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Prefatory Note:
The Introduction conteins a discuseion of previous
ceiticiam of Tourneur's work and an sccount of the methods
followed in this «tudy. This is followed by & detailed

analyesls of the style of The Revenger's Tragedy, concidered

in iecolation, =#nd a more cureory examination of the ~tyle of

The Atheist'=s Tragedy considered in relation to the earlier

play. The final chepter contains =some new observsastione= and
evidence bearing on the suthorship problemn. The {irst three

appendices relate solely to The Revenger's Tragedy, the

fourth to both j;lay=s. The whole work is based on a
concordance which I have comiiled to the plays.

Throughout these pages, The Reveanger's Tragedy (enteced in

the Stationeres' Register October 7th 1607 and printed the <ame

year) is referred to &= the esrlier plsy, &nd The Atheist's

Tragedy (entered in the Stationers' Register September 14th
1611 and printed the <~sre year) as the later play, although
ceveral critics a~sume the latter to be an early play dsting
from the beginning of the seventeeath century. Evidence
in justification of the chronology accepted here i~ pre=ented
in the chapter on "The Author«hip (ue~tion".

The titles of the plays ere elwsys quouted in full in the
text, and only one abbreviation 1ies uced consistently, nemely

N.E,D,, to indicate The Oxford English Dictionsry, edited by

J. H. Murray, H. Breadley, Ww. A, Craigie, snd C. T. Onions,

Oxford, 1933, the corrected re-issue of A New k ilirh




(iv)

Dictionary. The line reference~ of all quotations from

Shake<pesare's works are to the Cambridge “hake=pesre, ed.

W. A. Wright, 9 volumes, Londen 1893.
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1.0 0DUCTIO

During the last thirty years, and especislly since the
ep,earsnce of Professor Jdicoll's edition in 1929, mo=et
critical discusrcion of Tourneur's work hrs been di-ected
towards rubstentieting o refuting his claim to be the sauthor

of The Revenger's 'ragedy. Slace our k.owledge of Tourneur's

life aid works ia ro limited, this diccu~-~ion has been confined
to the text of the two play~ ucuully a=signed to hi:. vritics
have based their co.aclusions either on the <imilarity in ~tyle

end lenguage between The ﬁevenger's Tragedy end the work of

Middleton, or on an : .slyesis of rome ac~pects of Tourneur's
style and imagery. /lthough these two method~ of ayproaching
the problem overlap, I =shall coarider them separstely for my
pre=sent purpose, de<ignating them brosdly ss the "perellel
pa~sage" method, snd the "imagery" method. My &im in the=se
introductory remarks will be twofold; firetly to di-cover
porscible reasons why critics have hithe—to failed to reach

agrecment on the question of the suthorship of The .evenger's

-~

Tragedy: end secoudly, on the basis of their methods and
findings, to discuss my own metiiod of spproach in meking this
etudy of Tourneur's ~tyle and imagzery. For the purpose of
quotation I ~hall adopt the abbrevietion= :.T. end A.T.

respectively for The Rtevenge~'s Tragedy and The Atheist's

Tragedy.

The chief exponent of the parallel pro~aye metiiod was

H., Dugdele “yke=, who produccd & ~erie~ of e=says on various
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questions of Elizebethan and Jacobean authorship. He
adduced, for in~tance, a remarkable seriec of similarities
in phraseology between verious of lfiddleton's plays and the

doubtful pasrts of Timon of Athenc, in an e.deavour to

demonstrate that the latter was baced on an early work by
ii{iddleton and Day. (1) By the same meaucs he tried to show (2)

that The ievenger's Tragcdy and The Atheist's Tragedy were the

work of one muthor, bringing forward s= evideice the common
use of antithetical couplets in the two ;lays, some parallel
passage=s, and the repetition (/,T. 1.1.37) of the strixing
phrase "Tis oracle" (..7. iv.1.101). Other critics followed
his leasd in using this method, notably E. ii. C. Oliphant, who,
noting (3) meny echoes of favourite phraces of Middleton in

The ..evenger's Tragedy, including the repetition of the

metaphor "to cut off a .reat deal of dirty way" (:.T, 1i.1.19)

in lorc Disremblers Be<ides iViomen, and the use of the =ame

names for charactere, concludced that Middleton was the sauthor,
Both these ciritices have produced some interesting
evidence, but the fact that they arrive st opposite con-
cluaions suggest that thie method of wpproech i2 not very
catisfactory. The critic sdopting thi- metihod will look
only for pas=ages which =sult his purpose, that 1=, possible
parellels with other authors will be 1ignored. a. Hoe G,
Oliphant overlooks ean important parasllel when he puts forwsrd
as one of the main bestions in hls arguient the fact thet the

neme ‘'Dondolo” is uzecd by Middleton. He cays, "It 1=
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significent thet & humorous -~ervaeit of =imilsr charscter in

ln.D. (More Dicsemblers Besides .omen) is aleo namcd vondolo.."

(4). 1t i= probably roru ~igoificent that a charect.r
"I>ondolo, A bald foole” appe:rs in the list of Iaterlocutores

of iiarcton's The Fawne, a ..1lc¢y entered on the “tationers

register on March 12th 1606 rnd printed the ssme year, a fact
slready noted by E. K. ctoll who claimed that the fooli-h

re.vant of The Revenger's Tragedy was "taken - name and

character - from The Fewne,™ (5) Qince Mar=ton's play

appeared not long before The <evenger's Tregedy, end several

critice have pointed out the considerable influence of Marston
on the work of Tourneur (6), it seems that Professor “toll's

conjecture i~ more likely to be correct thsn that of Oliphaat.
Moreover many of what gre brought forwsrd as parallel pescages
pos~ess only the veguest similerity in the common use of one o
two worde; <=0 Oliphant cites as evidence the phrace "not =o

little” which occurs in The Revenger's ‘'ragcdy end in two of

r.iddleton's playe. It may be notu.d that whc.eas K, H, C,
(Gliphant l:ad@ meny plays by Middleton in which to look for -=uch
parallels, H, D, Sykes had only one definlitely by Tourneur,

The mere fact that there are parallels in The :evenger's

Tragedy to plays by other asuthors, e.g. uamlet aid Lioffmen,

rsugge<tes that 1f one were to =seek herd e ough, it might 10t be
found very difficult to prove that as.y one of several suthors
wrote thst play. li.N. Syke= himcelf 10ted how easy it wes to

be misled by relying on such parallel worde and phrases es
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evidence. In his discucsion of tie suthorchip of The Spenish

Gipsy, when rirking out & case for Ford as the author of it,

he wrote:

"There is one fsvourite word of Ford's not used in
The Spesnish uipsy - the word "bounty" (or "bounties™ in
the plursl). I mention this a= =showing that one caanot
rely upon this vocabulary te=t (the testing of the
vocabulary of & =su~pected work for the precence of an
puthor's pet words) to yield sati=factory reculte in
every in=stance. A= Ford has "bounty" on sn average 6
or 7 times in a play, I naturally expected to find it
here. But on reference to my note~ I found that in one
of his pleys ('Tis Pity) tne word only occurs once, =0
that ite ebcence from The Spsniesh Gipsy need cruce us no
surprice.”" (7)

1t would apjear that the citing of psrallel pac=csages,
unless =upported by a mass of other evidence, can rarely be
expe.-ted to provide ssti~factory recults in problcue of
authiorehip. There i~ & constant recurrence of ideas, images
based on common motives, teg~ and proverbs, and a fairly
frequent hebit of allu=ion or quotstion throughout Elizsbethsn
and Jacobean dreama. Theodore Spencer (8) has ~hown how the
imdge=s con~ected with death in the tragedy of the period form
part of an e-~tablished way of regsrding desth, a way derived
from the middle ages; &as for in-tance the conc<tant
perconificetion of death, derived, he ~uggestes, from the
pictoriel repre~entations in the ‘’unce of Dcath, He
concludes that the greatnesc 0o the dramcti-te lsy lar;ely in
their ability to revitalize conventional exprceeione.
Certeinly where dramatistes sre making uce of a stock of idess
which i= commnon property, =irilsrities of worde and phrasing

are sometimer to be expected. A play wae rsrely ehowa for
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more then a fortnight on ite firet appesrence; &« con~tant
atream of new play~ wse crlled for in the Jacobean theatre,
and playwrights who had to compo=e ~wiftly might be expectad
to szdapt liners or sitiatione from play=s wuich had proved
csucceares, ecpecially perhap~ from =such as were pirinted. An
American c¢-itic, bD. J. Keginn, hees ascembl-d ~ome «triking

evidence (9) of the sxtraordinary influence of ;aml:t on the

drama betwcen 1601 #nd 1642, finding echoes or bor "owed
passeges from that play in the work of slmost cvery dreauctist
of note writing during that period. The forwidable li<t of
the pea-cages he cltees totrl=s 4{74. if &8 fimil: r ~tudy of the
influence of other Jscobe:a plsys on contemporary drama were
made, we might expect 8 wide 2nd complicated patten of
croas-reference from one suthor to snother to be found.

Reveral critics have applied & ~tudy of the imagery of

The :eveager's Tragcdy to the . uestion of its authorship,

notably J.u. wllis-#ermor and Liarco kincoff, wech of thee=e
critice sdduces & remarkable ma=s of evidencec, the former
attempting to demonstrate that Tourneu: wse the suthor, the
latter, Mlddleton, Their conclusione are agein contradictory,
a fact wnuich raicec doubts about the velidity of tieir method.
Miee sllis-reprmor selected certein gooup~ of 1lmagee from

The xevengeﬂ's iragedy and The Atheist's Tragody which =uowed

similsr preoccupation-, i.e. they were chosen because of a
linkage in =subject matter, snd allotted both pleyes to ‘Tourneur,

che found that, "the clac-ification of the cubject~s of his
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imagery in a glven plsy 1s likely to sho. & field peculisr
to that writer at that ~tage of hi- development, yet clearly
related to the groipe= which will be found in his work as &
whole. Tourneur is no exception to this general lew.” (10)
¥o Mincoff relectel a different aspect of imagery in hies much
more eleborste escay, (11) taking iato considerction the whole
of what he calls "ornemental" imegery in the two pleys,
finding no marked linkage between them, but & clo=e connection

between The Revenger's Tragedy end Middleton's dreuas. Iiis

comment on di=covering the opposite conclucione of Miee
£1llis-Fermor ic ~ignificant;

"Qince writing the sbove I h:ve, owing to the suthor's
kindness, been able to compsre ..is~ .lli~-Fermor's
vindication of Tourneur's author-rip based on & similer
study of the imegery. That the same metnod ~hould lead
to such conflicting rerults is rasther & blow to any
theories bascd on it, yet 1t i=s perhepes not unnstu:-al
that the fir-t experiments in & new medium should be
rather uncectain and tentaetive, and no doubt further
works in thi-~ field will succe@d in refining the technigue
end showing on Jju~t which points the chief accent chould
be 1lsid." (12)

This second method of tackling the problem of suthorehip,
by sn examninetion of imagery, heas come into vogue from 1930
onwards, =ince the publics#tion of rrofes=or Spurgeon's
writings on “hakespesre's imagery. ner work maede manifect
two difficulties to be faced in any =uch ~tudy, (s) the exsct
definition of eu imsge, l.e. where the critic 1= to limit
him=elf, end (b) the nature of the conclasions to be drawn.
She took & very wide &nd vegue derinition of &1 imsge re the
basis of her work:

"I u~e the word 'imzpge' nere e¢c tl.ec only rvailable
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word to cover every kind of ~imile, &= well &= every
kind of what i= really compressed ~imile - metaphor.
I ~ugge=t that we dive~t our mindes of the hint the te:m
carries with it of vicual image only, and thik of 1it,
for the preerent purpose, as connoting any and every
imeginative picture or other éxpurience, drawn in evory
kind of way, which mey heve come to the poet, not onliy
through any of his =en-~e«, but through his mind end
emotione ar well, s1j which he u~es, in tne forms of
simile and metsphor in the widest rence, for purpores
of analogy.”" (13) .

In =spite of her elastic definition of imagery, snd her
very careful and detailed work of cla-cification &.d cnalycis,
the results of the fi-~=t pa‘t of her book, where she red
hoped to reveal to us rome new deta sbout “haxespesre sc a
man sre disappointing. The facts ~he deduces are nesly all
such &s have long bren familiar to mo=t readers of her author.
{8 80 distinguished & critic as Profecscor ilario iraz pointed
out, "A =tudy like hers, or for that mstter eny study,
jugtiiies itself oaly in so far ss it uces ite date to
establish fecte which are not ~elf-evident', (14) end in the
fir<t part of her book she failed to do this. The chlef
value of her work, as he meintained, liee in the snalysis of
the figurative pattern of Shekespesre's plays contained in

the second pert of “"Shsakespeere's Imagery."’  There is no

doubt that such & =tudy hrelpe us to under«~tand the play's
development and construction, #:d grestly enhences our
appreciation of it. The velue snd lmportence of this new
épprbech i=s shown by the spste of criticel work influcnced
by or bascd upon it. (15)

. Fincoff and Misa Ellie-Fe: rmor both take & very much
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narrower definition of sn image thun thet of Miss Spurgeon
for the purposres of their studies of Tourneur. The former
rites:

"the invenstigetion ahoild be confined to (i v« thuet are
really oraamental in inteation, althoiagh it is oot
roasible to draw & hard snd f:~t line. But often an
image 1= iniroduced tor the c:nxe of & joke, or es :
means of charecter-drewing. to throw lig.i on the apex.cr,
or it may follow the tune of everydsy converewtion too
closecly to be clurced us ~trictly oetic, ond here the
denger becomes very  reat that the poet's cr-onality ey
become mrcked by that of hie crerture-~.” (16}

He ie tine fixing rsather arbitesry licits on the ran e of
imagery he aliows tlwmelfl to uce, "he «cope o0f Mirs
Ellie-Fernor's article would only wdwit of her ~electing
certoin groups of lmtues with & common ~ubject matter for
anslyris. Thus they both exanine Tourneur in & comewhat
narrow scpect. Thiie 1= perio s one resron why they arrive
at oppo~ite conclusions, the fact thet neither of toecir
rtudies la sulTiciently cowprehensive, To settle & roblem
of suthorehip on the bu=is of an cxuminstion of atyle 1s nut
easy, &nd when critics limit ther~clves further to certsin
vaccte of imegery, cuch confueslig recults are perineps only
to be expected. Moreover, since bProfescor “pur,.co. in her
wide &nd deteilced snelyiele, fuiled to produce any ::cts of
great ol uificaiice about “huke-pesnre, it may be doubted wiivt
vi:lue & ntudy of imagery alone hu- in r~olving this ki.ad of
problem. These re-ults rugyest thst the approach saould be
urn wide as poscible, u«ad that not only imagery, but ~tyle in

genersal, vocabulury, the ure ol proverbs, ¢ad peculiac
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phraseology, chould be examine.

with regard to (b), the nature of the coiclusione to be
drawn from a study of imagery, it is easy to be misled into
assuming that a mase of new facts sbout the author concerned
will emerge. M. iincoff apnpeers to nc uaduly influenced by
the first pert of Irofeccor 9purgeon's work when he <ays;
"Above a2ll 1t must never be forgotten that the main aim of
the investigstion (i.e. into an asuthor's imegery) must alweys
be the discovery of facts about the author's personality and
hie type of mind, and that such facts nust alwaye be of
infinitely izreater weight than mere detaile of reeemblance."(1ﬁ
The mocst cereful snd detailed enalysis of imagery msde by
rrofeasor Spurgéon felled to reveal anytiing of significauce
about “hakespesare's per~onality more than v/as already xnown,
end the same is true of ¥, Mincoff's work on Tourneur, tiis
deductions sbout Tourneur's persoaslity are quite different
from those of Mise w~llic-Fermor; he concluder (18) thet
Tourneur was a town-dweller with practically no interest in
the country, whereas the lstter 1s convinced that Tourneur
was a countryman by breeding, brought up on & farm probably
in best Anglia. A oblem of suthorship muet be epprosched
with sn open mind, and to fix ae one's &im ~uch a hi.nhly
dubious metter as thi~ "discovery of fascts sbout the author's
peconality” is a limiting of one's point of view,

Another form of biasrced epproach is cnown by K. i, J.
Oliphant who sllowcs his enthusiesm for Middletou's cleim to

the authorrhip of The :evenger's ragedy to run sway with
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him, and becomes quite dogmatic on the queation. He claims
that to justify Tourneur's suthorehi,n, "To make the care a
good one rome development from the one pley (i.e. ¢, 7,) to
the other (i.s. A.".) w-~t be ~hown; but ~uch development
never has be=n ~hown, end, i ventu-e to say, aever can be

shown." (19) How anwarr:ated such an attitude is ha- been

emply demonctrated in s well balsnced srticle by /. Jenkins,

who writes: "The tevenger's Tragedy reniains Tourneur's
masterpiece in drama, but between the composition of the two

nleys his mind progressed e ormously. In The Atheist'ec

Tragedy an insti.ctive disgust with hums.:ity has been repls:ed
by & searching e¢nquiry into the fouindstions of hume: life..”
(20). S0 cgain critice arrive at widely differing
conclurions,

I have now not:d three faults in the methode of the
writere quoted =o far, faults wrich are 1 believe respoisible
to a large extent for the confusion in the results of their
work., The<e failings are t-en, firstly, epproasching the
problem from a narrow aspect, i.posing limitations on one's
view; =cecondly, sdopting unjustifisble aims, or fixing
speciel sims of any -ort, which make for a predisposition to
emphasise some and iraore other evidence, +nd thirdly,
edopting a firmly dogmetic attitude. It ies notable that
none has es yet nede the comprehensive =urvey of every facet
of Touruneur's pleyes whi:n would seem to be called for if any

finel decision on the question of author=hilp is to emecrge.
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Even if an all-embrscing study were made, there is no
guarantee that the problem would be =olved. atyle is an
intangible quality in an author's work, and comprices <o many
and varied festures that in the last recort it deflec analy=is.
Moreover, as Profecsor .Wicoll has pointed out (21), en author's
style may vary enormously from one work to another, ceversal
critics in sddition to M, Mincoff and E, H. C. Oliphant have
laid ~trerss on the differences in =tyle and language between

The Atheist's Tragedy and ''he Revenger's Tragedy, noting the

freqguency of light ending+=, fondness for abstract words, (22)
and tr.e use of "hable" and "hsbillitie" (23) as characteristics
of the former, and the easy rhythm and uce of !iddletonisan
words (22) ms =pecial feastures of the latter. Oaxe has even
gone =0 far as to count the number of times the words '"of" and
"to" are.uced ss line endings in the work of Middleton and
Tourneur. (24) Little notice has been taken of the equally

remarkable differencec between The Revenger's Tragedy and the

work of Middleton, as for inctence in the use of rhymed
couplets and "sentences", of which there are 59 in the first

act of The Revenger's ‘regedy, and only 15 in the liret act of

Women Beware \iomen, the play most often compared with it.

In fect Oliphant har =poken of '"the prevelence of rhyme" (25)
as a common characteristic of Middleton's work and The

Revenger's Tragedy, a claim herdly borne out by the feicts.

Shakespeare's plays masy serve to show how much an cuthor's

style snd vocsbulary can chan,e in the =pace of a few years,

In hie e~say "Thc QOthello Music", G. Wileson Knight has <hown
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how distinct is the style of QOthello from that of the other
tregedies; in Qtnello he finds clear, visual images, dctach.d

from each other; in King Lesr and Macbeth, bl:ered, fused,

evocetive iusges. "ifhe (Qthello style,” he se/ss, "ic diffuse,
leisurely like & meanderiny river; the ilecobeth etyle
compressed, concentr:ted and explosive,”’ (2zo) end suus up his

findings later on as a
"eoo cimple {orward-flowin, clarity of di. niliied statement
snd of rimile in pleace of tie cuperlogicael weldling of
thought witi: wolten tucught in the more compre=ced, agile,
end concent-sted poetry of Macbeth and Leer ..... 1l these
reaspects Qthello's speech i=s nearer the rtyle of the
sftermeth of kKlizebethen literat.re, the rettled leva of
that fiery eruption which ,eve us the =o0iid image of
l.arvell and the 'marroresl phrace' of i~owne.” (27)

The differences, it may be noted, which ¢-itice heve obecerved

between The aAthelst's Tragedy end .he_i:cvenger's ragedy are

exsctly eanalosous to those here pointed out between Othello
and Shakespeare's other tregcdies, a di; nified flow, clarity,
end use of eimils, contrasting with s compre~ced metaphorical
style. Vocasbulary agsin i 10 necessary test of authorship.
Another critic hae recently exsrniincd the vocebularices of
fhakespeafe's playe, and summarises hi~ fiadings &= follows:
"(i) “hake~peare was coitinuelly chan_ing portions of nis
vocabulavy. {ii1) Certein worde, reprecenting from thrce to
over ten per cent of the vocabul:~y of a play, were ured only
in that play. (iii) He yreduelly increszed, not the =ive of
the vocabulrry of a play, but the number of once-ured words

in the vocsbulary.”" (28) fo Troilus eid C,e~side has 302,

ijemlet 396, and Xing Lefr 346 words peculiar to itself,
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amounting s~ fer as the fir~t two are concerned, to over ten
per cent of the words uced in the play. The citing then of
the frequency of "hable" and '"habillitie" in Tourneur~'s work

apart from The Revenge-'cs Tragedy, or of the u<e of the word

"myctical” (which alro occurs five tines in Midaleton's work)
in that plsey, cennot be ts:ken too seriously #< evidence of
Middleton's suthor~hip. Any ergument based on vocsbulary
muet have the backing of & mass of other evidence before it
can be accepted,

The difficulty of solving a problem of asuthorship on =&
etyllistic basis i~ sppsrent. Thi= study will be devoted to
an anely=is of the ~tyle, vocebulary end imegery of The

Revenger's Tregedy, with some remarke on The Atheist's Tragedy,

b: =ed on & complete concordance to tre two plays, It will

not be directed specifically towards a decicion on the
suthorship gque~tion, but I hope to a-~emble in the final part
any evidence which the =tudy may produce; however, it is worth
noting at the out~et thaet the contradictory conclu~ions

arrived at by those critic~ who have undertaken the task
indicate that the pirroblem gy be in=oluble.

I have tried to show that previou= diccu-sion of Touraeur's
style and imagery hac been focucsred on certain different
aspecte according to the aim of the critic, and that no
comprehensive =tudy has been made for ite own intriaesic
interest, I have ~uggested also that tnis iney be why the

critics conce:i1ed have reasched ~uch varying conclucions,
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Therefore 1 propose in my examinstion of ~tyle to include
imagery in a very wide rence, the ume of proverbr, or seuatences
or rhyme, verirtio:s in rhythm o~ met-e, snything in fect that
seemg rignificent snd chevncterintic. The guestion of imagery
neede to be examined in rome detell.

The anslyrer of the iiagery of The Revenger's 7T-sgedy and

The Atheist's Tragcedy elreedy mede by M. kincoff end

Mise “llis-}Fermor, heve deslt res;c tively with o»ictorisl,
ornamentsl imeger: "1t im not the rhythm but the ornsmentsl
purpore belind the nicture thaet must be the determining
facto~,"” (29; end with releccted groupe of imsges, taken in the
atrict cenese of metaphor and simile. Yiee Hllie-fermo: hes
eaid recently:

"when we « eak of imagery in thic way we ugenerally find
that we are vesing the teru in that ~tricter snd comewhst
limited ~e¢nee which recent writers have tended to sdopt
when coneidering Shakerpesre, that 1=, elther as co-
extensive with tsetephor, or st moat with the figuresn
¢lo~ely rlllied to meteahor. This is, I believe,
ndvicrble, even though in the ~pecial care of d. eme, the: e
ere cometiien ~emrone for extending it to include the
frontiers of symbolism, description, or even it mey be,
the retting itself," (30).

I have quoted thie to illurtrate thet one of the lesding
critice in the apu~oach to droma through imagery reeli-ce the
limited ecense in which that word hes till now been used. She
reises some very important points in the se¢cond half of this
paesage, for if, s=s ehe maintains, &nd I belleve ie true, the
noat frequent function of imsgery in drame "is that which
revesls or keeps in mind the unde.-lying mood. This not onaly

knite the nl-y together but eni hnelzes by iteraticn - snd by
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iteration whore rppeal is alwaye to the ec.ctions - the idea
or mood which had guided the povt's choice of theme &:nd
shaping of form;" (31) then it is clesr tiat symbolici.,
description end <etting muct be considered torether with
imsery, since they chare this =ane fuaction. How far, for
insteance, doe- the =setting of the opening =cc.e of The

.evenger's Treyedy, where Vindice cynically wetches the

luxurious proces~ion of nouler as he holdes the =kull of his
murdered mistress in hi~ hand, react upon or combine with the
vivid imsgery of his =o0liloguy in the crestion of that totel
irpres<ion of haie, =plendour, lu=t gnd violence sroused <o
well in tie mind of every reader? The ~kull used in the
scene reappears in Act 3 “cene 5 v the inst.rument of desth
of the Duke, & lecher and murderer, axd again the poetry of
thi~ =cene 1s magnificeat. ~ut is not part of the over-
whelming effect of this later =scene due to the ironic and
bitter symbolism of the skull, which hu= been, as it were,
lying dorment ~ince the opening of the play? i~1other writer
has remarked how in Vindice's ~econd =peech to the <kull,
“the com;:lex themes end syiibole of the whole play sre
concentrated into & =ingle magnificent pa=cr_ e." (32) This
pacsage:

no's the «ilke-worme expend her yellow lsbou '+

sor thee? ror thee do'e ~he uadoe hersclfe?
/e Lord-chipes scld to meintaine Lady—¢h§gn

For the poore benecfit of & bewitchiig ninute:
R T, 111.5.708F

end so on, revolves sround the g-isly object in Vindice's
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hand, the skull, which has become a =v.ibol of corruption,
decay, revenge, futility, needlese expence, the waste of
luxury - its connotations are endlece, The effcct of the
verase is continually cnhanced by tris concrete e;mbol, which
draws into itcelf and focusgses all the trains of imagery
running through the play. It is an integreting factor,
linking together and heiihtening the ~ignificsnce of the
lenguage &nd iuagery. It haes the effect of turning a
reference elsewhere in the play to deeth or bone or dJdecay,
couched in the pleinest of lsngusge, into & kind of imege,
rince it &t once bringes all the visugl end aural ccinotatione
of these two scenes into play.

There is another aspect of imsgery which hes ¢ besring
on this, and has not often been explored. words in them-
selves have no ergential mesning; their meaning as Dr. I. 4.
Richards observed, (33) is affected by wordes of <imilisr
csound, by other words whocc¢ meanings overlap, and by the
nature of the context. Where the context is & tragedy such

as The Revenger's Tragedy or The /jthneist's Tragedy, containing

sustained patterns of imegery, (this hae been deronectrzted
in the work of Miss Ellis-Fermor, 4. Mincoff and L. G.
Salings™), the heiphtened snd special connotations given to
a word by some intense and metaphorical pascage, will be
carrieid over in some degree into pacsages where the same
word is used in a plainer or purely deascriptive cense. To.

illustrate this I will exa:ine tne uce of the worgd "poi~on™

and 1ts cognate words in The Revenger's Tragedy. It occurs
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twice ia the opening <oliloquy of vindi:e, where the lasngua.e
ie metsphorical and the emotional level high:
Thou ~allow _icture of my poy<ond love. i.1.17

Thee when thou weirt sppareld in thy flech i.1.35
The o0ld Duke poy-on'd.

There are cnother fifteen ellu-ion~ to ;0i-~on in the remainder
of the play, most of them «traightforwerd, and not nlwaye
occurring rs here in the middle of & vital -peech. Some

have a d=liberate reference basck to vindice's opening word-,
e.g. the Duke'r -

¥any & beauty have I turned to poy-on ii.2.356-7
I the denisll

or the discussion between Lu-~curioso and Vindice in the ssau.e
agcene -
Luss: ;orrible word

Vind: &nd like ~trong poyson eatec
iato the Duke your fathers fore-hesad. i1.2.186-8

or again the Duchess'es remsrk - Low superbly ironical - to
Spurio when encouraging hi~ lu~t for he: -
'tis the 0ld Duke thy doubtfull Father,

The thought of him rubs heaven in thy way,

But I protect by yonder waxen fire

“orget hirm, or ile poy~on hi. iii.0.223-6
But even where the drametirt wakes no deliberste connection,
the weight of the pacsss.e¢e here quoted lies behind wvery
reference Lo poison, and give= the word ites own <pecial a:d
horrible connotetion in the play. vhie word iteelf becomer
alico=t metephoricel, in that it~ emotionel force, vfter it

has been charged with =i _1ificance in the fir-~t ~ce.ie &.id in

these pessage~, i< equrl to thet of sn 1i.cge. S0 Luenmurioso's
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discovery of his dead father -

Lurs: O =ight, looke hether, see, hic 1lipe ere gnawn with
poy-«on.

Vind: How - his 1lips? by th'i:rse they bee. Ve1.104-D
carries a tremendouc impact, recalling «s it does all the
references to pol-on that have gone before. The suthor here
hed no need of an imayge; the word it-elf brliags ocfore us the
Duke's poisonin; of Gloriens, =nd contains all the irouic
ascoclation~ of poetic jumtice. The iteration of =uch wordes
as thie which reverberstc: throuphout the play ylr o & lar e
part in the crestion of the amazing etmosphere. it i~ a
difficult teck to <eparste out the imasgery of & play, and
nece~=a-ily an arocitrary one, depending on one's personal
te~tee, but the «tudy of such worde ~hould, I feel, be included
in sny examination of 1imagery.

For my <tudy of imagee a~ ~uch, I =hall not limit myself
to the vi-~ual or ornsumcntel imege, but include every «ind of
hint st metrchor, Tuisges do ot appeal nece<~arily to any
one of the senceé, but may have con=sidersble effect throu;h
often quite vague implicstion-, Dr. I. A. Richserde goer =0
far es to -ugge=t that iluages demsand not vi~uslizstion, but
rere intellectusl owerene«cs of their implications. (34)

"hie 18 doubtlec~= estretching :he point too far, but indicates
how far . Mincoff i limiting niwcelf in desling only with

ornamental images. “here ere many lnapes in The -evenger's

“rascdy which have practically no appeal to the sensc=, which

-SSR o RSCH
only Ju=t, so to =peak, quelify e= 1image~ through the

trencferred or metaphorical uce of one word. One very large
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group is linked by the cox.oa use 1 verbs of motion in an
unu-ual manner. Yet they could he.dly be g uped under the
csubject heading of "motion” or "bo:illy action”, =<ince thei-
ap.eal ic almost entirely intellectusl. i/ phrace like
"let this talke glide" has 10 visucl, or kian:ecthetic
implicetionr, but erouces a v: gue et of idess connected with
rmotion. Here rre =sonc cxamples {~ om Act i:-~

O ke.pt upoa your {ongue, l=t it not ~1lip 1.2.7>

...e My vengeince =shall reach hi.h i.2.196

... but let this talke . lide i.3.80

;nd thou ~houldet =swell in money ... i.3.86
.e0e deolres

Leveld at & Virgin..... i.3.103-4

A cight that =t ikes man out of me 1.4.8

we heve greefe too, that yet welke- without
ong. 1.:4.28

ieer lct your oths meet .... 1.4.65
it 1= the genersal implic:tion:, the idea or feeli g of uotion,
which is conveyed to us by thie ~uccece~ion of verun; they
have & cunmulotive effect through the play, providing =
dynsmic cuality in the la.guage it-elf, aud glving ¢ =ense of
activity and rectles-uvas to the whol .. “ach 1:s,.es sre an
i. portent vlement in the Qlay's ~tyle, and clearly d.msad
di~cuescion togcther with the more outstsndin; imege:ry.

I propose then to include in my ~tudy of =tyle and

inagey & note of =etting and <ymboli<n, ar :x:winatioi of

what may be crlled key words, wordes which, used uwetephloricelly
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o directl., echo through trc play sni contibute to the
emotional effect, and the kind of ime.e which borders on
direct ~trtement, depending for its effect on the metsap:orical
use often of one word only. for there sre many wordes and
phreces which either b: thoir hi,h cumctional cherge, or by
iterstion, o eopeccisl ciphesie, have #n effoct like thet of
metspiioc, and £id by theil: sug,e-~tivenes= and force of
implication in creetin, the mood of the play tnd the atnocsyhe:e

of evil in .hich its te: ‘ible ticme 1is enacted.
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CHAPTER I

The Revenger's Tragedy
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1. Setting:

The way in which the concrete symbol of the skull
focusses complex strands of imagery has already been examined.
Many other aspect= of setting ere likewise of great i.j o0 tance.
The play opens with a procession "with Torche-light" of the
Duke and his court across the stage, accompanied by a "traine".
The two suggestiéhs of magnificence and darkness here conveyed
visually are implied throughout the play in its language.
Luxury is again visuslised 1i:ii the final scene which has a
dumb-show portraying the estsblishment in office of the young
Quke, followed by a banquet. Darkness (the word "night"
occurs 14 times) has ite customary association with evil. The
murder of the Duke takes place,

+e.s1in this unsunned lodge
Wherein tis night st noone....
ii1.5.20-~1.
The scene (ii.2) of Lussurioso's mistaken assault on his
sleeping father tekes place &t night, and is notable for the
emphasis on the unusual light:
es..18 the day out ath-socket
That it is Noone at kKild-aight?
ii.2.257-8.
This contrast of darkness and light thus stresses also the
ertificiality of the court life, where dark corners are sought
by day, and lights by night:

lest revelling night
When Torch-light mede an artificiall noone.
t 10“- 32-3
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If anything be dambd
It will be twelve a clock at night; that twelve
Will never scape;
It is the Judas of the howers; wherein
Honest =alvation 1is betrayde to sin

1.3.75-9
Now Cuckolds are a quoyning, space, apace, apace, apace
And csrefull sister~s spinne that thread ith night
That does maintaine them and their bawdes ith dseie
If every trick were told that's dealt by night
There are few here that would not blush out right
iio 2.165“‘6
The theme 1is casught up sgain in Vindice's second addre=s to the
skull:
Who now bids twenty pound & night, prepares
Musick, perfumes and sweete-meate=?...
iii.5.91-2
In the court of law (i.2.) and prison (iii.4.) scenes, and
eleo in the fqrmal swearing to revenge over drawn sworde in
i.4., earthly Jjustice, or mor-e properly tie justice of the
court, is given prominence. At the same time Vindice's
constant call on heaven to svenge the sins of earth:
Why do=s not heaven turne black, or with a frowne

Undoo the world - why do's not earth start up,
And strike the sinnes that tread uppon't?

ii.1.275~-7
Has not heaven &n eare? Is all the lightning wasted?
iv.2.173
Is there no thunder left, or ist kept up
In =tock for heavier vengeance?
ive2.223-4

Let our hid flamer bree«e out, a= fire, as lightning
To blast this villanous Dukedome vext with =sinne
V.2.5

provides a contrasting emphasis on divine justice. Finally
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heavenly justice i~ given a visible form in the stage direction
"A blasing-star appeareth” (v.3.3), and an audible form in the
direction "It thunders" (v.3.56). The symbols which Vindice
has called for thus finally appear.

Further it may be noted that the visual connotations of
the skull are enhanced by the introduction on to the stage of
the dead body of Antonio's wife (i.4.) and the use also of the
dead body of the Duke in v.1. as a property.

The emotional impact of these stege effects is not
limited to the particular scene in which they are u<ed, but is
maintained throughout the play by =streams of as-ociated 1mages

and words.
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2, Imagery:
It would be idle to repeast the work of k. Mincoff &nd

Mims ©llim-iuvrrior in anelyring the pley'e Luen.ery under
rabject headings. Their observ:tions will thevcfore merely
be noted, and ¢ fre=sh examination made in & different nsuner
of the lusding themes of thc¢ iurgery. Lics Ellis=Y¥eruior (1)
licted tite inu.es under the heading- of the body, especially
bodily movement and disea~e, building, businers, doue<tic life,
gardening end fermin,, military life, neture, 1rivers and winde.
Tie biincoff (2) has ¢ iwuch fuller anwlysis; his wain groups
are similar to those of Hies gllie-l'crmor; but he notes also
the eiiphesis on Jjewellery, the ure of the words “'bleed" and
"ewell”, water imagery in the use of the words "flow" and
"awim", figures dirived from sports, fighting, tunting, cards,
and refere.ces to the artm, especislly music and the r~tuge.

The ~ubject headings under which these ciitice divide
the imagery are arbitrary, as in fact suy schume of clessifi-
cation is bound to be, and arranged especially for the seke of

comparison with tinc imagery of The Atheist's Tragedy, not

prinarily in order to discuss the sir:le and ucthods of the
suthor, Therefore 1 have li~ted the four lerge~t groups of
imagees clameified sccording to tiecilr general tenor rather
than their <trict subject natter. The two ler et groups

in my clascification are imsges concernedlwith zction or
motion, often bodily action (106 imesge~), :.ad perconification

(66 imagen). The two ~uwsller groupe ere of in: e~ connected
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with luxury or expense, (Ll insger), and those connected with
food or the action of eating, (31 images). The reason for
clasrifying them thus 1s thet these groups comprise the
greater psrt of the images, and create ia lsrge measure the
etmosphere of the pley, filling out the =keleton of the =tory
with thelr imaginetive stress on horror, lust, weaslth and
action. They will be co:iridered not in M. Mincoff's
"decorative" =ense, but sr an ecerential and functional part
of the plsy.

The first two of these .roups ere the most importent in
the play; the distinction between them is slight, except in
80 far ss personification is more liaginative and of stroager
force., For personification as the author uses it is rerely
8 mere invocation, or common-plece attribution of moral or
physical qualities to an abstraction, es in

0 liberty thou sweete and heavenly Dame,
iii.2.6

The Lawes a woman, and would she were you.
1.1.126

Neearly alway: it is more elsborate, endowing an abstract
quality with the power of physicsl or moral avtion, =o meking
the image far more forceful, &s in

..o let not ielentlesse Law
Look with an iron for-head on our brother.

1.2.36
I would thanke that sinne
That could most injury him, and bee in league with it.
1.2.177.

The suthor's vividnesa end originelity ia per=onification i=s
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perhaps best seen in his transformation of the common proverbd

"Pake occasion by the forelock, for she is bald behind" (3),

into,
Has that bald Madam, Opportunity
Yet thought upon's?
i.1.50
and,
...0ccasion, if I meete her
Ile hold her by the fore-top fast ynough.
i.1.108.

