare 3.1.15). This dissension has led to deposition,

executions and banishments, but the war between the Yorks and the Lancasters w i l l lead to worse

still.

The adult Henry V I was not executed unt i l after Edward Plantaganet?s compromise to

become heir resulted in the latter?s assassination, Henry V I rose again after Edward IV 's in i t ia l

teign, and Edward IV regained power. The adult Richard II was not assassinated until after a

laborious attempt to get h im to sign his deposit ion failed anda plot to restore him was

uncovered.

Richard I I I has Hastings executed withouta tr ia l and secretly orders the assassination o f

two children. Pr ior to Richard? rise, pol i t ical assassinations were committed after several other

events involved in the conf l ict had taken place. Richard I I damaged the mechanisms that

regulated pol i t ical v iolence and Henry I V committed regicide, but in both cases these were not

the first course o f action the characters took to achieve their ends. None o f those actions were as

social ly taboo as Richard?s infant icide, and they were not wi thout precedent in the England

Shakespeare portrays, as Richard?s catalogue o f regicides on the ground o f Bark loughly Castle

makes clear:

For heaven?s sake let us sit upon the ground

And tel l sad stories o f the death o f kings:
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Bronfen compares Mar lo only to Richard I I , but her emphasis on the importance o f

identi ty calls back to mind French's analysis o f Richard II. Speaking o f Marlo?s fall, she writes

that ?though not fatal, this sentence is tragic because, wi thout his name on the street, Mar lo ,

whose self-definit ion was based entirely on his self-declared usurpation o f sovereignty, no longer

exists in the game? (102). As cited previously in these essays, French frames titles as the grantor

o f existence w i th in the nobil ity, what Bronfen also calls a game. For all his similar i t ies to

Richard I I I , then, through his relationship wi th ident i ty we can see that Marlo?s arch brings us

back to Richard IT.

The opportunists discussed in these essays want to advance their social status regardless o f

the impact their actions have on the institutions they interact wi th. In each case, the inst i tut ion

functions as both a vehicle to aid this advancement and an obstacle against it. What aligns

Richard I I I and Richard N ixon is their simi lar responses to their institutions, both when rebelling

when those insti tut ions stand in opposit ion to their goals and when embracing those institutions

to attain them.

Bronfen highl ights Marlo?s near-violent encounter w i t h the pol ice as evidence o f the

lengths he w i l l go to to protect the foundation o f his power. York the institutionalist risks his l i f e

to uphold the monarchy in as functional a fashion as possible. Richard I I and Richard I I I ,

opportunists both, use the institution to advance themselves and abandon its rules for the same

purpose. Risking his legal l i fe in a standoff w i t h the police, Mar lo becomes not an opportunist

l ike the Richards, nor an institutionalist l ike York: his actions never weaken the inst i tut ion o f the

drug trade, and his embrace o f reputation as the key to power wi th in the system strengthens it as

a mechanism that organizes power w i th in it.
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inheritance to pay fo r war in Ireland, after wh ich York cautions Richard, and in so doing

elucidates the mechanics o f the hereditary monarchy:

Take Herford?s rights away, and take f r om Time

His charters and his customary rights;

Let not tomorrow then ensue today;

Be not t h y s e l f ; f o r h o w ar t t hou a k i n g

But by fair sequence and succession? (2.1.201)

By seizing Henry's property, Richard is violat ing the same pr inc ip le o f inheritance that

the latter's throne is based upon. Though presumably a strong believer in the div ine right, York

nevertheless reveals (and fears) its constructed nature and, once these fears come to pass,

struggles to maintain that construction.

Lef t in charge whi lst Richard is away, York confronts Bol ingbroke and his party o f

supporters, Having known even before he arrives, however, that the might o f the realm is on

Bolingbroke?s side and seeing as much in this moment, York acts in a manner that is up for

interpretation: he might, as Claus Peymann (whose production forced the interpretation by

substituting York for Aumer le as Richard's murderer) behave l ike "an opportunist, turning to

whoever happens to be the most powerful person at any given moment? who cynica l ly jo ins

Henry as "a henchman o f the new dictatorship? (153-154). He migh t more reasonably struggle to

?maintain his old be l ie f system in the N e w Wor ld o f Bol ingbrook,? as Michael Boyd argues. He

begins the exchange by berating his nephew for a treasonous disruption o f the pol i t ical order:

W h y have those banish?d and forbidden legs

Dar?d once to touch a dust o f England?s ground?
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But then more ?why?"?-?why have they dar?d to march

So many miles upon her peaceful bosom,

Fright ing her pale-fac?d vil lages w i t h war

A n d os ten ta t i on o f despised arms? ( 2 . 3 . 9 0 - 9 5 )

Whi le conceding the fact that Richard continued this unwise activi ty despite his advice

(?Laboured all I could to do h im right?) (2.3.142) York makes clear his v i ew that Bol ingbroke

and his supporters are traitors seeking to carve out their own way; in other words, they are

pursuing an extralegal solution to the problem. Bol ingbroke just i f ies his actions by c la iming that

he is essentially now a different person, declaring ?as I was banish?d, I was banish?d Herford?

