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yea
1o bo the hosc insittion for an NEH-supperied
summet institute for ffy secondary wchool connectine coud be oxtended indefinitely. But
teachers, he called me into b offce 0 Sug-  perap these intances ol sctve, not onl o
sested that | conside devoting a Supplemental - symbolze the impact that O.B. hs had on the
e Quarterly to the subject the in- tcaching profession generally, but also to epit-
il would ideesy: Toaching Shabcapote. 1 comee o e o ety already exists on
e smta ORE s diectorsin of the the subjctof exchin

ub hat s necessary orme o i most
ionshlp betwes the
(Public Programs) and an ongoing acti

Ll a1 antcipat that b the dte the ssoe
was announced 0.B. would no longer be at the ~ good fortune to introduc in this
Library (and still less did | suspeet that by the  pressed, above al else, by how many of them
time the issue actually appeared | myself would  are outgrowths of what J.L. Styan fs called
at the National Endowment for the Human- “the Shakespearc e it s
ies helping to oversee grant programs such as *performance.oricnied
At 10 bring ha o of sconday (ol wnfamis i among Shikespeareans and was

anything but universaly accepted 2 he wave

T would siill have thought it only proper to ded of the future. Now it is difficult to find o di-
o 20 dning _seat voicE: witaly everybody acknowl-

that *“Teaching Shakespeare” is but onc legacy ~edges the nced t0 approach Shakespeare's ik

schoolteacheesto the Folgur: Bos e ifThad,

of 1
a half at the Library

first publication on the subject to have been in-
uenced, cithe dirctly or inditetly, by O.B. ~ method"? Do we tum the clas
dio o 5 workshop and prod our students inio

ink back to the e “laching uang ther hands ¢  amatear director, actors
g 1974) that Richard J. designers, and critical spectators? Or is there
X commissioned 1 the st Edior of sl pice i the mew pedagogy for sich old-
Shokt:pmre Quarterly under its present aus- fashioned methods
201 rocall two valable Gooks That were o suh tmemononed somcetes oo s e
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rdison. A little more than a  bana,

tional Counci

.B. leamed that the Folger was Englihy wxm_ compiled and edited by Andrew
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hat he should instantly see the rela-
n a new ac

T previous discussions of

969, had been singled out by Time magavine _ biblographics of the. publicuions meiomes
e o the mos gifted university teachersin _ above or trough the Quariery’s annual World
the United Sta Shakespeare Bvblloprlph)

amism he brought to his decade

iappens, this is by no means the

ator and a

liographies and Media Guide for Teachers (U

inan-  such journals s College nglish and Shake:
ademic Programs). I thanked him for  speare VP\IJV etter. Nor need 1 enumerate. the
what immediately siruck me as an inspiration. ook length publications that we have becn given
ot busy solicitng contributions for the issue, by such Shakespcarcans a5 David M. Bergeron.
and decided shortly thereafter that the appro-  Maurice Charney, Rolan i
priate dedicatee for such a collection of essays ener, and Robert Omstein. Most of them arc
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our students to the theatre or to the media cen-
ter, 10 sez RSC or BBC professionals in so-
phisticaed modemn production o the plays? Or
Gl maintain, with Sherman Hawkins
(one ax the most chariSmatic teachers it was ever
my privlge to sudy under). tht there s valoe
in contemplating a play in the theat ‘min
What shout the ol of the teache i the new
pedagogical setting? If we aren't actors or di-
rectors, ike the disinguished visitors tat many
of our classrooms hate had from members of
the Royal Shikespeare Company, what exper-
tise do we have that can help us make the study
of Shakespeare valuable for our students? And
just who are our students, and why should we
encourage them to study Shakespeare in the first
place? What do they want or need that we can
help them find? Is our objective o train them
to be theatre professionals or English profes-
sors, or will we feel that we have donc our jobs
properly if a certain percentage of them eme
m our classrooms equipped to be cultivated
Lealns

These ong te que e contribu
torsto this s re at

the “‘performance consciousness™ that scholars
such as Bemard Beckerman, Gerald

tley, Ralph Berry, Stephen Booth, John Russell
Brown, Richard Duvid, Alan C. Desen,
Jorgens, Josep rice, Marvin Rosenberg,
Ces i Shatuc, Rober: Speaigh Arts
Colby Sprague, Homer Swander, and Stanley
‘Wells have urged us to develop and nurture. And
they have ha

both kinds of Shakespearcan activity; 4 weak:
cning of the bibliolatry that underlay th

Criticism’s pursuit of "definitive” readings of

d a reopening of many

al, and interpretive —that

had come to seem beyond serious debate. As the.