The wide range of things personified is also remarkable, not
being limited to the usual abstractions, Law, Chastity, Time,
Age, and so on, but including a sword, tears, midnight, s
jewel, offence, an angle, countfies and stars, as in the'
following:

Sword I durst make & promise of him to thee

Thou shalt dis-heire him, it =hall be thinei?g?$g§;6

Did we make our teares woemen for thee?
111.6.112

gome darkned blushlesse Angle that 1is guilty
Of his fore-fathers lustg.......
111.5.15=6

..other countries
That flow in too much milke, and have faint livers
ot daring to stab home their discontents.
V.2.2=4

More numerous still are images of action or movement,
often epproaching personification so nearly that drawing a
distinction becomes diffiéult or arbitrary, as in

O keept upon your Tongue, let it not =1lip

Death too soone steales out of a lawyers 1lip.
1.2.75
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Often too, as remarked earlier, the image consi~ts merely in

the metaphorical use of some verdb of motion or sction, as strike
enter, cut, walk, ravish, shake, start, ride, wind, run, swell,
and 8o on:-

When his tongue struck upon my poore estate.
ii.1.121

Some father would have enterd into hate.
11.2.296

Cut not your daies for't, am I not ybur Mother?
iv.4.13

«..that his affrighted eyeballs
May start into those hollows.
111.5.152-6.
The images individually are not always notable, though some-
times quite startling:

Your Tongues have struck hotte yrons on my face
1i.1.258.

It 1s the accumulation of words of violence, haste, or
movement, applied to objecte normally inactive or imuobile,
which is =0 impressive, surrounding with an atmosphere of
tenseness and haste every scene in the play. The hasty
intrigue of Act i1i, emphasised in Vindice's,

Nine coaches wsiting - hurry, hurry, hurry.
\ ii.1.228

Now cuckolds are a quoyning, apace, apace, apsce, apace.
11.2.159

the violence of the Duke's death, and the swiftness of the
revenges at the end, are carried over into every =cene, and
permeate the language of every character, As with all the

important imagery of the play, the keynote is mset in the first
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scene, in Vindice's "goe, gray-hayrde sdultery", "Vengence

thou murders Quit-rent....", and "Advence thee, O thou terror
to fat folkes"; and receives its gféndest expres~ion in his
second address to the skull in 1ii.5,

Do's the silke-worme expend her yellow labours
For thee? for thee dos she undoe herself?

where there i1s the double personification of the dead thing
in his hend and the silk?worm. The senr~stion of force and
movement running thus through so much of the play's imagery
provides its most obvious and important characteristic,

Miss Ellis-Fermor and M. lincoff noted the accurate and
well-developed business and legsl imagery, and the frequent
use of jewellery, but through their subdivision of images into
small categories, they overlooked what is really common to

much imagery of The Revenger's Tragedy, the sense of wealth,

iuxury, and expensive living. These images fall into two
connected groups, one having direct reference to wealth, the
other concerned with food and drink. yearly all the 44 1images
I have listed under the heading "Money, expence, luxury", have
a direct reference to spending or payment in some form or other,
Ageain Vindice sets.the kédynote for the whole pley in his
opening soliloquy, where he talkes of,

es.e00the spend-thrift veynes of a drye Duke.
i.1.114

....the artificiall shine
Of any woman's bought complexion....
i.1.25-6
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Vengence thou murders Quit-rent....
oh Eeepe thy day, houre, minute I beseech

For those thou hast determind: hum: who ere knew
Murder unpayd?
101 0“2"6

The Dutchess tries to win Spurio to her lust with money,

Many a wealthy letter have I sent him
Sweld up with Jewels.
102-127"'8

and the reward offered by Lussurioso for villainy is

And thou shouldst swell in money, and be able
To meke leme beggers crouch to thee.
io 30 86"7

It 1= with the 1ideas of pleasure, expressed in food imagery,
and of wealth, that Vindice tempts and overcomes his mother,

O thinke upon the pleasure of the Pallsace
Secured ease and state; the stirring meates
Ready to move out of the dishes, that e'en now quicken
when their eaten
ii.1.222

who'de =it at home in a neglected roome
Dealing her short-liv'de beauty to the pictures
That are a= use-lesse as 0ld men, when those
Poorer in face and fortune then her-selfe
Walke with a hundred Acres on their backs.
iio 1 ™ 236"’“0

and again the food and money imagery is given a consummsate
expresesion and linked inseparably, in 11.5, when Vindice,
falking of the =kull, says

Dos every proud snd selfe-affecting Dame

Camphire her face for this? and grieve her Maker

In sinful baths of milke - when maeny an infant starves

For her superfluous out-slide, all for this?

wWho now bids twenty pound a night, prepares
Musick, perfumes and sweete-meates?

These then are the main threads of imagery, which run through
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the play from beginning to end; these images are used by
every character, although, as with all the play's imagery,
their finest expression is given to Vindice.

These four major groups of images are li=ted in Appendix A
and need no further comment. I have included under images of
eating the many metaphorical uses of the verb "taste", as in

I do embrace that season for the fittest
To tast of that young lady.
11.2.173-4

Had not that kisse a taste of sinne, twere sweete
ii1.5.219

and also the uses of the verb "eat" in the passive, in the
sense of being eaten away by poison, as

My teeth are eaten out

Hadst any left?

I thinke but few

Then those that did eat are eaten.

i14.5.169-72
I have included many minor metaphora, which would not be
clagssified ar images 1f considered for their decorative value;
images depending for thelr effect on a single word; or
pasrages such as the last quoted, which have a distinct
sensory appeal, and fit into the pattern of food images in
the play. Nevertheless, the majority of the images classified
are strict metaphors in Miss 8purgeon's =ense of "any and
every imaginative picture or other experience." (4) The
number of imaeges under these four headings totals well over
200, and comprises the greater pert of all the images in the
pléy.
This is very significant, ~ince it means that the
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imaginative expression of mood in the pl&y, the underlying
emotive atress which is conveyed largely through iterative
imsgery, is concentrated, to s much greater aextent then in
Shakeepeare's plays, on four themes; narrow themes relating
to bodily movement and enjoyment. Thus in place of the
atmosphere of apaciousness, the rense of universal implication,
which apbears in Shakeapeare's t-agedies, there is only a
nenre of speed and violence among little people moving in their

own little world. The effect of the imagery of The Revenger's

Tragedy, its function, is to provide a background of luxury
and bodily enjoyment, to create an atmosphere suitable to the
sordid and =self-sufficing villeinouas court. Ite effect 1ia
one of concentration rather than of expansion. The pley ie
intensely rioral, it is true, and the relation of the characters
to divine Justice and to God is atressed, but there is no
atruggle within the soul; the relation is that between Jjudge
and accused. Except for the mention twice of Italy, there is
no referense from the Duke's court to the outside world. The
unusual emphasis on certailn réatricted themes sgain appears in
a marked streass on groups of itcrative words, as will be ~hown
later.

This quality of concentration gives sdded excitement to
a play dependent for much of ite effect on swiftly moving and
naturally exciting intrigue, and makes it, within its own

narrow limits, immencely powerful. At the rame tine the
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"confinement of the imaginative atmosphere"”, to usce a ph- sse
Bradley applied to QOthello, is marked. He <=aid of
Shakespesre's play, in relation to the other three tragedies
he was discussing:

"we feel it to occupy a place in our minds a little
lower than the other three......Othello has not equally
with the other three the power of dilating the imagination
by vague sugge~tions of huge univer-al powers working in
the world of individuel fete &1d pascion. (5)

Vindice has not the =stature, rank, the ascociations with great
battles and remote countries, or the grandeur of isolation

which Othello possesses due to his colour and his marrisage

with 8 noble white woman. The "confinement" in The Revenger's

Tragedy is greater still.
There are several smaller groups of imagery in the play.
The unpleasant connotations of 80 much of the food end body

imagery, seen in the uce of the verb "to swell"

my braine
Shall swell with =trange invention.
1634133
Thy veines are sweld with lu-~t....
11.2.104

and in the linking of excess in eating with excess i: lust,

And fed the ravenous vulture of his lust.
1.4.50
are further enhanced by 13 disease images; come of the most
striking of them are used by Vindice in the expression of his

righteous indignation, o= in nis reviling of the Duke:

now Ile begin
To =tick thy soule with Ulcere, I will meke
Thy spirit grievous -~ore, it =hall not rest,
But like ~ome pestilent iian tos=se in thy bres=t.
ilio)-189-8
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The greater part of this disease imagery is connected «ith the
temptation of Vindice's mother snd cCa-tiza; the yiclding of
his mother appears to her s1d Vindice as a disease, ner
conversion as a recovery:
O you heavens! teke thi~ infectious =pot out of my
soule,
iv.y.09
I am rccoverd of that foule disease

That haunts too many niothers, kinde forgive me,
Make me not ~ick in health...
. iVOu0135-7

Now the \disease has left you, how leprously
That office would have clin;;'d unto your forehesd.
ivel4,.71=-2
Several of these images are however commonplesce puns on the
word "mother", o~ of =light rcignificance, like "infect
perswasions” (iv.4.141) or “to meke infirme / Your sisters
honor" (iv.2.158-9).
A further group is connected with water, though for the
most part confined to the use of the verbs swim, drown, flow,

wade, fathom, and =s0 on, as in:

As impious =teept as he....
1.105

When griefe swum in their eyes 1ii.4.55
though there is one guite extended cea image:
Our =orrowes sare so fluent
OQur eyes ore-flow our toungs; word~ spoake in tcare-«
Are like the murmures of the weters, the sound
Is lowdly heard, but csnnot be dl=stinguisht.
iiio().“9-52

There is a small number of images connected with =,ort,
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none of them &t all interesting, aad a few building images,
which are more notable for their complexity, as
For thy sake weele advance him, s«nd builde faire
His meanest fortunes: for it is in u=
To reare up Towers from cottagea,
iVO1 oi31 -3
Except for the use of the word-~ fruit and fraitlese in
their common metaphorical sense, there is no nature imagery
until the fourth act, and in particular i1 iv.4, the scene of
repentance and reconciliation between his mother and Vi.dice,
where the curious gentleness of the following images provides
& very appropriate contrast to the normal violence of language

end action:-

Vind: Brother it raines, twill epoile your dagger,

house 1it.
Hip: Tis done.
Vind: Y faith tis a sweete -hower, it dos :.uch good.

The fruitfull grounds and meadowes of her soule

Has beene long dry: powre downe thou blessed dew

Rise Lother, troth this shower has made you

' _ higher.
ivoy.52=7

Farewell once-dryed, now holy-watred meade.
iv.4.94

Two other groups of imagery, imasges of the household,
connected especially with clothing, and images of daily life,
often posasessing a topicel ring, sre fairly f-equent, and have
some affinity with the major .roups of figures of wealth and
luxury. The first of these groups is confined to the first
half of the play, though caught up again in Vindice's tirade

in 1i1i.>, and its chief function seemc to be the crestion of
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a sense of intimacy in the palace scenes of the first two acts,
and especially in 1i.2, the scene where Lussurioso attacks his
father expecting to find Spurio in bed with his mother, The
intrigue and secrecy of the scene is meintained through the
language in =such pessages as:

You shall have one womsn knit more in a hower then any
man can Ravell agen in seaven and twenty yeare.

11. 2. 77-9

«...t0 have all the fees behind the Arras; and all the
farthingales that fall plumpe about twelve a clock at
night uppon the Rushes. - 11.2.90-2

. .++..nNe and the Duchesse
By night meete in their linnen, they have beene seene
By staire-foote pandars.

11. 20123-5
This women in immodest thin apparell
Lets in her friend by water, here a Dame
Cunning, nayles lether-hindges to & dore,
To avoide proclamation.
iio 2.15&‘-7

Of the total of 22 such imeges, 9 occur in this one scene,
including all the more significant ones. The images of daily
life are often plcturesque, and refer of course to London life.
There is no attempt to piovide an Italianate background, apart
from the intrigue and villainy of the =story and the characters'
names, The following passages are specifically topical in
thelr referehce to seventeenth century England; that is to
say some historlcal knowledge ls required for their under-
standing now:

He made a goodly show under a Pent-house

And when he rid his hatt would check the signes, and

‘ clatter
Barbers Basons.

1.2.159-61
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Night! thou that lookst like funerall Heraulds fees
Torne downe betimes ith morning
ii.2.149-50
..20me thaet were l.aides

u'en at Suncet are now perhaps ith Tosle-booke.
I hate em worse then any Cittizens =onne
Can hate =saltwater

111.4.61-2

...tas some eight returnes like Micheeliizs Tearme
v.1.8

....dled like a Polititian in hugger-uugger, n.sde no
man acquainted with it.
Vetl.17
There are also the phrases "strange lust / 0 Hutch lust"
(1.3.65) and "kisse closer / Wot like a Flobbering Dutchman”
(1i1.5.175); the second of these may hasve a special reference
to the sloppy breeches charactcristic of Dutch dress, or more
likely, to the vice of drunkenness comuonly attributed to the
Dutch, (see Appendix D). Both references are derisive,
explained by the .{.Z.D. &8s "largely due to the rivalry and
ennity between the English uand the Dutch in the seventeenth
century" (6).
A small group of images is derived from music &nd drama.
Music seems to be linked in the suthor's mind with feasting

and the luxury of court-life, as is seen in such passages as,

es.oT@VElls

When Musick was hard lowdest...
y Y TR VI

Who now bids twenty pound a night, prepares
Musick, perfumes and sweete-meates?
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Besides the frequent references to music (ten altogether),

there are several images:

Turnes my abused hesrt-strings into fret
1.1.16

.s..Just upon the stroake
Jars in my brother - twill be villanous Musicke
Why Ile beare me in some straine of melancholie,
And string myselfe with heavy-sounding Vyre
Like such &n In<trument, that speakes merry things =sadly
which suggest & more than usual intereat in music.
The references to tragedy or to acting, when the
characters are made to speak of chewselves dramatically, &as
though conscious of acting & part in a play, are derived from

Marston and Chettle. The suthor of The Revenger's Tragedy,

however, uses the device more subtly than either of these tﬁo
writers, whose characters merely step out of their parts and
remark on the play as though they belonged to the audience, as

in Antonio's Revenge and Hoffman(7):

seeesthou and 1I
Will talke as Chorus to tris tragedie.
Intrest the musick straine their instruments
Antonio's kKevenge 1.5

He was the prologue to a Tragedy
That if my decti.ies deny me not
Shall pas=e those of Thyestes, Tereus,
Jocasta, or Duke Jasons Jjealous wife;
So shut our =tage up, there is one act done
Ended in Otho's death; 'twas =momewhat =ingle;
Ile £ill the other fuller.....

Hoffuen /sct 1.

In The Revenger's Tragedy cuch reusrks are integrated i.to the

context and given a double meaning: the character uses thew
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legitimately as imagery, but at the seme tiumc tie sudience

will understand them as supplying to the [luy:

*

Vengence thou Murders [ uit-re.t, and whereby
Thou <houst thy ~elfe Tennant to ragedy

1'10142-3

...violent rape
Has playd a glorious act....

1.4.6

If every trick were told that's dealt by night
There are few here that would not blush out right

Now to my tragick bucinesse, looke you brother,
I have not fashiond tnhis onely for scow

And uc=elesse property; no, it chall beare a part
E'en in it owne Revenge.

1i1.5.103=6

When the bad bleedes, then is the Tragedie good.

Dost know thy kue thou big-voyc'st cryer?
v.3.58

The word '"characters" at i.1.8 is notable, since it possibly
has the modern sense of dramatic characters, or as the :i,s.0.
defines it "a percsonality invecsted with distinctive attributes"”
(cf Appendix D); 1if =0, it is a very early use of the word in
thi= sense, which is otherwise first recorded in 1749. The
ugse fite in too with the other dramatic re¢ference=s in the plsy:
.. g0e, gray-hayrde adultery,
And thou his =onne, as inpious =teept &8 hee:
And thou his bastard true-begott in evill:
And thou his Dutchesce thet will doe with Divill,
Four exlent characters -
1-1014-8
There is too a quantity of wieccllaneous imsgery, for

exsnmple:

Her beesuty wes ordayned to be my scaffold
i.2.71
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It is as easie way unto a Dutchesse
As to a Hatted-Dame
1.201“0-1

.8 Bastard
The curse a'the wombe, the theefe of Nature
1-2.181-2

Ile arme thy brow with womsns Herauldrie
1.2.197

Duke on thy browe Ile drawe my Bastardie
i.2.222

e s WOIIBN ., ¢ o 04 » .....The naije
Is 80 in league with age that now adaies
It do's Eclipse three gyvarters of a Mother

1.3.174=06
..s.this our lecherous hope, the Dukes sonne

11.2.4114
Twixt my Step-mother and the Basterd, oh,
Incestuous sweetes betweene 'em

iV0102u-5

A sexuel emphasis is incidental to much of the imagery
clagsified above, ags is to be expected in & play desling with
lust end incest, end the weight of stress on sex, esnd especiall;
ite vicious aspects, will become apparent in the analysis of
iterative words. The legal imegery, which stands apart from
the rest of the play's imagery because of its technical nature,
is examined separately in the section on "The quality of the
Imagery". The moral emphasis given by the continual
implication of Jjustice on this earth and in heaven, 1is
conveyed through iterative words rather than images.

It remains to note what groups of imagery are sbaent from

the play, for which purpose C. F. Spurgeon's chart analysing

the range of subjects of Shakespeare's imagery (8) provides a
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useful standard of comparison. Animal imagery, common in

Shakespeare, is slmost entirely lacking in The Revenger's

Tragedy. The only individual images are:

How dost aweete Musk-cat?

1.3.36
««.othe Dukes sonne (that moth to honor)....
1.4.37
++..the ravenous vulture of his lust
1.4.50
Do's the 9ilke-worme expend her yellow labours?
iii.>.75

«...hee brings flesh-flies after him, that will buzze
agalinst suppertime, and hum for his comming out.
Vel.11-12

For the rest there ere only commonplece and genersl images;
the Dukes sons sare called "cubs" (1.2.2145); serpent, monster,
beest, are used &s opprobrious epithetes, u=ually with a moral
implication, and "aesse"™ is used (v.41.169) to mean fool.
Another notsble festure is the abeence of classical imagery,
the only two sllusions being to the "Phoenix" (1i.3.111) and
the "Syrens tongue" (ii.1.61). Nature imagery, which heeads
the list of imeges in most of Shekespeare's plays, plays a

very small part in The Revenger's Tragedy. Thus three large

groups of Shakespearian imagery are missing from this play,
and there are no other kinds of imagery to compensate for the
resultant lack of breadth. Imagery 1is as frequent as in
Shakespeare's plays, but its range i= narrower, and its major

categories used more intensively. The effect is of vigour

and concentration.
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The scheme of clasesification of imeges which I have
adopted here has thus demonstrated what M. Mincoff ignored,
the fundamental stress in the imsgery of the play, which is

of bodily movement, speed and exertion.
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3, Iterative Words:

The domineant images of personification and action are
strengthened by & very large number of references to all parts
of the body, especislly to the tongue - 31, hend - 20, eye =26,
face - 19, hesd -~ 13, forehead - 10, and cheek - 10, The use
of these words is largely imaginative; the author employs
them not merely in direct reference to the part concerned, but
as vivid and vitel =synonyms for more prosaic modes of
expreassion, realising meny shades of meaning. Thus "tongue"
often means speech, voice, or langusge, a faeirly common usage;

but in The Revenger's Tragedy the bodily sense is retained and

the common expression enlivened by =stress on physicai action,
as in:

s« if our Tongs
Were sparing toward the fact...
1.2.64~5

0 keept upon your Tongue, let it not slip .
i.2.75

Ladies...tongues as short and nimble as their heeles
i.2.204

when his tongue struck upon my poore estste
ii.1.121

Did with her tong so hard beset her honor
11.2.61

Your Tongues have struck hotte yrons on my face
11.1.259

.s.e.Where we greet in fire

Nimble and desperate tongues.....
iv.2.50

...no tong has force to alter me f'rom honest
ivel4.163
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80 "face" is used to indicate externalities, outward shows

covering rotten interiors:

Courtiers.....
Putting on better faces then their owne ‘
i.4.35

.....that offence which never yet
Hed face to beg a pardon
ii.2.3053

Dos every proud and selfe-sifecting Dame

Camphire her face for this?
iii- 5087‘8

...Mmay not hereafter times open in &s faire faces as this
vel.124

Tis murders best face when & vizard's on
Vel.197

The forehead is used as the body's most prominent feature
in a variety of subtle ways, from the suggestion of guilty

conscience in

oo With what fore-head can I looke in her
iv.4.105

to the very complex

Throwne inck upon the for-head of our =tate
i.2.7

80 "cheek" and "eye" are used, smometimes slmost persoaified,
endowed with the ability to act as though 1live things:
Wwhich most afflicting sight will kill his eyes
Before we kill the rest of him
ifii.5.75

who can perceive this? «rve that eteracll ecye..
1.3.74

No, I would ralilse my state upon her breet
And call her eyes my Tennants....
ii.1.108
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oo this cheeke
shall still henceforward tuke the wall of this
ii.1.51

Complementary to this =tress on the members of the body,
considered often as active ugencles, is tue repeated use of
verbs of motion and violence, both imaginatively and straight-
forwardly - fall appears 19 times, strike 11, ride 11, enter 8.
cut 9, swell 6, ravish 4, beget 8. The haste and action of
the play are emphesised not only by images of action, but by
the repeated use of s group of vivid and =triring verbs.
S8imilerly the other two groups of listed imagery, those
connected with roney &nd food, are reinforced by groups of
iterative words, listed in Appendix B.

The four grouba of images listed in Appendix A contain
many of the words placed under the rame headings in Appendix B;
but whereas therelgre 172 images of personification and bodily
action, ti.e references to parts of the body, and iterated
(i.e. occurring 3 or more times) verbs of action, total 394,
or well over twice as many. The respective proportions of
the other two groups of images to iterative words are similar;
LYy images relating to money and 111 words; 31 images of food
and eating, end 64 words. Thus the dominent groupe of images
are reinforced by an egual or géeater number of additional
iterative words.

The use of the word "poison'" has been anslysed in deteil

(cf. pp.10~18) to show how the connctations :iven to it in a

me taphorical passage are carried over to some extent intc
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more prosaic passages, and endow the word whenever it occurs
with a hel . htened =ignificance. It would not be pos=sible to
examine every word in this way, but it is evident that the
iterative words examined above have this function of apreading
the connotations of the imagery and increesing its force,
Image and word interact on each other and strengthen the
emotional impact; and elthough the reader or sudience is
perhaps not always awere of this process it is very significant
in entablishing the pace and mood of the play.
Other important groups of iterstive words do not reinforce
image patterns, but themsclves establish certain aspects of
the play. This is specielly true of the "intense pre-
occupation with ethics” (9) ro often observed, and one critic
has =stated (10):
"Recurrent schemees of imegery sre not....the main
device on which Tourncur depends. The principel effect
of the =suntained sssault against the triumphent corruption
of the life represented by the Duke's court comes from
setting its keenert derlres and its most cherimshed vealues
either explicitly, or for the most part, by inference,
against the contrasting nessure of temperance and vi-tue,
‘and its vanities sgainst the oblivion of death."
This "susteined assault" is carried on largely by the iteration
of words connected with'aex in its vicious aspects, sin, sand
crime, a1d convercely of words relating to Jjudgment, earthly
and divine, and punishiment of crime. The constant stress on

death as the great leveller completes this psttern.

The words used to deacribe the affairs of the Duke's

court imply a moral condeumnation. "Lust" and "lu=tful” occur
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20 times in the play, slways in & bad menre, adultery end its
cognates 8 times, incest 5, rape 6. The atmosphere of
immorality is atrengthened by the frcquent use of the words
bawd, harlot, cuckold, drab, atrumpet, whore, slut, pander,
There is too a corresponding atress on the chastity of
Castige and Antonio's wife. Besides this cmphesis on sex
(151 references) there is constent reference to vice and
virtue in general, erpecially to the concept of sin, the word
appearing 30 times in the play. kven the o0ld Duke:

Ky haires are white and yet ny sinnes are Greene
) 11.2.359

and Spurio:

Had not that kirce & tarte of ainne twere swecte
1i1.5.219

are conscious of it, The rense of deceit and wickedness
appears too in the words "fal=e", uced 16 times, "tresson™", 13,
"wicked" 7, "wrong" 11, "bese" 14, "unnetural" 8, "rhame" 17, |
"villain"” and "villeinous" 41 times,

Complimentary to this ~tresa on corime sre the many
references to justice on earth and in heaven. The words
"law", 19 times, "prison" 11, "Just" 12, "doom" 9, relate to
the juetice finally vindicated by Antonio's condemnation of
Vindice. The Jurtice of the next world receives a still
greater emphasis in the repeated rcferences to hell, 18 times,
the devil 15, demnation 17, and in particular to h¢aven, 31

times. Heaven is spoken of u-cually s~ an active agency able

to interfere in human affairs, or as a euphemirm for God, and
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Vindice regerds himself as heaven's instrument of vengeance,
his task,

To blest this villanous Dukedome vext with sinne6
V.2,

There are also a few biblical ullusions, to Judes (1.3.78),
Lucifer (1.5.82), the reventh commandme.t (1.2,162), ond
terms llke "salvation™ and "grace" which hauve rpeclal
religious connotetions are¢ used. Referen-e has i l-cudy been
made to the atapga d.orectiona calling for tiuader gnd &
blazing star, tie <viiencer of divine power.

To complete the atmomsrhere of moral indignation there is
an unusual number of references, 220, to dying and things
connacted with death, The word "death® occurs 34 times, "die"
L2, "kill" 24, "murde»" 29, ".oison"17, and "Jead"™ 10. All
these referencen, +~ich sverage aluort one in every 10 lines,
are caught up in the ocentral aymbel of the skull and in
Vindice's two great specches on daath as tne inevitable end
of all grandecu: and wesalth.

0f other iterative words only = few are intere-ting cor
occur very frequently. There ére ome rafarencea to heat.
espacially "fire" which occure 15 times, and to c~ldaeas, the
former related to the themees of lu~t e&nd luxury, and the
latter related to chastity, The author has certain favourite
inter jections and modes of sddress, such az “faith", 46 times,
wo!" 88, "ch!" 69, "I" (i.e. the modern "ave™) 30 times. The

words "grace" and "honggr%»de used commonly ss terms of
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addre=s, and most other iterstive words, “court", "mother",

and =20 on, relate directly to sctting or character,



(53)

4, Nature of the Imagery:

The author of The Revenger's Tragedy has great sensitivity

to the manifold meaning of words, and as Miss £E; Holmes
remarked in her pioneering study of imegery in Elizabethan
drama (11) "....shapes much of his metaphor by means of plays
on words, from the obvioue punr to that quick perception of a
word's hidden associations which is & metephysical quality."
Indeed he seems unable to resist the temptation.to make s pun,
end the play contsins nmany which are obvious and cometimes
tedious:

Save Grace the bewde I seldome here Grace nsm'd 8
1.3.1

cessetheres & doome would make & womsn dum
iv.1.43

Some of these are lsboured over several lines, as though the
author is anxious to display his cleverness, suggesting perhaps
2 lack of discrimination such as might be expected in an esrly
work:

Moth: O fie, fie, the riches of the world cannot hire a
mother to such a most unnatural taske.

Vind: o, but a thousand Angells can;

Men have no power, Angells must worke you too't

The world descends into such base-borne evills

Thet forty Angells can mske fourscore divills
11. 1 096"1 01

There are'too many passages of brillisnt play upon words, as

when Vindice interrupts Hippolito and Lussurioso:

Lus: For which I was within & stroske of death
Hip: Alack Ime sorry; e'foote just upon the =troake

Jarg in my brother - twill be villanous Mucicke
iv.1.29-32
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or in the temptstion scene:

Moth: Oh 1if I were yong, I should be ravisht

Cast: I to loose your honour.

Vind: 81id how can you loose your honour?
To deale with my Lords Grace?
Heele adde more honour to it by his Title
11.1.215-9

where the various connotations of “"ravisht", "honour", and
"grace" are revealed, charging the passage with several layers
of meaning.

This imaginative grasp of the connotations of wordes is
very important, for it appears throughout the imagery of the
play, end contributes much towards the force and penetration
of the shorter images, and the logical and clear development
of the longer metaphors. It enables the author to achieve
concentration by the use of words in more than one sense, &s
in:

I'me lost againe,. you cannot finde me yet
I'me in & throng of happy aspprehensions
iii. 5. 32

It enables him also to develop an image consistently by
catching up the implications of words ss in:

To have her traine borne up, and her soule traile ith
durt
iv.4.81

or sometimes in extended images:

No, I would raise my =tate upon her brest
And call her eyes my Tennants, I would count
My yearely maintensnce upon her cheekes:
Take Coach upon her lip, end all her partes
Should keepe men after men, and I would ride
In pleasure upon pleasure
11.1.107-12
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. Impudence!
Thou Goddesse of the pallace, Mistris of Mistresses
To whom the costly-perfumd people pray,
ctrike thou my fore-~head into dauntlesse Marble;
Mine eyes to steady Saphires: turne my visage,
And 1f 1@ must needes glow, let me blush inward
That this immodest season may not spy
That scholler in my cheekes, foole-bashfullnes,
That Maide in the o0ld time, whose flush of Qrace
Would never suffer her to get good cloaths
10 30 7"'16
Here the "Mistris of Mistresses” links with the contrasting
personification of the "kaide in the o0ld time", "“costly-perfumd"
with the "good cloaths" of the last line. The development is
easy and clear, and confusion or inaccuracy is very rare in the
play's imagery.
Another feature of this play's imagery is its "radicsl"
quality, to use & term invented by H. w. Wells. He writes (12)
"Radical imagery occurs where two terms of a metaphor
meet on a limited ground, and ere otherwice definitely
incongruent. It mekes daring excursions into the seemingly

commonplace., The minor term promises little imaginative
value".

This type of image he states is common to Donne, the master of
it, Chapman, Marston, Webster, and Tourneur, and suggests that
it is "eminently drematic’”. Cf wWebster and Tourneur he says,
"Few dramatists exceed these two in this thrusting, rapier-like
art” (13), i.e. in the artistic use of radical imagery. Miss
E. Holmes hss likewise observed the "metaphysical" quelity of
Tourneur's images, how "the quality of his metephors, deteiled
and ironicelly witty, links Tourneur with the metanrhysiceal
poete”. (14)
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This metaphysical quaiity of the imagery lies not in a
curious search fdr remote and intellectual anslogies, to be
seen in webster's work, or in playing with profound ideas in
the manner of Donne. The analogies used are hot technical
except in the case of ilmages drawn from the law; they do not
seem to have been chosen in order to startle by their strange-
ness, as in the work of Donne &and Webster, They appesar rather
as & nctural and integral part of the play - if they do atartle,
it is by the daring association of something quite triviasl with
a deep emotion, and not through a conscious intellectual
display:

Your tongues have struck hotte yrons on my face
1101 Q258

Hell would look like a Lords Great-Kitchin without fire
int
ii.1.279

Now must I blister my soule, be forsworne .
i1.2.41

Ah the fly-flop of vengeance beate 'em to peeces
Velotly

the maeid iike an unlighted Taper
wWas cold and chaste.....
11.2.63
These images have a close relationship with those of the
"metaphysical™ poets, in that they have no romantic
gssociationn, and in their exploration of the imaginative

posaibilities of the minute aand trivial. The "metaphysical"

poets differ from the author of The Revenger's Tragedy in that

their exploration wes deliberate, lesrned and self-conscious,

whereas his wes largely unintellectual and unself-conescious.
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The only field in which the author shows any learning is
in lew, and in some of the legnl images there is a curious and
exact metaphorical use of terms which, to judge by the evidence

of the New English Dictionary, were either new o: not in

common use, and somewhat abatruse, The most notable example
is:

Venpgence thou murders wuit-rent, and whereby
Thou shoust thy selfe Tennant to Tragedy,

Oh keepe thy day, houre, minute, I beseech,
For those thou hast determind

ic 1 0“8"'51
Two American scholars who heve examined the references to the
law of property in Elizabethen drema say of this peassage: (15)

Renta of ascise were established rents of freeholders .
and ancient copynolders of a manor, which coald not be
departed from or varied. Those of the freeholder were
called chief rents; and both were called gquit-rents,
because the tenant was quit and free of all other services.
Cyril Tourneur is the only dramatist to refer to quit-rent.

There are seversl other references to technicel legal terms,
again brought accurately into sn image:
'..they cennot so much as pray, but in lsasw, that their
sinnes may be remov'd, with a writ of Error, and their
soules fetcht up to heaven, with s sesarara.
iV. 20 65"’8

I could verry it not so little as thrice over agen, tas
some eight returnes like Michaclmas Terme
VQ1 08"’9
To 8 slight extent then the author may be sald to be
"metaphysicel” in a further sense, in that he draws inspiration
from a branch of learning, and displays his knowledge. For
H. J. C. Grierson defines the metaphysical poet as one who

"...in the full sense of the word finds his inspiration in
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learning....in the world as science and philosophy report it."
1 16) The terme used in the images quoted sbove are technical,
require some knowledge for comprehension end may well have
been unintelligible to many of the sudience.

"he main features of the imagery in The Revenger's Tragedy

are thus a clever and witty plsy on words, precision and
clarity; great force and penetration in the shorter metaphors,
which often gain by the triviality yet Jjustness of the compar-
ir8on made; careful elsborstion of the longer metaphors; and

a connection with "metaphysical"” imagery, both in the use of
the "radical™ image, and in the conscious display of knowledge
in legsl imagery. The genersl impression sll this gives is of
a conscious and careful litersry artist at work, rather than
the "ease and facility", "breathiess succession”™ of metaphor,

and "swift compression" noted by M. Mincoff. (17)
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S5.Limitations of the Author's HNethod:
It is intere=ting to consider why The Revenger's Tragedy,

‘with its weelth and often its maegnificence of imagery, has not
achieved the popularity or the status of, for instance,
Shakespesre's Treagedies, Shake-peare always provides s
breadth of background. Othello is associated with a host of
strange and fer-off places, :scbeth snd Hamlet both with their
own countries and the supernatural world, Antony with the whole
space of the universe. The fate of the world is involved in
Antony's actions, the fate of a nation in lacbeth's, Hamlet's
and Lear's, the fate of a great city in Othello's. Their
personsl tragedy thus affects massers of men and 1s universalised
And this is brought about largely by means of imagery and
vocabulary. ~The word “"world" meaning universe'echoee L0 times

through Antony end Cleopatre; sleeplessness, darknec< and

blood sre the key notes of the language in lecbeth, &nd Lear's
actions heve the bsckground of persistent storm snd wild beast
imagery.,

This kind of background is lacking in The Revenger's

Tragedy., The scope of the imagery is more restricted and more
concentrated on narrower themes than in “hakespeare's plays,
where nature imagery nearly always predominatese. There are
none of those images of vague immensity which are so effective
in enlarging the atmosphere of “hskespeare's plays:

In the dead wast and middle of the night
Hamlet 1.2 198



(60)

There is practically no reference to the world outside the
Duke'a court, so that the whole significsnce of the play is
confined. Vindice is not identified with humanity, as all
Shakespearc's heroes sre in some measure, or with natural
forces, as is Lear, or with supernetural forces, as is Macbeth,
and he lacks their stature. The repetition of worde defining
“mood and ection is more frequent than in Shakezpcare's playe,
and this too contributes towards the confinement and narrowness
of the play. The following table illuntrates how extraordi-
nary the repetition of wo:ds cof desth is compared with that in

Shekerpeare's tragedies:

die death kill murder Total

Hemlet: 15 38 11 13 77
Othello: 18 w19 13 64
King Lesr: 11 20 6 5 42
Macbeth: 12 20 8 16 56
Revenger's

Tragedy: ue Sl4 24 29 129

There sre two conclusions of significance to be drawn
from the remarks asbove, Firatly it is evident that the
grestness of a poetic drama has no necesaary relation to ite
wealth of imagery and vocabulary, but in so far es it is
dependent on the lenguage, derives from the weelth of

sgaociations brought into play. cecondly the place-nswmea of

Qthello, the political discussions of forei,n wers, rebeilions,
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the affairs of Denmark, Venice or Scotland, take on a new
significance a=s & functionel part of the imegery of Shakespeafgs
tragedies, humanising and universalising the action. The
locelimsetion of scene in & perticule: plece does not matter,
but the locallsation of the &sction in numenity, ite relation

to a country or to the world is ivportant, and this The

revenger's Tragedy lacks.
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6. Versificetiong

Since the greater part of what follows under thie heading
is an examination of the errangement of the text of The

Revenger's Tragedy, with a series of proposed alterastions in

the line arrengement of the quarto snd the various re-
arrengements which have been made by recent editors; it may
be as well to prefece what might otherwise sppear drastic or
entirely s matter of personal opinion, with = quotation from
a leading suthority on textual questions, Dr. i. W. Greg. It
is perhaps all the more necessary to do this as none.of the
critics of this play who have so far been cited has made sany
observations on the state of the text. This is strenge since
nmuch of the argument concerning the suthorsghip and date of the
pl#y has bean based on its style, and if my conclusions are
correct, some of the evidence brought forward by those who
claim a late date, maturity of atyle, and Middleton's sasuthorship
is shown to have little or no validity.

This quotation from Dr. Greg's recent The Editorial Problem

in_Shakespeare (1942) has a pertinent bearing on all that
followe: (18)

The author....was we may suspect, often loose in his
habits, and it would be unwise to attach any great
significance to what he appesrs to have done. The blank-
verse line was iitself an elastic unit, and Shakespeare at
eny rate, especially in his later work, did not seek to
cut it to a rigid length. But Quite epart from this an
gauthor's scribal practice was often lax: he would run
short lines on to others merely for convenience of writing
or to economise space. Shakespeare, 1f he was the author
of the famous three pages in Sir Tuomas More, wrote four
lines as two at the foot of one page. Moreover, an author
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sometimen crowded edditions into the margin of his
manuscript in such a way that the metrical structure
was obscured, in which case the printer was ceduced
either to setting them as prose or to cutting them up
as best he could in accordance with his own ideas of
verse. Also the absence of cepitalization ia the
manuncript tended to obacure the distinction between
verse and prose, and it is not uncommon to find the
printer mirtaking one for the other. It follows that
as & rule no great importance attaches to the line
divizion in early printed texts, and sn sditor may be
mainly guided by his own sense of the fitness of the
verse.

8everal critics have commented on the irregulerity of the

verse of The Revenger's Tragedy, as though it were a sign of

great strength and maturity in the asuthor; both E, H. C.
Oliphant and M. Mincoff are inclined to consider this
irregularity as evidence for assuming the play to be a later

work than The Atheist's Tragedy. In this they are perhaps

following the lead of J. C. Collins (19), who said in his
introduction to 'The Plays and Poems of Cyril Tourneur":- "Now

1 em convinced that The Atheist's Tragedy, instead of

succeeding, preceded The Revenger's Tragedy; and feel thet

this must be self-evident to every reader who has the slightest
pretension to any criticel insight."”

