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play, so far as | know. Long (1)
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) Henry AN hi Pasc i T for "-;"Jl_l‘:f'_,'. This hat £ Ot
1 2 al often over looked aspect of his chara ter,
l lotspur’ innermost motivations. By examinir
nversation with Glendower (Ill.1.115~-29), we see
t Hotspur’ distaste for musi and his bigotr towar
1 J € and Al W snmen Thi € ene pre ent A
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had rather be a kitten and cry mew
Than one of these same meter ballad-mongers.

i rather hear a brazen canstick turn’d,

iry wheel grate on the axle-tree,
And that would set my teeth nothing on edge,

Nothing o much as mincing poetry.

like the forc’d gait of a shuffling nag.
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nim 1 m unifying Tl 11 m ho hi upr ing pro
5 ‘
¢ ( . I | th hand, AR R
hat ) i i ‘ Pl Hotspur lack Plato believed

that by combining the fine arts of music and poetry with

the arts of warfare and governing, men would be nelther

braver nor softer than needed. He also taught that

"

and cloying sort makes them worse (Haar 14:853). We

witnessed the use of "ordered music" within the court of
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King Henry. Henry uses music as a tool to appear united
and powerful in the eyes of the people. Hotspur’s

distaste for music demonstrates the disharmony within

)

him and suggests to the audience his lack of reasoning
powers. Since contemporary belief necessitated balanced

or harmonious individuals within the earthly spheres in
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rder

enjoy harmony within the celestial spheres,

unbalanced and perverted make-up increasingly

irries hic

S partners. Worcester warns Hotspur that his
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nner is not suitable for eadership and his make-up

Defect of manners, want of government,

Pride, haughtiness, opinion, and disdain,
The least of which haunting a nobleman

Loseth men’s hearts and leaves behind a stain

n

Upon the beauty of all parts besides

Beguiling them of commendation. (11 L.15178-88)
Hotspur, refusing to listen to reason, brushes this
warning off and quickly takes leave of the insightful
Worcester. Hotspur’s passionate refusal to submit to

D

the ord

ring influence of music and his belligerence
against Welshmen emblematize his destructiveness within

the play. As long as Hotspur remains a viable force,




disharmony within the realm and in the celestial spheres
will continue.
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56 el impetus toward disunity is further and

yet more forcefully displayed through music in the
puzzling scene where Mortimer must part with

lendower’s ife. When Mortimer mentions
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"My wife can speak no English, | no Welsh” QI A U B g
his respect for his wife’s nationality is reflected in
is speech:

| understand thy kisses and thou mine,

And that’s a feeling disputation.

But | will never be a truant, love,
rill I have learn’d thy language; for thy tongue
Makes Welsh as sweet as ditties highly penn’d,

Sung by a fair queen in a summer's bower,

With ravishing division, to her lute.
¢1 %) i 19 04)
Note Shakespeare’'s wuse of words such as "heaven,"

" "erown the God of

ditties highly penn’d," "fair queen,
sleep,” and "heavenly-harnessed team." All of these

words combined with the reference to music draw the

to a celestial and spiritual level,
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perhaps referring again to the higher plane or sphere of
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all the angels, "each singing their
compose a harmony of ravishing beauty"

beyond the reach of ungoverned men such

= wife returns the love and respect that

her by communicating through Glendower that

Mortimer to rest his head upon her lap, "and

" Glendower tells Mortimer, "the song that

Gl R 1208 ~200)", These mutual actions

sign of unity between Mortimer and his Welsh

demonstration by husband and wife of musical
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at the devil understands Welsh and is a

backfires when Kate points out that

himself so devilish, should then also be a good
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3 Then should you be nothing but musical,
you are altogether govern’d by humor. Lie
1l ye thief, and hear the lady sing in Welsh.

plrs I had rather hear Lady, my brach
Chibot s 228 —d2)

tch houndl, howl iInsinasn:

in effect attacks Welshmen when he says that he
ther hear his bitch hound how! in Irish than

beautiful song of a Welsh woman. This bigotry

to change before Great Britain can unite.
1gton suggests that Kate’'s comment that Hotspur
= a ro0d m cian also acts as a threat to
insecure masculinity. This would explain
joking with his wife Kate about laying his
er lag
Kate, thou art perfect in lying down;
, quick, quick, that | may lay my head in thy
(A1 lvis222=2)

re emphasizes the sexuality of this comment by

the words lying, come, head, and lap; we
these sexual overtones in Hamlet when he
o lie in Ophelia’s lap and hints at "country

(Hamiet 111, 11808 =260% It also explains both

reference Welsh lady’'s bed"”




bk o Y239 -<adn g al on his part to reassert his
nasculinity--and his fear that music would emasculate
him. The threat of being effeminate <clashes with

s sense of honor and further demonstrates how

rongly he places passion above reason.