(2,3.113). Richard violated the law, and this leaves no solution for Bol ingbroke but to act

treasonously and seek to reclaim the titles by force.

York understands all o f these arguments wel l , and cannot be surprised that Bol ingbroke is

doing as he is. However, he does not abandon the principle o f his p o s i t i o n ? he even goes so far

as to say that, were it not for the fact that Bol ingbroke has the support o f the nobles, he would, in

his role as the chief executive whi le Richard is away, execute all o f t h e m ? but recognizes

polit ical reality. (The BBC's 2014 production establishes this in wonderfu l ly simple, eff icient

fashion when David Suchet?s York immediately glances about, registering the strength o f

Bol ingbrook's coalit ion) (Richard I ] 45:32) His exchanges w i t h Bol ingbroke and his supporters

show that York deeply grasps the impossible nature o f the situation he is in: wrest l ing wi th it in

real time, he amends h imse l f throughout the scene, eventually concluding that the reality o f the

situation leaves him no choice:

Well, wel l , I see the issue o f these arms.
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A n d laboured all I could to do h im right.

B u t in t h i s k i n d 1 4 3 t o come, in b r a v i n g arms,

Be his own carver and cut out his way144,

To f i n d out r i g h t w i t h w r o n g s , i t m a y not be ,

A n d you that do abet h im in this k ind

Cherish rebell ion and are rebels all. (2.4.140-147)

The fact that York is not a polit ical opportunist does not come to reflect wel l on his

character, however. L ike Falstaff w i l l in the subsequent play, York shows us the perils that attend

excess: he is so attached to the inst i tut ion o f the monarchy that he sets aside questions o f fami l ia l

loyal ty in service to that insti tut ion, and subsequently is wi l l i ng to arrange his own son's

execution because the system deems it so. Because the play does not show otherwise, one can

safely assume that York, despite his apparent suspicion that Aumerle may not be his biological

son, does love him; we can infer that his excessive loyal ty to this inst i tut ion causes his own

suffering, and the play shows us quite expl ic i t ly the agony that his w i f e the Duchess o f York

undergoes. York is an institutionalist who aims to maintain the social system despite the impact

on individuals, even at great personal cost --he w i l l shift pol i t ical allegiances, risk his l i fe, and

sac r i f i ce h is o w n son in o rde r t o m a i n t a i n the system.
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Priest,?) and appeal to gender norms to accomplish his goal (as he does in ?Equal

Opportunities?).

42



Works Cited

Adams, John. ?Yes, Pr ime Minister: ?The Minister ia l Broadcast? (Jonathan Lynn and An tony Jay)

Social Reality and comic realism in popular television drama.? Bri t ish Television Drama in the

1980s, edited by George W. Brandt, Press Syndicate o f the Univers i ty o f Cambridge , 1993, pp.
62-85.

Bristol, Michael D. ?The Battle o f Carnival and Lent.? 1 Henry IV, by Wi l l i am Shakespeare,

edited by Gordon McMu l l an , Nor ton Crit ical Edit ion, W. W. Norton & Company, Inc., 2003, pp.

359-365.

Bronfen, Elisabeth. ?Shakespeare's Wire.? Crossmappings: On Visual Culture, by Elisabeth

Bronfen, Bloomsbury, 2018, pp 171-195.

Charnes, Linda. ?Belaboring the Obvious: Reading the Monstrous Body in K i n g Richard I I I .?

Richard HI , by Wi l l i am Shakespeare, edited by Thomas Cartell i , Nor ton Crit ical Edit ion, W. W.

Norton & Company, Inc., 2009, pp. 345-364.

French, A.L. ?Richard H and the Woodstock Murder.? Shakespeare Quarterly, vol. 22, no. 4,

pp. 337-344.

Frost , D a v i d . F r o s t / N i x o n , H a r p e r C o l l i n s , 2 0 0 7 .

Greenberg, David. Nixon s Shadow: The History o f an Image, W. W. Nor ton & Company, Inc.,

2003.

Littman, Greg. ?Aristotle?s Dungeon.? Dungeons and Dragons and Philosophy, edited by Jon

Cogburn and Mark Silcox, Carus Publ ishing Company, 2012, pp. 3-17.

N e v o , Ruth . ? T h e G e n r e o f R i c h a r d I . ? M o d e r n C r i t i c a l I n t e r p r e t a t i o n s : W i l l i a m Shakespeare ' s

R i c h a r d I , ed i ted b y H a r o l d B l o o m . Che lsea H o u s e Pub l i she rs , 1988, p p 7-36.