S S el AN T
ow that the new pedagogy has begun to
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challcng: will be most deeply reg
st when its impact will be felt in the average
e e xh:m
 hin of anoher tevols
ar'ars ow fndiag Cikir way it sealotiic
iscourso on Shakespears asd s age. As
atcation 18 focuied on Shakespeate’s conter
poraries and on the ways in which they re
sponded to the form and pressure of Renaissance
ocial, religious, cconomic, and political life
there is almost certain (o be a reassessment of
how we think about and teach the works of
Shakespeare himsef, There is 3 growing move-
ment, reflected in 3 number of recent com:
Siom 7eports on the status of Hoeral eccaion in
the United States. to re-evaluate the entire hu-
manities curriculum, and that movement is bound
to have some effect on the way Shakespeare is
taught. And as our population grows older, and
more and more o th teaching that we do s in
some sense **non.-traditional hances are
it that to0 il have e ekt i
e

A

beginn
waching,fo example ad the sty of e
BBC Shakespeare serics has opened up a numi-
ber of possibilities that are yet to be fully
plored.

Just what the next special issue on “Teaching

cipline.”” It is a pleasure to be able to devote a
‘Shakespeare Quarterly t0 an ex-
ploration of some of the opportunitics that that
new disipline has made possivle. And it will
be a continuing challenge 10 try to prepare our-
Seives To the pext adventure that Shakespears
has in store for us.

JOHN F. ANDREWS

OUR SUBJECT IS UNDERS

and the classroom.! The dialectical pattern of the conferen
terday we heard from critics and scholars on the one hand and actors and di-
rectors on the other. Today our obvious if implicit mandate is to combine both
perspectives in some kind of pedagogic synthesis. And indeed our classrooms
themselves scem to symbolize these two ways of understanding Shakespeare.
Some of us teach in rooms that are like a study, their book-lined shelves and
desk replaced by a round table at which the scholar’s lonely colloguy with
Bimself becomes actual dialogue, the lively exchange of deas. And some of
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Teaching the Theatre
Of Imagination:
The Example of / Henry IV

SHERMAN HAWKINS

ANDING SHAKESPEAR in the study, the theatre,

Yes-

s teach in rooms that are like theatres, where rows of students face the in-

sructor i be wre on stage. And 5o he is, for in this kind of classroom the
teacher quickly becomes aware that it s not enough to instruct: he must also
delight and move. The ideal teacher of Shakespeare, I suggest, must unite both
thesis and antithesi
classroom me
grow as intensely and immediately involved as any theatre audience; so that
questions, challenges, arguments cross and recross the invisil
arch that scparates him from his hearers.

The trouble with the dialectical plan of the conference is that it entails an
anticlimax, both intellectually and dramatically. The scholar and the performer
are creative: they reveal new truth, new beauty. The teacher merely combines
and transmits: his job is to communicate what they create There s in
kind of chain of being here. For as we all kno
of creation-—and of univer

wst be both scholar and actor, making each kind of
‘with the other, so that the circle of students round his table

le proscenium

cta
ers are lower in the order
e WholtHAcholecy publish, teachers per-

e

and e cevisions indicated below, i sy s drn st et
per 197 duing a Folgr Instione

The discusion of 1 Hews IV was recoded i 1979 for rert iwasts b of Dl

of a Cassete Curriculum designed to accompany the PBS telecats of the second season