The scene continues as the Welsh woman begins to
3ing her song. Although I have found no ;;iﬂenvé of
thi ong’s origin or make-up, it creates an atmosphere
)f unity and loving harmony. This act of love and unity
provokes Hot pur t A,liz”:r"‘l‘/n' the hl-\(ﬂ](.ﬂ'\)’ within the
cene, further emphasizing his unbalancing nature, when
Fie boisterously encourages Kate to" sing a song

iy ivERl o) . Kate’s refusal results in Hotspur’s
lding,
'Tis the next way -to turn tailor;
)r be redbreast teacher. CL I T 25556
Hotspur is saying, "Don’t sing, then, if you don’t want
to; singing will only turn you into a tailor or one who
instructs caged birds to sing." Tailors, often from
foreign countries, were known to sing at their work, a
past-time Hotspur considered unmanly. Hotspur's

ontempt for music is equalled only by his contempt for

the foreign influence within the realm. His previous

o




toying with the idea
There is no

effeminacy and his bigotry

.learly, Hotspur functions as

af ‘bigotry,

thing but roguery to be found

Platonic "passionate element"™ within the play, and his
rejection of the moderating influence of "ordered mus
e ains his overabundance of passion and the lack, . of
harmony in his life.
Hotspur’s need for "ordered music"” is eduallpd only
Falstaff’'s over indulgence in "vulgar and cloying
nusic" which accompanies all of his time and actions
W 1 ¢ Hotspur rarely comes into contact with music,
‘ taff is constantly surrounded by Pt Falstaff’'s
ssive appetite for physical pleasure, including
wdy music, is developed throughout the play
listats? close sociation with bawdy music, and the
)f life that surrounds it, eliminates the virtues of
honor and bravery in hi life.
staff uses reasoning powers only to gain rewards
to support his appetite. Act 1T, scene L, finds
xlstaff lamenting the cowards in the world--of which he
one. An excellent example of an honorless
individual, Falstaf f tries to better his situation by
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A Hotspur,

| would | were a weaver;
alms or any thing. A plague
I say still CILT1. 1B =132

suggests that

sh Protestants "who had fled
n their country, were mostly
nd were distinguished for their
out the Western counties, where
>=86 ) Falstaff’s bigotry is

of jealousy and hatred

comes from the unknown.

of foreign influence within the
weavers sang at their work, a

on the other hand,

foreigners hold within the

a polluting force.

aggrandizement in the previous

mockery of honor, while his
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tite
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ignorant

dur

f: both

the battle of Shrewsbury

ing

honor and reason:

not due yet; | would be

him [God] before his day.

I be so

s 'not on meds..o s Lo What

is an

loath

Wha

forward with him that

ironic
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E

is honor?

A word. What is in that word honor?
What is that honor? Alr. A trim
reckoning! Who hath it? He that

died a’ Wednesday. Doth he feel

1 No. Doth he hear it? No. Tis
insensible, then? Yea, to the dead.
But will 1t not live with the living?
No. Why? Detraction will not suffer it.
Therefore [I’'1l]l none of it. Honor is a

mere

scutcheon. And so ends my

catechism.

(Vi 127-40)

isavowal of honor through self-serving
zation, as well as in the previous reference to
music, emphasizes how greatly Falstaff’'s
has taken over all aspects of his character.
S shunning of honor and inclination to

bigotry mirrors

Hotspur's shunning of music and



satisfactorily serve the realm, and neither can serve a

of all order

tred of foreigners. His self-serving rationalization
also corresponds to Hotspur’s total rejection of all
eason that does no serve his passion. Neither man can

1]

role model for the young Prince.