Richard II. Directed by Rupert Goold, teleplay by Rupert Goold and Ben Power based on

Richard I I by Wi l l i am Shakespeare, performances by Ben Whishaw and Rory Kinnear, Bri t ish

Broadcasting Corporation, 2012.

Shakespeare, Wi l l iam. Henry IV, edited by Jonathan Bate and Eric Rasmussen, Royal

Shakespeare Company, Modern Library, 2009.

Shakespeare, Wi l l iam. Henry VI, edited by Jonathan Bate and Eric Rasmussen, Royal

Shakespeare Company, Modern Library, 2009.

43



Shakespeare, Wi l l iam. Richard I , edited by Jonathan Bate and Eric Rasmussen, Royal

Shakespeare Company, Modern Library, 2010.

Shakespeare, Wi l l iam. Richard IH, edited by Jonathan Bate and Eric Rasmussen, The RSC

Shakespeare, Modern Library, 2008.

Shewring, Margaret. K i n g Richard I . Manchester Univers i ty Press, 1998.

Tanner , S tephen L . ? R i c h a r d I I I Versus E l i z a b e t h : A n In te rp re ta t i on .? Shakespea re Q u a r t e r l y ,

v o l . 2 4 , no.4, 1973, pp . 4 6 8 - 4 7 2

The Wire, created by David Simon, H B O Entertainment, 2002-2008.

Tufekci, Zeynep. ?The Real Reason Fans Hate the Last Season o f Game o f Thrones.? Scientif ic

American, https://ologs.scientificamerican.com/observations/the-real-reason-fans-hate-the-last-

season-of-game-of-thrones/. Accessed 12 July 2021.

?Whiskey Priest.? Yes, Minister, created by Jonathan Lynn and Antony Jay, season 3, episode 6,

BBC 2, 1982.









experience, is done wrong), the treatment o f autism in schools (I have taught various students

wi th autism, w i t h a fa ir amount o f success), and the psychological impact this can have on

people wi th autism. More specifically, I drew inspiration from a former autistic student o f mine

at Beacon High School, a therapeutic special education school in Watertown, Massachusetts. Or,

even more specifically, the state o f mind that this former student o f mine could get into when

frustrated by teachers l ike me and therapists. A t these times this student grew exceptional ly

angry and wou ld rage against our attempts to normalize her (I learned the term ?neurotypical?

whi le on the receiving end o f one o f these outbursts).

Whi le I was a wi l l i ng participant in this ?normalizing? endeavor (we would, for example,

attempt to ?coach? her in appropriate social interactions) and feel that Beacon had a posit ive

impact on her, I could not help but see how frustrat ing it must be to be a subject--sitt ing in

Indiv idual Education Plan meetings where people talk about you whi le you are sitt ing r ight in

front o f them, l istening to journalists on tv and people in coffee shops discuss (often

demonstrably inaccurately, as evidenced by the claims that autism is linked to vaccines) the

causes of, and cures for your disabi l i ty-- i t must be maddening! What better w a y to translate this

for the stage than to depict a person wi th a disabi l i ty and royal heir who seeks the throne so that

she no longer has to be a subject?

This does not, however, mean that I consciously thought about these problems. Wi th no

eye towards its long term future, I jus t started wr i t ing the opening monologue one night when I

could not sleep. This opening monologue was or ig inal ly spoken by my Richard, just as the

opening sol i loquy o f Richard I I is spoken by The Duke o f Gloucester, later Richard III. Over

time I realized that, excepting a vague reference to the character?s back pain, I had not yet dealt

wi th Richard?s hunch back--this is such an important part o f Shakespeare?s character that it
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the legi t imacy o f the princes, whom he later k i l ls once he becomes king. Unl ike some o f the

minor characters, I did not decide to cut Clarence and the princes f rom the start. Rather, I decided

to cut Clarence after work ing on his first scene and getting nowhere and decided to cut the

princes when there was no longer room in the plot fo r them.

Despite having cut Clarence, I knew that the K ing would have to die, and so decided that

that murder w o u l d be o f the King. I first, however, had to decide on the character o f the King.

I had long admired an adaptation o f sorts that, rumor has it, George R.R. Mar t i n includes in A

Game o f Thrones, the first book o f his Song o f Ice and Fire series. K ing Robert Baratheon, ruler

o f Martin?s sprawling, fantastic seven kingdoms, is al legedly modeled on Falstaff, Shakespeare?s

famous fat knight. Thus, George R R Mart in created a Falstaff w i t h unl imited access to sac and

whores. A t the same time, Robert could not be str ict ly modeled on Falstaff because the question

o f how Falstaff-- he who avoids battle and calls the honorable "he who died a Wednesday"--

wou ld usurp a crown in the first place wou ld certainly arise (Shakespeare 4.1.5). Therefore,

Mar t in made this characteristic one that, whi le present in Robert Baratheon from the outset, is

one that becomes more prominent once his accession to the throne grants him greater access to

the aforesaid vices. W h i l e this characteristic is so prominent that it u l t imate ly undoes him,

George RR Mar t i n establishes that, in addit ion to his former prowess as a warr ior and thus

usurper, Robert is still capable o f employ ing realpoli t ic, a trait that is made apparent at various

moments but most notable when he decides to assassinate an adolescent potential usurper a

continent away.