of "The Shakespeare P

lish at Wesleyan University, has published

O.B.’s: Teaching Shakespeare (Prince-  analysis of image patterns? If the object of our history plays.
w Pinceton Uriv. Press, 1971, inroduced  study s a Shakespearean play. docs his mean
by Walter F. Eggers, Jr. one of the volume's  that th only thing suitabe for examination is
Shikespeare: Annctosed B an sctu posformanest Are we cbgid o s
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ish. And in their turn, scholars themselves are less charismatic than actors and use an example that wil be relevant later on—Hotspur's rashness is closer to lines, complete with gestures.* If this is so, then Shakespeare’s “fore-con-
directors: which of you going to hear a lecture by Professor X or Doctor Y— true courage than is Falstaff’s cowardice. But such a mean is hard to hit. Most e
fill in those numinous names yourselves—would not tum aside to listen o of us would agree that in the past the teaching of Shakespeare has been too a kind of performance. If the players were o have a text to act, it was necessary
Laurence Olivier o Peter Brook? The teacher thus finds his place on the lowest exclusively scholarly and critical. Only recently has there occurred a shift from i e o ) iy ey ) e i e
rungs ofthe Shakespearcan ladder,between sentient andinsentient being —with page o stage, from analysis of the plays as it its dimensions. He had to provide juicy opportunities for his actors and contrive
the oyster, It us plays as performance. This pedagogic shift reflects a general movement in exciting stage effects and calculate the effect of both upon his audience. He
But my purpose today is to invert this hicrarchy: the oyster rebels! 1 shall Shakespeare studies, and it is salutary and refreshing. Like many other teachers b to idenfy wih ach of te charactes n tum, nd  the same time ke
model my argument on that of Sir Philip Sidney, who defends poetry as a of Shakcspeare, | now ask my studens 0 ebearse speeches and scenes as well or them a world—a locus in time and space, a moral and emotional atmos-
synthesis—or as he would say, a mean—between the more respectable modes as read the texts. The sense of discovery these studens et makes me wonder phero,  tentur O syle and Imageey tht s ke the s they beeathe. Ho had
of history and philosophy. The best defense is attack, and Sidney turns apology Wwhy 1 did net ryisuch theatrical exerises Tong'a 10 reshape his plot material to express the thrust of the central action, to ar-
(o culogy, arguing that poetry is better than history or philosophy because B utbiwil motico/ )16 S one Gt mojwithiths ot and i he clas ticulate the play’s structure and match this patten to its theme. In short, he
correets the defects of cach with the virtues of its opposite. Poetry room, 50 long an adjunct to the study, into an antechamber to the theatre. My had to create the entire drama before it was ever performed. Or rather, it was
bare facts of history the universality and significance of philosophic ideas, Si ‘own teaching still remains more literary than theatrical. This is because I believe first performed, first realized, in the theatre of his imagination
ney asserts, while it brings to these remote abstractions the concreteness, the that Shakespeare’s plays are best realized in the theatre of the imagination Now the theatre of the imagination is not the Globe or Blackfriars. And we
immediate appeal, of a story out of history. And what I am prepared to arguc Even the best productions 1 have witnessed seem to evoke a reality beyond all know how Shakespeare exploited the characteristics of his actors, the varied
is that the teacher enjoys advantages comparable to those of the poet—advan themselves: they are, as Aristotle might say. the mimesis of some more ultimate tastes of his audience, the strengths and limits of his physical stage. We also
tages over both the scholar and the performer, and even in their own fields. wrote his plays recognize that Shakespeare probably had second and ird thoagh, and that
Unlike most scholars, the teacher must constantly address himself to the central full dra- many of his plays became “fixed,"” if ever, only after they had been rehearsed
issues in t d unlike the scholar, he can engage those he addresses view tends to and performed on numerous occasions. I cannot picture him omitting a symbolic
in active dialogue, trying out arguments and interpretations, profiting from ob- actors on'astage. dimension because it would not be clear to the groundlings, or a nuance of
jections and the insights of others; all of us learn by teaching. Unlike the per- The best a reader can hope to do is to imagine such a performance, sometimes characerbecause Burbage could ot reder i, Essntally, | belet, he wrote
former, the teacher can discuss the or emotional effects he is trying paricipaingin it ke an acor, sometimes seing and earin i ke an Sl i own imginaton, 3 Bradly s, and o i e or i
io comtey. Both heatand head equire education; students are often uncertain ind develop acting conpany .c:x‘;:r:g;::nll)-;v;vc:lcd SRS e ey - ;\ a
ow to respand emorionaly as well as ntllecualy, and the feacher must el imagination,’ hat I mea the pla iference betwe 28 Shakespcato imagioed [iand tiotoijmagimary
should be than (0 attempt evoking it by T e u,..,,,mso,. 5 o1 viell sy realiiVTo fiaceoesHANDE Micatich A e We can point the difference by retuming to Aristotle’s insistence that the e
and whatever acting the teacher does as illustration is performed, not for an is a theoretical problem too: if the play s only realized in performance, how atist must be the firt 10 visualize his play. Did Shakespeare picture Prospeo
audience in the usual sense, but for collaborators, imaginative allice do we choose one interpretation, one production, from another? Did ng Lear on an sand or a gge? Both, o doub, t diftveat moments—bot rely the
Perhaps these are only rationalizations. But there remains the Sidneyan ar- attain its “full dramatic reality” with Giclgud or Olivier or Scofield dominan image was of an sland, Docs tht mean that Shikespeare saw cors
gument that glorifies the mean by showing how it combines the strengths of There must be some alternative to this critical relativism—and I think there sands, pounding surf, and tangled vines? Probably he glimpse K»mﬂ d ;r;lg\k
Soth extremes. The adfal’uagc of the teacher over the scholar is that he can is. For k of both theatrical productions and critical interpretations as along with clstering iberts, I:’n;c e *]m‘h R e
interrpt his analysis of themes and ideas and, by wrning his classroom into ‘o Shal o & i Spesres imagin o richly specific, was just as deeply conceptual
s, in e Ao s S i T gt o Sty e O 7 SR S RS sy s e S 3 e (s gt G
over the actor or director is that he can halt such a performance to explore what oF heiwork andiiotithe Works iGe1RE il i sealized in performance? I stress the question of setting because setting was so