Oliphant uses this irregularity of verse &= & criterion
of asuthorship, noting as Middletonian the charscteristic
", ..slurring of syllebles so &8 to crowd 14 or 15 or even more
into the limits of a pentameter" (20). It would appear to
be absurd to suggest that 15 or more syllables can be crammed

into the blank verse line, but this statement has not been
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questioned, Both Oliphant snd Mincoff assume the astrange

textual variations in The Revenger's Trogcedy to be the author's

own,

It ies worth conslideriig therefore, how fer the
enormously long lines and frcedom of verse remsrked on by
these writere ere due to the mistakes of the compoaitor or
8 bedly srrenged manuscript in the first place, end to the
aubsequent bungling or misreading of cditors, Aa evidence
1 shall compare & number of pamssuges ae printed in Professor
sicoll's text, i.e. the text with only slight elte-stions of
the originael quarto of 1607, with the following recent
editions: the edition of J, C. Collins in 1878 (21)3 the
"Mermaid” edition (22), the text of which is followed in the
edition of G. Rylsnde in 1933 (23); that of G. B, Harrison in
the Temple Drematiste feries, 1934 (R4); and E. . C. Cliphents
own edition. 1929 (2%), where the derivation of the text is
not given,

Hany peasasges ss printed in the quurto demand re-
arrsngenent. There is much umixture of verse and prose, which
the compositor often éeema to have been unsble to sort out,
and it ies sometimes dirticult to decide how pasmagéa where this
confusion occurs should be anrranged. One charscteristic of
the originsl printing is the plecing of en extra helf-line of
Qorae on the sams line as the full pentamﬁtcr which should
precede or succeed it. An exemple of this which all the

editors have observed and rearranged is the following:



(65)

Duke: I know twes but some peevish Moone in him: goe
let him be releerd,

Super: Sfoote how now Brother?
i1.2.315=6

which cleerly should be:

Duke: I know twas but some peevish Moone in him:
Goe let him be releasd.

Super: Sfoote, how now Brother?
A little later on in the same scene occurs, as the beginning of
a speech, snd preceded by a full line of verse:

Duke: Tis true too: here then receive this signet,
doome shsll pesse.

the rearrsngement cslled for here has not been so obvious to
editors. Collins &nd Harrison msde no alteration; both
Rylsandes and Oliphant altered it to ’

Tis true too; here, then, receive thie signet,

Doom shall pass;

- Direct it to the Judges, he shall die.

thus giving it an irreguler verse pautterny Now it is a
common device of Shekespeare to allow a comment such as "Tis
true too" to stand by itself a@s & line, out of the verse

pettern, se in Qthello:

Go leave ne.
I will in Cassio's lodgling lose this napkin,

iiio 30 5214“5

It also occurs elsewnere in I'he Revenger's Tragedy:

But to the purpose,
Lest evening predecessor unto this

101073")4
and in the pasecage under discuseion it is drameticelly

gppropriate, and metrically more satisfectory taken thus, as
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a pause is demanded after "Tis true too", while the Duke makes
up his mind:
Rather by all mens voices worthy death.

Duke: Tis true too;
Here then receive this signet, doome shall passe.

A similar passage demanding rearrangement occurs in Act v:
Hipp: Brother how happy is our vengeance!
Vin: Why it hits, past the apprehension of indifferent

wits.

VQ1 01“3"”4
Here the rhyme "hits" - "wita" indicates the true line

arrangement, especially as Vindice's previous two lines are
a couplet, and Harrison, Oliphant and Collins do rearreange
them in the natural verse pattern:

Hip
Vin: Past the apprehension of indifferent wits.

Brother how hsppy is our vengeance! Why it hits,

But this apparently obvious alteration escaped the editor of
the "Mermsid" text and Rylsnds, who arrange the passage thus,
in verse:

Hip

Vin: Why, it hits past the spprehension of
Indifferent wits.

Brother, how happy is our vengeance!

There are many more examples of long lines occurring
throughout the play; the arrangement of all of them is not
80 obvious as with the examples given above. Thus the quarto
has:

4 Nob: Good morning to your Grace.

Duke: Welcome my Lords.

2 Nob: Our knees shall take away the office of our

feete forever.
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Herrison end Collins make no alteration; Rylands makes what
would seem to be the correct emendation, teking the Duke's
"welcome my Lords” as a mere greeting which 1s not in the
verse pattern:

1 _Nob: Good morning to your Grece -

Duke: Welcome my Lords

2 Nob: - Our knees =shall take
Away the office of our feete for ever......

But Oliphant prefers to srrange this into more irregular verse,
carried on from the Duke's las=t speech;
Duke: He shall be releesde suddainly.
Enter Nobles

1 _iNob: Good morning
To your Grece.

Duke: Welcome my Lords.
2 Nob: Our knees shall
take....
The line:
Maintaine such a false answer®Y beare him straight to
execution
Veie135

is rearranged by Harrison, Oliphant and the "Mermaid" editor,

though not by Collins, into the blank verae pattern:

Maintaine such a false answer? beare him straight
To execution.

Therefore it is surprising to find:

Some father dreads not (gone to bed in wine; to =lide
from the mother
And cling the daughter-in-law,
Qome Uncles are adulterous with their Neeces, ¢
1.30 7-9

not altered by either Harrison, Collins or Rylsesnds, but oaly
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by Cliphent, into blank verse:

Rome father dreeds not (gonne to bed in wine)
To slide from the mother, and cling the daughter-in-law.

In the same speech, moreover, occurs:
| Save that eternall eye
That see's through flesh and all, well: - If eny thing
be dambd

It will be twelve a clock et night; that twelve
Will never ncape;

It is the Judes of the howers; wherein
Honest salvation is betrayde to =in.

1630749
dot one of these editors has altered this peseage, and one
prerumes the second line in it is one of the 13-sylleble lines
which Oliphant would have us resd es & pentameter by slurring
of syllables. It seems much more reasonsble to srrenge the
pasnage into normel blank verse, into which it falls ee=ily,
with a short line, ar at premsent, before the couplet:
Rave that eternsll eye

That see's through flesh and all, well: - If any thing

Be dambd, 1t will be twelve a clock at night;

That twelve will never scape;

In each of the examples quoted from the original text a
line runs on far beyond ite natural length, and is brought to
an end by some mark of punctuation, 1t would eppear that the
compositor in each of these cares printed the line according
to its meaning, not its umetre, and carried it on until he came
to & pause, The carelessners of punctuation which Profersor
Nicoll noted (26), seems to extend to the line arrangement

also. The fault may belong to the author or scribe, asince

there are many perrages half in verse and half in prose, and

the compositor may heve been et times unable to distinguish
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one from the other, and been forced to proceed by guess-work.
Whatever the origin of this confusion, it is evident that
'succeeding editors have not done much to remove it, and rarely
sgree as to the correct line arrangement.

Not only have they failed to remove confusion, but they
have mede it worce by =till printing as verse pascages printed
80 in the quarto, but which mske extremely bad or sometimes
impoesible verse. An example 1is:

Lus: But ile recover to his ruine: twas told me lately

I know not whether fal-lie, that you'd a brother.
iv.1 .Lt9"50

A greater blunder =still is the mechanical chopping up into
verse (which, it may be observed, is M. Mincoff's complaint

against the verse of The Atheist's Tragedy) of passages printed

originelly as prose. The quarto has:

Lus: Nay then I see thou'rt but & puny in the subtill
Mystery of a woman:- why tis held now no dainty
dish: The name

Is so in league with age that now adsaies
It do's Eclipse three quarters of a Lother,

103.17}-6
This is printed entirely es verse in both Oliphant's text and
the "Mermaid” edition, as follows:
Lus: Nay then, I see thou'rt but a puisne
In the subtle mystery of a woman.
why, tis held now no deinty dish: the name....,
(For some reason these editors have seen fit slso to alter the

quarto spelling "puny" to the older spelling '"puisne"),

Again the quarto has:
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Ifaith '"tis true too; ime an uncertaine man,

Of more uncertaine women; may be his groome a'th

«table begot me, you know I know not; hee could

ride s horse well, & shrowd suspition wmarry -

hee ws~ wondrous tell, hee had his length for

peeping over helfe shut holy-day windowes......
1020153"7

Both the "Mermaid'" edition and Oliphant divide this into verse:

Spu:

Ifaith 'tis true too: I'm an uncertain man

Of more uncertain womsan. Maybe his groom

O'the stuble begot me; you know I know not!

He could ride a horse well, a shrewd suspicion
marry -

He was wondrous tall: he had his length i'faith

For peeping over haelf shut holyday windows.

Thus very irregular, if not impossible, verse is created by

rearranging passages of prose,. It 1s worth remerking that

cuch edltorial treatment is mcted out in a haphazard fasnion,

for some pascages originally printed as prose, or half ver-ce

and half prose are allowecd to stesnd in thene recent editions,

Perhaps the ctrange=t of these resrrcangements is that made by

Oliphant of the last pert of i1ii.6, where Ambitioso end

Supervacuo discover that their plot has gone swry, snd Spurio

has been hanged instead of Lussurioso. They break out into

a series of ejaculations:

L d
*®

5 E
g8 |c
o

Sup:

EE

Plagues.
confusions.
DarkKenesse,

Divils.
111.6.100"3

and so on, all of which .liphant prints ss verse. The scene

ends:
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Amb: Did we dirsemble?

Sup: Did we make our tesres woemen for thee?

Amb: Lau;h &nd rejoyce for thee.

Sup: Bring warrant for thy death.

Amb: Mock off thy head.

Sup: You had & trick, you had & wile forsooth.

Amb: A murren meete 'em, there's none of these wiles

that ever come to good: 1 see now there is
nothing sure in mortalitie but mortalitie; well,
no more words, shalt be revengd ifsaith. Come,
throw of'f clouds now brother, thinke of vengeance.
11i.6.111-22
and a couplet rounds it off,. The whole pascage is epparently
prose, only one line "7ou had a trick.." having the ring of
verse about it. But Oliphant prints it entirely as verse:

Amb: Did we discemble?

Sup: Did we make our tears

women for thee?
Amb: Laugh &nd rejoice for thee?
Sup: Bring warrant for thy desth?
Amb: Mock off thy head?
Sup: You had a trick, you had a wile for=ooth.
Amb: A murrain meet 'em there's none of these wiles

That ever come to good: I see now there's

Nothing sure in mortality but mortality

Well, no wmore words, shalt be revengd ifaith,
This again seems to be mechanical chopping up into 5-beat
lengths, sand the line "That ever come to good: 1 =ee now
there's", extremely bed s it =tends, becomes impossible as

verse, if the original "there i=" is replsaced. Thus 1t is
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evident that much of the irregularity of the verse in The

Revenger's Tragedy is the responcibility of modern editors,

who have sllowed ebrurdities of the originsl text to remain,
and eadded some of thelr own; and one of the most culpeble of
these editors is &, H., C. Oliphant, who finds "13, 1&, 15 or
ﬁbre 2yllablea" crammed into the limits of & pentameter, and
uces this a= evidence of Middlecton's cuthorship of the play.
It seems that much of this cramming is due to himeself, A
pessage originally printed as verse, but which mekes nonsense

as verse, is:

Amb: Now brother, let our hate axd love be woven
80 subtilly together, that in speaking one word
for his 1life,
We may meke three for his desth,
The craftiest pleader gets nost gold for bresath.
ii.2,277-80

The "Mermaid" e¢dition and Collins print it in the same maanner,
but Oliphent, not content with such extreme irregularity - in
fact the pascage can only be read s prose - aslters it to:
Amb: iJow brother, let our hate and love be woven
80 =ubtilly together, that in speaking

One word for his life, we may make three for his
death,

thus again meking fresh irregularities of his own. S0 in
the same scene the passage:
Duke: You upper Guard defend us
Duch: Treason, tresason
Duk: Oh take mee not in =~leepe, 1 have great eins, I
must have daies

Nay months deere sonne, with penitentiel Heaves...
ii.2.214=7
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where the cory "treason'" is probsbly a simultaneous shout not
affecting the pattern of the Dulc's speech, Oliphant alters to:
Duk: You upper guard dcfend urn
Duch: Treason, trea=on.
Duk: Oh take me not in sleepe, 1 have great sins
I must have daies
Nay months dere sonne with penitentisl heczves.
The "Mermaid" edition and Colline provide an even ctranger
slteration; resding “"Treason, treason" se the beginning of

& blank verse line:

uk: You upuer guard, defend ur,

o

Duch: Treason, treason!

Du

i u—

w

: Oh teke me not in sleep.

I have great =ins, I must have dsys,

Nay months desr son, with peanitentiasl heaves,
It seems that the obvious &nd iwoat intelligible way of
erranging the passage, one too which removecs this irregulsrity,
is:

Duk: You upper guard defend us-

R ——

-

uch: Treason, trez-con.

o
~

: -Oh tske me not
In =leepe, 1 have great sins, I must have deaie=,
Nay months deere coine with peaiteixtial heaves.

)

It is evident that thece editor- have differed widely
in their arrangement of the text; the recar-evigewent which
they have undertaken has been hasphazard and inconristent and
sometimes absurd. The ~tylistic criticism of Mincoff, end
especially Oliphant, is not baced on an sdequate critical

interpretation of the text: the former uses pProfessor .iicoll's
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text, but mekes no observation on the textusl arrangement of
the quartos which Nicoll follows; the latter pre-~umably uses
his own text, which as I have ~hown abov:, has a greater
confusion in its arrengement then the ori,;inal guartos.
Mincoff too takes the eppsrent irregularity of the verse as a
sign of martery. He c=ays (27::

...t is 8l1ll but impossible that a men who had ettzsined

the mastery over the written word shown in The Revenger's

Tragedy could ever agein =ink to the level nf the writing
in %ourneur's play.

Presumably he regsrds ss good verse the following:

Cast: It is & pritty saying of a wicked one, but
me thinkes now
It does not show =0 well out of your mouth,
Better in hie

Vind: Faith bed inough in both,

were I in earnest ass Ile seeme no leasse.

I wonder lady your owne mothers words

Cannot be tasken, nor =stand in full force.

'Tis honestie you urge; what's honestie?

'Tis but heavens beggar; and what woman is =o
foolish to keep honesty,

And not be able to keep uercelfer No,

Times are growne wiser end will keep lesse charge..

i1.1.197-207

£Although much of this passage can be read as verse, it seems
to me the rhythm of the whole is distinctly & prose rhythm;
certain of the linees in it, the first for instance, it is
impossible to read as vercse, yet "It is & pritty sz ing of a
wicked one, but methinkes now" is presumsbly one of the
irregulaer lines of which Oliphant &nd Mincoff spesk.
Vindice's next two speeches uare rnlco printed n-~ verse,

but cennot be read entirely ss verse, but only == prose or &
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mixture of verse and prose, and thir is eignificant, =ince his
long speech following is printed in the quarto s= & mixture of
verse and prose. It 1s thus quite pocssible that the other
speeches should be printed likewise, or even entirely in

prose. To meke the point clear, I will guote the first two
speeches in full and most of the third:

Vina: 51id how can you loose your honor?
To deale with my Lords Grace?
Heele adde more honor to it by hies title,
Your mother will tell you how.

Vind: 0 think upon the plessure of the pallace,
Secured .eese and state; the stirring mesates,
teady to move out of the dishes, that e'en now

quicken when ti.clir eaten
Banquets abroad by torch-light, Musicke, =sports,
Bareheaded vascalile=s, that had nere the fortune
To keep on their owne hats, but let hornes were
e,
Nine coaches waiting - hurry, hurry, hurry.

vind: True for most there are se proud es he for his
heart ifaith,

Who'de sit at home in a neglected roome,

cee...(meveral lines of verse fOlloW)......

Are cut to maintsine head-tires-much untold.

All thrives but chastity, she lies s cold,

Nay c=hall I come neerer to you, marke but this:
Why are there so few honest women, but becauce
'tis the poorer profession? That's accounted
best, thats best followed, learst in trade, leact
in feshion, and that= not honesty - beleeve it,
and doe but note the love and dejected price of it

Loose bhut & pearle, we cearch and cannot brooke

it

But that oance gone, who is so mad to looke it.

11.1 021 7""9b

In the last quotation, as happens fregquently throughout the
play, a passage of prose occurs in a verse «peech; the firest
line of this speech too is clearly prose, (the speech of the

Mother preceding it irs in prose). It i~ thus reasonable to
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read the first speech quoted here as prose, and the second as
a mixture of verse and prose, =.ince t.e line:

Reedy to nmove out of t'ie dishe-~, iiat e'en now quicken
when their eaten

provides metrical Aifficulty, though it can be split up into

irregular lines; while

To keepe on their owne Hats, but let h.rnes were em,
;line coaches waiting - hurry, hurry, hurry.

reads es =roce,

It may be thought thet this resarrangement of the text is
too drastic, but however that may be, the evidence presented
80 far 1is sufficient to make it clear that the argumente of

Oliphant snd Mincoff with regard to the style of The Revenger's

Tragedy are based on a misresding of the text. Many of the
passeges which they regsrd as consicsting of original snd
irregular verse, sre in fzct in regular verse or perhaps even
in prose.

The verse then is much more regular than would appear
from the various modern c<ditions of the play. The
irregulerity, daring and meturity claimed for it b; many
critics, ever since Swinburne talked of the "fiery Jjet of its
molten verse" (28), are largely their own invention, or the
result of an insdequate text. Indeed the verse i=s rather
stiff, artificlal and formel. There i= a preponderance of
end-=topped lines, and sometimes whols speeches are written in

@ reguler jog-trotting metre, with a heavy pauce st the end

of each line:
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How herdly shall that msyden be beset,

Whose onely fortunes are her constant thoughts,

That has no other childes-psrt but her honor,

That keepes her lowe and empty in estate,

Maydes snd their honors sre like noore beginners,

Were not sinne rich there would be fewer sinners;

Why had not vertue a revennewe? well,

I know the csuse, twold have impoverieh'd hell
110102"9

A passage such as this, with its rigid line=, heavy regular
beats and psuses, ai1d rhymes to emphacise further the line-
endings, could not be carried on for long without becoﬁing
very dull, Much of tne verse is very elementary in structure,
though not so rigid &s this, and there is throughout little
variation of rhythm from the besic 5-best blank-verse line,
An examination of one of Vindice's soliloquies will
illustrate this further. There are not many long speeches
in the play - in fact one of the weys by which the suthor
avolds monotony is the swift alternation of dielogue. Vindice
has most of the long speeches, and in the best of them, the
perts of the play most freguently quoted, a hurriled
irregulasrity does appear, as though his passion is too great
to be bounded by the verse form, These speeches are studded
with rhymes a&s if to =tiffen the verse, and even when most
passionate retain e certain formality. The eneral level of
the pley's versificetion 1~ better reprecented by the following
soliloquy:
Vind: 1t i= the sweetcnt Boxe,

That ere my nose came nye,

The finest Jdrawne-worke cuffe that ere was worne,

Ile love this blowe for ever, and this cheeke

Shall =still henceforwerd take the wall of this.
Oh Ime above my tong: most constent ~i-ter,
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In this thou heat right hconorable showne;

Many sre celd by treir honour that have none,

Thou ert epprov'd “or ever in my tihoughts.

It i~ 1ot in the power of word~ to taynt thee,

And yet for the salvetion -f ryy oth,

As my resolve in that poynt; 1 will lay

Hard siege unto my Mother, tho I know,

A Syrens tongue could not bewitch her =o,

ii.1.48-01

Except for the first two lines, (and the ~lur-:ing of "It is™
makes these a normal blank verse line) this pascage is in very
regular verse, except for the extra nyllable in the line
ending '"esister', snd the inversion in "Many are culd....".
There is a marked psuse at the end of nearly cvery liine, and
rhymes st two points to acceituate further the line divieion.
The sententious general comment ian the middle sdds to its
formality.

In spite of this artificiality end regularity of rhythm,
the play escspes monotony for a variety of reasons. Cne hes
been mentioned, the swift slternetion of dialogue, which is
connected with the gene al speed of action and verse. Another
reason is the frequent alternation of verse and prose, which
breaks up and sets off what might become tedious stretches of
verse, most important of sll i=s the wealth and force of the
imagery, which tends to obscure whatever is bad in the verse.

However, the comment of T, ¢. Kliot, one of the rare adverse

comments on The Revenger's Tragedy, is fully justified, that

its verse is hurried, and with little variation, its rapidity

preventing monotony. (28a)
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7: Sententiousness and Rhyme:

The element of formelity in the style of The Revenger's

Tragedy is most marked in the extensive uce of sententious
lines, occurring usueally in rhymed couplets. Some of these
lines are generalised comments apparently intended to be
spoken directly to the audience, and having little relevance
in their context; some have both a general application and
an immediate refeﬁence. The majority seem to have been
invented by the author, though their phrasing is often
reminiccent of Marston, and their balance gives them a
prov.rbial ring. There is usually a heavy pause in the
middle of the line, a careful balance of one phrase against
eanother, and they often rely on sntithesis for their effect,
as do many true proverbs, e.g. "Jack of s&ll trades, master of
none". It is possible that many more of these sententious
phrases than are recorded in some form in dictioneries of
proverbs, were current in the language of the early ~eventeenth
century. for they are often truisms or commonplace sentiments
well expressed. The typical form of such lines is thus:

Wives are but made to go to bed and feede
i.1.150

Judgment in this age is nere kin to favour ‘
i.4.61

Tis no shame to be bad becsuse tis common

Women with women can worke best alone
ii.1.470

The craftiest pleader gets most gold for breath
P & & 1345280
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Beat =ide to us is the woret zide to heaven
ii1.5.221

Breake lIce in one plece, it will crack in more
iv.4.89

Thus much by wit & deepe Revenger can
When nmurders knowne, to be the cleerest ian
V.1 096"‘7

How clo=e these lines are in manner to those of [craton
may be seen by comparing them with t.e following pascages from

The Malcontent (1604) (29):

Hees recolute who can no lower c=inke
Act 1.

Sad soulcs may well change place, but not change griefe
Act ii.

They die in feare, who live in villanie
Act iii.

Sometiuies too there is a close analogy in idea and a siudlar
use 0of words:

He needes must rice, who can no lower fall
Act iv,

Rise but in this, and you shall never fall
R,7T, iv.2.214

Sententious lines occur in many plays of the esrly
=eventeenth century, but nowhere perhaps =0 freguently a= in

these two plays, The Malcontent and The Revenper's Tragedy.

The lines are sometimes printed in italics or with inverted

commas (often both are used in The Malcontent, which has .3

pasrages printed in this fa<hion), in order, it hac been

ruggested (30), to mark out the moral maxims for the benefit

of readers. The ~election of pasmcager printed thus in
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The Revenger's Tragedy rcems however to have been quite

arbitrary. There are only nine lines in inverted commas, and
one couplet in italics. Two Latin tags, commonplace Senecan
maexims, one misquoted from Hippolytus, are also printed in
italics. The insertion of these is possibly due also to
Marston, who sprink}ed much of his work with Latin tags, for
there is scarcely a sign of knowledge of the classics in the
rest of the play.

In spite of the large number of sententious passages in

The Revenger's Tragedy, there are (=o far as I have been able

to trsce) only 16 allusions to true proverbs or proverbisal
sayings, as listed in the dictionaries, and most of these are
to the more common ones:

An old maen's twice a childe

1.2.116
It is a wise childe now that knowes her mother
ii.1.188
The falling of one head 1lifts up enother
iii.1.34
He that climes highest has the greastest fall
vVe3.112

Murder will peepe out of the closest huske
iv.2.236

The author is not deliberately using proverbs a= a conscious
stylistic device in the manner of Lyly and Pettie (31) a
generation earlier, but incorporating them where they are

appropriate. It is noteworthy how often the original

proverbial saying is dlsguised, sltered slightly, or expanded
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into a sententious line,. The common phrase "Murder will out”
becomes the last line quoted above; "To err is human" becomes

It is in our bloud to erre tho' hell gsped lowde
103081

"One love (fire, nail) drives out another" is filled out into

Slaves are but Nayle=s to drive out one another
ivet.79

The ~tyle of these passayes of general comuent appears
also in many lines which have only a particular reference to
the context, but are written in a balanced phraccology and in
rhyme :

And yet my thinks I might be easier ceast
My fault being sport, let me but die in Jest
i- 20 72"’3

Ile dam you at your pleasure: pretious deed
After your lust, oh twill be fine to bleede
! 11.201‘-‘-3"’“

The Revenger's Tragedy thus has & high proportion of rhyme;

there are 59 couplets or triplets in the first ect, which means
that roughly 20« of its 568 liner are in rhyme.

The effects of the many couplets phrased thus in formsl
manner asre, firstly to tighten the =tructure of the verse,
for it is notable that they are not used merely to mark exits
or the ende of scenes but are scéttered throughout the verse,
and in speeches which may be otherwise irregular or
occasionally in prose, and secondly to lower tension after
highly poetic passages, and mark tranaitions to other kinds
of dialogue. So in Vindice's opening =oliloquy of 52 lines

there sre 9 couplets, the last being a ._eneral comnent of
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little relevance to the preceding apostrophe to vengeance,
but which suitably marks a change in tension and rounds off
the'rlow of verse:
banquets, eare and laughter
Can make great men, as greatnesse goes by clay

But wise men little are more great then they.
1&1050“"2
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8. Influences and Borrowings:

The general influcnce of Mar~ton is evident in plot,

character and c=tyle. The plot of The Revenger's Tragedy,

like those of Marston has no known source, and consists of

a «eries of complicated intrigue~s &nd ironic and often norrible
reversals in a Marstonian manner, There are =some more
particular parallels in plot, notably the phyeicsl torture of
the Duke in iii.5., which is vcminiscént of the torture of

Piero in Antonio's Revenge, and the use of & masque as a

device for concealing the group of revengers in v.3., which

occursg sl=o in Act v, of Antonio's Revenpge when Piero is killed

and at the end of The lialcontent when Mendoze is surprised and

driven out. With respect to cheracter=s, Antonio and Malevole
are forerunners of Vindice as revenger, hero, tool-villain and
malcontent all combined, though Vindice finally texes on the
further rcle of villain. The charscter neames Dondolo, &

"bald foole" in The Fawn, Piero and Antonio, both in Antonio's

Revenge, are probably borrowed from Marston.

There sre similarities in language in the salready noted
use of sententious line~, Latin tags and the mixture of prose
and verce. Other feétures common to Marston's work and The

Revenger's Tragedy are the frequent references to tragedy and

acting, appeals to heaven and personifications. Several
expressions recorded for the firest time in Marston's work
appear in this play, for in-tance " juicelc~s", "upon the

atroke", and the ejaculestionn "Sfoote"™ which occurs 9 tines.
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Similar uses of certain words in a peculiar sense are common

to both:

winde up invention
Unto his highest bent
' Antonio's Rev. iv,3.

Winde up your soules to their full height agen.
R.T, v.2.7

didat thou ere heare, or reade, or see
Such happie vengeanc®.....%
Antonio's Rev. i.1.

Brother, how happy is our vengesance
R, T, Velo143

Finselly may be noted the calling for music by charscters at
their exit:

Sound lowdest nusick, lets passe out in state
Antonio's Rev, iv.3

Lowdst Musick sound: pleasure is Bangquets guest.
R, T, 111.5.233

The Revenger's Tragedy has some links with Henry Chettle's

Hoffman. Vindice's opening soliloguy on the skull is perhaps
based on Hoffman's opening remarks on a skeleton, and the
"unsunned lodge" of the Duke's death 1is reminiscent of the
gloomy cave in Hoffman. The character Hoffmen as hero-
revenger and villain is the prototype of Vindice. Another
feature common to both plays i=s the use of thunder and nstural
effects on the atage.

There are many echoes of various of Shakespeare's plays

in The Revenger's Tragedy, snd these have been cxamined by

L. L. Schucking (32), and ohserved by several other critics.
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Perhaps the moat obvious ocours in Vindice's tirade in 1ii.5:
Herea & cheeke keepas her colour; 1let the winde go
whistle,
Spout Raine, we feare thee not, be hot or cold
Alls one with us
111.5.64~6
which recalls the 0ld king's ocutbursts in the storm scenes
in King Lear. The influence of Hamlet 1s mort marked in
the pley, not only linguistically in Vindice's tirsdesn:
Dos every proud and selfe-~saffecting Deme
Cemphire her fece for this?
R, T, 111.5.87-~8

vreoff8t you to my lmdy's chamber, snd tell her let
her paint an inch thick, to this fevour she must come;
Hewlet v.1.187-89
but in the ume of & skull as a ntage property. The device
of swearing over s drawn sword which occurs in Act i, of
Hamlet must have been drematically effective, for it 1s

repeated twice in The Revenger's Tragedy; in i.3. when

Lussurioso makes Vindice awear to be true to him, and in

the following scene, where & concerted osth to revenge the
repe of Antonio's wife is teken over Hippolito's sword.

There is z further close anslogy, observed by D. J. Woginn,(33)
between the "closet" rcene in Hamlet, and the r~cene where
Vindice and Hip.olito arraeign their mother in the way Hamlet
does, thresten her:

Moth: ihat meanes my sonnes? what will ygu Euzder me?
Velye

queen: What wilt thou do? Thou wilt not murder me?
Hemlet iii.l.21

The Mother pretends ignorence, eventuelly cdmits her guilt
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and repents: the image she uses is the same as that of
Gertrude:

Moth: O you heavens! teke this infectious spot out
of my soule
iv.4.59

gqueen: Thou turnst mine eyes into my very soul
And there I see such black and greined spots
As will not leave their tinct.
Hemlet 1ii.4.89-91

Vindice's feigned medness, railing against corruption, and
his speaking in prose when playing the part of a melencholic,
are derived probably from Hamlet and perhaps Malevole.

Middleton's early work, in particular The Phoenix, also

had much influence on The Revenger's Tragedy, providing the

cheracter nemes Lussurioso and Castiza. A noticeable feature
common to both is the approvel given by one character to
what another says:

Your grace hath spoke it right.
Phoenix i.1.

Brother y'ave spoke that right.
R:Tc 11105079

The author of The Revenger's Tragedy seems to have had a

pertislity for this device, since it is found 8 times in this
play, and, according to E. H. C. Oliphant (34), only 20 times
in the whole of Middleton's work. There sre several other
echoer of Mtddleton in the play, which have been examined by
this critic.
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The Revenger'a Tregedy then is markedly derivative, and

one critic {35) has traced connections in the stabbing of a

body thought to be alive to Marlowe'siggq_gg_ggggg, and in

the device of the poieoncd lips to Scliman and Perceda.
Like the al~eady ob-ervaed confinement of atmosphere, rather
rigid verse, and extearive uge of rhyme, this large

indebt:dneas to other playwrights =sugge=ts that The Rsvenger's

Trazedy ia sn early work of ite author. It is false to
cleim it as e matare work on the barlis of its wealth end
force <f imec=2ry, as aome critics hsve donz, for thece are
10 elgn of maturity. Originality of thought, breadth of
conception, and free snd varied veree vhythms sre a much

surer indicetion, end the-e The Revenger's Tragedy lacks.
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The Atheist's Tragedy: coneidered in relstion to The
Revenger's lragedy.

In setting, use of stage device gnd property The Atheist's

Tragedy is similar in many ways to The Revenger's Tragedy,

though much more elaborsate. The most striking comuon
feature of the plays ie the use in both of a skull as the
central symbol: it appeers as the emblem of D'emville's

conacience at the turning point of The Atheist's ‘iragedy in

iv.3., when the first rigns of medness snd horror of his
crimes eppear in him, and his soliloquy on the skull:
What hast thou

To do to vex my conscience? Sure thou wert

The heed of a moest dogged Usurer

Th'art =0 uncheritable....

: AT, iv.3.241-4

is one of the finest speeches in the play. There i< a close
parallel between this charnel-house scene and the sce.e of
the unsunned lodge where Vindice has his revenge on the Duke,
(ReT. 11i.5.), agein 10otsble for its magnificent soliloquy
on the skull, and agsin the turning point of the play, when
Vindice begins to revel in murder for its own seake, the
consummation of his revenge, and beginning of his downfall.
In each csace the speeches on the skull gather together complex
strends of imagery, and the skull itself becomes the =ingle
aymbol focussing and absorbing these strpads. In The

Atheist's Tragedy the skull has perhaps richer implicstions

than in the earlier plsy, because of the deliberate contrast
between D'amville's horror of a death'a-head, and the

behavisur of Charlemont snd Castabella who innocently go to
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sleep with s skull for a pillow, and the parallel contrast
between his fear and Charlemont's calm scceptance of the ghost
of Montferrers, The skull symbolises not only the waste,
horror and futility of his crimes, and the emptiness of the
wealth he derives from them, but his own fear of desth and

of what lies beyond it.

The plays are alike in other respects too; both have
banqueting scenes to the eccompaniment of "sounding Musick"
(R.Ts Vv.3.), and "Musicke" (A,T, ii.1.), prison scenes (R.T.
ii1.4.: "Enter in prison Junior Brother"; A.T, 1ii.3.:
"Enter Charlemont in prison") and triel scenes, (R.T. ii.2.,

A.T. v.2.). There is egain in The Atheist's Tragedy a use

of thunder and lightning es signs of heaven's interest in
earthly affairs, and as in the earlie.. play dead bodie= are
necessary properties. D'amville's cynical lementations over
the body of the murdered Montferrers (A,T, ii.4.) are
reminiscent of Antonlo's expresesions of sorrow over his desd
wife's body (R.T. i.4.); their situations ere very different,

but the same device of mourning over a body on the stege is

used in each play., The Atheist's Tragedy however has even
more reminders of death than the earlier play, for not only
are skulls and desd bodies displsyed on the =tage, but the
ghoat of Montferrers appears three times, and the "funeralls”
of him and Charlemont are brought on in 1ii.1. It i= in
this wey that the plays differ, i. that fa- more stege
business and sctiun are called for in the later play, which,

it may be noted, has more and fuller -~tage directione than



(94L)

The Revenger's Tragedy. There¢ are for instance five fights

in The Atheist's Tragedy, if the roldier's attempt to shoot

the ghoat in ii.6. be included; the servs.ts are "together
by th'esres" in i1.2., Sebusatian and Charlemont fight in
11i.2., Borachio and Charlcmont in 1iv.3., and Belfore-t
~and 8cbastian in 1v... It would =eem in fact that whereas

The Revenger's Tregedy is calculated to hold interest by the

~peed of it~ intrigue and force of language, Tourneur in the
later play compensate= for a <lower tewmpo by providing much
mo-e bustling action on the stage - end ,erhaps thie is one

ree~0: why The Revenger's Tragedy eppears the better play

when reed; 1if acted, the later play might be equally

successful., One other notable stage device in The Atheist'se

Tragedy, the symbolic use of wine and water in the la-t =cene
of the play, will be more a propriately discussed in
connection with the imagery.

The imagery of The Atheist's Tragedy is more varied

than that of the earlier play, though often lacking the
letter's force and concentration. There is, as in the
earlier play, much use of personification, and though

sometimes rather =light, such image=s as these:

if Desth casts up

Our totall summe of joy and happinesse
101020“1

O noble wgrre! thou first originall

Of all men's honour
1.1.77-8

Nature the loving mother of us all
Brought forth e woman for her owu reliefe

io“o??‘e
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are slways important becruse of their connection with the
most powerful imegery of the play in D'amville'- great
speeches, which, like those of Vindice are composed largely
of this type of image. At such pointe of tension the
personilfication becomes as forceful as that of Vindice, and
some speeches might well have been written for him:

You vize-royea to tne King of Nature!
Whose constellations governe mortall births;

+here is that fatsll Planet rul'd at his
Nativitie?

iiouo 1-'19-)2

Then propitious Nature winck'd
At our proceedings

i1.4.186-7

Now farewell blacke night
Thou besuteous Mistresse of a murderer;

11.4.203-4

O patient Heav'n!l Why doest not expresse

Thy wrath in thunderdbolts; to teere the frame
Of man in pleces?® How can earth endure

The burthen of thies wickednemse without

An sarthguake? Or the angry face of Heev'n
Be not enflam'd with lightning?

Jature thou art & Traytour to my soule
Thou hest abus'd my trust:

Vel 140-1
The lust of Death commits a Rape upon me

V.e2,292

The use of verbs of action in a metsphorical sense and the

near-personification which are common in The Revenge:r's

Tragedy also occur, but not so frequently:

Unbinde me from that strong nece-~citie 97
101.

To drew her inclination out o'th'way
1.2.229
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Thinking to meke her apprchension bold
1.3.10

Here was a murther bravely cerryed, through
The eye of obrervation unobserv'd
iiou.")}-u

Peraonification n a broasd =ence, ranging from these alight
imagen to the great cries of D'amville, forms a central
métif in the play, one of the two main thresds of imagery.

As in Vindice's speeches on the skull, all the play's =trands
of emphasis on lust and crime, egrthly wealth and heavenly
Justice, sre cesught up in the vivid personification of
D'emville's speech on a skull:

#hy doest thou stare upon me? Thou art not
The scull of him I murder'd. what hast thou
To doe to vexe my consclence? Sure thou wert
The head of a most dogxed Usurer,
Th'art so uncharitaeble. And that Bawde
The skie, there; she could shut the windowes and
The dores of this grest chember of the world;
And draw the curtaines of the clouds betweene
Those lights and me about this bed of earth,
When that same Strumpet Murder & my =eclfe
Committed rin together. Then ~he could
Lesve us 1'the darke, till the close deed
Was done: But now, that I begin to feele
The losthsome horrour of my =inne; and (1like
A Leacher emptied of Lis lust) des=ice
To bu-ie my face under my eye-browes, and
Would steale from my shame unseene; che meetes me
I'the face with all her light corrupted eyes
Tu challenge payment o'mee -
iv.5.240-58

In compiete contreset to this type of image, which 1=
usually connected with D'amville and crime, the second main
thread of imsgery 1s associated mainly with Charlemont and
Castabella. This is of ima;es of nature, water, aid war,
often of an heroic or romentic neture, and sugge~tive of

honour and innocence,s= in thece exsmples of the longer images
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of this kind:

The lovely face of heav'n wes meaqu'd with sovrrow,

The asighing windes 41d move the b ‘cart of earth,

The heavie cloude~ hung downe their moirning head-,

And wcpt cad showers the day that hee went hence,
i.2.11H=-8

All these
wWordes were but a gruat winde,and now
Thies showre of tear<~ has layd it, I am calme

Againe.
110“.91 "'u

My teare-, They are the jowels of my love

Dirsolved into griefe: and fall upon

Hi= blasted Spring, es Aprill dewe upon

A ~weet young blossom rhak'( before the time
111.1.68“'71

Rich men =hould treanscend the poore
As cloud« the earth; rai-'d by the comfort of
The sunne, to weter dry and barren ground-
111.“017"'9

But could I meke an Qcean with my teares
That on the floud thies broken ve==ell of
My body, laden heavie witi light lust
Might suffer shipwrack, and =0 drowne uy shame:
Then weeping were to purpose: but alas!
The sea weants water enough to wa=h away
The foulenerce of my name.
1Vo 50 7_:4"81

war is closely linked with waeter in the imagery, e¢arly on in
the play, in the deccription of the seige of O=tend, and a%
the end when Charlemont proudly prepares to die:

Thus like & warlike Navie on the ses,

Bound for the conquest of some wealthie land,

Pass'd through the stormie troubles of this life,

And anow erriv'd upon the armed coast,

.esssl B88pire to undergoe my death

Vo2, 157 =4y

. Many =horter image=s of water or the movemeat of water sre

ccattered through the play, =uch a=:



(98)

pleasure onely flowes
Upon the stresme of ~iches

1.1.35-U
let this curre* of 1y teares
Divert thy inclination
10202‘3

...your want of use whould -ather meke your body like =a
well; tho lesser 'tis drawne, the sooner it growes

dry.
J iv.3.51-3
All these image< link up end s e focur=ed at three points in
the play of particular ~ymbolic and emctio.al ~ighificence,
The first is Borachio's description of the imegined drowning
of Charlemont, where the picture drawn of the ~sympathy of the
sea, of neturel force=, with the warrior, forms a marked
contrast to the violei1t antegonism of neture to D'amville,
expreased in thunder and lightning, a:d in his ima.<=s, e.g.
"that Bawde / The =kie there...™ and "Nsture thou art a
Traytour to uwy soule":
the weeping ~e¢a, (like one;
Whose milder temper doth lement the death
Of him whom in his rage hne slew) runnes up
The rhoare; ecmbrac:e him; kisres his cheeke,
Goes backe sgaine and forces up the sandes
To burie him; and ev'rie time it psrts,
Shed~ teserern upon him....
1101092"8
The second focal point i= the discuessiin of Scbsstian and
Cataplasma in iv.1. where the lustful Cataplasme and
Levidulcia ae depicted in the il.ages of the medlar sucking
the sap from and killing the ncighbouring plum-tcee, and the
"yanton ~treame, like a strumpet"” carrying off the fruit of

pear-trce to beatow it on others. As Cataplasma suye to

ccbeatian:
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Morall for you that love those waanton running waters
iV. 1 .u}

The third point is in v.2. wherc Cherlemont, expecting death,
calls for a gi.aws of water,

Come thou cleare cmbleme of coole tenperance
V.2.230

while D'amville, the "riv.rs" of his veins frozcn with fear,
demand=s wine, a= one of those w.o
out of that
Adulterate conjunction doe beget
A basterd velour,
Ve2.233-5

The 0.6l relativnships between the various characters are
thus depilcted in imuges connected with nature or water, In
particuler the relationship between the heroic, god-fearing
Cherlemont eud the atheist D'amville, snd the conflict between
thel” beliefs and attitudes towards life =nd death, are
conveyed in terms of these images, and symbolised finally
in the glas=~ of water and glass of wine, simple symbold
which derive strength from the associsted streams of lmage:y.