Falstaff knows there is no order in his soul. In
t he tavern he laments that "villainous PWAéJHy. hath
e the spail of me™ O R L L W To cure his
sadness and alleviate his guilt, Falstaff asks his

friend Bardolph to

sing me a bawdy
song; make me merry. | was as virtuously
given as a gentleman need to be, virtuous
encugh: swore little, dic’d not above seven

times--a week, went to a bawdy-house not

above once in a quarter--of an hour, paid
money that | borrow’d--three or four times,

liv’d well and in good compass; and now I

live out of all order, out of all compass.

Falstaff’s only enjoyment comes from the bawdy and

obscene. His destructive appetite has rendered him "out

"

and “"out of all compass." In Elizabethan




smology, "harmony has a comparable motion and helps
restore order and concord to the soul" (Haar 14:853) .
F staff’s disharmony, although an opposite relationship
to music causes it, mirrors Hotspur’s and creates as

_p

much confusion in Hal as Hotspur’s creates in the realm.

Shakespeare uses music as a device to portray the
gap in status that exists between Hal and Falstaff.
Falstaff wants to. bridge .the gap and  his cunning

reasoning powers nearly entice the Prince into almost

1 lowing him toido 50, But the very fact that Falstaff
fail to ecognize his place in the order of the realm
keeps Hal from submitting. During Falstaff's
nversation with the Prince at the inn, where they
liscuss the life of villainy and the conclusion to this
ay of life, we learn of Falstaff’s "melancholy" due tc
his present way of life.
Falstaff: 'Sblood, 1 am as melancholy as a
gib cat or a lugg’d bear.
Prince: Or an'eld lieon, or a lover’s lute.

Falstaff: Yea, or the drone of a Lincolnshire

bagpipe. (O (PR e
This joking conversation reveals Falstaff’s familiarity

with music. The scene further reveals the difference in
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much ado about nothing.l (Il.iv.48

'his familiar exclamation made by the Prince recalls the

remarks of Hotspur that the Devil .is a good musician.

The Devil’s association with music was a standard part
I nedieval folklore ;

The Prince again associates music with the mystical

nd cosmological ir a con rsation with his father

eceding the battle of Shrewsbury.
King: How bloodily the sun begins to peer
Above yon busky hill! The day looks pale
At his distemp’rature.
Prince: The southern wind
Doth play the trumpet to his purposes,

And by his hollow whistling in the leaves

Foretells a tempest and a blust’ring day.

shakespeare wuses words such as il o 8 W el o (6 B g SR Ypale,"

]

"distemp’ rature,” "hollow whistling," and "tempest" to

ignal that the universe is out of harmony, and by
xssociating the trumpet with the wind suggests E

supernatural use of music. The Prince’s knowledge of




thereof, clearly places  Falstaff in the position  aof
glutton and fobls Falstaff always displays musical

knowledge that has been gained by his experiences in

(8]
-+

taverns -houses. The Prince enjoys music

)
s
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a
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all levels and is able to function in all musica

atmospheres. This displays reasoning powgr; that have
not left him by associating with Falstaff.

Falstaff, on the other hand, reveals his knowledge
of common, course music by referring to a country
bagpipe. No matter how hard Falstaff tries, he can

iever bridge the gap between himself and the Prince, fo

has allowed his appetite to dominate his life.

Further evidence of this gap can be found in Bls 11438
460
Falstaff: | prithee, good Prince Hal,

hel me to my horse, good king’s son.
B

Primces Out, ye rogue! Shall I be your

Falstaff: Go hang thyself in thine own
heir-apparent garters! If I be ta’en,

1’41 peach for this. An |1 have not

made on you all and sung to

o
W
—

1))
Q.
n




my poison. When a jest is so forward,

and afoot too! | hate 1t.

Initially, Falstaff seems to acknowledge Hal’s royal
position by addressing him as "good Prince Hal, "
although he asks Hal to perform a menial task. But
after Hal’s angry reply that he is not- Falstaff'’s
ostler, Falstaff mockingly tells the Prince to "go hang
thyself in [thinel own heir-apparent garters. "
Falstaff’s wish for a common existence between them will
not be allowed. Although they rob together, Hal will
naintain his princely position. Falstaff’s threat that
he will write ballads about the Prince and have them

"sung to filthy tunes" demonstrates disrespect for Hal’s
authority. Only Falstaff would brag of writing ballads

about the Prince of Wales and having them sung to filthy

tunes. This also says a lot about the Prince. It would
be treasonous for Falstaff to write degrading material

about any member of the royal family. Hal has allowed

this to happen. Hal begins to recognize that he has

inappropriately descended to Falstaff’s level by
associating closely with him. And here we mark the

iy
-
o

> jection of Falstaff, which

beginning O f Hal
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Shakespeare will not resolve until 11 Henry 1V.