Feeling that K ing Edward in Richard IIT is a boring character and, as stated, having

admiration fo r what George R R Mart in (allegedly) did wi th Robert Baratheon, I decided to

model my king after Falstaff as well. I was, however, presented w i t h a simi lar prob lem--how
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would I demonstrate his prowess as a king? Whi le there is not much o f a focus on war, I decided

that war in the world o f m y play is more in line w i t h that o f a modern state; i.e., the leaders

themselves do not go into battle, as is the case wi th the worlds portrayed in Shakespeare and

Mart in and the history that inspired them. Therefore, I decided that, instead o f making m y

Falstaff in a former warr ior, I wou ld portray h im as a dr inking and whor ing k ing who, despite all

that, possesses considerable pol i t ical skil l . I modeled the premise o f the scene after that o f

Falstaff?s first scene in Henry IV. We first meet Falstaff wh i le he is ly ing on a bed in a London

apartment o f Hal?s, ha l f awake and hung over and inquir ing about the t ime o f the day. Hal

proceeds to mock h im fo r this question, asking h im ?what a devil? he ?hast to do wi th the time o f

the day? when his only activit ies invo lve eating capons and sleeping wi th prostitutes (1.2.4).

Falstaff, the ult imate spin doctor, then twists this back on i tsel f by imp l i c i t l y addressing Hal?s

critique, urging Hal, when he becomes king, to alter society?s perception o f late sleepers f rom

that o f ?thieves o f the day?s beauty? to "squires o f the night's body," elaborating upon this w i t h

the gusto o f an advertising executive th ink ing up clever cologne titles: ?let us be Diana's

foresters, gentlemen o f the shade, minions o f the moon? (1.2.6-8).

M y scene, l ikewise, begins in matching fashion--King Edward, ha l f awake and hung

over, asks Buckingham i f it is past nine o?clock. Buck ingham proceeds to mock Edward for this

question, asking h im w h y he is asking i f i t is nine o?clock when his true concerns regarding that

number only relate to nine ?bottles o f liquor,? nine ?thousand dollars dissolutely spent? and other

vices. L ike Falstaff, Edward effortlessly reframes this by saying that yes, o f course he is only

concerned wi th these things and, in a manner that is intended to echo his speaking pattern in a

polit ical context, asserts that Buckingham is indeed correct and that he is, o f course, only

concerned wi th nine o f anything i f ?nine hundred grain distributors are unable to eat three square
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encountering such serious, often rabid smarts is far more effective than the endless instances in

which I have told people how, despite the fact that it was a ?Special Education? school, m y

former students are real ly smart. I cannot stand the w a y in which learning disabil it ies are often

spoken o f in everyday conversation (and, l ike Ricarda, the way in wh ich I suspect they are

thought about) amongst the general public. This v iew is typi f ied by an interaction described by

David Sedaris (whom I normal ly adore) in his essay ?Author, Author.? In it, he converses wi th a

Special Ed teacher who, on account o f the fact that the student spelled the word correctly, was

impressed when a student wrote on the blackboard that she is a ?cockmaster? (Sedaris 144). The

teasonI say that this typi f ies the v iew o f learning disabled students in our society is not because

the teacher reflects this view--she works wi th them every day and is entit led to make a joke--but

that that is the end o f that conversation. The only impression one is left wi th about this

population is conf i rmat ion that they are o f a l ower intell igence than the rest o f us.

I have been using various methods to complete this play. This is made evident to me by

the range o f programs I must access whenever I need to reach certain material, e.g., a chart I

made in Apple?s ?Pages? program to break down the ways in which Falstaff, at various points in

Henry IV, demonstrates his sk i l l as a spin doctor. The studying methods also include less

conventional ones, such as talking into the voice recorder app on m y phone whi le dr iv ing (the

voice recorder app is, o f course, turned on before I start dr iv ing) and more typical ?tortured

artist? methods such as random notes scribbled on an envelope. One method that I found

part icularly helpfu l drew (as did the graphic organizer and voice memos) on m y experience

teaching students w i t h different learning styles--at various points in the process I have used a

cork board and colored paper to f i rst visualize the plot o f Richard I , then the plot o f m y script

c o u p l e d w i t h R i c h a r d I I ] , and, now, j u s t the p l o t o f m y scr ip t . A n o t h e r m e t h o d has been b o r n o u t
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o f necessity--because o f a condit ion I have that can make typ ing painful, I often use the ?Dragon

Anywhere? app on my ipad and iphone, which al lows me to speak instead o f typing. I have also

at times (when no one else is home and the shades are drawn) performed a few scenes.
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A C T I

S C E N E 1

(Wi th the house lights remaining lit, l ights up on the l i v ing

room o f a well-appointed, expensive apartment. Evening.