The more important wminor groups of imeges are similar

to those of The Revenger's Tragedy, images drawn from law,

finance, building, direcace, everyday life, and there is again
an emphasris on music. There is much financisl and legal
imegery, some of it again technical in its exact uee of terms,
as in the firet of the following example=, where '"srsursance”
is umed in its legsl mense meaning the title to pi-operty, in
this cese to D'amville's dukedom, &=~ well &~ in it= comuioner

senre of safety:
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That fellowes lifc Borachio,
Like a =superfluous letter in the Law,
kKndangers our ascurance

ive2.,14-13
to prolong the torment, and
The rack of rent from =ye to age, upon
Your poore penurious Tenants?
VQ 2. 9(§-2
...generation, fo- the yrodigall
Expence it doawes ur too, of that which is
The wealth of life
i -)4- 92'4

2ir, I will take your frisnd-hip up st use
And feare not that your profit shall be small;
Your interest shall exceed your principall
iio 2015’-‘-6
The bullding imagery is well-developed, and hae & special
function in relstion to D'amville's <chemes, which he =ees &s
the erection of & buillding at the beginning of the play:

The foundaticn's laid. Now by degrees
The worke will rise and =soane be perfected

My pdot still ~inesr
According to ti.e modell of nmine owne dcsires
11:20 314"’3
ud
while lster the de=st:ucti n of his pleng is meen &s its ruin:
His gasping =ighes are like the falling noise
Of some great building when the yrcunde worke breakes
V. 1 092"‘3
Discase has some symbolic valde in the plsy, for while part
of his punishment i=s the disebility and death through sickness
of his =son Rousard, D'amville, rever=ing nornmel velues, sets
his only honest son, Sebastian, as a foul dicease of hie

own flesh:

Seba: ...Gen'rall honestie poecesa'd ne,

D'am: Goe, th'act the bere cor -uption of my bloud;
fnd like a Tetter growes't unto my flesh
111,2,11-13
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Images of dicease are also used, as iu The Revenger's Tragedy,

in connection with lu-~t:
was thy bloud
Increes'd to such & _lecurieie of lust,
That of aeccesitie, there must a veyne
Be Open'd.....?
i1i.1.128-31
fiince you sre the poyson that
Infects the honour of sll womanhood
Ve2.10-%1
As in the earlier play, there is corsiderable emphesis
on mucic - the word again occurs 10 times, and music i= called
for in stage di.ectious, for the benquet in ii.1., for the
clonetl scene in v,1., where the music contiisues to be played
during pert of the dislogue, for D'amville calls "Cease that
harsh musicke” at linc 14, &id in 1v.1., where Scbastien calls
for @ lcnaun on the lute, and there ie some diascussion using
technical terms. Severeal imoges drswn from music also occur,
such &s:

inely Cherlemont
Must be reputed that -eme hea-tie--e taing,
That Cowerde will be bold to play upon.
io 20 28"‘30

Cease¢ that harsh musicke....
Heere sounde & muasicke whose melodious touch
Like Angels voices ‘avishe= the eence
In thie lsst imege D'amville i~ punning on the word "angel" -
he i=s handling s pile of gold coins,
There is too a qQquantity of imege=s of everyday l1life, or of

the household, often coarse, and given mainly to Sebestisn and

Levidulcia. The following are examples:



(102)

Lev: I doe not like those fleg-maticke smooth-ckinn'd,
soft-flesh'd fellowes. They are like candied
suckete, when they begin to perish; wiich I
would elwayes cuptic my closet off.

110503M-7
Seba: The penurie of a ;-ison is like a =oft consumption
iiio}o 28-9

Qeba: ...For went is lire the Rauque; it drawes a man
to endanger himeelf to the gallowes rather than
endure it.

i11.2,20=2
Lev: ... Ladyes are as courtecus as Ycomens wivee, a.d

methinkes they should be more gentle. Hot diet
and soft erse mekes 'em ‘| like waxe slwales kept

warme) more eanie to take impression.
11-522‘5

Thie short survey shows that in meny respects the lmagery
of The Atheist's Tragedy resomules that of the earlier play.

The most notable similarity is the use in both plays of
images of passionate personification éspecislly connected
with the ghief characterg, D'amville and Vindice. With the
exception of imsges of food, all the larger groups cf images

in The Revenger's Tragedy, imeges connected with law, money

snd expense, disease, and deily life, are well represented in
the later plsy. There are again few animel imeges, and
except for e few commonpluace refeorences to Tereus, the Phoenix
and Tentalus, no imagery drawn from the classics. What were

observed es the mein features cf the imagery of The Revenger's

Tragedy, the clever play on worde, precieion, clarity, ceareful
elaboration of the longer lmages=s, a&re agein sppsrent in the
image: y of the later play. The same ~ongitivity to the

connotations of words is shown in some often br:illiant

punning and word-play, giving .reat force to images cuch ana:
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Nature thou art e Traytou~ to my esoule

Thou hest abus'd my trust. I will complaine

To & supe-iour Lourt, to right my wrong.

Ile prove thee a rorger of fulse assurances

In yond' star:e chamber thou shalt answer it.
This image is ¢nriched enormcusly by the succe=sful and
exact euwployment of the amblgulties of uictning of "umeurances",
which has ites common neening, & pledge or p omise, a1d the
legal meanl.g, a deed of conveysnce of property, and of
"yond' starre chamber', the heavene as the only place of
appeel against a god, and at the came time the highest and
most erbitrary tribunal of Jemes I, the most appropriate court
to try e traitor, Jther luages show the same scucitivity:

Belfor: villaine give . wuy:
Or I will meke my passage through thy bloud.

Seba: My blovd will meke it <lipperie my Lord.

"Twere bettecr you would tahe &aoilher wuy.
You may hap fall clse,.
1V-3-35“9

Hast no musicke in thee? Th'heet trebles and bases enougk

Treble injJurie; end base usaege. -But trebles and

beses make poore musick without meenc¢z.  Thou went'st

lieanes; Doe=t?

iiio.}o 31 “Llr
This exactness in the use of words appesrs in &ll the imegery;
even the most diffuse images are clear and preclise, and mixed
or blurred metaphors do not occur,
While there sr< thuese meny =~imilarities between the

i.agery of the two plays, some differences must also be
obse ~ved. Although having les- eumphasis oan movement and

violence, and few references to food, the imagery of The

Athelst's Tragedy ha~ in genercl a preater range both in kind
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and subject matter than that of The Revenger's Tragedy. It

varies in kind from the quick pun and pa-sionate metsphor

80 characteiristic of the letter play to the long de~criptive
rinile end neture imegery with romantic associations which
are quite new elemente, In =ubject matter there asre themes

hardly touched on or not introduced at all in The Revenger's

Tragedy; many more imeges ere drawn from nature, building
and water, especially the ses, than in the latter play, and
some are drewn from warfare, a rew theme,

The greater variety and wider ascope of the imagery of

The Atheist's Tragedy is partly a result of the nature of the

plays, for where&s this attempts the precentation of a
group of interesting charsacters, with a wide pilosophical

background, The Revenger's Trsgedy i= all pasnion and

movement, depending largely on raspid intrigue, and has no

depth of characteriration. Just s the characters of the
later play are more vuried and moce scharply differentiated
than the group of type characters who infest the Duke's

court in The Revenger'a Tragedy, so their language i~ more

differentiated and fitted to the part, Instead of &
narrow concentraticn on a few themes in the imsgery, there
are two groups of widely contresting themes which correspond
to, partislly creata, and develop the contrasts between the
major figures of the play, particularly D'amville and

Charlemont. The Atheist's Tregedy does anot move in one

impassioned flow of rather unva:ied laaguage, but from
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philosophic di~cussion to language of high pas~ion and
forceful proea. The recult is a 1los=s in intenaity ana a
gain in breedth; the characters live in a more resl world,
a world of bettles at Ostend, of war, honour and love as
well as lust, weplth and murder, It is noteworthy in this
connection that Borschio's long derscription of the =iege at
Ostend ha= another dramatic functio:, berides linking
together the wate: ilmagery, in thet it server to lecslise
the action in humanity, by giving it a geogrephicel and
historical reference, and soc helps to endow it with e wider
significance.

Although maturer and broeder in these rcspects however,

The Atheint's Tragedy lacks the continued fury end compression

of the earlier play, has less imagery, and much of its
dialogue mover slowly, and is sometimes prossic:

I entertaine the offer of this match

with purpose to confirme it precently.

I have slready moov'd it to my dsughter;

Her soft excuses savour'd at the first

(Methought) but of a mode=st innocence

Of bloud; whose unmoov'd stresme wes never drowne

Into the current of affection. But when I

Replyed with more famillar argumecats,

Thinking to mske her apprehension bold:

Her modest blush fell to & pale dislike,

And =shee refus'd it with =uch coufidence

Ar if =he hsd bee:e prompted by a love

Inclining firmely to some other man,

And in that obstinecie she remaines. 4.2
10 7 "‘15

It ie notable even in =such passages how lines 1like "Thinking
to meke her apprehension bold”, with ite hint at

personification. and "Her modest blush fell to a pele

dislike", with its metephorical ure of the verb, recsll the
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dominent imagery of The Revenger's Tragedy. When passion

snd swift movement are demanded, the imagery becomes just
as powerful and striking as in the earlier play, a- in
D'amville's outburat:
Drop out

Mine eye-bals and let envious Fortune play

At tennis with 'em. Have I 1liv'd to this?

Malicious Namture. Hadst thou borne me blinde

Th'azdst yet been 2omething favourable to me,

110“0 38"’“2

The similaritées between the imagery of the plays are thus

sufficient to suggest a common authorship, while the

differences indicete a mental development in The Atheist's
Tragedy, and at the same time less fiercely lnspired and-
more laboured writing.

The vocabulsry of this play differs concidersbly from

that of The Revenger's fTragedy. Some of the more comnon

words of the latter are mlassing, and many new, especially
abstrect terms ore used. There 1s less emphasis on bodily
movement, on wealth and poverty, and the words begygar -¢€

times in The Revenger's Tragedy, dirconteant -7, silver -5,

forehead -10, frown -6, royal -7, feult -3, impudent -8,
slave =20, subtle -7, no longer occur. The following
words on the other hand occur fairly frequently in The
Atheist's Tregedy and not in its companion play: ability -7

times, argument -7, assurance -6, conversation -8, deprive -8,
enjoy -9, torbear -7, forbid -8, impression -7, instruction
-10, satisfy -9, substance -9, war =17, welcome -{1. The

increare in the number of abstc:ct words 1is intereesting as
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chowiny,, 1f the plays are by the smme auvthor, s considerable
elaboration of vocabulery, and becsuse meny of thess terms
O:1ly becwns cu 'rent in the early yesrs o the ascveuteunth

century. In thirs respect The Atheirt's Tragedy may be

likened to Troilus und Greseide, which contains & wealth

of abestract terms not used previcusly by Shekespenrs,
The e juculations "pish" {"push") and "sfoote" (9 times),

comuon in The Revenger's Tragedy are probably taken from

Marston wno used "pilsh" frequeatly, snd was the firs=t bo
use "sfoote". The "tush" (8 times) of the later ylay
perhaps indicates the more immediste influunce of Hamles,
where thls cxpre=sion is used, Exclamstions of this kiud,

and the apostrophe "0O!" are mors infrecuent in The Atheist's

Tragedy; "feith!" occurs res; ectively 50 tiwes and 9 times;
"0" and "Oh" 137 and 68 times; "I" = aye 30 and 3 times.
There figures are, of course, 10 evidence of atthorehip, for
the great majority of the more common words occur in each
play. Moreovver the different thewes of the plasys demand
different vccsbulacies to some extent, The figures are
interesting s showing perhaps how the favourite word of
one yeal mey be out of use the next, and how the immediste
influence of & particular author mey affect such a minor
detail as the kind of ejaculetion used in the play. Cne
curious feature common to both plays is ithe cccurrence of

& large number of words made up with the prefix "un-", 12
of which are listed in Appendix D «¢= wordes u~cd v @

peculiar sense, or e sense unrecorded by the N.E.D,.
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The main groups of iterative worde relate, as 1. The

Revenger's Tragedy, to death, crime and Juetice, =in, lust,

the body, weulth snd poverty, though the emphasis on each
of these thenes 1s slipghter, There ir agein s curious
conceatration on death which is referred to in one way or
eanother 193 times. The word “death” occurs L46 times, die 22,
morder 33, kill 5, a total of 106; this i= egain a much
larger number of rsferences Lhan in Shakespeare's Tregedies,
as the table on page 60 ahcws, The eamphseis on crime and
Justice, neaven &aid damnation iz most me-xed: the word
Judgment occure 10 times, justice 15, lsw 14; =in 13,
villein and villainous 14, wrong 10, bsee 8; damn 4, God 12,
heaven 26, religion 5, -heme 17, devil 6, Luast i~ more
lightly stroecsed, £1d & le=n extensive vocabulary of sex
is used, bot the words lust, 12 times, rape 4, adultery L4,
st.-umpet L4, bawd, lecher, bestard end cuckold, sll occur,
this emphesia on lust not ouly conce.ng the immorslity of
the nminor characters, but has & special relstion to D'amville,
wno ia brought to a reslisation of the hrorror ¢f hie crimes
by his sbortive attempt on COesteabellelis hioncur, and in his
soliloguy in iv.3. sves the aky as & te¢ld to himself and
"that same strampet Murder”, und himeslf &< a worn out
lecher, thus eguating his cwn deecdre with the low intrigues
of Cutaplesme und Levidulcis,

Thei'e is e lerge number of references to rarts cf the
body, in particular the words blood, which occurs 50 times,

often being used to meen the rpirit o. natu-e ol & man,
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body 48, eye 20 and hand 30, but these words are not used
as imaginatively as in The Revenger's Tragedy. Another

group of iterative words is connected with finance: wealth
occurs 15 times, gold 7, interest 5, poor and pover ty 17.
The play opens with D'emville considering wealth as
e=gential for happiness, end ends in v.1. with him countin,,
his gold on the stage, and finding it no compensation for
te death of his sons. The iterative words car:ry this
theme through the lay.

Two other imyortent groups of iterative words which are
arsociated with the romantic-heroic theme of Charlemont and

Castabella have no counterpert in The Revenger's Trogedy.

One is of worde of war, honour and love; war occurs 17 times,
coursge 7, brave 9, arms and armour 41, soldier 13; courteous
6, affection 16, innocent 5, favour 21, servaut = lover 9,

and love (24 tines in The Revenger's Tragedy) 76 times,

Charlemont's vaulour and love of war are emphasised in contrast
to D'amville's inability to face death. The other group is
related to the large and important group of imeges connected
with water. Water occurs 15 times, tesrs 18, and the wo: ds
at-eam, sea, river, flow, wash, current, -howers, are fsirly
comaon. Of other iterative words may be noted the frcquent
refe-encee to light, 26 times, darkne=s 9 timer, and night

23 timees, the latter, ss in The Revenger's Tragedy, being

connected with evil, and also D'amville's con<tant reliance
on nature, 38 times, the atheist's poddes-,

The verse of Bhe Atheist's Tragedy appears more regular
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than that of the earlier play, but i= in rcelity more complex,
pomsessing & greater variety of rhythms, and providing much
wider contraets. Its style ranges from the slow ~weep of
Borachio's long de=eription of the supposed dr-owning of
Charlemont, to the impessioned cries of D'amville in nis
madness:

Why? could he not ha'sufferd e to raise

The mountaiile ~'my 2innes with oae s= dammatle

As all the rest; and then ha' tumbled me

To ruine?  Bul apyrehend ne s'en betwe:n

The purpose aud the act:

iVO 3. 290"5

and frou the =1low, proasic philosophical 71 -cussion of
D'amville and Borachio to the stilted diction given sometimes
to Charlemont or Ceoetubells:

C wove! trou che-t efiection of the scule,

Without th'adultr:te mixture of the bloud;

Thet vertue which to goodnesre addeth good:

The miaion of heavens heart. Heaven! ist my fete

For loving thet thou lov'et tc get thy hatev
Or was my Charlemont thy chosen Love?

1103. 2“'7
A= theesc pea-agesz ~ugge~t, there is also a fitting of
lanyuege to cherscter which is nct tc be focund iz The

Revenger'sTrecedy oxcept in the specches ~f the winor

cheracters Dondclo end the Junior Brother, wnd in the special
use of di=ease und nature imagery in conrnecticn with the

teu tetict of Cartize wad hor #Hother, vnd the latter's
repontance, Charlziont end Ceetabells tulk ia o sllple
romsntic or heroi¢ vein, and their inwvges are of wur, (ove
and water, to them & ayrbol of innocence;  L'emvillc
glternutes b=tween lipa-sloned cSrier and hiloscphical

reflection; hins imeges ei's of building, of wer ith, o~ drawn
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from law, e1d in the reellisation of his crimes, from lust;
Sebsrtian'e language is forceful, reeslistic proece;
Leanguedbeau Snuffe o= a hypocritical puritsn speskes in a
ridiculously affected prose; Levidulicia's one concern until
her desth is to find a lover, and her ianguage ias direct and
to the podnt, her 1ilmages of everydeay life,

In spite of this few critics have hed much to say in
praise of the play's verece, and some have considered it very
feeble. This ies perhaps partly due to the prosaic nature
of =some lines, especislly the philosophic discussions between
D'amville mnd Borschio, partly to the common view of
Borachio's long deecription a=s quite undremstic and out of
plece in s play (as has been shown, this passage has an
irportant function in the play), psrtly to the more numerous
light and week endings, and leaser number of end-stopped
lines, which Mincoff sees as a "mechanical cutting up of the
verse into five bheat leugths without regard...to the phrasing"
(1). He qunte~ four pessages, of which the following are
two:

Ha=t shut thine eye to wink at mu-der; or
Hast put this sable garment ony %% acurn
At'e deathy
11.4.44-6
Where is thet retal plepet ruled at his
Nativity?
1i.4.51=-2

and remarks (2) "The Revenger's Trajgedy, in s ite cf its

irregularity hes nothing as barbsrous as this to show,..".

Thesc passages are taken from osne spueciy, and the four lines

linking them are regular, Both pansages u.:ecared i1 the
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quarto as prose, but es rearranged by Nicoll they evidently
are verse, and good verse, if loose end with a conversational

rhy thm, Oa the other hand many lines in The Revecnger's

Tragedy which Miancoff presumaebly regaerds as good verse, eare,
an shown earlier, cartaialy more basrbarous then those qQuotead
above,

A nmore reaconed judgment mey be ar-ived at by a
comparison of the lesser known soliloguy of Vindice discussed
on pages (7-8 with the fcllowing soliloquy, also not often
quoted, of Castabella:

O thou thet knowst me jus=tly Charlewonts

Though in the fore'd possasesion of another;
3ince from thine owne free gpirit we receive it,
That our affections cannot be compsl'd

Though our acticus may; be not displeas'd Aif on
The alter of hi« Tombe, I =acrifice

My teares, "hey are the Jjewels of my love
Dirgsolved into griefe; endéd fall upon

His blasted spring; a3 Ap-ill dewe upon

A sweete young bleocsome shak'd “cfore the timo

It is clear that in The Atheist's Tragedy Tourneur possesses

the power of creating fine verse out of natural speech
rhythms, a power not evidenced in the earliier play. The
abundent rhymes, formality, frequent stiffners, and the
balanced genereal sphoriesms no iong&r appear, except when
used occasionally for deliberate effect. Vindice's speech
hurries along with regular peuses and u monotonous heevy
rtress, whereas this moves gracefully, with an esasy rhythum,
yet formed within the pattern of blank verse, Castabellsa's
gpeech is well-belanced, and beautifully rounded oft without

the wlde of ~hymed couplets or frequent end-stopped lines,
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The ve~se of The Atheiest's Tragedy is undoubtedly
prazaic st times, but though it often lecks the peseeion and
concentreted imsgery of ths earliar play, it has grester
eage and ~weestnease, Rhymee &nd baisuced prove-biasl linee
sre much leez fraguent, FProve:rbs end pletitudincus moral
observetiona ere not out into the middle of pasmionate
epeechens, bt vered mort often forr déliberate effect in the
empty convereegtion or Languedewvu:

All men ere mn-tal. The houre of death is uncertaine.

Age mskes sicknense the more dangerous. And griefe is

snbject to distraction. You kncw nct how scone you may

be deprived of the benet'dlt ol sense.... khake your Will,

1101 01147_52

At 1te worast the verse is flet, st its best, es in the well-
known colileqguies of D'emville or Borscnio's famous

cengription of the =lege of O~tend, pervhaps better than

enythiag in The Revenger's Tragedy, and the prouce, like that

of the latter nlay, is alwaye toreeful and good,

"he mein 1:fluences on The Atheist's Tregedy are those

of Mavston %4 Shekespeare, enfd, 88 in the ea~lier play, the
influence f Hamlet ies particuwlarly msrked. The influence
of Marston i~ esnecially noticesble in ii.4., where
D'anville snd Borachio gdost ove. the succezs of their plots,
e nscone very reminiscent of the gloating of Piero and
Strotzo at the beginning of Antonlo's Revengs.  There are
asveral importent parallels with Hamlet. The relationship
of Charlemont to D'amville is the same ss that of Hamlet

to Claudi a, nephew to a man whco has inuirdered the hero's

father and vrurped his power. This perellel in the
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opening <itustion does not cxtend to the plot, which i~ not
derivative, for Tourneur breake conmpletely with the revenge
trsdition by making Cnu«rlemont lssve revenge to Cod, Two
scenes however po<ecess cloce links with «cenes in Hamlet, the
ccene, ii.5. where the ghodt of Montferrers uppears twice to
"Chsrlemont, & Musquetlier, and a Scrieent” while they are on
watch, which ha< obvious connections with the ope: ing =cene

of Shskespeare'= ,lay, and in 1v.3., where Charlemont's
graveyard uweditatioa oun & dead body recalls Hamlet's morslising
on Yorick's =kull also in a Lraveyurd (ljamlet v.1.;. Although

there are fewer borrowings of incident in The Atheist's

Tregedy than in The Revenger'sTragedy, there sare nisny verbel

F

echoes of Shake=peare's Tragedies, e.g.

The sea wauts water enough to wesh away
The fouicnercee of wy namc
iVO 5. 80"1

Will sll great Neptune's ocean wach this blood
Clesn Iror my nand )
Macbeth i1.2,50-1

I would finde out by his Anatomie
wWhat thinp there s in Nalure more exsct
Then in the constitution of my =selfe
V.2.161 "3

Thea let them snutomise Jogen; e whet breeds wbout
her heart: 1is there any cesuce in nature that meakes
theae hoerd hearts?

King Lear 11i.0.75-7
The=e have been observed by several critics, (3) but there
is no such close parallel as that already noted between the
"closet" scene in jamlet and Vindice's threatening of his

mother in The Revenger's Tiagedy.

To sum up, The Atheint's Tragedy is an atlempt at s

different kind of play from The Revenger's Tragedy. Both
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poarege an intence morel fervour, and have much in comron in
imagery, <tyle and the uce of nmtuge effect. The verrse of the
former has always more variety, and at its be~t is perhaps
finer than in the pest pasesgee of The Ravenger '~ Tragedy,

but is by no means =0 conesimstently «nnd, The pe=xeion and
nar.ow concentration of the latter are replaced by za ettempt
at the portraysl of .hiloeophlielng churcorensz, on amotlonal

approach by & more intallectusl aposch, The Atheint's

Tragedy lacks the fiery quslitr of tune ces-lior play, and
sometimes “alls flat in ita frilure to rcie the leaguage of
thought sufficiently eriotionel to warrant the verre form,
But in breaking with the reverge treiition Tourneur sought
to do ronmething immensely difficnlt, ar? though verhaps
influenced by Chupmen's Clerrmont D'swboie irn hies conception
of Charlemont, the latter is not portrsyed =s & =toic, but
as & devout Christieci: who forpoee revenge becsuse of the

divine injunction arsinet it. B, ®, atcll'= verdict on the

9

pley i= well warrented (4): “Immature then The Atheist's

Tragedy may from the easthetic standoint be; but only in the
sense of being revclutionary and experisental....”. In its

wider conception of character, greater variecty of verse, and

in its thought conteat the pi«y is in advunce of The

Revenger's Tragedy, sand may well be the leter work of an

author who has come not only to feeél but to thinr nore deeply

about the probleuis he 1s dealing with,
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The Authorship question
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The guestion of Authorship.
In the Prefatory Note it was stated that throughout these

pages the dates of printing of The Revenger's Tragedy (1607),

and The Atheist's Tragedy (1611), would be assumed to

represent roughly the dates of composition. Before discussing
the authorship question it would be as well to offer some
justification for this chronology, since seversl cr-itics,
including E. H, C. Oliphant (1) have argued that if the plsys
are by the same suthor The Atheist's Tragedy must be an

earlier work then its cou.panion play. The reasons put
forward for this view are, firetly the reference to the siege
of Ostend (1601-4), which these critics assume to be a
topical and therefore contemporary allusion, and secondly
what they regard as the immaturity of style. Oliphant
says (2):
"The strong dremetic instinct of The Revenger's
Tragedy, if we accept it as the work of Tourneur,
should show it to be a later work than The Atheirt's
Tragedy, belonging to a time when the writer had
grown out of the bad habit of undramatic
descriptiveness."”
With regard to the first of the=e ressons, E. K. 8toll (3)
has pointed out that Borachio's speech is elaborste and
written in & manner such as might have been used to describe
any historical battle, and contains no clearly topical
allusions, with regerd to the second reason, the foregoing
examination of the style of both plays has shown that even

if the style of The Atheist's Tragedy be considered weak, it

cannot be thought to be immature, and that in =ome reepects,
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in its greater variety of rhythm, greater freedom and
smoothness, the verse is more mature than that of The

Revenggr's Tragedy. The fuller chearscterisation snd wider

thought-content of The Atheist's Tragedy would also suggest
that it 18 the later play. These critics moreover have
ignored the apparent borrowings from Othello and Msescbeth in
the play (4) which would fix a backward time limit for the
writing of it years later than the 1602-3 ~uggested by
A. H. Thorndike, Finally and moet importantly, the only
direct evidence we possers for dating the plays is provided
by the title-page~ of the first quartor. Therefore, 1
accept those dates (1607 and 1611) as representing the
chronology of the plays.

Much of the evidence put forward by the proponents of

Middleton as author of The Revenger's Tragedy has been

discuared in the Introduction, and his undoubted influence
on the play has been observed., The claims of these critics
are based solely on style, on internal evidence, and not
one hes discusc=ed =such external evidence as exists, and this
clearly should be examined first. It is importent therefore
to establish a chronology of Middleton's plays before
discussing further his possible influence or authorship.

A, Harbasge (5) allote & later dete than 1608 to all of
Middleton's plays Other than those printed by that date.
Of his plays the following were printed by 1608: Blurt
Master Conastable 1602, The Phoenix and Michaselmas Term 1607,
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A Trick to Catch the 0ld One, A Med iworld my Marters, and

The Femily of Love all printed in 1608, and Your Five Gallants

(undated). R, C. Bald (6) hes a substantially eimilar
chronology. All these printed plays are comedies, though
there is evidence to show that !/iddleton had written a

tragedy as early as 1606, called The Viper and her Brood,

which, it has been suggerted (7), might be another title

for The Revenger's Tragedy, referring to the Duchess and her

sons. However, according to H. . Hillebrand (8), Middleton
wae concerned in a lawsuit brought ageinst him by Robert
Keysar in 1609, in which he wa=s accused of having failed

to repay a bond for £8-10-0 dated May 1606, Middleton
cleimed that he had handed over to the plaintiff his tragedy
The Viper and her Brood, which had been accepted as full

payment. - If the play had been identical with The Revenger's

Tragedy he would presumably have used its printed title.
Another reason for rejecting this identification of
Middleton's lost play is that like 8ll the other plays of his
known to exist by 1608, it was written for a private thestre,
since Keysar who brought the suilt against him was the manager

of the Children of the Revells, The title-pages of five
of the plays listed asbove state that they were acted by the
"Children of Paules"; the title-page of Your Five Gellants

saya that it was acted "at the Blacke-Friers”, and the second

issue (1608) of A Trick to Catch the 0ld One was printed as

acted "both at Psules and the Blacke-Fryers", The remaiuing

quarto The Family of Love (1608) gives the information that
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the pley waes acted by the "Children of His Majesties Revells".

E. K. Chambers (9) suggests that Your Five Gallants and A

Trick to Catch the 0ld One were taken over at the Blackfriars

when the Children of Paul's ccaeed playing. The next play
of Middleton end Dekker to be printed was The Roaring Girl,

1611, the title-page of which informs us thet it was performed
by the Prince's Piayers at the Fortune Theatre. The only
other play which cen with any certainty be sllotted to so
early a date as 1614-3 is A Cheste Maid in Cheapside, printed

in 1630 &s acted by Lady Elizebeth's servants at the swan
Theatre, where thig company was probably playing in 1611.
Thus it eppesrs thet during the period 1602-8 Middleton

was writing specifically for children's compsnies at private
theatres, in particular the Bhildren of Paules, and there is
no evidence to connect him with the Xing's men for meny years
after. Yet the title-page of the first quarto of The

Revenger's Tragedy reads "As it hath beene sundry times

Acted,/ by the King's Majestles/ Servants", so that the play
evidently belonged to the Globe Y‘heztre, & public playhouse,

This chronology shows also that apart from the doubtful
evidence of Middleton's word in a lawauit of 1609 referring
to a transaction of 3 years before, his eerly plays were

comedies of city life. women Bewasre Women, hiasa first

tragedy, . C. Bald considers tc be a late play of circa 1622,
and Harbage places it between 1612 and 1627. leny of the

echoes from and similasrities to Middleton's work claimed by
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Oliphant, Mincoff and others in The ievenger's Tragedy ere

drawn from plays written much later, and in particulsr from

Women Beware women, wiitten perhaps &a much as 15 years later.

(It may even be possible to speak rather of Tourneur's
influence on Middleton than of the reverse). Moreover, sas
has been shown, the influence of other amuthors, eapecielly

Marstion and Shakespeare, on The Revenger's Tragedy, is SO

marked that they hsve as much claim ae }iddleton to be
considered the suthor, particularly as their plays with which
it has parsllel incidents or parssges, were ce~tainly written
before or about the same time as it.

Lastly it may be noted thet the seventeenth century
ascriptions of the play to Journeur by Archer (1656) and
Kirkman (1661 and 1671) have some significsance. Unleas they
had good reason for sttributing the play to such an obscure
author, they would surely have allotted it to mome well-krown
playwright. Thue on the bssis of the externel evidence
Kiddleton 1s a very unlikely candidste for the suthorship of
the play.

The reliability of internsl evidence is always dubious,
and much of that sdduced by the proponents of Middleton as
author is misleading, as has been rhown in the Introduction.
It is perhaps worth indicating further how unreliable this
evidence can be, and I shall examine three instances of
cleimed resemblences between Middleton' s work and The

Revenger's Tragedy, the first & paralleliesm in phrasing, the

second & similarity in character names and the last relating
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to the verse structure.
Oliphant (10) claims that the phrarce "Give them (1t,
Revenge, e¢tc.) their due...", which occurs four times in

The Revenger's Tragedy, is a characteristic expression of

Middleton, "not found, =0 far as 1 am aware, outside of his
work?,  The N.E,D. quotes an example of a similar expression.

as early as 1589, and two from Shakespeare's Henry IV, Part 1.

In any casse it is probeble that all such pas-cages as

give Reverge her due,
Sha's kept touch hetherto
R.T_!. i.10u6

are derived from common sayings, since the proverb "to give
the devil hirs due" was well enough known, as the following
lines spoken by Frince Hal show:
8ir John stands to his word, the devil shall have his
bargain; for he was never yei a breasker of proverbs:

he will give the devil his due
1. Henry IV 1.2.113=5

Another piece of evidence brought forward by Oliphant in
support of his thesis that Middleton must be the author is the

foct thet certain names of characters used in The Revenger's

Tragedy almo occur in Middleton's plays. Thus the name

Dondolo occurs in More Dissemblers Besides iiomen, the names

Lussurioso and Castiza in The Phoenix (printed 1507). The

first of these plays was apparcntly written much later than

The Revenger's Tragedy - Harbage dates it c.1615 - end, as

pointed out earlier, the name Doandolo had already been used

in Marston's The Fawne, (printed 1606). Oliphent 8170




(123)

feiled to obeserve that all these nemes have a common origin
in the Italian language. #11 the Italienste nemes in
The Revenger's Tragedy, with the exception of Piero, Antonio

and Hippolito, end those in The Atheist's Trage@y with the

exception of Borachio, are words, or based on words, listed
in #lorio's Italian-isnglish dictionary of 1598 (11). The
exceptions sre nemes used by other playwrights; FPiero and

Antonio occur in Kareton's Antonio and Mellida, Borachio in

Shakespeare's Much Ado about Nothing. The names borrowed

from Italisn are used appropriately, and the author evidently
was well aware of their meaning. Thus Dondolo in Florio's
slangy and lively interpretation means "a& gull, a foole, a

thing to make sport", which is hie function in The Revenger's

Tragedy a= in The_ Fawne. Lussuri.so mesneg "lesacherous,

luxurious, lustfull....", Supervacuo ".,superfluous, overmuch,
vaine, not necersarie, unprofitable, to no use”, §purio

"8 whores son whose father is not know...”", Vindice "e
revenger of wrongs..”", Castiza is clearly derived from

"casta" meaning chacte, Gratiana from "gratiano"” (& name

used by Shakerpeare in Othello and The Merchant of Venice)
which has the meaning "a gull, a foole or clownish fellow in
a play or comedie". The derivations of Ambitioso,
Levidulcia (levita="lightness" and dolce="sweet..flexible"),
Caeetabells, and Cetaplasma (& ceteaplasm, "a plaister...or
greene malve leide upon a sore") are evident. It is
notable too how appropriate Vindice's ascumed name Piato,

"flat, squat, cowred downe, hidden.." is to & disguised hero
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acting a~ a low villain for hire, and the name of Cataplesma's
servant, Presco, "fresh, new, uncslt, coole, cold, grecn...",
to one who is faint-heurted, blu~hing, and cold when che
woos hiwm, and of whom she says:

«++I thinke thou wert begotten e .weene the iNorth-pole

and the congeal'd pasrcage,

” A, T, 1i.:..50-1

Thus the origin of most of the character-umues in both pla:rs
i=s an Italian dictionary, and Oliphant's evidence ir zeen
to be no evidence at all. For 1t is egually probeble t.eat
the unusuval Italienate names used by other dramatists derive
from th.: same source, Clearly Marston was aware of the

meanings of words like Malevole and Dondolo,

vliphant finds in The Revenger's Tragedy "slmo=t all

the characteriatics of Middletonian verse..". Another c.itic,
R. H. Barker, who supports Oliphant's view, and claims slso

thet Middleton is the suthor of The Second Msiden's Tragedy,

(licenced for the stage 318t Oct. 1611) =ayr (12) thet the
veraification of this latter play is quite unlike Tourneur's
and has drawn up the following table of the frequency of
light ending=, to demonstrate how simils» the play is in this

respect to Middleton's work:

rlay Linees examined Ho. of 1light
e.dings
S8econd Maldene Tragedy 500 210 42
Atheirt'a Tragedy 500 37 7.4
A Chaate Maid in 10O 185 46.3

Cheapride
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Many years ago E. E. Stoll (13) drew up a tsble to show how
the frequency of light endings end run-on lines gradually
increaczed throughout Tourneur's work, and errived at the

following figures for the plays:

Play Lines examined No. of light %
endings '
Revenger's Tragedy 460 1 -

Atheist's Treagedy 402 30 7.4

The two critics appeer to have used the same method of counting
since they each arrive at the same percentage of light

endings in The Atheist's Tragedy. It is clear from these

tables that if the first be considered evidence to show that

Tourneur did not write The Second Maidens Tragedy, the two

together must be considered even more conclusive evidence

that Middleton did not write The Revenger's Tragedy.

There 1s thus no external evidence to sugge~t that
Middleton wrote the play, and the internal evidence so far
put forward, resolves, after the necessary cocrcctions have

., been made, into certain perellels in phreeing, which are
often most unconvincing, some similarity in imasgery between

The Revenger's Tragedy and Women Beware Women, discussed by

Mincoff, and the differences bectween The Atheist's Tragedy

and The Revenger's Tragedy. Resemblances in phresing signify

little, since, as has been noted, there are close parsllels
also with other guthors, such as Marston and Shakespesre.
M. Mincoff's comparison (414) of the subject-matter of the

imeges to that of Middleton's images in Women ieware Women,




(126)

again shows little, except thet there is some similarity
as might be expected, for images of law end disease are
common enough in Jacobean drama, It is notable how often

he has to admit & simidarity aleo to The Atheist's Tragedy,

and how often he owns to a difference from Women Beware

women (15):

"A certain difference is to be noted in thet the
curing of diseases also plays a part in the imagery..."