Hal is further startled by Falstaff’s mockery

his authority when, having 1 rned of the uprising led

M
o

: by Hotspur, Mortimer, and Glendower, he marches into the

=1

m

¢
Tl

tavern at the very mo stafft iz calling  him ' g

'Sblood, an he [the Princel

vere here, ] would dgel him like a dog, {f he would
ay saf (Pl1LE5411.86 i A Hal and Peto enter, in
Newgate fashion, Falstaff mocks them by playing upon
hi truncheon like a fife., This use of music (part O f
he stage directions gain shows Falstaff’'s complete
lisrespect for Hal’s authority. Falstaff, unaware of
the ijpcoming battle and of the position Hal will give
him within the army, mocl Hal’s committment to rid t he
realm of Hotspur'’'s disruptive force. The  Prince’s
ommittment to order and reason within the realm is
evident. Falstaff, however, reveals his preoccupation
with self-gratification and his lack of honor.
Prince: The land is burning. Percy stands on high
And either we or they must lower lie.
Falstaff: Rare words' Brave world! Hostess, my
5 Newgate (a tfamous cil ty prison in Laoandaon. Prisonersts

marched two by twao.)




0O, I could wish this tavern were my drum!

8 ) LI EP 1 48 8 -206)

Falstaff’s mind once again is on his gluttonous life and
IS 1:C. Falstaff wishes that he could stay at the tavern
nd respond to ‘its cal'l as though it were a martial

instrument calling him to battle. He Oould“also mean

that he wishes t he tavern would reverberate with
excitement, like a drum, at his departure. In either

ase, Falstaff is giving in to his appetite: either he

wants the excesses of e tavern life, o1 he wants
imnearned Jlory and honor and the rewards that follow
from them. The scene emphasizes the grave importance of

the events that will follow and the void that now exists

The Prince will need to bring the worlds of passion

and appetite under the firm control of reason if he ever

hopes to achieve any sense of harmony within his life
and within the realm. His first attempt at doing so is
to place Falstaff in command of a division. Falstaff's
recruiting technique and misuse of the funds allotted
him to raise an army earn him, however, only a motley
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Falstaff’ regard for his men as cannon fodder reveals

iven the opportunity to raise himself to

oq

higher leve and ntribute to the realm his own

levity prevents it. Clearly, simply placing Falstaff in

*harge of others proves insufficient to the

replacing appetite with reason. Hal will not as yet

]

Shakespeare does, though, resolve the abundance of

id the land

o1

Hotspur’s passion by Hal’s determination to
f him. The Prin shows his increasing reliance on
ason as he attempts to contain Falstaff and takes |uj

the gauntlet against Hotspur. He asserts his commitment

o harmony when he meets Hotspur:

If | mistake not, thou art Harry Monmouth.

m

~+

as if | would deny my name.

Thou speak
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Why, then | see
| A very valiant rebel of the name.

I ram the Prince of Wales: and think not, P

i)

rcy,

3

1are with me in glory any more.

F ;
Nor c
Of Har
(Vily.5887)
Both men recognize that one of them must go becau
ngland cannot "brook a double reign." We also witness

>hakespeare’s use f cosmology: "Two stars keep not
their motion in one sphere."” This refers to the belief
ts own place within the universe
[f that rder WeTE tampered with, disharmony would
Wbt Hal recognizes that the order within the
earthly sphere has been disturbed. Therefore, he must
liminate Hotspur to restore order within the realm and

1N CAe universe.

Shakespeare completes the Platonic model and the

education of the Prince in the final scenes of the play.

le, the King enjoys the musical unity

witnessed at the beginning of the play. Numerous




1Isical instances occur that herald the unity and power
f the King At the y ning of Act V, 'scene 1ii, the

stage direction reads,
£ &

The trumpets sound. The King enters with

his power [armyl. Alarum to the battle.