A n announcement is made that, due to a technical

dif f iculty, the play w i l l begin in f ive minutes. F ive minutes

passes. Buckingham enters f rom the back o f house.)

B U C K I N G H A M

So we don't havea lot o f t ime there are some people coming

(to the presumed location o f the l ight ing technician)

hey Catesby could you bring down the house lights?

(The house lights go down.)

Al i t t l e more l ight up here?

(Stage l ights increase intensity.)

That's great, thank you.

(to the audience)

As I was saying we're a bit short on time...they'l l be here soon...

(ha l f to himself , look ing at his watch)

...we should've started earlier come to th ink o f i t . . .

(to the audience)

. . a n y w a y w h e n they do get here they ' l l be t a l k i n g a b o u t some th i ngs I ' v e done that ,

t aken out o f c o n t e x t , seem...

(Thinks for a moment, then refocuses on audience.)
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. .before they knock the door down--they're those kinds o f people--I wanna go over a

couple o f important facts. Firstly, now is the winter o f our discontent...that is the first

fact you should know.

(Thinks.)

Scratch that. N o w IS the winter o f our discontent but that?s not the first fact you should

know. O K so there was this war...wait. Scratch that too. Let's take it f rom the top. There

was this king. His name was Henry Lancaster...of the Lancaster family. N o w he...

(Thinks.)

ho ld ona second...

(rol l ing out a dry erase board, talking to himself)

. . th is was a smart purchase...

(refocusing on audience, holding up a visual aid to represent

?Henry? and placing it on board as he speaks. See notes be low

for a fu l l l ist o f Buckingham?s visual aides. )

So Henry was king of...

(gesturing vaguely to the board)

. the realm.. .

(reassesses and posts "backstabbing? symbol on the board)

Th ink Richard I I I /Game o f Thrones/The L i fe o f Rabid Hyenas wi th Dav id

Attenborough... that k ind o f situation.

(Buckingham?s phone starts to ring. It does so intermit tent ly

throughout the scene, but the calls are, unt i l indicated otherwise,

declined.)

So he's on his throne being relat ively k ing l y . . . ok scratch t h a t ? he wasn't being

telat ively kingly. N o w I don't want to speak i l l o f the dead--he died o f very natural
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(He exhales largely.)

Wow. I can't tell you how good it feels to get that o f f m y chest.

(Going back to the board.)

So where were we? O h ? I havea friend, her name is Ricarda and she is in direct line

to the throne. And she...look she probably wouldn ' t be a great queen...

( th inking)

she'd most l i ke l y be a pretty bad queen...to tell you the truth she'd def ini tely bea really,

tea l ly bad qu...ok so you know how Caligula made a horse his l ike r ight hand horse or

whatever? Mak ing Ricarda queen w o u l d be l ike making a horse that was part cobra and

part honey badger and l ike 25% one o f those fish that you can't put in the bowl wi th the

other fish because it w i l l jus t fuck the other fish up to death...it wou ld be l ike making

that horse slash honey badger slash whatever that fuck in crazy fish is called your queen.

(Thinks.)

Which is w h y the fact that I?m try ing to make her the queen migh t not make soral sense.

Or any sense. To you. You might be confused. L ike, wait a minute this dude just said

(going back to the board)

Ricarda is l ike a sloth-scorpion or whatever w h y wou ld he want her in charge o f the

who le fr iggin realm?? That is a good question. I get it. But here's the thing about the

friggin? realm.

(He sits d o w n aga in , l ooks at h is w a t c h . )

We?re k ind o f squeezed for t ime but I should def in i te ly tell you.. . th is is real ly

important so make sure you put this in your brain b o x ?

(The phone rings again at this moment. He picks up.)

I 'm sorry I have to take this,

(to the phone)
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not the f latulent King, the fr iendly D u k e ? a n d as mentioned, Ricarda and I have a plot

to remove Edward f rom the t h r o n e ? n o t murder, just remove... I don't have time to

explain that r ight now, but the point is we plan on removing him.

(He starts to open the door before turning back)

Again, though, it's super important that you keep this between us... we don't real ly want

(He gestures o f f stage)

them to know about all these secrets o f ours because some o f said them are real peace

and harmony types...I promise I ' l l f i l l you in on the rest later...I just...

(He refers to the door)

ya know. . .

(He starts to go to the door before turning back to put the board

away. He opens the door. And rew and Anne enter.)