"A rather suspicious divergence is the large place
given to eating and drinking..."

"...the long drawn out images of banqueting have no
parallel there" (i.e. in The Revenger's Tragedy.)

"We may also note a= & slight divergence the use of
the word seal..."

"...the stage is not drgwn upon, a distinct
divergence from The Revenger's Tragedy..."

Ags regards the differences between the plays, differences
are surely to be expected between plays on different themes,
one of them written four or five years after the octher.
Several critics, including Oliphant and Mincoff, say that
The Revenger's Tragedy is more mature than The Atheist's

Tragedy, but the analysis of the plays made above demonstrates
how false this view 1is. In support of this thesis Mincoff
also states that the latter play is modelled on Hamlet

"to the point of plagierism", whereas "The suthor of the
Revenger's Tragedy...never borrows...in this shameless
faghion" (16), and in this he has the support of E.E, Stoll

(17). The mection ebove on "Influences and Borrowings" in

The Revenger's Tragedy ~hows how markedly derivative the
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play is both in plot and style, even to the point of
borrowing & whole scene from Hamlet, and whatever links

The Atheist's Tragedy may have with Shakespeaere's play, the

conception of the plot is entirely original.

There remeins to be considered what links exist between
the plays. The more obvious likenesses, in title, in
certain aspects of the themes, in the use of Italianate
character names, in the heavily stressed moral attitudes
shown in the plays, and the similaritieaz between the
characters of the Junlor Brother and Sebastian, Castiza and
Castabella, have been observed by other critics. H. Dugdele
Sykeglggs drawn atteantion to some parallels in language, in
particular the repetition of the striking phrase "'tis
oracle”, and the appeals to heaven of Vindice e&nd Cantabellsa.
The examination of the pleys mede here has demonastrested many
more similarities. The plays have much in common in the
use of stege effect and property, especielly in the use of
a skull ss & central symbol, and it 1= notable thet two of
the finest speeches in the pleys are the soliloquies of
Vindice (R.T. 1ii.5.) and D'amville (A.T, iv.3.) esch
addrersed to 8 =kull. The imagery is similar in meny
respects, and both plays show & love of punning and elaborate
word-play. There is in each a marked emphasis on sin and
death, and the subject matter both of images and iterative
words is often the same, Both plays are indebted to the
same authors, Maraston and Shakerpeare, for the major

influence on them, Beslides the~e recemblances, which have
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been discusred in the chapter on The Atheint's Tragedy, there

are some more minute parallels in the use of words in an
uncommon =ense, or in a gsense not otherwise recorded until
much later than 1611.

Fuller details about the words and exprescions meintioned
here will be found in Appendix D. The word "attempt"
appears in both plays in what seems to be a specifically
Shakesapearean use, meaning an essault on life or hcnour,
"Conjure" in the sense of conjuring up or out a devil,
otherwise first recorded in 1625 occurs in both pleys. The
phrese "to drop into the grave" in which "drop™ has both
a litersl end metephorical sense is used three times in the
plays. The words "easy" ured of persons to mean compliant,
and "employ" in the pessive sense of "to be occupied”, which
are otherwise fir-t recorded much later, are &lso comuon
to both pleys. A more notable use is that of "experienced"
in the phrsse "to be experienced iu something", said of a
person, which is otherwise first recorded in 1832. "Free"
used of speech to mean "without reserve’ occurs in both plays,

though the ;;,E.D, quotes a passage from The Atheist's Tragedy

as the first recorded example. "Hopes™, the plural of the
noun meaning the expectation of somethirz deszired appears
for the first ;imn in these ;lays. The reflexive use of
"spend” meaning to exhaust or wear out (itself) 1s first
recorded by the N.E.D, in 1663, and "to wear off", mecening
to waeste away or impair is first recorded in 1674, but both

occur in the plays.
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One expression, the coatraction "I've" for "1 have", is
fir=t recorded according to the N.&.D, in 1742, Its use in
these »plays, which have & large number of contractions of
this zo0rt, €.g2. "Ime" and "l1le" for "I am" and "1 will", may
be very unusual, though it is impossible to say with
certaeinty until better texts of other Jacobean suthors are
esteblished. However, it is worth noting that J. Dover uilson
in his edition of Measure for Messure (19), has the following

note on the line "I'hsve hope to live...."(1ii1.1.4.):

"0 F. (1.e. the Fir-t Folio). %,D, quotes no
example of modern contrscted I've be?ore 18th century".

20 that he has evidently not found a use of "I've" in the
First Folio of 1623,
There sre anlso a few words or expressions, the most

intereating of those common to The Revenger's Tragedy and

The Atheist's Tragedy, which are used in & sens=e appsrently

unique to Tourneur, Thus "apprehension™, the anticipation
of future cvents, is first recorded in 1603, and the N,i,D.
stetes thet it 1s used “"chiefly of thinge edverse", and gives
no ecxample of any other ure. In the line

I'me in e throng of happy apprehensione
R, T, 111.5.33

the word is used in e peculiar sense referring to things
pleasant, and this iz paralleled in Tourneur's poem "A griefe
on the death of Prince Henrie":

teares....
That flow from epprehension of releefe
11.130-2

"apprehension” eppears also in The Atheist's Tragedy in the
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gsense of Aread, which 1s not otherwise recorded before 1648,
The expression "with sefety" meaning "without occasioning
danger” 1s first recorded in 1806, but i~ used in both plays
to mean without incurring danger, a sense not recorded By
the N,E.D, . The phraz: "thauks to..." as in
Hip: Thanks to lowd Musick.,

Vinds& Twas our friend indeced.

R, T, iii.5.237-8
is firet recorded in 1633. The same expression with the
"to" omitted, a use not recorded by the }N,E.D,, occurs in both
plays. One other perhaps unigue usze ie that of the word
"inherit":

A vergin honor is & christall Tower,

which belng weake 12 gusrded with good spirits,

Untill she bacely yeelds no 11l inherits

R,T, iv.4.167

None of the ordinary senses, such a= to derive, to recelive
from & predecessor, etc., cen it this passage. The only
applicable meaning given in the (,~.I', is an obsolete
figurative use "To take possesrion, teake vp an abode, dwell”,

which fits the metaphor exsactly. The only example quoted

of this use is from Tourneur'e Trsnsformed Metamorphosis:

O where csn life celestiall inherit
If it remaines not in a hesv'nly spirit?
llo 6"‘7
and there is s psrallel not only in the strange meaning, but
in the rhyme, apirit : inherit,.
Thus the evidence produced by this study strengthens
considerablp the case for Tourneur's authorshipof The

Revenger's Tragedy. In the first place much of the evidence
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put forward in support of Midilleton has been shown to have
little or no vallidity. In the second plsce some hitherto
unobserved fects concerning the deting &nd chronology of
Middleton's pleys, and the companies for which they were
written, have been sseembled, and shown to dlscredift further

his claim to the authorship of The Revenger's Tregedy.

Thirdly a detsiled exsmination of this play and of The Atheistds

Tregedy in relation to it hes confirmed meny elresdy observed
similarities between the plays, snd brought to light many

new ones. It has shown also that The Revenger's Try, 2dy

is much more derivative thean many critics, in particular
the supporters of Middleton, heve allowed, more so in fact

than The Atheist's Tragedy, end that ite verse, in spite of

the force of the imsgery, is much too elementsry and formal
in structure to war-ant the extrevagant clsime of maturity
and ctrength mede for it, Additionsl rupport is thus given
to the traditionel dsting of the playe sccording to their
cates of printing. The many similarities betwcen the pleays,
and at the seme time the originelity of conception, broader
churecterigation, looser snd more varled, if sometiues

feebler, varse, and grester thought content of The fiheist's

iragedy, provide good reanons for belleving this to bLe a
later and more mature work b: the autho. of the esrlier play.
Althovgh the svidence i« not conciusive, &ad there are
many differences bhetween tte pleys, it i= my ,evrsonal
opinbon after making & close ntudy or them £.ud couwplling

a concordence, that Tourneur wrrote both. ¥For it is not
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only perticular evidence which counts in such s matter, but
the more intengible qualitier which evade etrict analysies or
close definition. I mean by this that in mood, general
temper and morel fervour the plays secm to me to be
remarkably alike. It is in these quallit.es too that the
pleys differ most from Middleton's work, and it is doubtless
a sencge of thie which hams caused Oliphant, the most

consistent proponent of Middleton &s suthor of The fevenger's

Tragedy, to point out what he considers the strongest
argument ageinst that suthor, nemely thet "...the autaor of

The Revenger's Tragedy is markedly & moralist, as Mic.leton

never is". (20)



2.
3.

9.

10.

11.

12,

13.

14.

(133)

REFERENCES,

E. H. C, Oliphant :

idem,

., E. Stoll

L x )

"Tourneur snd Mr. T. 8. Eliot" in
“tudive in rnhilology, vol. 32,
O'Tf'.t. 1935.

"John Webeter”, Cembriige Mess.,
1900, Aspeaalx i, p.205 et. =eq.

obaerved by sevaral ciitica, including B, E. 8toll and

A. Nicoll.
A, Harbage
R. C, Bald

*e

by W. D. Durkel in his
Tregedy", Fublicetl n<
vol.46, Sept. 1931

H, N. Hillebrand 2

E. K. Chambers :

. Ho C. Oliphant

Giovanni Florio .
x. ., Barker :
E. E, 8toll .
M. Mincoff :

"Annals of English Drama"
Philadelphia, 1940.

"Phe Chronology of Middleton's
Plays” 1n Modern Lsngueage Review
vol. 32, Jen. 1937, pp.33-43

"Authorshlp of The Reveager's
of the Modern Language Asacclation,

"Phomae Niddleton's 'The Viper's

troud® in kudern Language ilotes,
vol.XL1T, Jen, 1927

"The Elilzabethen “tege” L vols.,
oxford 132), see vol.3, pp.439-
L4410

"The Authorahip cf The Revenger's

Tregedyt in Studies in yhilology,
vol.23, April 1926, pp.157-68

"A Viorlde of Wordes, or most
uop;ou' snd cxact Dictionarie 1in
Italian and Xnglish™ London 1,598,

"The Authorship ol The Second
¥uwiden's ragely snd The Revenger's
Trogedy" 1a Trhe Shakes).eare
Aecociation Bulletin, vol.20, No 2

April 1945

op. cit. p.212. Only the relevant
nart of his toble i« quoted here,

"The Authorchilp of The Revenger's
Tragedy', Sofia 1939, pp.58-82



(134)

15. 4idem., The guotationa are from pp.70-5
16, idem. p.56

17. E. E. Stoll op. cit. After noting come
pa“zllclﬁ in The Atbei“f'

Tragedy to Shakeapeere s tragedies,

[ £ ]

he rey« "rnotriag o1 gthe -ort
sppears in The nevenger's T:egedy".
1'-"1 2n¢

18, H, Dugdale 8. kes + "The Teven. r'e Travedy end The

Seccond Maiden's Tregedy” in
Notes nd Juerie~, Te;t. 1919

18. . Dover il-con ‘ed.): "keecure Tor tecoure! {Tbu
Cembridge %n&keeyea ey wambcidge
1642, p. 1z

20, ©, ', C. Oliphant + Letter in Timee Litcrary
Supplement, Dec. 18th, 1930.



APPENDICES




APPENDIX A.

Main Groups of Iimweges in

The Revenger's Tragedy




(136)

NOTE :

Some images in the following lists sppear twice under
different headings, e.g.

R:T: 10“062:
Nay then step thou forth thou Bribelesse Officer

which is listed principally as a personification (Vindice is
addressing his sword), and secondarily under "Money, expense,
luxury", since "Bribelesse'" 1links with the recurrent contrast
of expense and usury on this earth with the "unbribed ever-
lasting law" (i.2.184) of heaven. This secondary classifica-
tion is marked thus + with a cross. Vindice's addresses to
the skull are clasc~ified under "Personification and Apostrophe"
but marked in brackets thus (......).
The number of images cla-sified is &s follows:
Personification: 66 + 3 marked "+"
Bodily Action: 106 + 2 " "
Money: Ly
Food and eating: 31
Total: {EE?
Only the main groups and types of imagery are classified
in this appendix, and sometimes only the relevant part of an
image is quoted. Thus the line

R, T, 1.2.7:
Throwne inck upon the for-head of our state

is listed under "Personification”, though the full image

M& 102.5-9:
- His violent Act nas e'en drawne bloud of honor
And stained our honors
Throwne inck upon the for-head of our stste
Which envious spirits will dip their pens into
After our death; and blot us in our Toombes.
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would fall under some other category in a classification by
subject-matter. The hint at personification which this imsage
contains is however a more important consideration in the style

and iterative stress of the play than the subject-matter.
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Personification and Apostrophe:

R.T, 1.1.4:
sessogoe, gray-hayrde sdultery

R.T. 101.8:

O that marrow-lesse age
Would stuffe the hollow Bones with dambd desires....

R.T. 1.9.41:
Age as in gold, in lust is covetous

R.T. 1.1.48;
Vengence thou murders Quit-rent and whereby
Thou shoust thy selfe Tennant to Tragedy,
Oh keepe thy day, houre, minute, I beseech,
For those thou hast determind: hum; who ere knew
Murder unpayd? feith give Revenge her due
Sha's kept touch hetherto - be merry, merry,
Advance thee, O thou terror to fat folkes
To have their costly three-pilde flesh worne of
As bare as this.....

(R.T. 1i.1.1-54: Vindice's address to the skull)

R.T. 1.1.50:
Has that bald Masdam, Opportunity
Yet thought upon's.....?

R.T, 1i.1.108;
....0Ccasion, if I meete her
Ile hold her by the fore-top fast ynough...

R.T. 1010126:
The Lewes 8 woman, and would she were you.

R.T. 1.2.7:
Throwne inck upon the for-head of our state

R.T. 102.56:
let not Relentlesse Law,
Look with an iron for-head on our brother

R.T. 102.u5:
Impartiall Doome
Shall take first hold of his uncleane attempt

R.T. 102057:
the Law is a wise serpent
And quickly can beguile thee of thy life.
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R.T. 102061‘:
..1f our Tongs
Were sparing toward the fact, Judgment it selfe
Would be condemned and suffer in nens thoughts

R,T. 1.2.76:
Death too soone steales out of a Lawyers lip.

R.To 102081:
The Lawe -
Is growne more subtill then & woman should be

R.T. 1020105:
if Judgement have cold bloud
Flattery and b-ibes will kill'it.

R.T. 1.2,130;
That Jewel's mine that quivers in his eare
Mocking his Maisters chilnersse and vaine feare

R.T. 1.2.139:
For ceremonie ha's made many fooles,

R.T. 1020177:
I would thanke that sinne
That could most injury him, and bee in league with it.

R.T. 1.20186:
Would not this mad e'en patience.....?

+R.T. 1.2.202;
Some stirring dish
Was my first father

Ro T- 10307:
Let blushes dwell i'th Country. Impudence!
Thou Goddesse of the Pallace, Mistris of Mistreases
To whom the costly-perfumd people pray,
Strike thou my fore-head into dauntlesse Marble
Mine eyes to steady Sephires: turne my visage,
And 1f I must needes glow, let me blush inward
That this immodest season may not spy
That scholler in my cheekes, foole-bashfullnes,
Thet Malide in the old time, whose flu=h of QGrace
Would never suffer her to get good cloaths

R.T., 1.3.27:
if Time

Had so much hayre, I should take him for Time,
He is so neere kinne to this present minute.
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1030753
If any thing be dambd
It will be twelve a clock at uight; that twelve
Will never ascaepe;
It is the Judes of the howers; wherein
Honeat salvation is betrayde to sin.

1.3.195;
Sword I durst meke s promise of him to thee,
Thou shalt dis-helre him, it ahsll be thine honor.

10“063
violent Rape
Hoes playd a glorious act.....

1»“.152
Her honor first drunke poyson, snd her life
Being fellowes in one hou~me 4id pledge her honour.

i.h.62:
Nay then step thou forth thou Bribelesme officer..

i. h.67:

if at the next sitting
Judiment apeako ell in gold, &nd spere the bloud
Of such a =erpent....

i1.4.94:
And chide away that foolish-Qountry gircle
Keepe« compeny with your deaughter, chastity.

11.1.126:
what rayd advancement to you: thus it -~ayd!

11.1.142:

0 suffring heaven with thy invieible finger
Ene st this Instant turne the pretious side
Of both mine eye-bslls inwerd.....

110 1 .20)4:
what's honestie?
'Pis but heavens beggar....

i1.1.207:
Times sre growne wiser and will keepe le~~e charge

11.1.2u8:
All thrivee but Chestity, she lyes & cold.

LN
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14.1.275:

Why do's not heaven turne black, or with a frowne
Undoo the world - why do's not earth start up
And strike the sinnes that tread uppon't?

11.2.102:
Sword thou wast never a back-biter yet

11.2.149:

Night! thou that lookst like funeresll Heraulds fees
Torne downe betimes ith morning, thou hangst fitly
To ¢races those sins that have no grace at all.

11.2.254;
To let my sword-Catch cold so long and misse him.

11.2.266:
Death shell not long lasg efter him

11.2.291:
A Dukes soft hand stroakes the rough head of law
And mekes it lye smooth

11.2.302:
that offence which never yet
Haed face to beg a pardon.

11020359:
Age hot is like a [.onster to be seene

1110206:
O liberty thou sweete and heavenly Dame;

1110“081:
Stay good Authorities Bastards....

11105015:
Some darkned blushlesse Angle, that is guilty
Of his fore-fathers lusts....

iii.5.h2:

And there's more private common shadowing vices

Then those who are knowne both by their names and price

111.5.47-119ff: address to the skull):

111.5065:
Spout Raine, we feare thee not, be hot or cold
Alls one with us....
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11105075:

Do's the Silke-worme expend her yellow labours
For thee? for thee dos she undoe herselfe?
111.50123:

..brother fall you back a little
With the bony Lady.

1i1.5.147:
Give me that sin thatz rob'd in Holines
11i.5.23%:

.« .pleasure is Banqguets guest
Thanks to lowd Musick
Twas our friend indeed,
ii1.6.112;
Did we make our teares, woemen for thee?
iv.2.163:

your mother

Whose honor being & coward es 1t seemes,
Yeelded by little force.
iv.2.173:
Has not heaven an eare? Is 811l the lightning wasted
iv.2.219;
O thou elmighty patience, tis my wonder...
iv.2.236;
Murder will peepe out of the close~t huske.
iv.l4.51:
Wet will make yron blush and change to red
iv.4.92;

..joye's & subtill elfe,

ivel4.95;
Our hearts weare Feathers that before wore Lead.

v.1.15:
..the fitte~t houre, to have made nmy reveng familiar
with him.

v.l.36:
Death rotte those few.
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vel.117:
1 have seene these cloths, often attendlag on him

vet.123:
I, one of his cast sinnes will send the Fates
Mo=st hearty coni.ecndations by hi~ own soane,

Vel.2:
atrike old griefe=s into other coun-
tries
That flow in too much milke, and have faint livers
Not dering to stab iiome their discontents

Ve3.30:
they say, whom art and learning weds,
When ~tars were locks, they threaten great-mens heads

‘]030583
Dost know thy kue, thou big-voyc'st cryer?
Dukes groanes are thunders watch-words,

Vel.113:
My tong 1is out of office

vVe3.157:
This murder might. have slept in tonglesce brasse,
But for our relves, and the world dyed an sa=sse.
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Bodlly Action: Verbs of motion:

R.T. i.1.141:
disgrace oft suotherd in his cpirit
When it would mount

R.T. 1.2075:
0 keept upon your Tongue, let it not =lip
Death too soone steales out of a lawyers lip.

R.T, 1.2.125;
And here comes hee whom my heart points unto

R.T. 102019}4:
Dut: Thence flew sweet comfort, eeérnest and farewell

Spu: Oh one incestuous kiss picks open hell
Dut: Faith now old Duke: my vengeance shall reach high

R.T, 1.3.19:
Nay brother you reach out ath Verge now

R.T. 103027:
This our age swims within him

RQT. 103039:
Gather him into bouldnesse, sfoote the nlave's
Already as familisr as an Ague
And cshskee me at his pleasure

R.T. 1.3.80:
..oobut let this talke glide

+R.T. 1.3.86:
And thou shouldst swell in money....

R. T. 1.3.96:
This Indian divill
Will quickly enter any man.

R.T. 1.3.103:
my desires
Are leveld at a Virgin

R.T., 1.3.106:
And jewells that were able to ravish her
without the helpe of man,

R.T. i030127:
Enter upon the portion of her soule
Her honor
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103-133:
' my braine
shall swell with <trange invention
10301583
Himzelfe being made the -~ubtill instrument,
To winde up a good fellow
i.&.8:
A sight that strikes man out of me
10“-0 28:
We have greefe too, that yet walkes without Tong.
i.l4e31:
Lend me but your Attentions, snd Ile cut
Long greefe into short words
1.4.35:

Courtiers in the maske
Putting on better faces then their owne

iouo 55:
Heer let your oths meet to be kept and payd

Which else will =tick like rust, and shame the blade

iouo 78:

For this time wipe your Lady from your eyes
ii.1.39:

I swore I'de put anger in my hand

And passe the Virgin limits of my celfe....
ii.1 059:

I will lay
Hard «iege unto my mother
ii.1.71:
The Crowne gapes for him every tide
1i.1.104:
Would I be poore, dejected, =cornd of grestnesse,
Swept from the Fallace, and see other daughters
Spring with the dewe sath Court...?
1i1.1.121:

when his tongue struck upon my poore estate.

ii1.1.127:
The daughters fal 1ifts up the mothers head
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11.1.150:
Your wordes will eting.

11.1.171:
And by what rule =should we squere out our lives....9?

11.1.175:
Maydes
Whilst others clip the Sunne they clasp the shades!

i1.1.240:
Walke with a huadred Acres on their backs

i1.1.258:;
Your Tongues have struck hotte yrons on my feace

11.4.281:;
That they cshould be the hookes to catch st nian.

1i.2.24:

Ravish me in thine snswer; art thou rsre,
Hast thou beguilde her of salvation,

And rubd hell ore with hunny....?

1ii.2.51:

The maide being dull, having no minde to travell
Into unknowne landes, what did me I =straight

But ~et spurs to the motherj; golden =purs

Will put her to & faleme ;sllop ia a trice.

1102.61:
Did with her tong =0 hard beset her honor

i1.2.66:
the good sutient Madam...threwe me

These promissing words

i1.2.104:
Thy veines are sweld with luct, this shall unfill e'm

11.2.210:
Ile shake their eye-lids ope, and with my sword
Shut e'm agen for ever,
i1.2.216:
I have great =ins, I must have days,
day months deere sonne, with penitential neaves
To 1lift 'em out.....
11020222:

Ile gripe thee
Ee'n with the ilerves of wrath
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11020271:
weele sweat in plesding

11020281:
Set on, Ile not be farre behinde you brother

11020296!
fome father would heve enterd into hete
80 deadly pointed....

11.203353
some mietaken furie in our sonne
Which these sspiring boyes would climbe upon

110203u1:

Our knees shall teke away the office of our feete for
ever.

11.2.3U8:

vss.rise my Lords, your knees signe his release

111.1.21;
weele have some trick and wile
To winde our yonger brother out of prison

111.1.29:
.+ o O you before
And eet an edge upon the Executioner

Sup: Let me alone to grind him

111,3.16:

0, sir, destruction hies
141.4.55:
When griefe swum 1ln their eyes
iii-“o?M:
The houre beckens us
11105-“3

O tis able to make = insn spring up, & knock his
for-head / Against yon silvar seceling.

111050523
I'me loet againe, you cennot finde ne yet
I'me in a throng of happy Apprehensions

111050573
ege and bare bone
Are ere allied in:action



R.T.

R.T,

R.T.

R.T.

R.T.

R.T.

R.T.

R.T,

R, T,

R.T.

R.T.

R.T.

R.T.

R.T.

(148)

111.5.126:
So, s0, - now 9. years vengeance crowde into & minute!

111.5.155: |
thet iids affrighted eyeballs
May <tart into those hollows

11105.1302
Pleasure should ueete in a perfumed wict

111050186:

I will meke
Thy spirit grievous =ore, it =shall not rest,
But like some pertilent man tosce in thy brest -

111.5.191:
Thy Bastard, thy bsstard rides a hunting in thy browe.

111.5.209:
Naile downe his tongue, and liine cshall keepe possessior
About his heart

111050 2114:
Let our two other lLands teare up his lids..
And meke his eyes like Comets shine through bloud.

1110502214:
The thought of him rubs heaven in thy wey

1ii.5.239:
The Duke-dome wants 2 head, tho yet unknowne
As fa=t as they peepe up, lets cut 'em downe.

111.6.17:
You'd have the honor on't for-cooth, that your wit
Lesd him to the =caffold.

i11.6.57:
But in the =teed of prayer he drew forth osths

iii.6.122;
Weele pull downe all, but thou eshselt downe at last.

iv.1.42;
And laye this yron-age upon these

iv.1.57:
for discontent and want
Ig the best clay to mould a villaine off;
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iv.1 073:
did abure my spleene
And made it ~well to treason: I have put
Much of my heart into him
iv.1.78:
I he =hall speede him; Ile employ the brcther
8laves ave but Nayles, to drive out one another
iv.1.81:
hope of preferment
Will grinde him to sn Edge -
iv.2.13:
To »ile vp all my wishes on his brest.
iv.2.25:
if you be but once tript, wee fall for ever,
ivozc 22:
You fetch about well....
iv.2.70:
Yet all the world meetes ro:ad in the ssme bent
iv.2.99:
thou hast put my meaning in the pockets
And censt ot draw that out....
iv.2.92:
Has par'd him to the quicke.
iv.2.126:
I will unbrace =uch a closse private villayne
Unto your vengefull ewor-de...
iv.2.131: .
I kept it here till now that both your angers
Might meete him ot once.
iv.2.220:
That cuch a fellow...
Should not be cloven as he stood
Or with a recret winde burst open!
iv.2.244:
as if sleepe hed csught him..
iv.3.h4:

Madam, unlock yourcelfe...
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iv.4.13: .
Cut not your daies for't, i I not your aother?

iv. uo L"B:
A mother to give ayme to her own daughter

iv.4.71:
how leprously
Thet Office would have cling'd unto your forenead.

iv.4.81;
To have her trsine borne u,, cad her soule traile i'th
durt.

iv.4.106:
Whose honor I've so impiouslie beset?

ivel.113:
To prostitute my brest to the Dukes conne

1V0u012l4:
Strike not me cold.

iVouc 1‘42:

eve..e.8n31 had much sadoo
In three hourss reading, to untwist so much
Of the black =erpent as you wound about me?

iv.4.152:
Advencement, true: as high &= shame can pitch

ve1.10:
....his faith's too feeble to goe alone;
Vel o1l
Ah the fly-flop of vengesqce beate 'em to pewces
Velo21:
may not hereafter ti.es open in ac fesire faces as
this?
v.1.50:

Wwhy the: hee #will nere live to be =sber?
No matter, let him reele to hell

Vel1.125:
Ile tug in the new streaic, till strength be done

v.1.150:
The titles that were due to him meete you
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v.i.152:
I've many greefes to dlspestch out ath way
V.1.167:

all sorrowes
Must run their circles into joyes
Vo10175:

our new happinesse

Sprecad in his royell =zonne
v.l.1237:

Well, heve the fayrest marke....
And 1f I miss his heart, or neere about
Then have at any.

Vel.7:

Winde up yonur soules to their full height agen.
Ve 2076:

Here's a labour sav'd

I thought to have sped hin,
V. 30 93:

....the Duke -~ & vengcance throttle hin

Ved.112:
He that clipes highest has the s-eatest fall

Ve3.155:

When murders shut deeds closse, this curse does segle
em

I- none disclore 'em they them celvis reveale 'em!

V03.165:

we coculd have Hobles clipt
And go for le=rc¢ then beggers
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Money, expense, luxury:

R.T. 101'11:
the spend-tiirift veynes of & drye Duke

R.T. 1.1 025:

g the artificiall <hine
Of any woman's bought complexion

R.T. 1.1.29:
Oh she was eble to ha masde a Usurersg sonne
Melt all his pat:-imony in s kisse
And what his father fiftie yearee told
To have consumde....

ReTe 1o1e41:
Age as in gold in lust is covetous

+R.T, i.1.42:
vengence.....
Oh keepe thy day, houre, minute, I beseech,
For those thou has AdAetermind: hum: who ere Knew
Murder unpeyd? faith give evenge her due
Sha's kept touch hetherto - be merry, merry,
Advance thee, O thou terror to fat folkes
To have their costly three-pilde flesh worne of
As bare as this - for banguets, ewu~e and laughter
Can make great men, ss greatnecse goes by clay.

R.T. i.1.56:

how go things at Court?
In =2ilke snd eilver brother: never braver.

R. T. 101 089:
....801e base coynd Pander

i{.T. 1'2.127:
Many a wealthy letter heve I sent him
Sweld up with Jewels.....

R.T. 1.2.159:
For had hee cut thce & right Dian ad
Thou hadst been next set in the Hukedocmes Ring,
When his worne selfe like Ages casie slave
Had dropt out of the Collet into th'Greve.

R.T.i.2.18&:
Of that unbribed everlasting law

+R.T. 10307:
Impudence!
Thou Goddesse of the Pallace, [iistris of Mictresces
To whom the costly-perfumd people pray
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R. T. 1.3.57:
I have scen Patrimonyes washt a peices....
Fruit-feilde turnd into bastards
And in a world of Acres
Not so much dust due to th'heire t'wes left too
As would well gravell a petition

R.T. 103086=
And thou =.ouldet swell in wcney, w«nd be oble
To meke lame beggers crouch to thee

R.T. 1.5.1214:
In this Luxurious day in which we Lresth

R.T. io30129:
«+so.h€r chisstity
And bring it into expence, for honesty
Is like a =tock of money layd to sleepe,
Which nere so litile broke, do's never keepe

+Ro To iouo 62:
....thou Bribelesse Officer

+R. T, i.4.67:
if at the next sitting
Judgment speake all in gold.....

R.T; 110102:
How hardly shall that mayden be beset
Whose onely fortunes, are her constant thoughts,
That has no other childes-pasrt but her honor,
That keepes her lowe and empty in estate.
Maydes and their honors are like poore beginners,
Were not sinne rich there would be fewer sinners;
Why had not vertue a revennewe? well,
I know the cause, twold have impoverisn'd hell

R, T, ii1.1.22:
..ordinary words/.../...thats a~ ordiacry as two
shillings

R.T, 11.1.90:
Madem, I know y'are poore
And lack the day, there are too many poore Ledies
already.
Why should you vex the number?....
Live wealthy, rightly understand tue world,....

R.T, i1.1.100:;
The world descends into such base-bore evills
That forty Angells can make fourscore divills...
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11.1.107:

I would raise my state upon her brest
And call her eyes my Tennanta, I would count
My yeerely maintenance upon her cheekes,
Take coach upon her lip, and all her partes
Should keepe men after men, and I would ride
In plessure upon pleszsure,

11.1.177:
You cannot come by your selves without fee

1101 0193:
N Fortunes flow to you;
What will you be a girle?
If all feard drowning that spye waves & shoare
Gold would grow rich, and all the Marchants poore

'1101020u:

what's hone-~tie®

Tis but heaven's beggar; and what wonmen is so foolish
to keepe honesty

And be not sble to keepe her-selfe? Ho

Times are growne wiser and will keepe less charge

A Mside that has small portion now entends

To breake up house, and live upon her friends

i1.1.212:

to nake your fore-head
Dazle the world with Jewels, and pstitionary pecple
Start at your presence,

1101.238:
those

Poorer in fsce end fortune then her-—=elfe

Welke with a hundred Acres on their backs..

Faire medowes cut into Greene fore-parts...

Lands that were meat by the Rod, that laboras spard
Taylors ride downe and measure em by the yeard;
Faire trees, those comely fore-tops of the Field
Are cut to maintsine head-tlres......

1101.278: . .
Wert not for gold and women: there would be no
damnation.

il.2.31:
A right good woman in these dayes is changde
Into white money with lesse labour farre.....
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i1. 2087:
e....1 could picke out another office yet, nay and
keepe a horse and drai. uppont...l would desire but
this...to have all the fees behind the Arras...
11,2.109: |
I feare me

Her tongue has turnd my sister into use.
i1.2.159:

Now Cuckolds are a gquoyning, apace, apace, apace, apace,
iio 20 280:

The craftiest pleader gets most gold for breath
iii.1.7:

Fayths are bought and sold
Oths in these daies are but the skin of gold.

11i.4.14:;
Thou shalt not be long a prisoner
Not five and thirty yeare like a bangrout...

111050148:
Secret? nere doubt us Madame; twill be worth
Three velvet gownes to your Ladychip -

111-5075: .

Do's the Silke-worme expend her yellow lsbours
For thee? for thee dos she undoe herselfe?
Are Lordships =old to maintaine Lady-=hips....

11i.5.87:

Dos every proud and selfe-affecting Dame

Camphire her face for this? and grieve her laker

In sinfull baths of milke - when many an infant starves,
For her superfluous out-side, sll for this?

who now bids twenty pound & night, prepsares

Musick perfumes, and sweete-meates?......

iv.2.73:

Study? why to thinke how a great rich man lies adylng,
and 8 poore Cosbler toales the bell for him; how he
cannot depart the world, and see the great chest stand
before him, when he lies speechlesse, how hee will
point you readily to all the boxes, and when hee is
past all memory, as the go-seps gesse, then tiinkes hee
of forffetures and obligations.....hee's busie
threstning his poore Tennants;...
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iv,2,107:

I thinke thou art 11l monied.

Money, ho, ho

Tas beene my want so long, tis now my =~coffe
I've ene forgot what colour silvers off,

iv. 1&- 77:
And then our sister full of hire zand bssenecsse

iv.u. 80:
A drab of state, a cloath a =ilver slut.

1Vo‘4.1‘“¢:
And put my selfe to coiunon Usury.

iv'“c 1 53:
For Treasure; who ere knew a harlot rich¢?
Or could builld by the purchase of her =inne
An hospitall to keepe their Bastards in<% The Dukes
Sonne,
Oh when woeme:n are yong Courtiers, they are sure to be
0ld beggars.

v.1.156;
So one may see by this
How forreine markets goe....

Ve3.14:
hee and the cstepsonnes
Shall pay taneir lives for the first subsidies

Ve 30 65:
we could have Nobles clipt
And goe for lesse then beggers.
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Food and the sction of eating:
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1.1.65:

What ist may prove?

Give me to test

1i.1.83:

To seeke some stirange digested fellow forth
1.1‘107:

The smallst edvantage fattens wronged men
1010123:

Onely excure excepted - thst they'le swallow.
1.2.31:

Then twill not tast so bitter aqd unpleasant
Upon the Judges pallat

10201252

Ile kill him in his fore-head, hate there feede.
i.2.,201:

I was begot
After some gluttonous dinner, some ~tir-ing dish
was my first father; when deepe healths went round
And Ladies cheekes were painted red with Wine,
® @ s & 0 & OV N O PO s o0 'Q‘O!".lUtéﬁ'.;.ééﬁlljlééiér;.[.néét.

The sinne of feests, drunien adultery.

I feele it swell me; wy revenge is Just.

I was begot in impudent Wine and Lust
103071:

Any kin now next to the Rim ath sister

Is mana meate in these dayes.....
1-30173:

..8 woman: - why tis held now no dainty dish....
1.3.191;

Now let me burst, I've eaten Noble pquon.
i¢h026:

...s0rrowes/ Lets truely tast 'em
ioh037:

The Ducheses yongest sonne (that moth to honor)
F11d up a Roome; and with long lust to eat
Into my wearings......
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i.lb.50:
And fed the ravenous vulture of his lust

ii.1.222:

O thinke upon the pleasure of the Pallace

Secured ease and state; the stirring meates

Ready to move out of the dishes, that e'en now guicken
when their eaten

Banquets abroad by Torch-light, Musickes, Sports,...

11.2.173:
I do embrace this sesson for the fittect
To tast of that yong Lsdy.

110201873
And like strong poyson estes
Into the Duke your fathers fore-head
ii.2.249:;
you lie
And I will dam you with one meale a day
«.e.8bloud you shall never sup.
11.2.333;

.« their ambition../..must be purgd.

i1i.5.61:

Me thinkes this month should maeke a swearer tremble
A drunckerd claspe his teeth, and not undoe e'm

170 suffer wet damnation to run through e'm

111-5.89: .
.+seve.wWhen many an infant starves

For her superfluous outside, all for this<

Who now bids twenty pound a night, prepares

Musick, perfumes and sweete-meate=? all are husht,

Thou maiat lie chast now! it were fine me thinkes

To have thee seene st Revells, forgetfull feasts,

And uncleane Brothells; sure twould fright the sinner

And make him a good coward, put a Reveller

Out off his Antick amble.

And cloye an Epicure with empty dishes.

i1i.5.169:

My teeth are eaten out.

Hadst any left?

I thinke but few.

Then those that did eate are esten

R.T. 111.5.206:

Is not thy tongue eaten out yet?
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111.5. 21 9!
Had not that kisee a taste of sinne 'twere swoete

iv. 20 633
Lusgs: Mey it bee posasible such men should breath,
To vex the Tearmee g0 much?