all this sound and fury means. He can take Hamlet to that frozen moment when
he stands, like Pyrrhus, sword drawn over the kneeling King, and stop right
there, turning to challenge those who look on as mutes or audience o this

““What should Hamlet do now?"
silence in the classroom. It forces spectators of the outer action to becy
paricipants in the tue and iner acton, 10 shae the dilemma of one whote
task is righly to be o finds no easy solution to the probiem of how
this is to be zrcompllshed i et e he
his great question, but that in king it b speaks fo allofus: “What should
such fellows as I do, crawli

Plstonic idea of the poom o the play, and. i umugh of a Platonist to be
tempted by the notion of an ideal Lear or Hamlet of which all our interpretations

and performances are but approximations. Such a theory would probably per-
Suade few in my. present audince, however. 40 1t me tom from Pite bk
to Aristotle, who maintains that in composing @ play. th playwright must vi-
sualize the cvents as if they were happening before hi and act out the

2 John Russel Brown, “Preface. Orhello, The Harbrace Thester Edition (New York: H ment on stage. Many of these specifics Shakespeare doubtless cnvisaged whe
Brace Jovanovich, 1973) p. v Originally his sction of my tak vsed ProfessorBrown ,....g.e,.m.1 wrote the plays, but they can be performed in any of  dozen ways—so long
ween heaven and c: iton " whichinclades s running thatical commetary 35 wel s picures from various sisge as we remain true to the central conceptions which inform them. It is these

“pprnch that Shakespeare strove to embody and enact, and it is these that we must strive

! :79'7"5,‘;',TJ‘D.‘,’E'«'ATJ"“?EIZ’,'f.“,,“}’m'i“ﬁéf.l‘i‘a"ﬁ‘!‘?';“,ﬁ"..:'“’ idon e s . o recapture and make real. As we imagine the plays, then, we are attempting

ion sugess A ingly 1 have revied my discosion seng o seneeBoce 1 do again what Shakespeare was the first o do; we are endeavoring (o recreate

Teaching, then. can become a mean between scholarship on the one hand * Sce Brown, Discorering Shakespeare: A New Guide to the Piays (New York: Columbia Usiv. his “fore-conceit” in the theatre of our own mind. And if I am right in arguing

and theatre on the other. But Aristotle reminds us that the mean is not a math- e 1981, o Sugseive cchiqes (0 Uk prticlar pubos. Browas Bcncs o that the teacher may be better able than the scholar or the actor (o reconstruct
ematical midpoint: it is always closer t0 one extreme than the other, as—to id imagine 3 performance in the theatr of the mind both a5 actors and as audicace seems to

me especially important Aristotle's Poetis: The

* Poct a difirent interpreation, see Genald F. Else,
Argunens (Cumbdg, Mo Hasvrd Do e, 1963, p. 85.55.
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the play in all its complex dimensions, then the classroom is not an extension
of the stage or the study but of that inner theatre where alone the plays assume
their full dramatic reality.

11

 me tum now from his heady theary 10 prscica applcaton. | want to
show how scholarship and criicsm inteact with performance in teaching |
nd how both conribut t0/an Imaginative conception of the play.
e A TR B e prostrate bodies of Hotspur
and Falstaff. As everyone knows, his stage tabicau s slso an icon or emblem
position itional in images of Virtue, *uprigh very sense,
itmpbariforeniTalealVcosThel ettt Sos oon I Son R he oo
two figures of Vice enables us to see Hal as the Aristotelian mean between
Gl b e mcludz ctoyifoig bl s
peratcs two of the carinal must master in the princely educ:
f this two-part play— pens, the (wo virtues ARt uees i the
Nicomachean Ethics to exemph[y he doctring ofthe mean.4 Tisicon s clearly
intended by Shakespeare, and once the scholar has shown it to us, the dircctor