NOTES

1. ?.. .? indicates that the thought is t ra i l ing o f f and/or he is cutt ing h imse l f o f f w i t h a

new thought.

2. Buckingham should use his dry erase board each t ime he introduces a new character

and/or event. Whi le I do not have instructions that must be fo l lowed by the director

unless said director wishes to face legal action, I imagine the characters being

introduced using laminated pages featuring a representation (a caricature, an

il lustration) o f each so that they can be moved around (e.g., when Buckingham talks

about ?removing? Edward) when necessary. I further imagine that these laminated

pages are attached facedown to the board as rolls it out, but not yet placed on the board

itself. These representations should include:

-Ricarda

-Buckingham

-Backstabbing (concept)

- H e n r y

-Edward

3. Prior to answering the phone, Buckingham starts to reveal something about Ricarda

to the audience. He does not address this again after the phone call. What he is about to

tell the audience is up to the actor playing Buckingham and the rest o f the artistic team.

I f the product ion has decided that your Buck ingham is plott ing against Ricarda f rom the
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start, he is about to reveal this. I f , however, the product ion has decided that he has no

intention to plot against Ricarda at this point, he is about to tell the audience something

else about her (e.g., her unlikeable personality) that accomplishes a different end (e.g.,

setting up a contrast that highl ights his easy personality and garners more o f the

audience?s affection) for a dif ferent reason (e.g., because he desires affection) that is

not mot ivated by a plot to steal the crown fo r himself.
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A C T I

SCENE 2

( C o n t i n u e s f r o m scene one. )

A N N E

(wrathfu l ly )

Dif fused infect ion o f a man.

(Buckingham goes to the fridge.)

B U C K I N G H A M

Can I get you anything?

A N D R E W

Slanderer o f thy heavy mother?s womb.

B U C K I N G H A M

Let?s see--Yerba Mate for Anne, don't th ink I forgot. . .

(Buckingham goes to the fridge.)

A N N E

Fouler than heart can th ink thee.

B U C K I N G H A M

A n d Matcha for my friend Andrew...

A N D R E W
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Minister o f hell.

B U C K I N G H A M

I might be outof s. . .actual ly. . .no.. .no I?ve got.. .

A N N E

D r i e d neat?s- tongue!

B U C K I N G H A M

. . S o y A N D a l m o n d m i l k . . .

A N D R E W

Bull?s-pizzle!

B U C K I N G H A M

The soy?s sweetened is that...

(he gestures as i f to say ?ok??)

A N N E

Gamesome musher!

B U C K I N G H A M

T?ll use the almond mi lk .

A N N E

D o g !

B U C K I N G H A M

Actual ly, I may have hemp mi. . . .dog?
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A N N E

You tailor's-yard, you sheath, you bowcase; you vi le--

B U C K I N G H A M

(teacherly, quiet ing down the students)

Ok!

A N N E

(f in ishing previous word)

--standing tuck!

B U C K I N G H A M

(teacherly, calming down the students)

Al l r ight, let?s...can we sit down and discuss this?

(Pause. Anne and And rew eventually sit down.)

A N N E

(as she and Andrew sit down)

Beggarly knave...

(Pause.)

Le t ' s ca l l a spade a spade, or a.. . toad a t oad . . .wh i cheve r . Y o u ' r e angry.

ANDREW

Angry!?!

A N N E

You k i l led m y husband!
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A N D R E W

?You murdered m y father!

B U C K I N G H A M

( R e f l e c t i v e l y , h a l f to h i m s e l f )

Is there a difference between k i l l ing and murdering?

(Andrew knocks a lamp over.)

A N N E

Vile, vile hedgehog...

B U C K I N G H A M

Perhaps we should all take a deep breath. Have you heard o f mindfulness? It?s real ly--

(Andrew removes a concealed gun. There is a knock at the door.

Without wait ing fo r anyone to answer, Ricarda enters. In deference

to her position, all rise w i t h murmurs o f ?your majesty.? Owing to

her lack o f social graces and displeasure w i t h the act o f socializing,

these murmurs reveal a reactive discomfort-- they are

uncomfortable because she is uncomfortable--on the part o f

Andrew and Anne. Excepting Buckingham and Edward, this

discomfort in response to Ricarda?s own social anxiety is typical o f

all o f the characters in the play. This is not to say that Buckingham

is never nervous around her, only that he is never nervous for that

particular reason.)

B U C K I N G H A M

(rising)

MayI g e t you anything, my lordess?
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A N D R E W

(point ing the gun)

Sit down.

B U C K I N G H A M

(to Ricarda, gesturing to Andrew)

I didn?t have any soy milk, h e ?

A N N E

(pul l ing out a gun and point ing it at Ricarda)

You sit down too.

(Ricarda sits down.)