Vin: Tie foode to some my Lord.

iv. 2087:
Letas tast of your conceit
1?. 2.113:
es s fOr table-roome
I feed on those that cennot be rid of me
1v. 2. 205:

The worst of all the deedly sinnes iz 4in him
That beggerly demnstion, d-unkennesse.

iv.4.61%:
Make my teeres salt ynough to tast of grace

ivel4o 457
To know the :.imeries mozt harlots tacte

V.1.1014:
«s..oh11s lipe are gnewn with poyson

Y 2.30: )
By one and one thelr =trengths shall be drunke downe
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Mejor Groups of Iterative Words in The Revenger's Tragedy.
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Ma jor Groups of Iterative Words in The Revenger's Tragedy:

The following lists (except for the list of verbs of
action) include the cognates of the words specified., Thus
the references to "eye" include one u<e of "eye-lid", one of
"eyesore”, and two of "c¢yeball”, I have not thou,ht it
necessary to put down each word, =ince this would overburden
the lists,

The firat four lists. referenceas to the body,and its
parts, to money and poverty, to food and eating, and verbs of
action, are complementary to the major groups of images listed
in Appendix A. The other lists are of iterative groups of
words which occur in large numbers, and have & wealth of
connotation due to their intimate connection with the climaxes

of the pleay, or to the stress laid on them by the author.
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References to the body and its parts:

arm
blood
body
bone
bosom
brain
breast
breath
brow
cheek
ear
eye
face
flesh
foot

forehead

2
2l
5

beget
beset
catch
cut

enter

fall

gape

W WO 0 W W W

8

frown
hair
hand
head
heart
heel
knee
leg
1lip
liver
marrow
skull
spleen
tooth
tongue

vein

point
ravish
ride
rise
run
atart

~teal

OoN

20

13
30

Iterated verbs of action - (those occurring 3 or more times):

6
M
11
6
3
>
M

92 carried
— forward
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Verbs of action - continued: b/f. 92
strike 11 undo 4
awell 6 tear 3
awim 3 wind -5
throw L 755

References to umoney, wealth und poverty:

beggar 5 pound 1
bribe 3 purchase 2
buy 2 quit-rent 1
coin 3 revenue 2
comtly 2 rich 9
expense 2 sell 2
fee 3 shilling 1
gola 8 silver 3
hire 5 spend 2
jewels 8 subsidy 4
luxury 3 tenant 3
money 6 treasure 3
pawn 1 usury 5
pay L wealth 3

poor 18 111
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References to food, drimic, cating:

banguet L food 1
digested 2 meal 1
dish 4 mesat 3
drink 3 revels 10
drunken( neas) 7 supper 2
eat 7 taste 8
feast L wine 3
feed 5 E;

References to lsw and judument (justice on earth):

curse 12 suct(-1y) 12
doom 9 law 19
judge 7 prison 11
judgment 7 asentence

82

References to heaven and hell (justice in the next world):

angel L heaven 3
commandment 1 hell 18
damn(-ation) 17 Lucifer 1
devil 15 religion 2
God 7 calvation 3
blessed-ing 7 soul 20



References to vice and virtue:

bad

base
corrupt
crime
disgrace
evil
false
fault
foul
good

knave

.
14
N
1
7

L
16

9
12

26
15

References to sex and

lust:

adultery
bestard
bawd
beget
chastity
concubine
cuckold
drab
harlot
horn

incest

8

N
&
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sheame

sin
treason
unnatural
vice
villain-ous
virtue
wicked
worse-t

wrong

incontinence
lecher( -ous)
lust(-ful)
pander

rape

ravish

sex

slut
strumpet
virgin(-ity)

whore

262

20

'\ﬂ O N = o\ B o o

-
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References to death or dying:

bleed 10 ill 24
corpse 2 murder 29
dead 10 poison 17
deadly 5 acaffold 5
death 34 skull 3
die L2 ~lay 3
funeral 5 revenge 17
gra&e 3 vengeance 12

hang 2 223
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Proverbs in The Revenger's Tragedy
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NOTE:
This appendix conteins & list of the 16 proverbs which I

have been able to identify in The Revenger's Tragedy, and a

further list of 8 proverbiul c¢xpreasions which 1 have not
traced, and heve therefore called "Apparent" Proverbs.
The bookes referred to in the &l pendix, sud tne

abbrevietions used are;-

Tilley: M.P., Tilley: lizsbethan Proverb Lore in Lyly's
nuphues and in pettie'= Pctite Pallace,
with parsllels from Shekespesare.

New York, 1926.

Oxford: Smith and Hereltine: The Oxford Dictionary of

Froverbs: 2nd edition, revised by
gir Fuul Harvey, Oxford, 1948.

Apperson: G. 1., Appeirrons “nrlish Proverbs and Proverbial
Phrases, A historicsl dictionary,
London, 1929,
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Proverbs in The Revenger's Tragedy:

"Take Occasion (opportunity) by the forelock, for she is
bald behina"

(T1lley p.238, quotes from Pettie's betite Palace, with
parallels from Merlowe end Shsicspesare: COxford p.658
gives the same reference es the earlieat example - 1578,
quotes Marlowe, Greene, 9penser, Bacon, and Shakespeare
as referring to it: Apperson p.462)

R. T, 1.1.60; .
Has that bald daidawm, Opportunity
Yet thought upon's......%

R,T, 1.1.108:
occasion if I meete her
Ile hold her by the fore-top fast ynough.

"As ugly as sin"
(Oxford p.682, gives carliest example as 1804: Apperson

p.658 gives earliest example - w. Scott, Kenilworth -
1821)

R:T' 102._55:
feyreat women
Good onely for their beautlies, which washt of,
no sin i= ouglier.

"0ld men are twice children”

(Ooxford p.472, gives the first snglish u~age as 1539:
Apperson p.4bY4 gives the =ame reference. [+ occurs
several times in Shakespears)

R, T, 1i.2.116;
Indeed 'tis true an o0ld .n~ns twice & childe

(cf. Hamlet 1i.2.403, where the suame phrasing occurs:
"TPhey =ay &n old man is twice a child.")

"get a beggar on hor<eback snd re wiil never alight"

(Tilley .73, quotes pettie, Petite Psllace., with
parasllels in Greene, Besumont and Fletch:r; Oxford p.50,
guotes variants in Shakespeare and jizshe, ives earliest
example ss 1584: Apperson .35 guotes Pettie, 1576)

R' T: 1.2.162"“:
Dut: Nay set you a horse back once,
Youle nere light off.
Spu: Indeed I am & beggar,
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“T0 err is human"

(Tilley p.136, quotes Pettie, end givee 4 -eferences 1in
Shekespeare: Oxford ».175 givee fiv=t reference 1542)

R, T, 1.3.81:
' It im our bloud to erre tho' hell geped lowde.

"The rising of one man is the falling of enother"
(Tilley p.348: quotee & reference to it in Pettie Petite

Pallece: Apperson p.533 quotes Chapman ctc. {Eestward
Hoe) 1605)

R, T, 11.1.127:
The dsughtcre fall 1lifts vp the mothers head

R T, 11i.1.34;
The.falliag of one head 1ifts up snother

"It 18 a wise ¢hild knows its own fathep®

(Oxford p,717, quotes first inglish use ar by Oreene 1589,
refers to Shaksspeare and R, T,: spperson p.0o97 gives the
rame firat reference. Both quote flomer)

R, T, 11.1,188:
The wor1ldm <0 chengd, cne shape into snother
It ir 8 wime childe now that knowes her nmother.

“"Knaves snd focl=z divide the world"

(Oxford p.342, gives as earlieet rcference 16593:
Apperson p.345, glves 11570)

Sede 11.2.5:
I know this, which I never learnt in schooles,
The world's divided into knsves and fooles.

"Nothing =0 certain aes death"

(rilley ,.94 has "Nothing more certain then death, and
nothing wore uncertain than the hour of death’, & varient
of which esppears in Lyly's Buphues: Oxford p.LbL gives
firat reference c.1300)

RgT' 111.60118:
I see now, there i~ nothing ~ure in mortalitie
but mortalitle ye s e



(171)

"One nail drivea out another"

(T1lley ©».216, quotes varisnt from Kughues, Chapmsn, Greene
aud 5 references in Shake<pesre: Oxford p.iyii, glves
firet reference c¢.1200: Apperson J.472, gives same
reference, and quotes R,T,)

R, T, iv.1.79:

Rlaves are but Hayles, to dirive out one another
"To touch to the quick"
(Oxford 5,067, gives firet ~cference 1551, quotes U4

references in Shake-~peare: Apperson p.462, quotes
Heywood pProverbs 1-546)

R.T, iv.2.92:
Hee par'd him to the juicke.

"Murder will out"

(Oxford p.439, gives fi-at :cference c.1300; quotes 4
refereances in Shakeapeare: Apperson p.433, gives the
<amé reference)

R.T, iv.2.235:
Murder will peepe out of the clo=sest huske

"In hugger-mugger"

(Oxford p.309, gives Iirst reference &. 1529 -~ quotes

Hemlet)

R.T, vel1.,17: :
.oseso.hee died like & Polititian in hugger-mugger..

"Deeds, not words"
(Oxford p.135, gives first reference c.1386 - quotes 3

references in Shakespeare: Apperson p.141, guotes
Heywood Proverbs 1546)

R, T, v.2.35:
' Come my Lords
Prepare for deeds, let other times have words
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"The higher standing, the lower fell"

(Tilley p.189, quotes variante from Lyly end Pettie:
Oxford p.295, gives first reference c.1430: Apperson
giver reference in 1633)

R,T. v.3.112:
He that clime=s higheat has the greatest fall,

Apparent Proverbs:

The following apparently proverbisl expressions I have

been unable to identify:

R,T, i.1.150:
\ilves are but made to go to bed and feede.

R, T, 1i.1.124: |
That woman i< all meale whom none can enter

R, T, 1i1.1.251:
....that's sccounted beat thats best followed,
least in trade, least in fashion

R, 11.1.270:
Women with wonen cu:r worke best slone

"R, T. 1i.2.28G: |
The craftiest piesder vets most gold for breath.

R.T, iii.5.221: A
Best =ide to us, is t:e worst side to heaven

R.T. iVQ 2070: )
Yet all the world meetcs round in the ~ame bent

R, T, iv.4.89:
Breake Ice in viac plece, it will crack
in nore

v

Mother: Nost certeinly e.olyed.



APPENDIX D

A list of words firct reco ded in the blays, or used
in their particular esense earlier than the date
given in The Oxford English Dictionary.
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NOTE:

This appendix conteins e list of those words ian both plays
(a) which are not recorded in the N.Z.D., (b) used with meeanings
unrecordead in the ¥,E,D,, (¢! firet veed in eny sense, and
(a@) whose use in the particular sense is only recorded in the
N.E,D, later than the date= of printing of the plays. It is
very difficult =sometimee to define the cence ian which a word is
being ured, end aome of the sences given here may appesr |
dubious. Therefore the definition of the N.E.D, 1s guoted,
together with the relevant iine or linee fom the text, for
each word, Compound end hynhensted wdrds are 1nciuded, and
words alread& quoted from the pley=s in the R, E.D,. Where the
N.E, D, li=ts filgurative or treaa=rcrred use= of & word, sad such
a use occurs in these plays es~lier than the dste reccrded in
the dictionsry, these too ére noted.

Those words which océur in the =same sense i1 both plays
are marked thue + with & cro-=s. There are al=o one or two
words which do not fall into the four groups (a), (b), (c), and
(d), words for which the . k.D., glves no astiefectory meaning,
and which ﬁay indicate & corrupted text, and one word "“attcupt"
which i=s used in a very i:iividuval Shekespesz-:an sense, un-
recorded in other euthore, Theee worde sre marked thus C,..
in inked brackets.

There sre 22 words or expressione not recorded.at all in
the i.:n.u., mortly hyphenated words such ss "base-coined",

"fruit-field", "heavy-sounding", ‘htep-duchess", but iacluding
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the phrases "grind to an edge", "to make horn”" and "to lose
one's light=". Two rather amusing onometopoeic wordas, "qush",
which represents the sound of a hot body put into cold water,
and "Haah!", which may elther indicate & =pecisl long
exclamation, or be a printer's error for "Hah!", are also listec

There are 29 words ured in a sense not recorded by the
N.E,D., these are mostly feirly commonplace. 59 words are
firat recorded as used in any =sense in these plays. These
include the apparently proverbisl phrase "to =smell a fox", and
the greeting '"good morning", and also a group of 7 words msde
with the prefix un-, e.g. unelterable, unbribed, unlighted,
unmothered, unobserved. Indeed there are tweltve such words
listed in the eppendix asltogether, and the use of the prefix
"un-" seems to have been a favourite device of the author of
both plays. Perhaps the most notable of the expressions first
recorded here is the abbreviation "I've" for "I have" which may
be unique in the period.

The remaining wordes listed here ére those recorded in the
cense used later than 1608 or 1611, the dates of printing of
the plays. The following tables =show the respective

proportions of the groups enumerated.

No. of words listed 310
No. from The Revenger's Tragedy 173
No. from The Atheist's Tragedy 124

No. from both plays 13
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R.T.| A.T.| BOTH |TOTAL
FLAYS
No. of words not recorded in N.&.0. | 17 > 22
No. of words used in a sense not
recorder. 18 g 2 29
No. of words first used in any
sense in the plays. 33 25 1 59
TUTEL | 68 | 39 3 | 110
R.T. | A.T. | BOTH [TOTAL
PLAYS
No. of words only fecovded 1608-50 6L 54 5 123
No. of words only recorded 1650-1700| 17 16 3 36
No. of words cnly recorded 1700-1800| 19 11 1 31
|No. of words only recorded 1800-1900| 5 L 1 10
TOTAL 105 85 10 200

The appendix is prefaced by a liet of the more significant

words examined, i.e. those belonging to groups (a), (b) and (c)

enumerated above, and also those words used in & rense

peculier to the plays.

wordswindic:te to which play they belong.

The letters in brackets before these

In the notes on the words, references to "Nicoll" are to

the editionaof The Works of Cyrill Tourneur by Allardyce

Nicoll, London 1929, and references to "Cotgrave" are to’

A dictionarie of the French and English Tongues by Randle

Cotgrave, Lgndon 1611.

Several words which occur in The

Atheist's Tragedy are first recorded in this latter work

according to the N.E.D., and I have thought this worthy of
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note, since the play =nd the dictionary eppeared in the
same year, and both suthors had connections with the Cecil
family, and may have been known to each :=ther,

I: this s,,68ndix the dete of The Revenge~'s Tragedy 1is

taken as 1508, the yesr to which it ir always referred in the
N.Z. D, The line-references of guontations from the pleys
in the »,k,D, are to old editions, and in every case the line-

refereace of Wicoll's edition 1c adied ia breckets,



woRbDe OR
(R.T.)
(R.T.)
(R.T.)
(R.7.)
(R.T.)
(R.T.)
(A.T.)
(R.T.)
(A.T.)
(R.T.)
(ReTs)

WOoRDe OR

e K T
(A.T.)
(R.T.)
(£.7,)
(RoT.)
(7.7 )
(A.T.)
(R.T.)
(R.T.)
(R.T. )
(R.T.)
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EXPRERRIONR NOT . .#CC.DD BY THE H,E,D,:~-
bare-coined (ii.T.) to make horn
base-~-titled (%.T.) 1ll-knotted
comtly-perfumed (R.T.) 1lome one's lights
Dutch lusmt (A.T., little-knowing
double loathed (R.T.) pelay-luat
grind to an edge (R.T.) pretty-pe-fumed
fruit-field (2,T.,) queh
green-coloured (A.T.) n'deintie
Haah, ({R.T.) <tep-Duchens
heaven-pointed (A.T.) Ude body
heavy-sounding (#+.T.) wedlock-fasith

EXPRES®IO® HOED IN A CuHd°E  ©.LY sCO DED
Ot AT,:-
effectedly t.:ieTe) 4inherit
back-biter (A.T.)} hold memcure with
blurt +R,T.) French mole
coin (R.T.) mouth to nouth
contracted (R.T.) nod at
dangerous (A.T.)} perdu
foul (#,T.) =rlight
holy-watered (R.T.) unbrace
hot-backed (R.T.) unmothered
1ll-monied



WO:D8 OR EXPRESSIONS USED IN A
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BY THE N.B.D,:-
(R.T.) absent (R.T.)
(R.T.) give aim (A.T.)
(R.T.) wapprehension (R.T.)
(~.T.) beckon (R.T.)
(A.T.) beget (R.T.)
(A.T.) cepacity (:¢.7.)
(R.T.) clip (A.T,)
(R.T.) compel (+)
(A.T.) dissuade (R.T,)
(x.Ts) enter (2.T,)
(A.T.) entertainment (2.T.)
(R.T.) falsifty (A.T.)
(A.T.) fore-room (+)
(R.T.,) free-man (R.T.)
(A.T.) hair

WO DS Ok EXPRESSIONS USED EARLIER

EXAMPLE GIVEN BY THE N.E.D,:-
(R.T.) accursedly (A7)
(A.T.) Dbedfellowship (R.T.)

2,T.) to bid fair for (rR.7.)

(R.T.) bribeless (A.T.)
(R.T.) bushing (R.T.)
(A.T.) 1in full career (R.T.)

(]
RN

THAN

NOT RECORDED
impious
interpose
Jar in
kneel out
lie in
possessing
'precious
with safety
selvation
seem
shadowing
tempt
thankes -
witty

THE FIRST
without ceremony
demnedly
darkened

de jectedly
disheir

dispatch out of the
a way



(A.T.)
(R.T.)
(R.T.)
(A.70L)
(A.T.)
(R.T.)
(A.T.)
(R.T.)
(A.T.)
(A.T.)
(R.T.)
(R.T.)
(R.T.)
(A.T.)
(A.T.)
(+)

(R.T.)
(R.T.)
(A.T.)
(R.T,)
(R.T.)
(A.T.)
(R.T.)

disrolve into tears

writ of error
evil-officed
without exauple
false fire

to flet

to cmell a fox
good morning.
generoucness
Herculean pillars
holy-watered
hot-backed
ill-monied
injured

invited

I1've

law-word
leprously

lie abroed
loose-~1living
male-bawd

hold measure with

Kichaelmsag term
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(ReZ4)
(éelde )
(AT.)
(A.T.,

(KR.T. ;

rrench mele
nuiLrously
planet-struck
purse-taken
guarled
savin-iree
beyond the scope of
self-cfflicting
slave~-pander
smooth-skinned
soft-filcshed
spendthrift (a)
table-room
torturing
unalterable
unbribed
unlighted
unmothered
unobserved
unsaved
unsunned
vedding-feast

withdrawing
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A
A-f3NT: to rend away ; this ure is not recorded in the

R..T: 111050122:

’esce lets observe what company he brings
And how he dos absent e'm ...

ACCOMMODATE: To minister convenience to; to aid, speed,

facilitete. (i,K,D, accomodate v. 10 obsolete - fir-=t
recorded use 1634 ;

AT, iv.3.82:

.... 8 friendly eccident
Perheps it may accommodate my ccape

ACCURSEDLY: In &n accursed msnner; damnably. (.i.E.D.

accgrsedly adv. srch. recorde R, T, 1i1.6.104 &s first
usre).

. T, 1i1.6.104:
Fell it out ~o sccursedly?

-

ACTUAL: existing in act or fact; really acted or acting;
carried out; real... Forme:rly often abesol. in pl. =
actual quelitie=, actualities. (., K.D, sctual &. 3
records only in absol. pl. prlior to 1651)

A0, 111.1.119:

You that never had the sence
Of actual temptstion

iDEIRE: Yo feel or exprees surprice .. to wonde, to marvel.

(%,E,D, admire v. 1d with infinitive. Qbs. or disel.
first recorded uce 1645)

AT, v.1.31:
The gracious favour they admire to see

ADVI~E: Yo give counsel to, to coinrel sction. (4. ...0.

advise v. 9 trsng. d. with the objective of the “thiag -
first recorded ure 1658-9)

AT, ii 1.64:

adviq'd it for our =afe~t course, to draw
Our cluices up ...

AFFECT: Yo 'profess”, take upon one. (...ii.D. affect v uc
with inf. - firet recorded use 1720

Ax.T. V.2.15:
And do affect to make a pleasent taile cn't

i N
Ve -de
B

D,
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AFFECTEDLY: With favourable affection; affectionately,
lovingly. (N.E.D. effeztedly 2 Obs. - gquotes A,T,
iv.4.123 (1v.t.u5 as only recorded use)

AT, iv.h4.4:
Methinks she's very affectedly enclin'd
To young Sebastisn's company o'lete

AGED: Having lived or existed long; of edvanced sge; old.
2N E.D, aged ppl.a.1b. fig. - quotes 4.7, 111.1.77
111.1. 35) as firat recorded use) .

A:Ts 11101-35:
For aged in vertue, with a youthful eye ..

AGITATIONV: Iliental dir~turbance or perturbation (showing itself
usually by physical excitement). . E, D, agitation sb.4 -
no recorded exsmple between (1D73) and 1722)

A’Ts 1103052:
cese.0oey 8ffection even with their cold blouds
creeess-sseaassoDy agitation is
Inflan'd
AIM: 4 thing intended or de<ired to be effected; an object,
purpose. (i.i.D. aim sb. 7 fig. - first recorded use 1625

R, T, i.1.82:
But the whole ayme and scope of his intent

-To _give aim: To guide one in his aim, by informing him of
the result of & preceding shot (W.E.D, &ir: gb. 3b (bs.-
not recorded in & figurative qenqe.s

R, T, iv.4.48:
A mother to give ayme to her owne daughter

ALCIG wiTH: Together with, in association with (Here along
attaches to with rather than to the vb.,) - {(i.s.D. along
C. aiv., 3b - firet recorded use 1711)

R, T, iii1.3.3:
Your firme warrant
Brings the coummand of present death along with 1it.

AMBLE: Of persons: A movement in dancing or walking
cugge-ting an amble. (N b D, amble <b, 2 - guotes
R.T, 1i1.5.84 (111.5.97 iret recorded use)

R, T, 1ii.5.97:
....put a Reveller
out off his Antick amble
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ANSWER: To act in sympathy with, or in response to, action on
the part of another (N.E,D, enswer v, 23 intr. - first
recorded ure 168L4) -

R, T, 1.2.141: |
It is as eanie way unto a Dutchesse
As to a Hatted-dame (if her love answer)

APPREHEND: To catch the meaning or ides of; to understand.
(N.E,D, epprehend v. 8b - firet recorded use 1631)

AT, 1.1.130:
Th'ast apprehended both
My meening and my love

APPREIESIRY: WTRICISERISEICLOn b Sherplf of ghat b otil2

(N.E,D, epprehension sb.11 - first recorded use 1603;
it is only recorded in an adverse sense)

R, T, 114.5.33:
I'me in a throng of happy apprehensions

-Fear ar to what may happen; dreed (N.E.D, apprehension 12 -
first recorded use 1648) .

A T, 11.6.67:
I would not leave
The warre, for reputation's =ake, upon
An idle apprehension; & vaine .dreame.

A, T, 1i11.2.25:

What art thou? Stay, a<sist my troubled sence.
My espprehension will distract me

A. T, iv.4.10:
..«. the more grounde 1 finde
To circumvent my spprehension

A, T, v.2,218: ,
Cold feare with apprehension of thy end
Hath frozen up the rivers of my veines.

ARCHITECTURE: concrete: Architectural work; structure,

building. (N.E,D, architecture sb 3 - quotes A, T, V.1
(vi1.95§ ps fir=t recorded usre)

A.T, v.1.95:

the stately freme
And sarchitecture of my lofty houce
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ASHORE: Of positiony on land, on shore (N,§.D, ashore ady 2

- first recorded use 1631)

11-1.195:
I1f all feard drowning that spye wnves ashoare

ASTONISHKD: Filled with coneternation; dimmayed (
sstonished ppl.sa 4 srch. - first recorded use 1653)

Aﬁxb 14,1.90:

...08 face, whose favour when it liv'd
My astonirshed minde inform'd me 1 had seene.

+ATTEKPT: A personal ssmault made upon a person's life,
women's honour etc. ({,%,D, attempt sb. 3b - the only
recorded examples are from Shake=pesrs, 1593,1603,1611)

R.T‘ 1.2-“6:
...0s Impartiall Doome
“hall teke firet holde of his uncleane attempt

ASTI 1Vo2¢32:
I «e-» hin death
wWill be imputed to th'attempt of theeves
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8

BACK-BITER: A biter, s rtriker on the back. qgﬁag, backbiter
oD

b (word-play) only recorded use R, T, ii
%21 2,102))

R, T, 11.2.102:
“word thou wazt never e back-biter yet,

BACE ¢ hOf comparatively little velue, worthlesa~ Brsce metals:
those not classed ar noble or recioua J,E,Di baae a 14
- first recorded use 1537 in Timon of Athenmn 1.3.6
"They have all been touch'd and found baneumettle")

R.T, iv.4e40

I LN S AN

Tryed you, end found you base mettell

BAE-COITED: unrecorded in the [, 3.D,

B.I' 1.1089¥

Some bese coynd lrander

BACE~TITL::D: unrecorded in the {,E,D,
R.T, 11.1.274:

ceesaseece bhose bare-titled creatures that looke
downe-ward

BECKON: To make a mute signal or significant ge~ture.. hence
to summon or bid spproach by such a ge=mture (q&%&g&
beckon 2 trans - only recorded of persons, not in a

figurative seunre)

H.Tz ili-“u?&!
The houre beckens us
The heads-man waitee ...

BEDFELLOW"IHI#: The condition of being bedfellows (N,i.D,
quote= A, T, 1.1 (1i.4.164) as firast recorded uce)

A’Ta 1101.16u;
| how she entertains the expectation of
her husband~ bedfellowship.

BLGET: To procreaste .. ucsuelly raid of the father, but
some times of both parente (N,E,D, beget v 2 - no
recorded example of ite being ~sid of the nother slone)

ATe 11.3.47:
their (Generation was a~leepe
when she bcgot thore Dormice
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BESPiin: To stipulate or ask for (& favour or the llke)
(N.E.D, bespeak v. 5b - first rccorded use 1677)

,g, 1.2.240:
..... oI beapeake

Employment in't.

BID (F#Ii): To bid fair: to offer with ressonable
probebility ....0rig. with for sau object. (N.B.D, bid
Y. 4 intr. - firast recorded use 16&6)

R, T, 1.2.168:
iiee bid faire fort

BLANK: An emptly form without substsnce; saything
incignificant; nothing at all (N.E.D., blank sb 6b -
first recorded u<e 1700)

R, T, 1.3.31:
yet words are but great-uens blanckes
- (¢old tho it be dum do's utter the best thankes

BLOODSHOT: of the eye: suffused with blood (N.E.D,bloodshot
A 81 - first recorded use (1552) 1618

R.To v03091: ’
tregedy sble Lo make
An old-mans eyes bloud-shot.

BLU:T: To utter sbruptly -- to burst out with (N.E,D. quotes
8s the only exsmple of & figuretive use A.T, iv.L4.124
(iv.l4.20))

A, T, iv.4.20:
“now I am blurtcd upon ‘em before 1 was aware,

BLUSH: To become or be red, or roreste (i.&.D. blush v 5 -
firat recorded use in & transferred =scnee 1579)

R.T, iv.4.52;
wet will mske yron blush and change to red.

BRIBELKERS: Free from bribes (N.E.D. Eribeless obs. a -
quotes .7, i.4.37 (1.4.62) ms first recorded uce)

R.T, 1.4.62:
Nay then, =tep thou forth thou Brivelesce officer

BUSHING: Growing or =spreeding like a bush (N.E.D. bushiang
ppl. 8 - quotes R.T. v.3 (v.3.26) as lirst recorded u=e)

H. . v.3.26:
That buching-flaring =tar -
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BUTCHER: To torment, inflict torture upon: Pec.lialy used

with out (N.K.D. butcher v. 3 -quotes A.T. v.2.151
(v.2.251) as the first recorded use)

A, T, v.2.251;
I'le butcher out the passage of his soule
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&

CALL (TO ACCCUNT): to cell to sccount: to summon (cne) to
render &n eccount, or to answe: for conduct: hence to
reprove, rebuke (N,E.D. call v. 20a to cell to account -
first recorded use snte 1618)

AT, 1v.5.45:;
heere are halfe 8 dozen fellowes comning to call
us to accompt, with ev'rie men a several bill in
hirs hand.

CANDIED: FPrererved or encrusted with sugar (i.K.,D. csndied
ppl. 8 1 - first recorded use 1616)

A. 7, 1i.5.36:
... 80f't-flech'd fellowes. They are like
candied Suckets when they begin to perish.

Ct/PABLE: Able or fit to receive and be affected by; opea to,
surceptible (N.&.D. cepable &., 3 & of enything meterisl
Obs. - quotes A.T, v.1 (v.1.89) as first use)

A.T, v.1.89:;
1f any root of life remains within ‘em
Cepable of physic ...

CAPACITY: N,E.,D. records no satisfactory meaning, the aearest
perhaps being: Mental or intellectual receiving power;
ebility to grasp or take in impressions, idea=, knowledge.
(N.E.D. capacity sb.l4 - recorded 1485, but here capacity
refers to ~ense of touch not intellect.

AT, 11i.1.94;
I feele & substancc, werae, snd =oft, and moist,
Subject Lo the cepacitie of rense.

CAREER: &abstract: Full speed, impetus; chiefly in phraces
like in full career, etc. (N,E.D. csreer sb.3 - first
recordcd use of phrase "with full cerrerc" 15626)

AT, 11.5.59:;
ces.. Lor you met me at full Cariere

CARRY: To cause to g0 or come. (a) The impelling moral cause
or motive is said to carry one to a place (H{.E.D. cerry
v.11a - firet recorded use 1876)

AT, v.2.56:
The purpore that caried me thither, was .....
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[CEASE: R,T, 1.2.72:
And yet my thinks I might be es=aier cesast
My fault beling sport, let me but die in jest,

N.E,D, gives no satisfactory mneaning for cecast here:
therefore I accept Collin's emendation to 'sess'd, noted
by Professor Nicoll, P 310,

CEREMONY: Without ceremony: off-hand, unceremoniously.
(N.E.D. ceremony gb. 3b - liret recorded use of this
phrare 1709)

AT, 1.2.162;
If your Lordship will be pleased to salute me
without ceremonie........

CHARACTER: a person regarded in the abatract as the posse~sor
of specified qualities; e personage, £ perconality.
Y E D, character ab. 16. - first rccorded use 1749) -
thia might also be N.E.D, character sb. 17, a
personallty invested with distinctive stiributes and
quelitie=s by & novelist or drametist - alrso first recorded

1749.

R:T‘ 11108:
Duke: royall letcher.....
And thou hies sOnNnNe...c.cee
And thou his bastard......
And thou hie Dutchesce....
Foure exlent Characters -

CHILLNESS: Absence of warmth of temperament, feelin g, Or
manner; want of zeal or interest. (N.E,D, chillness 3 fig
- firet recorded use 1638)

R, T, 1.2.131:
the timorous man

Is yet but coldly kinde:
That Jewel's mine that quivers in his eare
Mocking his Msisters chilnesmse and vaine feare.

R, T, iv.2.15:;
Now the Duke is desd the realme is clad in clay

N.E,D. gives the mesnings of clad as 1., Covered with
clothes; covered as with clothes, 2. Fig. invested,
srrayed; Endowed, furnished with:

None of these makes sensae of the passuge. Profesaor
Nicoll suspects a corruption of the text, cf.p.318.
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CLASP: To fa~ten with a clasp; to secure or clore with s
clasp (N.E.D, clesp v.1b fig. - firet recorded u-e
"Po meke him clasp his teeth and not undo'em” -1823)

R:T. 111-5062:
...+ Mmake a wearer tremble,
A druncksrd cla=pe hi= teeth, and not undo e'm

CLING: To cling to, clasp, embrace (Ji,8,D, cling 1{7 trans.
(elliptical) records k,T, i.3(i.5%.0 £~ first use

R. T, 1.3.68:
Some fathers dread not .. to =lide from the mother
and cling the dau_hter-in-law.

CLIP: €To check anyone's arpiration= or ambition, c¢ripple his
steength, re-ources or action (HN.,E.D, clip v31c¢ -
recorded only in phrasce "to clip the winge of"

R.T, v.3.165:
And 1if wc list we could have HNobles clipt
And go for le<se then beggers ...

CLOUDED: Darkened with any passion or trouble: gloomy.
(N.E,D, clouded QE;. a l fig. - the nearest approximatio:
N,E.D, gives to the sense of the followl:g pas-age -
first recorded u-e 1682)

4, T, 11.2.343:
be=tow a fathera eye
Upon the clouded fortunes of your sonne

COIN: To feign, dissenble (N,E,D. c¢oii y.! sbscl. Obs. rarc -
only recorded example R, Ty i.1. (i.1.114))

R:T: i-1011u:
We must quoyne ....
Wwomen sre apt you know to take false money

COLLET: The circle o flange in a ring in which the stone is
set (N,E,D., collet sb'3b -guotes R,T. 1.2 (1.2.172) as
first Tiguretive use)

R.T, 1.2.172:
When hies worne =clfe ....
Had dropt out of the Collet into the grave

COMPEL: N.E.D, gives the menses "To urge irre<i=tibly, to
constrain ... (a) the person to do & thing, (b) a per-~on
to (into) a course of action, (c) with simple object.

None of these fitcs here, No constructioy with the
dative of the per-on i~ recorded.
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COMPEL - continued.
'B_._L 101013’4:
- My life's unneturally to me, e'en compeld
A Af I 1livd now when I <hould be dead

(The constructiop (b) sppears in A.T.:

AT, v.2.13:

my povertic compels
My life to a condition lower than
My birth .... )

CONFECTION: A prepared dlsh or delicacy .. & .. sweetmeat,
comfit (N,E confection sb.4d :

: ¢ fi_uratively -
only one iecorded use in 1649. 1la the following passage

"confection" may possibly have the =ense "/ literary or
musical composition" (6 Obs. - firat recorded 160>5)

R, T, 1.4.20:

A prayer booke the pillow to her cheeke.
This wa= her rich confection

CONFIDENT: feeling certain, fully sssured (N,E.D, confident
a 2b - vonstcrued with that and claure - first recorded
use 1611)

R, T, iv.3.8:

May we o0t deele our favours where we please
I'me confideut, you may.

+CONJU.E: To call upon, con=train (& devil or spirit) to
appear or do one's bidding, by the invocation of =ome

sacred name .. (H;%,D, conjure v 5b, construed with up,
down, out, away - first -ecorded ure (down) B 1625

Tup) 1850)

K,T, 1iv.2,258:
Lets conjure that base divill out of our mother

A.T= iv030183:
Conjure up
The Divell and his Dam.

CONSOAT: in consort: in accord; in concert (with which it
finally blcnd=) (N.E,D, con~ort sb. 2b - firet recorded
use 1634 - but cf. also con<ort sb 3d. in con=ort: =1in
conce~t (i.-. a.murical term) iirst recorded use 1621;
the two sensees eppear to blend in the following:)

A&L 1100.12:

Heaven and earth are now in concort, when the
Thunder and the Csnon play to one another,
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CONTRACT: To draw or bring (things) together, collect,

concentrate, combine in one (N.E.D. contract v. 7b .
obsolete. - quotes A, T, i.4.30 (1.5.52) as rirst use ;

A T, 1.4.52:
with a purpose ro
Contracted to that absence.

CONTRACTED: Drewn toget.er, collectecd; vombined, unit.d.
(N.E.D. contracted ppl. a.4 obs., - only recorded u-e is

by Tourneur - Funerall Poem 9, and AT, 1.2, (i.2.98),
1609 and 1611) "

A T, 1.2.98:
That we =hould breath but one contracted life

Fun. Poem, 9:
which with contracted cloudes did interpose

CONVE.(SANT: Exercimed in ... dealing or naving to d¢ with .etc,

(N.E.D. conversa:t 4. fig. of things c. with: - first
recorded use 1803)

A.T. 11.6.57:
My actions daily conversant with warre.

COSTLY~PERFUMED: unrecorded by the N.E.D.:

R.T, 1.3.9:
- lilstris of Mistresses
To whom the costly-perfumd people pray,

COURTESY: Courteous behaviour; courtly elegance and
politenee= of menners. (N,E.D,Courtesy sb. 1.b To chow

or %o one (a) courtesy: &lso fig. - first recorded u-e
1652)

A, T, 111.2.55:

Qir; is this
Your =sgslutation for the courtesie
I did you when we parted laest®

AT, 111.2.93:
T'is no courtecie I doe thee but thankefulnesce.

CHOWD: To press, thrust, force, cram (things) in or into s
confined <pace. (N.E.D. crowd v. 6a - first recorded
use 1599, but only recorded in a traisitive sense)

R T. 111-50126:
D So, =0, - now 9.years vengeance crowde into a
ninute!
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CUT (.0w7): To lay low or kill with the sword or the like.

(d.E.D, cut v. 53 Cut down =, - Pip~t rscorded use 1821)

e T, 1ilen.240:

ihe Duke-dome .sut- a necd, ¢

| 0 yet uiknowne,
Ae Test a~ they  cupe up.

lete cut "ew dowue.
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D

DAMNEDLY: from "damned", used profanely as a ~trong expres-ion
of reprehension or dislike, or a= a wcre intensive; as
adverb demnably: Heuce Daninedly (N,.k.D. Damned 4b Vbs.
demnedly - records .7, 111.6 (111.6.105, as fir~t use)

R.T, 111.6.105;
S.ip: Fell it out =0 accursedly?

Amb: 8o damnedly.

DARGEROUS: lendy to run into or ueet denger; veituresome.
(3,E.D. dangerous 8, 3 Obe. rare. - only recorded use
AT, iv.2. (iv.2.44)

A.T, iv.2.44:;
His =pirit is =0 boldly dangerous.

DARKKENED: Made dark, deprived of light (N.E.D. darkeaed
ppl.a. - first recorded use 1733)

2.7, 11i.5.46;
In some fit place veylde from the eyes ath Court,
Some darkned blushlesse Angle ...

DEJECTEDLY: in a dejected manner (N.E.D. dejectedly adv. -
firet recorded use 1611 in Cotgrave)

AT, 1.1.78:
How de jectedly
The baser Spirit of our pre<ent time
Hath cast itself below the a.cie:t worth
Of our forefathers!

DELIVEx: in pessive, to give birth to a child. (N.E.D
deliver v. 5, - firet rccorded figurative u-e 1633;

A. T, ii.4.121:
T'nas erown'd the most Judiciou= murder, that
The breine of man wes e'er deliver'd of.

DEPTH: Phrace Beyond or out of oue's depth: 1lit. in water
too deep for one to reach tne bottom without =inking;
fig. beyond one's understanding (N.E.D. Depth sb. 111.15.
Phrarce - firet recorded u~e 1613; the phrase "pa-~t one's
depth"” 1« not recordcd, but appears to bear the stue
sense; pest = Buyond the reach, range or compass of -

N.E,D. ps=t prep. 3.)

R,T, 1.3.100:
1 am pa=t .y deptt in lust
And I mu=t <wim or .irowne ....
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DESEXRTLESS8: Involving no recompence or reward; thanklec=s.
(N,E.D, desertles= 8.3, records R,T. iii.6. (i111.6.42)
as first use)

R, T, i1i.6.42;
I am allotted

To that desertle~~e officc, to precent you
With the yet bleeding head ....

DIGERTED: Disposed conditioned (iW.E.D, digerted ppl.a.2 -
fi+st recorded use R, T, (i.1.84)) -

4, T, 1.1.84:
To seeke -~ome ctranye di.e-ted fellow forth.

DIMEN?IO@: Magnitude, extent, degree (of an ebsti'act thing).
N.E.D, dimension 2b 2 figurativel - {'irat recorded
use 1630) =

A T, 111.3.11:
Examples thet e¢xtend her cruelties
Beyond their owne dimentions

DIRECT: To inform, instruct, or guide (a person) s= to the
way, to <how (eny one) the way. (i.E.D, Dircct v. 4b -
tiret recorded use (Coriolanus iv.4.7) 1607)

R. T, i1.1.25:
go direct him hether

2.T. iv.2,182:
I can direct him so far.