o fully understood its meaning. And there is a further extension of
The cmblo cveh less acesesibl o aay.audicnce: n though acts were un-
marked i his theatre and n th texts f his plays prnted during Shakespearc's
lfetime, 1 think he uses act-ivision in some plays for stuctural or symbolic
purpose. Henry 1. the st two ctsten toward comedy and centee
B Faloa i he bt ast two move toward tragedy and
center on Hotspur and the (heme of foritude. The third act, which Completes
this tripartit sircture, has isclf three scencs, cach showing quarrel and rec-
ciliation, the first concerning Hotspur, the last concerning Falstaff, the second
S contralsceos concersing Bl whost tomcumcot wioh s ey though not
final, conteast with the temporary truce between Hotspur and Giendower or
alstaff and the Hostess in the scenes on either side. But we can carry our triple
znalysls one step further, for Hal has three specches in this scenc. The first is
Fucat, pat, and obviously rhearsed: Hal s followed Flstafsadvic o practice
an answer,” and he adopts Falstaff’s strategy—Banish Peto! Banish Bardolph!
Banieh Poimaof shiftng the King's wrath to others, to “smiling pick-
thanks™ and “*base n 1= The thid specch is & complete contras:
here Hal, now angry himself, If, adops Percy'
habitual imagery of blood: the Prince is here *
in his second specch do we hear Hal speak in his own voice. But that scems
appropriate if you remember what he says: *I shall hereafter, my thrice-gracious
lord, / Be more myself."” The speech is central not only because it comes be-
tween two others in which Hal echoes Falstaff and Hotspur but also because

£ Fo heargumentthat Mal s educaion inlods e fortitude i
jusice in scc “Vitue and Kingship in Shakespeare's Henry 1V,
Reraisance, 3 mm), 13-43. For fortade and tempernce s st

g,.,:.m m,w
s of th

isions e in the e, See “Wore There Act
in Engih Renassonce Drama: Eseys in Hontr of Madelcine
tandsh Hennin. Rober x....bm.;n. and Richard Knowles (Car-
Southern Ilinois Uiv. Press, 1976). pp.
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these are lines 92 and 93 in a scene of 180 lines.” In other words, the central
sterance ofthecentalcharacter i he play's centralact comes two lines from
e central scene. Thus whether we consider his
5 is scene, the placement of the scene within the act, or the shaping
of the entio five-st ply, wo find Hal polsed in the middle with Falataf and
Hotspur on cither side. Only at the end is this pattern actually staged before
our eyes, but the whole dramatic structure reflects the emblem in which it
culminates. The play is thus itself a great symmetrical balance, an icon of
temperate vi
But this arger structural mbler i visble only in the study, nt the thetre,
1 find it difficult to w cven the most skillful actor or director could
shov this o an audience: yetitis & el i ol e hderelac
or ritic has something (o show which only he can reveul But his truth is not
o whols teuth, Fox ths Architacsonk costr of s
wiming poist; Hl's specch i 3ot becanse I 18140 decply fet. i alight
displacement past the exact center makes a significant difference. For if we

the last sentence of the King’s preceding speec} e to be himself,
S T self :r.-nler:d iatnd springs to his
lips in response to what the King has id. The center of the play is not
SPOHIONEb o s Ackl 0 exchrmz: ‘means—though it can
be shown by scholarly methods—is more accessible to the actor than to the
literary critic. At least that is how I came to understand these lines—by acting
them more than & S of a century ago.

roaches Hal with any sensitivity soon realizes that
Falstat s quite xnmny a “substitute™ father. Hal’s real and deep emotional
relationship is not to Falstaff, but o the stern, forbidding King who has, he
{hinks, rejected him. Thus when Falsafl volunieer (o pay the King, he com-
mits a fatal error, for his impersonation exposes the unconscious source of this
attraction, forces direct comparison between Hal’s two fathers, and grotesquely

Bl angily devands—snd of cours be rieaas she King: A moment laer Fal-
staff is deposed, never to resume his usurped SEThe the you

Yet Hal in his turn does not quite speak like the afls great mideift
eala heart E5ough bo docs not 6rd it 61 it Fracted o corroborate.
It Falsatt o foresces that the King will speak to Hal “in tears.”