B U C K I N G H A M

Ok, listen to me. There are reasons for m y actions. Reasons I th ink you wi l l understand

i f you just put that gun...not even away just aside fo r a moment...ok...now

listen...regardless o f who did w h a t ? I am not saying I did or d id not do

anyth ing?regardless o f all the circumstances, I am sorry about your father, O K ? I am

sorry that he is gone. On the other hand, he was kind o f an ass.

(Andrew shoots past Buckingham. Cool and collected as he is, this does

tattle h im.)

What I was trying to say is, what I was t ry ing to s a y ?

R I C A R D A

(flatly, to Andrew.)
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H o w would you l ike it i f men wi th knives fo l lowed your chi ldren home from school?

(Long pause.)

B U C K I N G H A M

There is a Whole Foods f ive minutes f rom here. I?ve defini tely seen unsweetened soy

m i l k there. I can run d o w ?

R I C A R D A

(to Andrew)

Answer the question.

(Pause.)

A N D R E W

We a p o l o g i z e , L o r d B u c k i n g h a m . T h e r e has been a. . .a . . .

A N N E

A miscommunication. We are sorry to have disturbed you.

( A n n e and A n d r e w exi t , L i g h t s ou t . )
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A C T I

SCENE 3

(Buckingham?s apartment, afternoon. Buckingham and

Edward are lounging, smoking marijuana and dr inking

wine. A thought strikes Edward.)

E D W A R D

Is i t past nine?

( E d w a r d takes a p i l l . )

B U C K I N G H A M

Past nine what?

E D W A R D

O'c lock!

B U C K I N G H A M

You want to know i f it?s past nine o'clock?

E D W A R D

Yes, yes I do.

B U C K I N G H A M

You, Edward Plantagenet, wish to know if, in accordance wi th that intangible yet

paradoxical ly concrete concept which society has constructed in order to organize i tsel f

known as "the clock,? it is past nine.

E D W A R D
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A C T I

SCENE 4

( C o n t i n u e d f r o m Ricarda?s ent rance i n scene 4, )

B U C K I N G H A M

M y future queen, To what to do I owe the pleasure?

R I C A R D A

Did you listen to it?

B U C K I N G H A M

Listen to...

R I C A R D A

(Ricarda presses a button on Buckingham?s television screen. It

displays Edward, appearing on a news program.)

I N T E R V I E W E R

On the 15th o f January the Post reported that your administration had planted spies

w i th in the committee. Your crit ics are outraged by this, but are perhaps more critical o f

you for ignor ing requests fo r comment. What wou ld you l ike to say to those citizens

v iew ing this program right now, your critics, and other concerned parties regarding this

incident?

E D W A R D

I say thank you.

I N T E R V I E W E R

(Confused)

You. . . thank. . . them?
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R I C A R D A

Our attempt to remove h im via traditional methods failed. We w i l l now have to

pursue another means.

(Pause.)

B U C K I N G H A M

?You are correct.

( S u s p i c i o u s , R i c a r d a s tud ies h i m . )

Out wi th tradition, When you are queen, we w i l l sweep away the old order. When you

are queen...

R I C A R D A

He cannot live.

(Pause.)

When I am queen, men wi l l do as they have resolved.

B U C K I N G H A M

I didn?t resolve to k i l l him.

R I C A R D A

We decided to get r id o f h im!

(Pause.)

Once we?ve done that, I w i l l rise to the throne. I w i l l then enhance your position. That is

what we decided.
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(Whi le Buck ingham is talking, Ricarda looks at her watch, then

takes a pi l l . )

B U C K I N G H A M

I've got it! We w i l l get h im to start ta lk ing about his interview. He, being the arrogant

pol i t ic ian that he is, w i l l brag about his manipulations. A l l the wh i le we'l l be recording

what he says, and then we wi l l release that to the public.

R I C A R D A

No. Apart f rom revealing our h a n d ?

B U C K I N G H A M

We? l l . . .make sure someone else is in the room and then we can blame that person fo r

the recording.. .

R I C A R D A

He w i l l talk his way out o f whatever problems result. We have to k i l l him.

B U C K I N G H A M

What i f we incapacitate h im in some way. . . something that prevents h im from being

able to perform his duties... an injury, perhaps? We?ll...we?ll break various limbs, you

can choose w h i c h ?

R I C A R D A

B U C K I N G H A M

W e ' l l g i v e h i m a h i d e o u s scar!

R I C A R D A

N o .
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B U C K I N G H A M

Bl ind him!

R I C A R D A

(There is a knock at the door.)

R I C A R D A

That must be the murderers. Come in!
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A C T 1

SCENE 5

(Enter Murderer One and Murderer Two.)

B u c k i n g h a m , th is i s . . .

M U R D E R E R ONE

Tyrell , my--

R I C A R D A

Ooooh, That w i l l be a hard one to remember. Do you mind i f I call you Murderer One?

M U R D E R E R ONE

No, your. . .your h igh and mighty.