R.T, iV.4e22:
Did not the Dukes =sonne direct
A 1ellow, of the worlde condition, hitner ..9%

DISH: The food ready for eating served on or contained in a
dish; a distinct article or variety of food (first
recorded u=e in a figurastive <ense 1647 - §.s,D, dirh sb2)

R, T, 1.2.201:
I was begot
After come gli.ttonous dinner, ~ome ~tirring dish

was my first tfether

R.T, 1.3.174:
Nay then I ~ee thou'rt but a puny i1 the =ubtill

Mistery of a woma:n:- why tic held now no dainty
di=h.



(196)

DISHEIR: to disinherit (§.K.D, Dicheir v. obs, rare. 1 -
quotes R.T. 1.3. (1. ).1955 s« first use, except for a
quertionable use in 1492)

R. T, 1.3.196:
gword I du'st make a promise of him to thee
Thou ~helt dis-<helirc him.

DISPATCH: To get ~id of, cte. (id.BE.D., dispatch v. 4b (with
complencnt) to dispatch out of life, out of the way, the
world. etc. - the phra~e "to dispatch out of the way"
firet recorded 1647)

R.T, v.1.152:
Ive many ;reefes to diespstch out ath way.

DISRCLVE: In various fig. applications ... to becowe softened
in feeling: to i elt (into tears, etc.) (N.E.D. dissolve
v.15 - records phrase "to discolve into tears“ ar first
used 1672)

A.T, 11i.1.23;
And they (&s if they would in =ighe~ expire,
end into teares discolve) his deati deplore.

DISCUADE: its use with infinitive 1is not recorded in .i.E.D.

A.T, ii.1.42:
my spirit, it doe- dineuade
My tongue to question him.

DISTINQUICHABLE: Capable of bein;; perceived by the sen=es or
the :1.d. (N.E,D, distinguishable y.3. record= A.T. v.2.

(v.2.99) as Tirat nee)

AT, v.2.99:
the very least
Distinguichable =yllseble 1 speake.

({.B., "distinguish” vb. uscd in this <ense 1in both &.T,
and A.T.)

DOUBLE~LOATHED: unrecorded by the H.E.D.

R.T, 1.2.115:
di=patch
Her d-uble loathed Lord at mesat: aul ~leepe.

DOUBLED: N,E.D. ilves =ense~ 1. Kade double, incress.d
twofold; 2. Folded, be:t (N.E.D, doubled l.a.) - the
sccond sen=e, Iiret r corded 165-, uay be that Intended
here.
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DOUBLED - continued.

R, T, 11.2.208:
Vind:s Softly my Lord a:d you . & take e'i: twisted
Luc=s: I care not hou.
Vind: Ch twilil be gloriou=,
To kill e'm doubled, when their heapt ...
DOWAWARDS: = downward: 1n reference to direction, zttitude,

or aspect (N,E.D, Downwards adv. = downward 1.b. - first
recorded use 1555;

AT, iv.1.34:
A poppring Peare-tree ... ~eeming contiaually to
looke downewnrds into the water....

(N.B. "downward" in ~ame nense used in R.T.)

DRESS (UP): to attire..in & manner appropriate..to a part’
which one espires to play (N,E.,D, dress x. 7d. trans.
To dress up - first recorded use 1074)

R.C., 1v.2.239:
If we drest up the body of the Duke
In that disguise of yours,

DiIVE: to force, impel, or expel, by a blow or thrust (.4.E.D
~drive v. 9 - first recorded in figurative sense 1607

R, T, iv.1.79:
flaver are but .jayles to drive out one another.

+D:0P: Of a person or thing: To fall or pass involutarily ..
into some condition, 2%55 To die (N.k.D, drop v. »b fig.
— first recorded use 1b54: as used in the following
pac~ages the word seems to combine this sense of "to die"
with the literal one "to descend")

L T, 1.2.172:
when hie worne celfe like Azes eccie slave
Had dropt out of the Collet into th'Grave

A. T, 1.1.127: «
He has & wealthy Father; ready ev'a
To drop into his  rave.

A, T, 114.1.34:
\vas ready =till to drop into hi=s grave,
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DUTCH LUST: phrase not recorded in §.E.D.; tnough many
panrases are recorded "Charecteristic of or attributed to
the Dutch; often witn an opprobrious or derisive
application" (N.E,D. Dutch adj. 4.) - e.g. "Dutch widow",
«ignifying e prostitute, occurs in Middleton, A Trick to
cateh the 0ld One, 1608.

R, T, i.5.659: |
Then thou knowat
Ith world strange lust.

O Dutch luet! fuleome lust!

DwhLLING: A place of re~ideuace; a...habitation, house. (N.E.D.
dwelling vbl.sb.3 concrete - first recorded figurative
use 1655)

A.T, iv.3.6:
this dead of nigzht, among the dwellings of the
dead.
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E
EAR: To set (persons) by the ears: to put them at variance.
(N.E.D, ear 1.d. - firat recorded use 1663)

AT, 11.4.147:
'Twas easie to set ir~unkesrds by the eares

(N.B. to set by the ca's recorded in the Oxtord Dictionary
of Proverbs as early as 1546)

EARLY: generaslly: In the initial part of any division of
time, any continuous ection, etc. (N.KE.D. early adv. 5 -
first recorded use 1655)

R.T, iii.5.185:
Puh, tis but early yet, now ile begin
To stick thy soule with Ulcers.

+EBAILY: With little resistence or reluctance (N,.E.D, easily
adv 5 - first recorded use 1649)

R.T 11103018
To which I easily (to meintaine my qhape\
Consented

AT, 1i1.1.150:
I could endure the torment of my fesare
lore easily then I can his ~orrowe<« heare

+EARY: (f persons and their dispositions: ioved without
difficulty to action or belief; -oon yielding, compliant,
credulous (N.E,D., easy a. 12 - first recorded use 1611 -

Cymbeline, i1.54.47)

R.T. 1.1.118:
women../../../..their sexe is ea=ie in beleefe

R.T, 1.2.111:

with easie Doctors

some now would plot his death

R.T, iv.4.70:
Oh you of easie waxe

AT, 11.5.25:
Qoft ease makes e’ (like waxe...) more easie to
take impres=ion.
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EAT: To make a way by gnawing or corrosion; 1lit. and fig.
Const., into (N.E.D, Eat v. 12. - first recorded use 1606~
in Troilus and Crecssida iii.3.136, publi~hed 1609)

R.Ta 1.4.38: ,
with loag lust to eat
Into my wearing

R.T, 11.2.187:
And likc strong poyeon
Eates into the Duke.

EAT (OUT): To destroy as a parasite or a corrosive. Also
fig. (N.E.D, Eat ¥v. 17¢. - first rccorded use 1616)

R.T, 111.5.169:
My teeth are eaten out

R.T, 1ii.5.206:
.eeeis not thy tongue eaten out yet®

ECHO: A peraon who reflects or imitates the lan.uage...of
others (N,&.D, e¢cho sb. 6. treansferred - first recorded

use ante 16315

A. Tl 110“-10“»:
D'am: Heere's a sweete Comedie. T'begins with
O Dolenti=, and coacludes with a, ha, he.

Bor: Ha, s, he,
D'am: O my eccho!

EDGE: glgurativelx: with direct reference to ...Fowe~ to
"cut™ or wound; keen effectiveness (H.E.D. edge sb 2a.
"turn_edge" first recorded ure 1642: 2c obs to set an
edge upon; =timulate, excite - firest recorded use 1609)

R, T, ii.1.122:
Ly spirit turnes edge

2L, T, 111.1.29:
g0 you before
And cet an edge upon tie wmxecitioner.

The following =imilar use is :nrecorded in the i....D,:

R, T, iv.1.82:
hope of preferment

will griad him to «.. Zdge -
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EFFECT: 1in phrase To take effect: to become operative; to

prove succesaful; (N.E.D. effect gb. 5b - first recorded
use 1771)

A.T, 111.3.6:
Or how =should that good purpose of
Thy Justicc teke effcct...

EMBLEM: In wider sense: A symbol, typical representation.
The "type", personiiication {of <owe virtue or quality)
(N.E.D, emblem sb. 3b. - first recorded use ante 1031)

A,T, v.2.230:
Come thou cleare embleme of cocle temperance.

SHBiACK: To accept (a person) «s a friend; to welcome the
services of (a person) (N,E.D embrace v.2¢c obs., - firat
recorded use - (Coriolanuq iv.7. 10) 4537}

R.T, 1.3.85: ’
wert thou as secret as thou'rt subtil
And deepely fadomd into all c-tates

I would embrace thee for s neere imployment.

EMPLOY (FOR): To spply (= thing) to some definite end. Const.

for, in, on, obs. to. (N.E.D, employ ¥.1. trans. - first
recorded use with for 1671

A.T_._ 110‘40134:

10 man would suspect
A thought imploi'd for any ~econd end.

+EMPLOY: ...in passive often merely to be occupied. to be at
work. Const. about, in on. (W.E,D, employ ¥. 4.B - first
recorded use 1651

R T, ii1.3.5:
we are =opry

That we are ~o0 unnsturally employde
-In such an unkinde Office.

A, T, 1ii.2.74:

1 au
content to countene ice the freedom of
Your epirit when t'is worthily imployed.

EMULATE: To desire to rival (a person, nis fortune...) hence
to be jealou- of, cavy.. (H. h D, vrulste v. 4 obs. tra.is.
records A,T. v.2. (v.2.241 first use)

AT, v.2.241:
And I begin to cuulate thy dcath.
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END: jproverbiel phrascs: Lo beuin at the wrong end:

(N,E.D
end gb. 24 - firet recorded usre 1&755 EEE—

R.T, 1.3.170:
solith iftes
A= I «ill fucsni~h thee, bugin with her

Vind: Ch fie, fie, that's tie wrong end my Lord.

ENTER: of mile animals: to copulate with (N,E.D, enter v 1ic
obs. - only recorded uze 1607; perhaps the following is
a figurative use of 104 To force &1 entrance into...obs
to board (a s=snip), and if =o, is unrecorded. It appears
to be a proverb)

R, T, 11.1.124:
"That woman i £ll imale whom none can Enter

ENTE (TAINKENT: no ~etisfactory meaning for the following use
given in N,E.D, Perhaps derived from 8, "The action of

occupying (@ person's) time agi 2eably”. (H.E.D
entertainment sb.8. - first recorded use 1515;

A.T, 102.83:
Becsuze th'impression of the last we speake
Doth alwayes longest and most constantly
Porsesse the entertasinment of remembrence.

ENVY: (in plural) Iastances of envy;..jealousies; rivalries.
(N,B.D, envy sb. 3c pl - first recorded use 1622)

L T, 1i.2.334:
I will prevent thelr envies.

ERROR: in phrase Writ of crror: a writ brought to procure
the reversal of & judgement, on the ground of error.
(N.E,D, error sb. 4c Law - first recorded use 1003)

R, T, iv.2.67:
cannot..gray, but in law, that their sinne= may
be remov'd, with a writ of Error...

EVIL-OFFICED: | D. records 1,7, :i.1. (1i.1.159) as first
use of thi- combination.

R, T, i1.1.159:
what makes you evill-offic'd ne...?
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Con~uinate, fiai-ned, refined,

EXACT: Of gualities. ..etc..
exact a. 1 1. obs. - first

perfect...Qbs. (N,H.D.
recorded use 16;35

AT, v.2.162;
I would finde out by his Anastomie

what thing there is in Nature wmore exact
Then in the conmrtitution of my <elfe.

EXAMPLE: in phrase without examyle A parallel case in the
past (N.E example sb. 4 -« first recorded usc¢ of this

phrase 1/0

A, T, 1ii.1.102:
Of all mens griefes mu=t mine be eiugular?

Without example?

EXCHANGE: in phrase in_exchange (obr) of, for (=omething else)
(N.E,D, exchange gb, 1g. - records ghrase in exchange for

as first used \Bible) 1611)

A, T, i.1.104:
in exchange for this
I leave my bond.

EXCHANGE v.: Wlth for (obs. with) before tie thing taken in
exchange v. 1b. - first recorded usre

exchange (N.B . D
with for, ante 732}\

A T, 1.2.162:
to exchange my ‘cervice for your favour.

+5XfE . JENCED: Of persons... Const., in, obs. of (N,E.D,
experienced ppl.s.1. - first recorded uce wi th in 1 1832)

R, T, 1.3.123:
Because 1 =ee thee wel experie it

In this Luxurious dey wherei: we breath,

A T, 111.1.115
cos Wives

hxperienc d in the ratisfaction of
Desire)



(204)

E

FABRIC: "“Any body forased by the conjnaction of Jdiscimilar

parts" (J); a frame, structure (N.E.D, fabric sb. 3c.
figuratively - first recorded use sntec 1627)

A, T, 11.4.494:

on the false
Report that Charlemont is dead, depeads

The febrique of the worke;

FACE: in phrease: To‘%gbel_bear have the face: to be
sufficiently impudent (i.K,D. face sb. 7/ - phrarce to

have the face first recorded as used 1607 (Coriolanus,
iv.6.416), but no figurative u-e iven)

R.T. ii.2.303:

that offence which never yet
Had face to beg s pardon

FALL 8b: & kind of veil worn by women (li,l.D. fall gb. 23b.

quotes 4.T, iv.1. (1v.1.68) as first use - it occurs 6
times in A,T,, viz: iv,1.08,

1V1 71, lvo‘-/2’ iV1 73'
iv.h.39, 1v.4.40)

A, T. iv.1.68:
There are the Falles and Tyres I told you of

(N.B., Professor Nicoll suggests as an explanstion
difficult phrese "1ime hath several falls", R,T, v.1.178,
that "fall" may be a metephor from this sense of

"veil”,
meaning "Time has many shapes or disguises”: Nicoll,
loc. cit. p.319)

of the

FALL v: ‘o step back, give way (N.E.D., fall v. 80b. quotes
R.T. 11.2. (11.2.170) &s first uqei

R. T, 1i.2.170:
' Brother fall beck......

FALSE: in phrase false fire (N.E.,D. false a 14b obs. (&) 2
blank discharge of arms - first recorded use 10.3)

£.T, iv.3.25: (Stage Direction;
Discharges - (Gives false fire.

FALSIFY: in the following passage, pernapa a metaphorical use
of the sense, to break, violate (one's faith, word, etc.)
obs. (d4.E.D, falsify v. 5 obs.) - otherwise unrecorded.
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FAL®IFY - continued:

R, T, 111.5.79:
why dos yon fellow fal<ifly hie-waice
And put his life betweene the Judges lippes..?®

-To give a false account of; to misrepresent (8.E,D,
falsify 1b. - first recavded use 1030 - only recorded of
words or facts, not of appearances)

A.T, i1.6.54:

Our.....phanta~iesn
ceeess..fRlaifie the shapes
Of things retaii'd in them

FANCY: the spelling "fanzaye’ (R,T., ii.1.24) is unrecorded in
the N.E,.D.

FATHOM: To take soundings, 1lit, and fig. Also (obs.) to

fathom éngo to enquire into (ii.E.D. fathom v.5 quotes
ML . .,).814) es fiPSt uae

R.T. i.3.84:
And deepely fadomd into all eastates.

FAVOUR: Of circumstance~, weather, etc.: to prove
advantageous to (a person) (N,E.D, favour v.6. = first
recorded use 1634)

A.T, iv.2.27:
favour'd by the darknesse of the night.

FAVOURER: A patron ( favourer sb 1.c. gbs. = first
" pecorded use 162 5

AT, 1.2, 167:
desire to give you ms libersall a=cura:ce of umy
love, as my Lord Belforest your decec~ved favourer,

FEAR: a particular apprehension of some future evil (.i.HE.D,
fear gb. 2c - first recorded u-e aate 1625)

A. T, 1.2.124:
some cad eve1t will follow my sad feares

i.2.126:
May all my feares hurt me no more then this

AT, 1.4.136:

This sad cvent hsth follow'd my sad teares
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FEED: To feed on (& person): to live &t his expe.=e.
(N,E.D, feed y 3b. trai=f. - fir=t recoried (and oanly

recorded) use 1733)

R,T, iv.2.114:;
I feed on those that cannot be rid of me.

FELLOW: quasi-adjectival: a1 equivelent to; & match with.

(N.E.D, fellow gb. Ld. - quotes ii.T. 1.1. (1.1.137) es
fir=t usce) |

.7, 1.1.137:
Had hic e~tate beene fellow to hie mind

FILL OUT: To enlarge or exteand to the desired 1limit (J.K.D.
£ill v. 16a tre.=, - firet recorded use eute 1700

R,T, 1.1.20:
When life and beauty naturally f£ild out
These regged imperfections .

FINGER: transf. and fig.: one of the five termianal members
of the hand (N.E.D, fiageir 8b.2 - first recorded
figurative use 1515;

R.T. ii.1.142:
O =uffring heaven with thy invisible finger
Ene 8t tais in-tant turne the pretious side
Of both mine eye-balls inward

FLARING: Burning with a broad irregula~ flasme; shining
brigatly and fitfully (N.E.D, flaring ppl.&. 4. - first
recorded use 1632)

R.T. V.3.26:
that ill-knotted fire
That bushing-flari.g star.

FLAT v.: To la; flat or level (N,E.D. flat v.?obs 1 trans. -
cuotes R, T, 1i.2. (11.2.36) &= first use)

R, T, 11.2.36:
With half those worde to flat a8 Puritanees wife

FLOBBE®ING: This doubtful word is recorded in the N.E.D.as
the firet use of slobbering: it i~ notable tuat the
next recorded uce i- 1732, and that the fir=t rccorded
use of the verb slobber in any =ence i= 1094. A verb
"flobber" i~ given in the N.E.D, - to dirt s, to ~cil;
but nas only one recorded use (L#ugland, Picrs “lowman)
in 1377.

<, T, 1i1.5.17>:
twill teach you to kisse clo=er

dot like a Flobbering bDutchman.
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FLUSH: A glow of 1light or colour; esp. the reddcaing in the
face caused by a rash of blood (u..s.u, flush gsb.*o - first
recgvded use 1630; in aspecific sense of facial colour
1706}

R.T. 1.3.45: v
let me blush inward

Thet this ilmmoiest sea=oun mey not =py

Thet ~c¢ciolar i:; umy cheekes, foole-bashfullnese,
Thet Maide in ihe o0ld time, wnos flu=h of Gracc
Would never suffer hc~ to get ood cloathe,

FLY: To fly out (b) to "explode” or bur=st out into extrevagaice
in conduct, language, or tcuper (a.s.D. fly v'8e - first
recorded use 1638)

R.T, 1.1.92:
I xnow his heste 1~ =uch

iyere there as uniany Concubines as Ladies
He would not be contaynd, he mu~t flie out.

fig. of money: To be rapidly speat (N,&8,D, fly ¥ 90 -
irat recorded uce (let her estate fly) 1332)

AT, 1v.3.337:
were it not my Sonnes bed ~ie abus'd

My land rshould flie but both should be excus'd

FLY-FLUF: instcument for beating away flies (N.E.D, fly-flap
sb.1 recovds R, T. v.1. (v.1.14) &~ firet figurative uc<e)

R.T, v.1.1h:
the fly-flcp of vengeance beatc em to peeces.

FORCE: phrase in force; also in full force: the first use of

the latter recorded by N.E.D, (force sb &c) is in 1847.
The commone: phrase in force occurs in both R.T. and A, T,

M_L 1101.203:
your owne mothers words

Cannot be take.., aor stand in full force.

FO:E~+OOM: the rooms in the front part of a house; not
recorded in the N.E.D, which gives only "The front room
or paerlour", first recorded 1728: fore-chanber recorded

1622)

A.T. v.2.2.:
' ~he's fore'd

To let her fore-roomes out to others
Her=elfe contented to lie backwrrds,
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FORE-TOP: The lock of hair which grows upon the fore part of
the crown (.,i&.D. foretop sp 2 obs. - cecords R, T, il.1.
(11.1.240) 8r only [igurative use)

R. T, i1.1.246:
Fulre treen, those comcly fore-tops of the Field

FOUL ¥.: Yo violate tue chastity of, debauch (N.&,D, foul
¥! 3¢ obe. - only recorded use .7, i.3. (1.3.194)

Sweure me to fonle my sirter

FOX: To swell 8 fox: %o be su=piclous (i.E.D, 1.d. - first
recorded uce 1611 (in_lMiddleton and Dekke: - Roaring Girlg,

A.T. j.v.3.,50f): ) '
A gnoast? whece my Lord? - I ~mell s Foxe

+FEE: Of epeech:....uttircu or oxpresnred witnout resecve;
frank, plein-spoken (.{.E.D. free g.25.- quotes A.T, v.2

(v.2.197) &= first anc)

::“"PS 102018:
with free ton ue 1 =pesake

R.T, ii.2.21:
cay, be free,/lHeve I & pleasure toward

A. T, v.2.197:
with the free voice of @ departia, ~oule..

FoulMAN: May be i1 either of two =ense~ 1. one who 1is
gereonally free, 2. one who po-asee=er the freedom of a
city e¢te. (M. E.D, freeman sb. 1 and 2 - ao figurative
use of eithe~ reco:ded)

?.’_ 'P. 11.2080: ‘ .
AOW my Jdermires are happy, [le make em iree-iiea.

FemidCH MOLE: =ee below under LCLK.

FRIGHTFUL: Tending to ceuse f-rignt; alerming (7. E.D,
frightf:l & 2a ob¢., recorde R.T. i1.2. (i1.2.251, o=
firet u-=e) ~ I

3.7, 11.2.241:
But =ince it fell co - witliout fright-full word
would he had xiid nim.
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FP.Oui: A wrinkled a=pcct of the brow; '« look exprennive of
di-approbation or ~cverity (..5..0, frown g, 1. = first

recorded figurative use (the Iruw. of aiygry ﬂeav 'n..)
1783)

wi:y da's not heave: turne black, or with a frowne
Undoo the world.

FIUIT-FIELD: not regorded in ..k, D,
BT, 1.3.58:

I have reec ¢ Patrimonie~ we~ht ¢ pelces
Fruit=feildes turnd into bu:r ta de,

P UITAULENT:  Fertility in offspring; fecuadlty
fruitfuliess gb. 2. - first recorded use 1624}

Au T' 1?. 501#."'):

ar fruitfull e~ Comtard=-monge s wives....Their
fraitfilaen=e tiiae~ but to ¢ certeine kinde of
flegm-eticque wind.¢ Jdiceane,

(doiae D

PUITLRes . OfF persone: ﬁot stteinin; one's object;
uneucee~nful (N,E.D, icuitle~= g@. 3a. - first recorded
~use 1843 - there is a pun too on the sense "berren’}

R.T, 1.2.41: |
40 pltty yet? rurt 1 rice fruitle~~¢ then,
A wonder 1in a woma ;
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GENE :QUSNESS: Nobility of character, high spirit, magnanimity
(i.E.D, generousnes=s sk.1., - first recorded use 1611)

A, T, i1i.1.25:
for gen'rou=ne=se !¢ held so dcare
That he fear'd none but him that did him mske.

GOOD: 1ia phrase good morning. (H,E.D. good &. 10c. - first
recorded use 1611 (Cymbeline -ii.3.66)- previously only
"good morne", etec.)

R,T. 11.2.339:

Good morning to vour grsage

G'AVEL PIT: unrecorded in the §N,.E.D,, wnich however has
"yravel-dlggings" snd "zravel mine": (&1 example
recorded under PIT gb. 1b. -1722) ‘

A.T. ii1.4.25;:
Hee's falne into the gravell pit

A.T. 11.4.29;
Goe round about into the .-avell _it.

G (EE{-COLOURED: not recorded in the XN,E.D,

RoT= iVouo76: ‘
Green-collsi'd maides would have turnd red....

GaEY~HA1«ﬁD:» Heving grey hair...fig. of things (N,E.D, grey-
haired a. b, - firast recc-ded gigurative are 1691 =
"sray-hair'd pusity)

':.T,ﬁ 10101‘:
goe, gray-hayrde adultery

GrOAN: intr. to be oppressed or over burdened tu the point of
groaning. Const. beneath, under, with. /;.XE.5. groan
Y. 4. - first recorded use 1613)

AT, v.1.04: ' ‘
the =iuple honeot wor~hipper
O0f a phantastique providence; . roanes under
The burthen of neglectcd micerie:

GUNPOWDER: figuratively first recordcd uce 1681 (i.5.D,
gunpowder sb. 1. 3;

R, T, i1i1.2.200:

Good, happy, ~wift, treve's gunpowder C
Wilde Fire ot mid-night..., Sunpowder d1th Jourt,
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HAAH: expression of corrow or anger - unrecorded in the \,E,D,

AT, 1v.3.301:
Hash! Borachio =laine?

HAIR: phrase To & hair: to a nicct,), with the utmost

exactne== (N.®.D, halr sb 8c¢. - f'irst recorded use
1606 - T: o¢lus end Cress Tda, pub. 1509)

R.T, v.2.19:
take patterne
O0f all thoese suites, tone colour, trimming, fashion
Zen to an undistinguisht hayre almost.

-8 aair: Hicoll defines it as a wig - loc.cit. p.330 -
not recorded in the N.B. D,

A. T, iv.3.61: Stage Direction -
sulle~ out a =icete, & Lieire aad & beard

ATy 1v.5.78:

whet ha' we heere? A =heete?Y a haire? a beard?

HA:<MONIOUS: Marked by harmony, agreement or concord....
having the parts or elements in accord so a= to form &
con=istent or agreeable whole (}N.®,D, hermonious &.1. =
iirst recocded use 1638)

R, T, Vedoly:
Many harmoniou= houres, and cholse~t pleasures

F1ill up the royeli numbers of your yeares,

HATLF: LNs83: The quality of de<erving hatrced; odiocusnesa,
(4,8.D, hatefulness cb., 2, - firnt recorded use 1611 -
Cotygrave;

A'T= iv05070:
Heere I behold the hatefulnecsse of luast.

HEAV: -0l visl: not recorded in the jy,E.D, (which however
has ’heaVcn-pointing" 1384)

R, T, 1.1.22:
When two-heaven-polnted Diamonds were set
In those unsightly Rings....
HEAVY-SCU :DI1.iG: not reco'ded in the H{,E.D,

R.T, 1v.2.29:
And string myselfc with hesvy-smounding Wyre.
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HE:CULEAN PILLARS: first .ecorded use of this phrase 1643.
(N,B.D, Herculean a. 1.)

A, T, 1ii1.1.51:
on
These two Herculean pillars...,

HOLY-WATERED: N,E.D, gives the single gquotation R.T, iv.4.
(iv.4.44) to f1lu~trate this.

B: T= iv'uouu:

Fere well once dryed, now i.0ly-watered Mecade.

- +HOPE: 1In plural: Expectation of something desired (iN,E.D,
hope gb.! 1¢. - firat ~ecorded u-e in plural 1613)

R, T, 1.1.125;
If Italy had no n.0ove hopes but he ....

RoT: i11020‘4:
our dueties..unto the hopes that growe in you

A. T, i1i.41.60:;
I've buryed unde....these stones

Thy living hope-=.
(¥.B. "hopes" is fairly common in Shakespeare)

HORN: phreses "to meke horns at”, "to give horns to" ("horns"
always in plural) ere feirly common (N.s.D, horn sb. 7.);.
but the following phrase "to make horn"™ = to cuckold, 1is

unrecorded.

ngl ii. 2. 1903

He makes horne roysll.

HOT-BACKED: lustful: (N.E.D, hot a. 12. - guotes R, T, 1.2.
(1,2.185) es only example)

R:T: i. 2.185:
Ide &2 hot-backt Divill to my father.,
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IGHNORANT: Destitute of knowludge...(N.E.D. ls.0rent a. 1.0,
fig. or tranef. of things - firet recorded fi.urative use
1611, Cyuwbeline 1ii1.1.27)

A.T, v.2.8:
Thut ao-thie atiribute of Gentric, which
Your hebite drawe= from ig.o~“ant recpect.

ILL-KNOTTED: unrecorded in the H.E.D,

2,7, Vv.35.25:
I am not plesad at that ill-knotted [ire,
That buching-{laring etar.

ILL=-CHIBD:  from ILL - adj. in combination: B special
combinationsy ill-monied: 1ill supplied with roney.
(N.E,D, guotes R,T. iv.2, (iv.2.107} ©s ouly example)

R.T, iv.2.107:
I taianke thou art i1ill wonied.

IMFIOUS: here used adverbially (The N.K.D, only records
ad jectival seases.)

R, T, 1.1..: . -
And thou his sonne, s impious steept as he.

IMPOTENCE: Complete ebsence of sexual power (. i.D. lupotence
8b. 2b. patn. - first recorded use 1697)
AT, iv.i. 101:
suspecting that niy strength
And youth of bloud cennot containe themselves
With impotence -

IMPOTE{T: (ef. sbove, IILi-OTEiCE) Wholly lecking in sexual
power...(N.E.D, impotent a. 2b. - first recorded use 1615)

AT, 1.4.101:
Then hee'l come home, sicke, lame and impotent;
And wed thee to a torment.

IMPROVIDENT: That fails to provide for future necd=s: thriftless
~ (N,EB,D, improvident g. 3 - first recorded use 1624)

AT, 1.1.30:
how improvident it were

To spend our substance on a minutes pleasure
And after live an ege in miserie.
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INHERIT: none of the ordinary senses, to derive; receive
from a predcocessor; to be heir to; etc., can fit the
' following pascage. The only meaning given by the H.E.D.
which is applicsacle i, To take ;oscc~aion, toke up an
abode, dwell (MN,E.D, inferit v. 5b. fig. (&) obs. -
illustreted by the =ingle quot tion from Tourneur, ae

follows:-)

Transformed. het. 1,6
C where caa Lif'c celestiall inherit
If 1t remaines not in a heav'nly spirit?

R.T, iv.4.167:
A vergin honor is e christall Tower,

wWhich being weske is guarded with good spirits,
Jntill she basely yeelds 710 ill inherits.

INJURED: wronged: Also, chowing » cense of wrong, offended.
(N.E.D, injured ppl. 8. 1. - first recorded use 1634)

AT, 1ii.1.145:
But here your injur'd pamtieice msy behold

The signes of his lamented niemorie.

IAQURRKCTION ¢ fhe sct of rising in arins. (N.E.D, insurrection
2b. 1. - firat recorded figuretive uee 16t 5

R.T, 1.1.95:
That one....if she were made for woman

whom at the Iasurrcection of hig lust
tise would refuse....

INTERPOSE To put oneself forward or interfere in a matter;
to ~tcp in between persons at varlance...to intervene.
(N, B.D, interpose 4b. intr. - first recorded use 1611

(w1nter's Tele) - only recorded of persons, not
immaterial thiags)

A.T, 1.1.128:

And no mans power
When Charlemcicont is gone, can ianterpose
tPwixt you and him.

INVITED: That hoo received oo invitetion (H.E.D. _pl. a.
firest recovued uge 1658

A. T, 1i.1.11:
I pray you bid there Ge:tlewomen welcome: th'are

imy invited fri-.nade.
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R.T, iv.1.42:
Noeke theo o crpetucll seisoncer
fnd laye this yoon-_c uyns Loec.

+I'Vie cnlloqguial contrecticn of "2 duve” ) . I've
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e glotee'L;QL iveds (iv.

(onoids
10“2‘
Doubti-

- fil”"t

recoried u~e 17,20 occurs 6 times in R, T. T, and 2 times

in A,T.. The contractions "I'de" = I would, "Ile" =
I will, and "I'me" = I am are common in both plays.

Examples of "I've":

R, T, i.3.191:
Now let me burst, I've eaten noble poyson

A, T, iii.1.59:
I've buryed under these two marble stones

Thy living hopes.
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JAR (IN): the following use: to enter st an inappropriate
time; punning also on the weaning: to =~ound harshly
(N,E,D, Jar ¥. 4.), is uurecorded by the ., iu.D.

R, T, iv.1.33:

Hip.: ~footc just upon the ~t-oske
Jars in my brother - twill be villanous
Musick

Enter Vind.

JEOT: To Jeer at; tc ridicule; to vanter (U.E.D. Jjest v.
2.b trans. - first recorded ure 1721 - oaly recorded
with peraons a= object of the verb)

R.T, 1.2.56:
0 do not jest thy doome.....
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To aup,ort, suritein, 1o revent frou. =ii«ing or

KEEP (UP): Bk
relling (L. 2, Keop o7 scep u,. ¢, = lirst rccorded

uce 1.81)

.
r
T

1.
ehouie ~cucth & Coebe secpes op cen neve fell flat.,

¥i.ove A eiv, = Vicdly: (01, D, rind o. 10. - §iret record:i

use 1007 = Timon of Atneus, i.<.222)

d. 0, ivey. 130
1 am r»czcoverd 2f tnat fouse rliseere
Tact neunte Loo i wy aothers, xinde 1o ive ue.
Voion 0Ly to coneln Kucuricny Tov tue wurstion of so.ething:
a2t rocorned v the Lo, ., wualch oxcept foo cne cinor in-
~tance of a1 Li.gcrsoiacl oljecet, only records kaeel in
intm =itive ures. |

R. 7T, ivel. 142
3 ocould Tscerueo

rreele oub Ly ponLers. ...



(218)

L

LAW-wWOrD: First recorded u<e ante 1oo4 (..u.D, law =L. 21.
Simple attributive) T

R.T. iv.2.64:

olde ien....~0 poysoncd with the affectatin of
law-words.

s417:0USLY: derived from leprouc: efflicted with 1., ‘ousy.
(J.E.D, leprously edv. - quotes k.7. iv.g. (iV.4.71) es
firat u<e)

R, T, iv.4.71:
how leproucly
That Office would nhsve cling'd unto your iorehead

LIE: Lie in: not recorded in [,...D. in followinp use = to
lie in prison: tihe (. u..., <ivec lie ¥v.' 5, =simply = "to
lie in prison’,

R.T. 11104-19:
Ist not strange tizt & mean =stiould lie in & whole
month for a worau?

-iie by: To keep gquiet,...remain insctive, re=t (i, k. D.
lie v. 20 lie by d. -~ first vecoirded use 1709.

AV.T. iouc"f_')"\'_\}:
Hee leay by ¢.1d =lept:

-lie abroad: To lodge out of one'= hLouse or vbode (J.K.D,
lie v.' 17 obs. - firet recorded uce circa 154D)

A.T, 1v.2.17:
I will s«dventure one night'~ libe 'ty to lie
¢k -cad.

LIGHT: in phraese "lose their li.hts" - not recouried in the
cou. ., = 1t sppecently mente "lose their chaestity”.

R. T. ivﬁL‘o"jO:
The wmothers curse i< neavy, where thet fights
connes cet in ~torme, &nd daughters looce their
ligzhts,

LIFITED: Circuni~ccibed withia nefinite itiwite, bounded,
cectricted (J4.E.D, liawited ;1. ¢. = first recorded ure
1610)

R.T., 1.1.39:
old men lu~t-fulil

Do show like young WCn By y, eager violent
Caut-uid L ke el imth AN AN RE YT SRs

ik
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LITTLw=rNOWING: this cowbiantion i~ not c¢ited in the e dve Do
which ha~ "little-icaown”, liret cccorded 189;.

AT, 1i.1.15:
£ oim beeommee
A foole, »= little-knowing v~ : beast.

L O°E=-LIVING: .., wuotes .7, 1.2. (7.2.111) as the firet
use of thie express=ion.
H.T. 1e2.114:
with cacie Doctore, thorce luo~e living nen.
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MiLE-BAWD: = pandcer ete. (4.BE.D, iele &. 1.e, - quoter
R, T, 1.2. (1.2,208) as fi: T use)

R.T, 1.2.208:
hen bace-male-Bevis kept Centinell

LEACURE (sb): phrace to hold mes~ire with: to be propo- tiou-
ate to...Cbs. (W.s.D, measure 11.c. obg. - quotes
£.T7, 1.1.7(1.1.133) as only exsu, le of this)

AT, 1.1.133;
let thy trust
For undertsking @#nd for cecrecie
Hold i eecure witn thy enplitude of wit

dAtE (V. fig:  to take the neasure of (a perscen);  to
1ook a per=on) up and down. (’i,i&.D, .c&sure v. 2d. -
1747 (1768} siven as fir-t recoried U°e)

A-To 11‘5.73: .
i;eacure me from top to toe: you ~hall not finde
ne differ rnwuch fromn the true ~tandard of

proportio .,

1.)DIATe: To sct as ..cdistor or intecucdiery; to intercade,
or 1ite:'veae for t:.e purpose of recoiciling (N.k.D,
wediate v.3. - fir~t recorded u-e 1616 - only recorded of
persons)

AT, iii.4.13;
the onely countene:ace

Of Ju~ticu, were dcst  uc:tion; 4if the =weet
And loving iavour of hie naorcie did
Hot wediste betweene it and our weakeacece

[«1CHAmLIES TsRi:: & term or seasion....of the high coart of
Justice in ii1pland; and al-o of Oxford, Cunbrid,e¢, and
various other universities { {,v.D, w.icheéclmes b, attrib,
and comb. - first recorded u-e 1721)

Ro'j.‘. v.1.8: ) .
..e...t82 s0ome ei ht returnes like liicnae li.ars
Tearme.

MI4D: in the phre=e "on one's wind": occupying one's thoughts;
sald vspeclally of ~omething which ceu~ec unxicty.
(J4.5.D. #ind 16¢., - rirst recorded u~e 1850)
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*I1iD - continued:

A. T, 1i.0.60:
had 1l.ft
- (Perhape) th'imsgirary pre~cnce of
Some bloudy scecident upon my minde

MISTAKE (v): 1o mistake (a person c thing) for (<owe otier
percon or thing) (i, k,D, mi-teke v. 8. - firet recorded
use 1611 - winter's Tale ii.1.82)

L., 1v.5.232: (9tege Direction)
He nictosce tne body of Boraschio forr Soguette.

LOCK (v): fig. of imperrounal things: to deride, cte. (.4.m.D.
mock v. 1.d. - firet recorded .ire 10.7)

‘5:.'1‘. 102-131:
Thet Jewel's mine that guivers in his esre
tiockiig hie Msi~ters chiluesse aud vaine feare.

*CLik:  phrece Freach wole: espprrently a tecon~liation of French
teupe "& ~ort of tumour tormed uader the integ.incnte of
the head, wiich are rai~ed like the eerth mined by tie
mole" (Littre) obs. (4.8.D. mole sb4 obs. =~ quotes
R.T, (R.T. 1i.1.110) as only exau,le)

.T, 1.1.110:
1le 1:0ld her by the fore-top fert ynough
Cr like the Fre.ch Yoale hesve u. nayre and all

(Profes~or "iicoll ha= &a exulasnatory note to this effect;
op.cit. ;.515)

MOCi: A fit of freazy (J.n.2. moon sb. 13 yb=. - quotes
R.T, ii. (11i.2.315) a= fi-=t rccorded ure,

R, T, ii.2.315:
i know twas but -ome peevish Moone in hiw.

O/ Li%m:  diatr: Yo indulgce in moral —reflection; to found
a moral (on or upon an eveant, cte.) (:,L.0. worelize
V. 7 = firet recorded use 1ou47)

iVo1.21:
what? morelizing upon thie Geatlewona's
nee.ilcworke?