's image of his father is of a King who shows only unrcicnting disapproval:
et ungracious boy? Henceforth ne'er look on me!” Thus Hal s
utterly unprepared for the King’s lines, which, together with his own, form the
cemtot of el sceae (ogeber. Hal, his Tatber warms, bas 1ost his prineely
peivilcge’ with “vile paricipation”

ot an eye
But is aweary o thy common sight,

Save mioe, which b desived 1 s thee mare—
Which s b sild oo have o

Mk i el i foolh sdermes
And then, before his son’s astonished eyes, the King weeps. The difference

i was poiid ut o me by Wosloanfsiman, Cos Koy, some e g1
e
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between *“Henceforth ne'er look on me”” and “‘Save mine, which bt desired
10 see thee more™ at last shows Hal the simple, overwhelming truth: his
0 harsh, 5o remote, 5o devoid of Falstaff’s casy, flattering affecti i
vere father loves him. And all that the highly articulate and self-controlled
young man can find 1o say—the rhythm breaking at the line division like a
choke in the voice—is the reply we have already heard, but hear so differently
now: “I shall hercafter, my thrice-gracious lord / Be more myself. This s
indeed thc wrning point,  perietela marksd by anagrorisis, chan
ignorance to knowledge of the kind which Aristotle says produces hostlity or
affection—or, as here, tums one into the other. Itis a highly sl ighly
‘emotional moment, which cries out for performance in the classroom as
heatre: we must be made 1o feel something of what Hal feels of the play i o
be truly taught. We may be more affected by Hal’s emotion in the theatre, but
in the classtoom we are more likely o realize why he is moved. And this
knowledge derives from the theatre of the mind, where we can achicve some-
hing like the full dramatic empathy Shakespeare must have achicved before
s in onder 0 wlte the scene
he purpose of this empathy is ethical, not sentimental. For the
oAt e IS Shrewsbury s a psychomachia, a conflict w
is “dramatic” because it is moral and emotional as well as physlv:ll b
Appeirs balaced etw ispir and Faltaf e emblem s mot satis it
nt of equipoise in a continuing tg of war. It fixes the to and
{fo of acton both before and afer, n wi fal is muclcd or repelled first
by one extreme and then by the other: And s . The sense of sly
y that Falstaff creates by his skepnul questilng =Wt I ths
honor? Alr. A trim reckonin immediately offset in the next scene as
Hotspur fushes out his sword, crying: Esperance! Percy! and set o
are pulled both ways. Falstaff, the pedagogue, makes us think one ths
spur, the actor, makes us feel the exact roverse. Hal, poised between them, is
eistering the pull of these nearly equal and oppoSite forces. And in the so.
quence of action which precedes and follows this still moment, his feelings for
Both the symbolic brother and the substitte father undergo a drastic change.
Already, the line of development is clear. Nothing can drive ol
says Spinoza, but a stronger passion. It is what he feels for Hotspur that enables
Hialto bid farewell to “poorJack™ vith o lte real disress: the greter emo-
tion displaces and drives out the
It follows that he ght between! m: and Hotspur must be more than flashing
swordplay or exciting rough and tumble. How shall we stage it? To ask that
Qe lass 19 ey 1o avok Severaamstoast o1 o £ which show bow
rformance can be shaped by moral or thematic meaning. One of my classes
Suggened that the rivals circle cach other variy, o that the e
one and then the other face to face, just as we have scen them alternate in
scene affer scenc. In the fight that follows, Hal must be at a severe disadvantage
before he finally wins: this not only removes any guilt that might derive from
bis killng Hospur but recapitultes he change i ther posiion through the

play. But how docs Halin fact win? By superior strengthor courage? By some
clover nck of fence? Most classes think that Hotspur aiacks furiously—1
can no longer brook thy et e allop g B spend his force,

wearing his enemy down. This turns the batle int> moral allegory, for this 1
the way Guyon, the hero of temperance, defeats Pyrochles, the fiery knight of
wrath in Book II of The Fairie Queene. But there is psychological symbolism
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here, t0o. These two young men have the same name, and aspire to the same
identity. Only one of them can survive: “Two stars keep not their motion in
one sphere.”” Locked in their sibling rivalry. these twins think they hate each
other and seck each other's death, but beneath the surface another possible
emotion st ce ere night,* promises Hotspur fiercely, “1 will embrace
him with a soldier’s arm / That he shall shrink under my courtesy.” And so it
may be at the climax of thei duel. Pertaps Hotsur, friousand despaiig,

word and clutches at Hal’s wrist, So that for a moment the

g i e * Before our eyes, the two Harries
come togeer, wrealing 2 et ke e, merging o sinle com-
posite figure—and then only on remains stan