>n enter Douglas and Sir Walter Blunt.
, ounding tru N he alarum \fr‘zm-] et signal
advance), demonstrate tc those opposing the King
t hat they can expect to fight a unified and powerful
force supported by the orderly effects of music. The

types of musi t achieve his unifying goals. Hie

se yf Morderi music" Ed lead to unity within the
realm. IntV, dv 86 -804 the stage direction reads, "A
retreat IS wnded. " The musically educated Prince
recognizes this signal, and he replies, "The trumpet
>unds retreat; the day is our feursl;™ (V.wv.,157). The
rince speaks f the day as being "ours," recognizing

or assuming the unity of the King’s power and of his

e within the realmn.

w

The Prince chooses which role mode | to follow

W

during the battle. By fighting on his father’s side and

ersonal commitment that either he or Percy

making the p




r d the example of excessive passion
within his 14 e The King, whom the Prince saves
\
|
| : . ; : ;
from death in V.iv.35-50, recognizes Hal's rejection of

ssionate honor:

M

King: Stay, and breathe awhile.

Thou hast redeem’d thy lost opinion,

1 thou mak’st some tender of my life

In this fair rescue thou hast brought to me.

proved that he does not wish for the

ly death of the King; rather, by his actions, he has

reserved the life of the role mode ] he wishes to
low. It would appear that the Prince has learned
i place within the hierarchy of the realm, and that

the King stands for reason within his life.

Falstaff ontinues to enjoy his honorl life
during this ecrucial battle. He carries a bottle of sack
in place of his pistol and thereby incurs the wrath of

Falstaff: Nay, before God, Hal, if Percy

be alive, thou gets not my sword; but take

my pistol, if thou wilt.
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The Prince draws it out, and finds

. P

The Prince can no longer ignore the ignoble =z itive
w that subverts Falstaff’s reasoning powers
F staf f ther emphasizes his love of life ver honor

Well if Percy be alive [I’l] pierce him

If he do come in my way, so; 1f he do not,
i ome in his willingly, let him make

carbonado of me. ] like not such inning

honor as Sir Walter hath. Give me life,

s if not, honor

comes unlook’d for, and there'’'s an end.

death of Hotspur as his own honorable deed. Inflicting

the dead Hotspur’s body with yet another wound, Falstaff




arries the body to the Prince and claims the honor
that rightfully belongs to Hal for Hotspur’s death.
Falstafts . o' o Sl oun  tathnermwil ade

not, let ‘ham kil.l

mn
-s
-

me any honor,

—
(e}
O
o~
U

the next Percy himsel

either earl or duke, | can assure you.

Prince: Why, Percy | kill'd myself and

saw thee dead.

Falstaff: Didst thou? Lord,dlieord, how this

n

world is given to lying! | grant you | wa
down and out of breath, and so was hej; but

we rose oth at an instant and fought a

long hour by Shrewsbury clock,. It I ‘may |

believ’d, so: 1if not, "let them that shoultc

reward valor bear the sin upon their own
heac < (& 3 ‘iA,/“C(y

Falstaff has robbed the Prince of the rightful honor
which Hal earned by defeating the rebellious Hotspur
Falstaff follows Prince Hal and Prince John of Lancaster
o view "what friends are living, who are dead

GV oiv e 158 ) and reveals his only reason for fighting on

111 follow, ' as' they sgyv. Tor ‘reward.




He that reward me, God reward him!
I£51 dotgri great, |['1]l grow less;

for 1’11 purge, and leave sack, and

nobleman should do.

-
—
e

(V.iv.160-873

Istaff has fought only to gain the rewards which
me from battle. His total lack of bravery and honor
lest AN Y easoning powers which he may s that

for a position of leadership

,.
m
(1]

would render him

thir the realm of | 1g Henry or suitable as a role
m el for the Prince. lstaff’s powers of reason find

ntinuous use only in his quest for rewards and for the
satisfaction of his excessive appetites.

King Henry closes the play asserting that he will
empt t gain complete control over Great Britain ar

rn Wwith reason and bring balance and harmony into

Then this remains, that we divide our power.

You son John, and my cousin Westmorland

yrk shall bend you with your dearest

To meet Northumberland and the prelate Scroop,

Who, as we hear, are busily in arms.




Mysel f

son Harry, will towards Wales,

of March.

To fight with Glendower and the

Rebellion in this land shall lose his sway;

Meeting the check of such another day;

the lan to an end. That he represents reason within
tt realm cl rly shows in | speech and actions
- the final plet reinforces his commitment t

di rmonizing forces as Henry vows unification of
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