R I C A R D A

Excellent. Buckingham, this is Murderer One.

B U C K I N G H A M

(Awkward ly )

Nice...to meet you.

M U R D E R E R O N E

Great to meet you. I?ma big fan.

R I C A R D A

(To Buckingham, teasingly.)

Obhh, he?s a fannnn. Looks l ike someone is quite popular wi th the unwashed masses.

(Wounded, Murderer One snif fs his armpit.)
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R I C A R D A

A n d T H I S is Murderer Two.

B U C K I N G H A M

( A w k w a r d l y )

N i ce . . . t o m e e t y o u .

M U R D E R T W O

T h e p leasu re is m i n e , sir.

R I C A R D A

W e l l , take a seat!

( T h e y sit. R i c a r d a sits across f r o m t h e m and pu l l s ou t a c l i p b o a r d .

B u c k i n g h a m sits at the counter , t h i n k i n g and obse rv i ng . Pause. )

So. Murderer One. W h y do you want to k i l l the king?

M U R D E R E R ONE

W e l l , I . . . I ' v e a l w a y s been in te res ted in k i l l i n g k i n g s . . . f r o m . . . f r o m a y o u n g age.

R I C A R D A

So there is nothing part icular about this king that motivates you to murder him, You

w o u l d be just as happy murdering the next k ing ? or queen.

M U R D E R E R ONE

N o ! I m e a n , no , y o u r m a j e s t i c a l lady, I m e a n - -

R I C A R D A

(turning to Buckingham)

Buckingham. Do you have any questions?
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B U C K I N G H A M

No.

(Derisively.)

Your majestical lady.

R I C A R D A

No questions?

B U C K I N G H A M

No questions.

R I C A R D A

No concerns?

B U C K I N G H A M

No concerns,

R I C A R D A

Is something the matter, Buckingham? I?m getting a vibe here.

M U R D E R E R T W O

Yeah, I?m getting a vibe too.. .

(Buckingham shoots Murderer Two a look.)

Sorry, your gracious, I--

R I C A R D A

There is no need to apologize. It is evident that his gracious is upset about something.

Perhaps he doesn't th ink you can do the job.

(To Buckingham)

Perhaps he wishes to murder the king himself.
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( impatient ly)

So, the re fo re , no o n e can m u r d e r f i rst .

M U R D E R E R T W O

But you?re murderer one!

M U R D E R E R ONE

(losing temper)

That?s because I?m better at murdering not because I--

M U R D E R E R T W O

?You? Better at murdering? Don?t make me laugh. Ha Ha Ha.

E D W A R D

(waking)

Who?s there?

M U R D E R E R ONE

First--

(Murderer Two punches Murderer One)

E D W A R D

First what?

M U R D E R E R ONE

First...admirer...

E D W A R D

(obviously not buy ing it)

A n d w h a t a b o u t y o u ?

M U R D E R E R T W O

Second---

88





(as i f g iv ing advice to an old fr iend)

Murderers, this is your opportunity to leave your mark on the body o f a king. What

k ind o f mark shall that be?

M U R D E R E R T W O

(Ghoul ishly)

Strangulation!

M U R D E R E R ONE

Quit stall ing!

(Pause.)

E D W A R D

I f you wish to conduct this matter hasti ly and wi th a brazen carelessness which , frankly,

borders on the heedless, I cannot stop you.

( E d w a r d presents h i m s e l f t o t h e m . )

Commence w i t h the--

M U R D E R E R ONE

Beating. We' l l beat h im to death.

E D W A R D

B E A T I N G ?

M U R D E R E R T W O

Yeah. Bea t i ng !

E D W A R D
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Fine. Bu t know that I object strongly.

(shaking his head)

Beating...

M U R D E R E R ONE

What's wrong wi th beating?

E D W A R D

N o t h i n g whatsoever . I t is p e r f e c t l y su i tab le .

M U R D E R ONE

But you s a i d ?

E D W A R D

For amateurs. Perhaps a third or fourth murderer.. .

M U R D E R E R ONE

(outrageously offended, ro l l ing up his sleeves)

Th i rd o f fourth murderer?

E D W A R D

(gesturing to M U R D E R E R T W O )

He t h i n k s so too, I can te l l .

M U R D E R E R T W O

It is a bit unpro fess iona l?

M U R D E R E R ONE

Ihave ha l f a mind to hit you fo r saying that.

M U R D E R E R T W O

That would be the amateur thing to do...
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(They begin to brawl, and Edward begins to tiptoe out before

backing out, hands over his head. Ricarda enters, kn i fe in hand.

Seeing this, Murderer One and Murderer Two cease their

f ight ing and stand to attention.)

R I C A R D A

Get out.

( T h e m u r d e r e r s leave. Pause)

E D W A R D

Does he know?

R I C A R D A

Yes.

(Lights down.)
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