“Thi i to transform extreal action nto inner ackon: it may. " fee rght”
the theatre, but I suspect that we only grasp its logic when it can be
and explained. Thus only in the classroom—or in the theatre of the mind—
s combin,he ematious il of combat vt e intellectual thrill of
this is another scene of recognition for the Prince. Even as he
Sy ts snceny who .90 i ol o bt wrms o its opposit, and he
caiches Hotspur as he falls. When Hal removes the “favors™ from his helmet
0 place them on the body of his foe, he is symbolically S
he had threatened to take from Hotspur’s crest to make a garland for his own.
It was his defeat which wounded the dying Hotspur’s thoughts, and Hal means
that his rival shall take his praise with him to heaven. Hotspur will be found
on the field of battle—as historically he was—slain by an unknown hand: no
man shallcaim the “honr.of defcatin Hemry Percy.

‘When Hal says to Hotspur *This earth that bears thee dead / Bears not alive.
50 stout & genl.lemen." crities like to remind us of that other stout gentleman,
lying very much alive a yard or two away. But the main thing we need to
e o e M e Kl lE U ST
made includes himself. He has Killed Hotspur, but he doe: e has
proved himself the better man. Perhaps we think so precisely e
not. Killing here moves beyond the pathos of tragedy—both feeling and act—
to become a deed of life. The savage slays a lion, not out of hatred, but o
take on the iow's courae, the lin's nergy and life. The felt continuity be-
tween the two Harries is so strong that Hal can complete Hotspur's last, broken
e N e i o o e
the other, s o oy contnud but reined. We cannot ssppas tht hni oy
won, he would have spoken or acted as the Prince does here. Hal ct
rival not just by killing him, but by honoring him in death. Unlike Faiat and
Hotspur, Hal has no speech about honor: he shows what honor means by acting

it.

Thus in the action that leads up to our symbolic tableau, seeming hatred turns
to something like affection. d in the action that lDll lows, seeming affection
turns to something not unlike hate. In what seems to still the finest single
essay on these plays, Byt baa il o ok e il

* Heoce Hab “favors” shoud ot be the the fethers o the Prine o Wales. Tt 303
student pointed out to me, would be ke a signature. It would also make Hotspur's questioning
of Hal' enity e o, The o will k wheter we ave et tually thad placing et

feather badge was m s i 1 b By Yo bl Silaspo'
v o ot e becn emembrd. S Shabespare's Heraldry (Landon: . M. D
b a ety
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private interview, touched with pathos and humor. But, of course, that is ex-
actly what Hal does. o Jack, frewell. /L could have beter
spared a better man.” But Falstaff will not a dismissal. He rises
VD sad procends o stab Hotspur in the thigh, Tuigh,” of coure, s o
Phermism: AL this point the scholar mnmds us that trai trated in
S A ing prom-
Indeed The critc wil iso wat us o ereabes how at the vy
begmmng of tho'play Westmorelind described—.ox ratber did mot describo-.
Welsh women mutilated Mortimer's dead followers in much the same

‘way. The key word here is *‘shame”’: such *beastly shameful transformation’”
12 may soc o/ Wikout much shame reold o spoken of.* I his tum, the
will taboo,
while the cln:lcm il oiot ut parallels ke Ll ot e

well as at the of the play.” But none of these scholars can m;

fee the shock bt wo sbould Crparicace in the catre s Falsa potscs bis

a

gre 2 then drives it down to Pery's helpesscorpc, Even i the
Toaginiog, e e cringes at it. This is shame. Hal’s way of killing Percy
showed us the meaning of honor. Falstafl's parody shows the mclnmg of dis-

honor—what follows when you decide that hooor 1 re air.
Shakespeare does not refute Falstaff’s philosophy; instead, he lets Falstaff act
it out for us.® So where Prince Hal composed Hotspur’s body and sought to
cover its disfiguring wounds, nmm maims it furher 3ad then drags it up by
e becls 10 dingle i n

t this point, e T e e
12 o st e ' Cope i Sk full
bravely hast thou leshed / Thy maiden sword
claim and, turning, tumbles the body at
only blurt out the truth: “Why, Percy I ied myself—and saw thee dead!
“Didst thou?” sesorts Faluaf, o Lord, Lord, how this world is
given (0 lying!™ Once more We are torn between comic and tragic; the o
Teprobateis withn a ce of wiaaing back all b st But ho cuds hi talo of
fighting Hotspur a good hour by Shrewsbury clock by pmnnng 10 its proof:
my death, I gave him this wou
across that mutilated corpse at the ““old acquaintance™ b
a new side of his surprising character: it turns out that Hal did nor know him
“all.” But it is Prince John who breaks the silence: *“This is the strangest tale

- Both the i 1 Hewy IV bin with o qarl bctween a King and i chif, wario over

2 duestonof prisenersand rsom. T escmblrces btwoen Achilsand Hospor r obviou.
bt Hal who must e rsuaded to cnte the fighting if the King i to win. For
the abuse of Hekiar's body, e had. XX xvm 367-74. Such others to the Aeneid—
suggest that Shake: IV 25 well s Henry V.

Cr e s e L L B TR
ample of e nterplay between stdy and theate mlnewm«mlxmupwlmnmalimc
actor sares pointedly’

o

et Pl oy o o shepherd G st s g, which reied 14 s ol
Gopes vid this advamage 0 sodcs the Goeen, merder s Kig, s becone b o€ 1

Both Plato and Ciccro make such invisibilit an ethical test. The poiat of the fable., writes Cicero,
i i ohdy would Ko o spet & whn Y 64 comthig vl o i e wek

you do 7 See
epublic. De Ofici, T 3735

T T gl s el e xphcmi of igh.” s posed ot by Wilam Empion
Som Versions of Fasoret Londons Conre & Wi 1950y o6

thar cver Lbeand.” I we need a cue 0 the tone of Hal's rgly, it i n the
repetition of that word, * is the strangest fellow, brother John.”
he line is sometimes phyed et i promise that fol-

Hal's amused
complicity in e o rscars o joke. But after a battle where Worcester's

that desecrated body m: nt o see it, touch it, speak
OEt Tho:body he had sooghi to bosor is now. “Iaggage”

Come,tringyour lnggae aobly o your bck.
my part, if 2 lie may do thee grace.
T g ke eyt e § B

Then across the silent field comes the sound of a trumpet, Sl act
victory but retreat. And without another word to Falstaff, Hal goes off with
Lot lokn who ks flstiod is maiden swordIn such
know what victory means (o Falstaff: he follows *“for reward.
of the play’s balanced symmetries nm Ljizt ot it i
comes to a tragic version of Falstaff’s view of honor, so in his last lines Falstaff
cribraces a comic and materialitic version of Hotspie's. The empty reputation
0 be had by killing Percy may be worth hard cash; and proud titles are not
mere words if the words are “duke” and “earl.” But victory for the Prince
docs not promise titles, o glory, or reward: he goes to the “highest of the
field,” the place that is now properly his, to count the living and the dead.
‘That is what it will mean to be king.

i

1 have been trying to show, in crude and condensed form, what I try to do
uhen teaching Henry IV. As Shakespeare knew bete than anyone, theory is
best proved by being acted out. What I have been trying to demonstrate is not
any novel interpretation of the play—which would, in such a gathering as this,
provoke as much dissent as agreement—but to illustrate the constant interplay
of theatrical problems of intonation, gesture, and motivation with scholarly
problems of theme, symbolism, and structural form. The teacher must be

creature of a middle state—at one moment acting a line or showing how a bt
of business should be played, at the next moment stepping back to poi
sxuctual paralel, {nteore a symbolic image, o tace anidea though e
lectual his he s he will make the play alive in all s aspects,
the copntive and :ﬂecuv: alike: class and instructor together will live through

e e it, more intelligible and significant than it can ever
become in the theatre. The teacher aspires to recreate the play as Shakes
first imagined it, and in communicating this vision, he s doing in his lesser
way what Shakespeare did.

For Shakespeare also v a teacher The aim of his drama was notonly 0
delight but t0 instruct says that his project s o please, that is the
ity ot actorsuthor tciag ou pardon shd appleeic, Bt 16 ply tals

s something quie diffrea: there Prosperos projct is o educate the other
characters. And this he does by involving them in painful and e

profoundly dramatic experiences, by making them take part in his symbolic
Thows, sod thus instructing, transforming, redeeming them by his so potent
art. And surely this is ro's—and Shakespeare’s—way of teaching us.
‘We are not told what honor is in the abstract as a philosopher or scholar might
explain it to us, nor do we merely observe puticular deeds o honor from the
past an or an actor might show them to us. Instead we act out in
the theatr of the imagination a drama whose conflicts make us know the mean-
ing of bonor by experience. This s the reait of the play the teacher must ry
10 recreate in his classoom. in 50 doing, the teacher has his own authentic
creativity, his way of'-mmn; or posty, which i e o Shakespeare because
it is 50 close to Shakespeare’s way.