A.T,
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2.0%0w: Ocecas. us & nalutation = CGOLOD VCWKO  (I...J)., MOrrow
1. obs. - fi‘'at irecorded cxample 16352}

A.T, .
soud .0 row Ly Lord

.ont: LOrcow Lood brother
Charl: Good .w¢row Uncl:

D'am: OO OWw sivae Jdepaew

1‘\.’1‘.. 102036:

ot ———

Morsow Ly Lord.

1.09T: = wmost perecons: the .o ority of . cople (vom,, mwost
¢ (=b) - fir=t recorded u~e 1608;

., 11.1.233:
for wo=i there are a~ poud a= he...
LOTIVE: 9 A

motive s
firet u-s

mupcxua@u*al) sroptiag o igc}ting_ {ﬁ.a.n.
. 2C. OHb~, = quotze AT, v.2. {(Vv.2,301; &<

.. VL2301
Cacly to iicav'ia . attribite tac werse.
iho=e iracious nctives sde e ~till Cforbeare
To be mine uwnu Revoagoer.

o

a

MOUTH TC MOUTH: face to tfece: Heace vb (buclscpue nonce-wd.)
to spesk face to face {_....D. mosth sb. 2] - caly
recorded example ., 131.1, (ii.1.13=14))

.rp. iic1o15-1‘-+:
& man...that would very de~ircou=ly mouth to
mouth with yous
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i

NAIL (v): XNail down: to fix down with naile...(N.E.D., nail
v.4. - tirst recorded use 1669) =a2ae,

R. T, 1i1.5.210:
Nulle downe his tongue.

HAkR: 1in undeir the name of: = by tie name of (..., under
prep. 1bd. - first recorded u=e 1641-2)

R.T, 1v.2.16:
under his naine
The people =till are ; overnd

A1GuT~-RAVIW e A nocturnsl bird veariously 1dentificd we a
night-owl, night-heron or nightjar...(d.n.D, aight-raven
2b. - firat recorded use in & t-ansferred sense 1673)

AT, 11.4.107:
Lovely Night-Raven!
Th'ast ceaz'd a carkuacsse..

NOD: To wink gt, overlook a thing (..s.0D, i7od 2b. obs. rare -
quotes ., 1i.2., (ii.2..51) as ouly exaugle)

R.T. 11.2.351:
1t well becone~ that Judge to nod at criues

NUuLkoUrenY: In or by great nuimbcrs; ebundaitly (L.

'T iy \
Vg e Lig
A —————

numerously 1. - records /,.7. 1.1. (i.1.01) &= Iirst u=e)

AT, i.1.61:
my children../../..8y &8s numerously be nualtiplied

A.T. 1.2.85:
o all tact now salite wy tek.ng leave
Heve added numeroi=sly to the love
wherewith I did recaive thei- courtesy
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Q

Otrmds To begin; to ~tart ur comuunce opurrtionc.. .o «, ...,
Open II 1!!tr0 22. - fi?‘f‘t -(zc:(}.dad uﬁe 1716) A

.. Vel.21:
Mey not here: ftor tines open in (o liuire Li.es
as tizlet

Lldsty A clas~, group, kind, or «cort of pereons, Leing~ or
thing,=, having ite reax 10 8 ocele of being, excellence,
or imgortence, or di~tinguli-red frow. othiore by auture or
cha ‘acter (i.;.&. order gb.y. - first rcciicd u~e i7.0)

-"‘:.T. 11101096:
apiritg.....their e ~eace 1
Ab.ove the natiure vund the order of
Tho e eloinente where of our ~¢ ~e~ are
Cresated.
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1_»
-—

PALYY-LUST: not ~ecorded in N.E.D. under attribs. and combs.
of "palasy"

R.T, 1.1.37:

Becau~e thy purer part would not con=ent
Unto hie palsy-lust

rASSION: 1n ams~everations "pasaion of re" etc. (N.E.D,

pase?on 1.b. obg. - firet recoried use of "passion o'ume",
1738

A. T, 1.4.132;
Pac=ion o'me thou peevish girle

A. T, 1i.4.7:
Pession o'me you....knaves

£.T, iv.5.49:
Passion o'me.

PrNURIOUS8: Of things......0f, pertsining to, or ascsociated
with went; poor, scenty, exiguou=; barren, unfertile.
(4.0, 3, peaurious 1.b. gbs. ~ firet recorded use 1621)

A Tg Ve 2.’46:
labour; whose

Penurioues gaines =hall onely give you foode
To hold up iisture.

PE«DU: = Sentinel perdue A1 a. The post of a sentinel in a
very sdvanced and dengerous position....(i{.E.,D. perdu

B sb. Obs. 1. rere - records A,7, ii.o. (1i.0.0) &= only
example

IQ:XST. 1106060: .

....1 ehall ha' much adoe
To <tmnd out ny perdu.

FETITIONAY: Of persons: C“upplisnt, cntreating, petitioning.
(i.B.D, petitionary 8 2 obs. or arch. - first recorded
use 1607 - Coriolanus v.2,82)

R.T. 1i.1.213:
make../..petitionary people
ctart at your ;resence.
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PITCH (v): To ret at = particular pitch or degree éhibh, low,
etc.}; in various= nelapinoricel applicetions (M, L
pitch v. 15. - first rccorded use 1633)

R.T, iv.4.152:
Whet will the deed do tlwn?
Advencement, truc: as igh as ~heasme can pitch

FL;/NET=-8TRUCK: Stricke: by the su, g >fed malign influence of
an «dvei'ee planet....hence, Stricker with esuiden fear &nd
emezement. .. terrified, bewildered. (i,E.D, plenet-struck
a. - ficat recorded use 1614)

A.T, v.1.21;

with ainazement
Behold thine erroir end be lanet-astrucke.

PLEACE: lles=e! (idiperstive or cptative)...is now ususlly
taken as = "hBe pleased" (unknown to “hakespeare)...when
followed by an infinitive it i= "be plessed" (4.E.D,
please v. 6 intr. c. - first recorded use (1522) 1657)

B.T, 1i.1.263:

You ncaven= plesase,
henceto~,th to maexke trne nother a disesse.

r0resaeING: The action of the verdb “"poscess"; possession.
(§.8.D, possessing vbl. sb. - first recorded use 1580):
in the folliowing it seem=s to have & special :neaning;
establishment, indusction; endowment with regal righte.

R.T. Ve3.1: (9tsce Direction)
in & dum shew, the possessiig of tie young Duke
with 811 hie Noble=,

PRECIOUS: 1in asseveration; for precious blood or body.

(N, K ;recious @. 2b obg. - quotes two ex:ziples (1560
and %6315 "By Goddes precioue...", and "Gods precious!"
- larqton) in the following Mrecious" slone is us=ed:

If'».{.'?. 1V.1.u():
Precious! Doest not cee....%

A.T, ivel4.18:
'Precicus! I was....

A.T, 1v.5.11:
'ppecious quickly;...
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PRDCESQ0R: A thing to which snother has succeeded (N.E.D,
predeces=or sb. 1b. - first recorded use 1742)

R, T, 1.1.74:
Last evening predecesaor unto this......

FuTMY-+sRFUMED: combination unrecorded by the N.E;D.

R.T, 1.3.165:
A prety-perfumde villseine

PREVENT: To stop, keep, or hinder (a person or other sgent)
from doing something. Often with const, omitted. (N .E,D
prevent v. 7. - firet recorded exsuple 1663)

A.T, 11.5.106:
And had not your knocking at the doore prevented
him; =~=urely h'ad done something to mee.

P: . ICKLE: fig: something that pricks the wmind or feelingse,
efly in

(chi 1,) (N.,E.D, prickle sb! 7 fig. - first
recorded use 1638)

R, T, 1.2.121:
made him walke
with & bold foote upon the thornie law,
whose Prickles shculd bow under him.

PRIVATE: Of a person: Secretive, reticent obs. (y.E.D,
private a. 14 obs. - first recordcd use 1627)

R, T, iv.2.126: _
I will unbrace =2ich & clos~e private villayne
into your vengfull swords

PROTEST: To glve formal expression to objection...to niake =
formal...declaration against some prOpoqal decision,
procedure or action; %o remonsti (4.i,0), prote~t
V. 7 intr. - first recorded use abcolutell 1005 with

againqt st 1034)
AT, iii.1.112:

had not my mother been & women
I should protest againat the chastitie
Of all thy =exe

PURSE-TAKER: A nighwaymen or robber who deprived peraons of
their purses (HN.n.D, purse-taker obs. - first recorded
use 1611- Cotgrave)

A i11.2.19:
fals would you ha' une turne purce-taker?
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PUT (BY): To tsvn &side, evade \& yguestion, arguncat, etc.);
to put off (s persou) aith &1 cxcuse or evarion. (N.B.D,
put v. 4O put by ¢. - first r.corded use 1518)

R.T, ii.1.183;
Koth: ..Deny sdvencewent, Licesuce, the Dukee
sonnel

288t I cey you wercy. Lady 1 wistooke you
ray 4id you -ee wy Mothcer; wnich wey went
you?

Pray God 1 w.ve not lo=t her.

Vind: trittily put by.
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&

@i Leb: N.E.,B, giver quarl v. obs. rsre: To curdle? turn
rour: qQuotes _ 7, v, (iV.4.12) &~ firet exerple. There
i~ one other rufu-once guoted of 1700 "reep .ou - wine
from qu&arrellin.,, o d s&xke it £1 .¢”.

?.‘..:T. 1?.“.12: )
Jpon tine bre~t that gave you =tcky

Vind: That bicnrt,
Ia turnd to (:arled poy-~on.

GUIT-" mdT: A rent, ususlly of ~usll wiount, peid by ¢ ree-
holdsr or copyin~lier 11 licu of services which night be
requlired of him (., ... yultereat 1.b. tre cfs O° fig. =
records R, T, 1.1, {iei.c2) & first cxonple)

'"ﬂ.'CQ 1.1!1‘*2:
Vengeaice thou marders | iiterent....

WYUCH:  oaouatopoelc: to ropresent the round of water poured
on flames (aot .cccorded in the i, ., D,

R.T, vo1o.')7: -
he tiut dye~ dui.e, falle into hell {ire like =
Bucket & watcr, qush, :u<h,
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R

RAVEL: To unwind or unweave: unravel...(i.E.D., ravel 13 o -
quotes R, T, 1i.2, (11.2.78) as fir~t example)

R.T, 1i.2.78:
..one wonan knit more in a hower then eay man
can Ravelil agen in <eaven and twenty yeare.

RECO LLisdT: 7o bring (onecelf) back to a state of coupocure;
to compo=e, recover (onecelf) (i,s.D, recollect v.' 6 refl.
- firet recorded use 1639)

A.T. 11.‘4.56:
Passion tran=porte you. Recollect your =elfe,

ROBi

13

kﬂf

To clothe or inveet in & robe or robes...(u,E.D. robe
.1. - first recorded. fijurative ure 1638)

R.7. ii1.5.147:
Give me that =in that's rob'd in :toli-es

ROUND: To each in turn of en ascembled company (N.E.D. round
adv. 1.b. - first recorded uce 1613 - Henry VIIiI, i.4.97)

R. T, 1.2.202:
when deepe hesalths went round

ROUND £BOUT: By a circuitous path or route (i, K., round
about adv. 4. - firet recorded u=e 1870)

A.T. iiouo29:
Goe round sbout into the gravell pit
And helpe my Brother up.

RUB: To treat (a =surface) with some substance....(li.1.]), rub
v.'\ 4. - figuratively used 1663); the following use is
perhaps & combination of this =ense and: To revive.....
in rerpect of memory (.i,n.D, rub v.' 2b. fig. - firet
recorded use 1580)

iii.5.224:
'tie the 0ld Duke thy doubtfull father
The thought of him rubs iesven in thy way

R, T,
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8

+CALFEYY: phrese "o.lth cefetly": N.E. D, gives "with eafety,"
withcut occerioning danger or risk (firet recorded ure
1805), Lat uot the followlag ure = in safety, without
incurring danger.

R.T, 1ii.1.25:
We ricy wito enl'ty o't

A, T, iv.2,50;
b2 deede once done, thou mai'st retire with
safety.

*fLUCs Y.: To Kise, or gicel with & Kiss (. 3.0, selute v.2e
arch., - first vecerded uae 1719) =

AT, i.4.114;
aweete wifel Thy husband thue ~alutes
ihy cheere.

SALVATION: no adeguate nmeaning given in the (,i.D, for the
following u=e, apparently = fulfilment.

R.T. 1i.1.58:
It i~ aot in the power of words to tsynt thee
snd yet for the salvetion of my oth,
Ae my recolve in that poynt; 1 will lay
Herd aiege unto my Mother....

SA: The French exclsmation ¢d, ¢8.....Formerly used by
feacers whean deliveriig & thruet. (N.E.D, =a int. Obs. -
quotes 1,0, V.1. (V.1.64) &8s firast us=e)

<, T, vel.64:
Sa, sa, sra; thumpe there he lyes

(But cf %ing Lear iv.5.208: M.ay an you'&et 1%, you ~hall
get it by running. Sa, sa, =8, 2@.") ’

QAVII="REKE: wevia, a small buchy evergreen <hrub. (..k.D.
cavin 3. attrib. and comb, yuotes A,.T, iv.1. (1v.1.1qi
ae first use of thic term)

AT, ivedl.1y:
There growes &8 Sevin-tree next it tfossooth.

QCOFF: An obJject of contempt or =corn; e mark for dericion
or ~coffing (U.E,D, scoff -b. 2. - first rccorded uce
1640)

R.T, 1v.2.109:
lioney, ho, ho,

Tas beene my want =0 long, tis now wmy ~coffe.
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8COFE: In phrases, as beyond, within (one's) scope (u.k.D,
acope 8b* 6.: reach or range of mental activity: c. -
firet recorded use of "beyond the scope of"1789)

A:T: Ve 2017“2
My wit

Has reach'd beyond the scope of Nature:

SCRIVEWER: clerk, secretary..{N,K.D. scrivener 1, - records
R,T, i.3. (1.3.53) as first trausferred use)

R, T, 1.3.53:
Thou hast been Scrivener to much knevery then...

S'DAINTIE: interjection - unrecorded in the j{,k.D,

A.T, 11.%5.28:
-S'daintie; I nistooke the place.

QEiM: To have a semblence or appearance:; With sb., #dj., or
phrase ss complement: To appear to be...(N.E.D, rceem
v.*II. 3); the follosing appea~= to be ¢n exteusion of
thie meaning, = bghave, put on an appesrance; aid is
anrecorded by the N,E,D,

R,T. iv.3.1: (Stage Direction) \
Enter the Dutcltes arme in erme with the Ba-~tard:
he seemeth lasciviou=ly to her.....

OELF-AFFLCT1xG: N.&,.D. records r,'0, iii.1. (111.5.87) &8
first use of thie combinetion on (N.E.D, celf- used a= a
prefix. f.)

R.T, ii1.-.87:
Dos every proud and szlfe-affecting Deme
Cemphire her iace for this?

SHADOWIWG: used here in & =cn=e unrecorded by the J,E.D,,
= ¢liosely attendunt on; or perteps = cecitet.

R. T, iii.o.42:
""" And trere's more private comrmcn shodowing vices
'"hen thogse who are known both by their names and
prices

SHELL: An empty or hollow thing; wmere externeslity without
sub~tance (N,B.D, ~hell sb.' 25 - first ~ecorded use 1791)

R.,T., 11i.5.50:
M
cee.ses.dicagrace? a Loor thin sheli..

R.T. iv.4.15:
For in that =.ell of mother breeds e bewie.
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QHOWw: 4in phrase for show: for the ~ske of mere appearaice

or display, ee opposed to utility (N.E.D. show sb.) 4c. -
first recorded u=e ante 1700)

R, T, iii.5.103:
I have not feshiond thi-s onely - for show
And u=elesse property;..

SINGLE (OUT): To choos: or select fr~rn a numbsr of peréons...
(N,E,D, single v 5 with out - first recorded use 1629)

R.T. 1.4.40:

amongst sll the Ladyes
Singled out that deere forme...

SLAVE-rAUDER: N.E.D, quotes R, T, ii.4. (11.2.245) as first
use of =lave - 1in &n apporitional combination.

R.T, 11.2.245:;
woere's thie sluve-pander aow?

R, T, iv.2.135: )
that =lave Pandar, / Piato

wi.ere'as tie «lave Urnlar.

o & o 0

SLIGHT: Unworthy of trust or confidence (li.s.u. ~light a. 4L4b.

obs. - guotes R,P. iv.1., (iv.1.76) es %re Culy example)
R, T, iv.1.76:
He that knowes g eat mens secrats, and proves
slight,
That man nere lives to =see hirs Bes'd turne white
SMALL: phrese in smell: on & susll ccale, in little (W i.D
small gbaol. o~ gb. 4b. - Quotes A, 0, i.2. (1.2.174) as
firast ure)

AT, 1.2.1714:
You nave given re her picture in siell,

SMOOTH-SKINNED: Having ¢ swooth skin (H,E.D. scooth-~kinned
8. quotes 4.7, 11.5. (ii.2.35) s= firet use)

AT, 11.5.35:

I do not lik: ithec= rlegmaticke, smooth-2kinn'd
soft-flenh'd fellowes.
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SOFT-FLESHED: N.E.D, quotes A,T. 1i.5. (ii.5.35) es first use
of this expresc=ion.

A.T, 11.5.535:
........amooth~skinn'd, soft=-flesh'd fellowes.

SOLID: Of arguments, reasons, etc.: having & sound or
substantial foundetion (u.=,D. solid & 14. - first
recorded use 1615)

AT, v.2.98:
I can . ive you nrance
And =o0lide reason for the very lee«t
Distinguisheble syllable 1 speske

+SPEND: reflnxive- Ctf percsons and things: To exhaust or
wear out {onesclf or itself) (4.5.0. spend v.'5d.(b)
things - Iqut recorded use 1603}

R.T, ii.2.314:
i.y wrath....hath spent it celfe

A, T, 11i.2.77:
ono-oolibe"tie; but let it not
Disperse and spend it selfe in courses »f
Unbouided licence.

SPENDTHRIFT: attrib. passing into agj 8...having tne
qualities of a spendtoritt (W.k.D ependthnift 3a, -
recorda R.T. .1, (i.1.1%) as fl st use)

T, 1.1.141:
Within the =pend-thrift veynes of a drye Duke

STEP-DUCHESS: not recorded in the d.rn, 0,

i.2.102;
west ever Lnowne step-Dutches~e was a0 wilde?

.s. 10“ 142

(Which that =step Duches-lionster xnew to well;)

R.T,

aTIFLE: To smothe:r or e¢xtiiguish (& rleme) (N, .5, <tifle
v.' 6 - 1iret recorded usc 1726)

.7, 111.5,207:
- .....brother, =tifle the 7c-ch.
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aTOCK: phrase in _stock: 1in the posscssion of the tisader.
(N,E,D, mtock sb.!56c. - firet recorded uce 1518) - no

e od

figuretive use is recorded.

R. T: 1VQ 20 22‘4:

Is there .0 thundey left, or ict kept up
11 stock for heavier vengesncey

SUBATI ! TL: & thing put in plece of another: 'Thet which is
ucsed or stands in ;lace of ~omething elce (N,E.D.
aubstitute gb. II. 5. - first recorded use 1539, noted
as "en early isolated inetance". then a 1677)

AT, 11i.4.22;
If aelither the impre=ssion in your Soule
Of goodnesse; nor the dutie of your place
As uoodnesse saobstitute; cen wove yoig. ..

SUIT (¥): 7wo provide, fuirnish. Chietly pasgive...(N.E.D,
auit v. 11. - quotes R.T, iii.b. (1i11.5,3L) as Tirst use)

R, T, 1ii.5.34:
Hee's suted for a Ledy:...
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I

TABLE-ROOM: room or place at tsble; 1i.e¢. at meals., N.E,D,

(teble m=b. 22 - epecisl combe,! quotes R, T, iv.2.
(1iv.2.113) a= first use.

R T, iv.2.113:
for taoble-roome
I feccc on those that cannot be rid of me

TANG: Distinctive or charectevistic flavour or quality.
(N.E,D, tang sb.! 6 fig. b first recorded use 1868)

R.T, 1.3.132:
Luss: ...for honesty
I= like 8 =tock of money laid to =leepe
which nere =o little broke, do's never
keep.
Vind: You hsve gint the Tang . yfeith my Lord.

(Professor Nicoll tresunslatecs "tang" here as "The very
flavour" - commentary on R.T., p.316 op. cit.)

TASTE: To have carnal knowledge of (iN.E.D, taste v. 3 fig. b.
Obs. - firat recorded use 1611~ Cymbeline ii.4.57)

R, T, 11.2.174:
I do embrece this seacon for the fittest
To tast of that yong Lady.

TEMPT: to arouse, provoke, incite (not recorded in the N, E.D,
which only givee to tempt a person to do something)

A. T, 1ii.4.30:
You have tempted my suspition.

TENNI®: N, E.D, records A, T, ii.i. (ii.4.40) as the first
figurative ure (N,E.D. tennis gb.1.)

Drop out

Mine eye-bals &1d let envious Fortune play
At tennie with 'em.

THANK: in phrase thanks to: Theanks be given to....hence
Owing to, as a result of, in consequence of (Often
ironical) (N,E.D, thank gb. 6 - first recorded use 1633)

R.T, 11i.5.236:
The brooke i= turnd to bloud/Thanks to lowd

Musick.
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THANK - continued:

+-And cf. ualso the following pa=cage~, wnich seem to have
the same construction, but with the "to" omitted. (not
noted in the N,E.D,)

R.T,. 1101062:
Masse fitly here she comes, thankes my disguize

AT, 1.1.47:
- But whset doth this touch e
That ~2eme to have enought Thankes industrie.

THREAT:N: fig. (chiefly of impersonal agents or objects)
To be likely to injure; to be a source of danger to...
(N,1,D, threaten y. 2¢. - firat recorded use 1638)

R, T, v.3.30:
When stars were locks, they threaten g reat-mens
heads.

R: T: V. 3036:
When it seems most it threstnes fsrdest off,.

-fig. Of thinge, conditions: To give ominous indication of
(impending evil); to presage, portend (W.k.D. threaten
Y. 4. - first recorded u=e 1611 - Winter's Tale iii.3.4)

A.Ta 1101.56: . .
Whose thunde:....,..threatned in that terrible
report/The storme where with they mesnt to second
it.

THRIVB: To prosper (N.E.D, thrive v. 1b. fig. of immaterial
things - t'irst recorded use 1613)

R, T, 1i.1.248: ‘
All thrives but Chastity, =he lye= & cold.

THRIVI.IG: Frrospering, doing well in business...(H.E.,D
thriving ppl. 8. - guotes R.T, iv.y. (iv.4.84) as first
use)

R:Tg 1V.u.8)+: ;
Aske but the thrivingast harlot in cold bloud...

THROW (OFF): ...to divest onecelf of (a quelity, character,
habit, feeling etc.) to lay eside quickly....to discard.
(N.E.D, throw v.' 42c. - first recorded use 1681)

111.6.120:
Come, throw off clouds now brother, thinke of

vengeance.,

R.T,



(238)

THUMP: adverbially: With a thump (N.E.D, sb. 1.d. - first

recorded use 1704)

R’T. V.".().‘.‘,,: ’
8&, su, sa; thumpe, there he lyes.

TORTURING: infliction of torture; tormenting; (N.k.D.
torturing vbl.=b.- irst ccorded use 1633)

R, T, iit.5.22:
essee..into the torturing of his souls

TRICK: The mode of .»nrking a piece of mechanism etc.; the
system upon which a thing i= conetructed (N.E.D, trick

sh. 7c. - firat recorded u-e 1063)

A.T. v.2,261;
I ha' the trick on't Nephew. You shall =ee

How ea~'ly I can put you out of psine....

TRY: intr. To maske an effort, endeavour, attempt (Wwith inf.

or sbsol.) Firet recorded use {1638} 1697,

A. T, ii.5.47:
Amn 1 g0 great I cannot be. compasaed?

Claspe my wast and try.
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!»,
UDS BODY: UDS: A fori of the name of God common in expletive

oatha in the 17th ceatury. (J.E.D, Uds obs. 1. Possessive
phrases): UDS BODY is not recorded in the N.E,D,

A:T: iio5o 50:
Uds body. My husbend!

UNALTERABLE: That cannot be changed or zltered (N,.E.D,
unalterable &. &. In general use - first recorded 1611;

b. Of resolve=, degcisions, lews etc. - first recorded
use 1631) |

A. T, 1.2,03:
in a thing
Ordain'd so certeinly uneltersble
What can the use of providence prevaile?

UNBOUNDED: Unlimited in amount (N,.K.D, unbounded ppl.a. 1b. -
first recorded use 1646)

AT, 1ii.4.7:
Of hi~ unbounded goodne=se, whose divine
Impression, forme and imege man =hould beare.

UNBRACE: To lay open, reveal (N.E.D, unbrece v. 1b. fig. -
quotes R,T., iv. (1iv.2.126) a=s only exsmple)

R.T, iv.2.126:
I will unbrace such a closse private villayne
Unto your vengfull swords......

UNBRIBED: .ot bribed; not corrupted by bribery (N.E.D,
unbribed ppl.a. - quotes R, T, 1.2, (i.2.184) as first
recorded use of this word

R.T, 1.2.184:
...the justice
Of that unbribed everlasting law

UNCAPABLE: = incapable a.>.....not admitting or susceptible of.
Const. of (N.E.D, incapable 3. - first recorded use
1712; Tuncapeble 5. - quotes A.T, 1i.1. (ii.1.144) as
first recorded use)

A. T, 1i.1.144:
I am uncapable / Of confort.
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UACIVIL: ot civil or coucteous, lagpulite; rou h, rude....
(Je.iete uncivil a. _.L, 0i _eveons - firet recorded uce

l
15T = cot, ~ave.

j‘t"-‘_.‘ i.u01“45:
eeeyour pravitie becomes your pcrish'd
~oulc, #e horry mousi.ne-re does rotten 1. uit

L:ols Couzen, y's e both vacivill and pophane.

UmUALe: Not equal ia awmount, ~ize, guality, cte. (..,
unequal .. 12, - Of =11 le seemoae snd things - firet

recorded u~e & 1577)

——

_'.T. ivl.//l1d=
Muat =«he 1 .c¢dee chuse anch an uaeqguall sinner

To inake uwll worsey

i beaterd, the Durnee Le~tard, =zhame icept on

shane.

not cet on fire: unkindled (...,

TALIGHTED: ot lighted: ’
fi7~t recorded uce 15Y-)

unlignted ppl.@e 1. -
LT, 1i.2.003:
...the i.2id like an unlighted
Teper

wee ¢cold ane cheaet.

Jeprived of wochely feelings (... s, usothered
1. - yaotes as eslic exew le .0, iiel. (ii.1.123)

r, 11.1.123:
1 fcare .y ~he'= vauothered
UJdOB7 L VLl I eoaplemetary {(quazi-edvervicl) const.: with-
out being obeerved ., ..., UsOrservsd g l.a.b, - fir-t

recorded use & 16106}
Lo de 11040100
Here woees & ..arthe: brovely carried, through

The eyc of ob-orvetion, wicurzsv'a

UdcAL wive pl.a. = firet recorded use 1040,

I'". T. ‘LVQ_)029:
Cnerls  Teve tiey o1 thou caclt perich

s e

(vhey fi.nt)

Borae:  Lcw.ic~ unrav'd 1 thinke,
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UdaUiisD: Not penetrated or rusched by sunlight /7 ., ..v
uncunned ;o l.c. 1. - guotes [,%, iis. (iii.hH.” @s
firet recoriel ure)

L0, 1ii.0.20:
To mweete per nere in thie uncunaed lod.e.

U™:  in phrace st _usc: oo on oneaey leat to saother;

iiterest, usury
reco-ued uce 1076

fobesty um So. Dec. (2 = firet

Y

S

St 1e241 T

@i, 7 wiill Lere yoar relewitnip up ot ouce
id dcure not thet o rotfit ~hall be ~na&ll.

qeury o,

ot

USTIRY: ‘Uue use o cugtoyment of caything (T, .
re = guotes DU, ive2, (iveg.1140 ac fic~t use,

Obz. e

-

R.9, iv.4.114:
To prontitute vy brest to the Duxkce -~ iae
And put my -~elfc .to conc.on Usury,.

5.
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¥

WFAKLY: With weakness of conatitution (u,is,L, weakly sdv. 2.D.
Cbhb3. - only recorded exawple 1615 - Heary ViII,ii.3.540)

AT, 11.3.48:
When =shee begot those Dormice; that <hee made
Theiw up 8O weakel:r and impecfectly

+WEAR (OFF): To waste and _dmpair (a material) gradually by
use or attrition (N.BE.D, weasr v.'9.b. -with intensifying
adv. - firat rccorde 3 3se of "wear off™ 1674)

R.T, 1.1.49:
To heve thoir coatly three-pil'd flesh worne off

A, T, 1.3.28:
Doe you thuninke I love to heve my haire worne off?

WEDDING-FEAST: first recorded use of this coxbination 1633.
(U, E.D, wedding vbl. sb. 4.)

Ao'rs 10202“7:
And then be reundy at the wedding feant,

WEDLOCK-t#ITH: This combin&tlion is not recorded in the N,E,D,

R, 1., 1.2.122;
And therefore wedlock faith <hall be forgot.

WITHDRAW. To draw (a veil, curtaiin, ctc.) back or aside...
B, D, withdraw v. 2.4. .ow# rgre - firast recorded use

17§7"‘"’

AT, V.1.75: o
Withdraw the Curtsine-«.

WiITHORAW]sG: That withdraws (ucsually in intr. sences) ;

dgawing back, retiriag, receding (first recorded u-e
1611)

R, T, 1.2.207:
In such a whispring and with-drawing houre

WITTY: wused as adv., = wittily, obs. 1. Intelligently,
cleverly, ingeniously. iflot reco-ded in the N, K,D.,

R.T, Ve3.139:
Twes <ome-what witty carried tho we say 1it.
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WOO: To make polilcitation o entreaty: o sue £Or.....

(N,E,D, woo v. I intr. 2, - first rccordud ume 4615;
with for 163[})

R: Y?s 11.2.5146:
How nerioucly their lover snd honors woo
For the!®, which I em vbout to prey them doo -
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Books Consulted:

This list is divided into three sections, (i), (ii)
and (111). Section (i) is & 1list of the editions of
Tourneur used; section (i11) lists thore works referring
to Tourneur which have been consulted. The majority of
the books listed in these first two =ections ere aslso

listed in Cyril Tourneur (A Concise Bibliogrephy), by

S. A, and D, R, Tannenbaum, New York, 1946. Those not
listed in this work are marked thus +, with a cros-=.
Section (1ii) contains a list of the other works referred
to in the text.

The following abbreviations are used:

J.E.G.P, : Journal of knglish and Germsnic Philology

M.L.N, Modern Languege Notes

([ X )

M.L.R,

Modern Language Review
M. P, : Modern Fhilology

r.M.L.A. : Publications of the Modern Language
As<ocletion of Americse

R.k.S. : Review of English Studies

S.A.B. : Shake=peare Asrociation Bulletin
8.P. : Studies in Philology

T.L.S. : Times Litera: y Supplement
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kditions of Tourneur's worke cousulted:

Je

a.

A.

+G.

C. Colline e¢d. (with Introduction and «Woter): "The

i‘lays snd roema of Cyril Tourneur", 2 vols,,
London 4878.

B, Herrison =¢. (with Introduction &snd Wotes): "The
Kevenger = Tragedy", London, 1934.

Nicoll ed. (with Introduction end Noter): "The works
of Cyril Tourncur", London, 1929.

H. C. Oliphsant ed. (with Introduction asnd footnotes):
"Shakesjeazre and his Fellow Dramatists", 2 vols,,
fHew York, 1929. (Vol. 2 containe "The Revenger's
Tragedy", pp.91-142).

H. W, Rylendes ed. (with Introduction): "~ix
lieprerentative nlizsbethgn Ploys,” London, 1933,
(conteins “The Revenge: « Tragedy", pp.1$7'2 )

A. Symonde ed, (with Iatroduction mad footnoten): "John
webater and Cyril Tourneur", Loodon, 1888. (The
"Mermaid" edition, containing the pleys only).

worke conculted referring to Tourneur:

H, Adesme: 'Cyril Tourneur on Revenge”, in J...G.F.
Yol. XLV1il, January, 1949.

Archer: "The 014 Drame end the Hew", an essay in
revaluation”, London 1923.

C. Bald: "A Note on The Atheint's Tragedy" in M.L.R.
Vol. 16, 1921,

H, Barker: "The Authorship of,The Second laiden's
Tragedy and The Revenger =~ Tragedy" in “.A.B.
Vol. 20, #pril-July 1945.

A, Bastisenen: '"The Horel Tone of Jacobesn and C:roline
Drema®, Am«terdsm, 1930.

k. Beatley: "The Jacobesn and Cearoline Stage",
Oxford, 1941.

Blunden: "Aa 014 Dramatist” (review of A. Nicoll's
edition of Tourneur'e works) in :uztion and
Athenaeum, Msrch 15th, 1930,

«, Boas: "An Introduction to “tuart Drame", Oxford, 1946,

T. Bowers: "Elisabethan ikevenge Tragedy", Princcton, 1940,
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C. V. Boyer: "The Villain as Hero in &lizabethan T: agedy"
London, 1914.

M. C. Bradbrook: "Themes and Conventions of l.lizabethan
Tragedy", Cambrid,e, 1935.

¥, I, Carpenter: "Metaphor and Simile in the Minor
&lizabethan Drema", Chicago, 1895.

B, K, Chamgerﬂz “"The wmlizabethan Stage", 4 vols., Oxford,
1933.

Clarkson and C. T. warren: "The Law of Property
in Shakespeare and the &4lizabethan Drama",
Baltimore, 1942.

W
12

J. . Cunliffe: "The Influence of Seneca in Llizabethen
Tragedy", London 1893,

+W. D. Dunkel: "The Authorshi, of The Revenger's Tragedy"
M P.M‘L.A. VOJ.o L‘G, Sept. 19310

T.S. Eliot: "Four ilizebethan Drematists” (41924) in
"celected Essays", London 1932,

T. 2, Eliot: "Cyril Tourneur" (review of A. Nicoll's
edition of Tourneur'- works) in 7.L.S., Nov. 13,
1930. (reprinted in "Selected Essays", 13932)

+T. S, Eliot: Letter in T,u..8., Jun.1-t, 1931,

U. k. Ellis-Fermor: "The Imsgery of the 'Revenger's
Tragedie' and the 'Athcist's Tragedie'" in M.L.R.
Vol. 30, July 1935.

U. M. Ellis-Fermor: "Jacobean Dreme", Londoa, 1936,

+U. ¥, Ellis~-Fermor: "The F~.ontiers of Drama", London, 19.5.

+Abraham Feldmsn: "Cyril Tourneur" (letter) in T.L.°.,
Auguast oHth, 1949.

W. W, Greg: "A liest of .nglish FPlays written before
43 and printed before 1700", London 1900,

W. . Greg: "A 1list of Me-ques, FPagcant-~ etc.,
sup;lementary to A 1list of ii.glish Flsys", London,
1902.

M. H, Higgins: "The Influence of Csalvini~tic Thought in
The Athei~t's Tragedy" in F.E.S., vol. 17,
January 19&1.
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Holmes: "Aspects of iilizabcthan Imagery", Cxford 1929%.
Jenkine: "Cyril Tourneur" in R.E.S. vol. 17, January,1941.
L. Jones: Letter in T.L.9., June 18th, 1931.

C. Knighte: ‘TuUrams end Svciety in the Age of Jo:ueson",
London, 1937.

J. Lawreace: '"Pre-Restoretion Stege Studies", Cambridge,
1927.

Leech: “A speech-heading in The levenge!'s Tragedy" in
R.E.S. vol. 17, July 1941.

Lockert: '"The g rcate~t of ..lizabcthen Melodrames:
The Reven er's Tragedy", in Essays in Dramatic
Literature, ed. H. Creig, ir~iaceton, 1935,

J. McGinn: "“heke-peare's I-fluence on the Drama of
his Age, ctudied in 'iHamlet'", .ilew Brunswick, 1938.

Mincoff: "The Authorrhip of The Revenger's Tragedy",
Sofia, 1939.

Mincoff: '"Verbal Repetition in nlizabethan Tragedy"
(Year-book of the 2t. Clement Okhridcky University
of Rofia Fgculty of A~te, Vol. XLI), Sofia, 1945.
8. kagier: Letter in T.L.S, March 13th, 1937.

H, C. Oliphant: "wmlizabethen i’roblems of Authorship" in
M.P. vol. 8, January 1911.

tts C, Oliphant: "The Authorehi) of The Revenger's
Traged: " in S.P. vol., 23, Auril 192o,

H. C. Oliphant: "The Plays of Beaumont and fletchec",
Hew Haven, 1927.

H. C. Oliphant: Letter in 7.L.9. Dec. 18th, 1930,
H. C. Olighﬁnt: L:tter _j;g_ T. L.S. Feb. 5th, 1931'

H., C. ©liphant: "Tourneur and Mr. T. S, Eliot" inp
9.P., Vol. 32, October 1935,

+Mood; K. Prior: "The Lenguage of Tragedy", New York, 1947.

G, Selingar: "The Revenger's Tragedy and the Morality
Tredition" in Scrutiay, Vol. 6, March 1938.
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qimpson: "The Theme of Revenge in Elizabethan Tragedy",
London 1935.

J. Sisson: Review of A. Nicoll'~ edition of Tourneur's
Works, in I.L.R. Vol. 26, January 1931.

Spencer: "Death and Elizabethan Tragedy" Cambridge 1936.
E. 8toll: "John Webster", Boston, 1905.
R. Sutherland: Letter in T.L.S., April 16th, 1931,
C. Swinburne: "Cyril Tourneur" in '"The Nineteenth
Century", Vol. 21, March 1887 (reprinted in "The
Age of Shakespeare™, 1908).

D. Sykes: "The Revenger's Tragedy and The Second
liaiden's Tregedy" in Notes and yueries, September,

1919.

D. Sykes: "Sidelights on ~lizebethen Drama", London,
1924,

A. Tannenbaum: "A Tourneur Mystification" in M.L.N.,

Vol. 47, March 1932,
C. Taylor: Letter in T.L.S8., January 1st, 1931.

Thomas: "The Antic Hamlet and Richard III", New York,
1943.

H, Thorndike: "The telation= of Hamlet to
Contemporary levenge Plays" in ».M.L.A. Vol., 17.
1902.

M. 8. Tompkins: "Tourneur and the Stars" in R.E.S.,
VOIO 22’ OCto 192-‘-60

M. wWaith: "The Ascription of Speeches in The
Revenger's Tragedy", in M.L.N. Vol. 57, Feb. 1942,

M. Wagner: Letter in T.L.S., April 23-:4, 1931.

H. Weest: "The Invisible World, & Study of
Pneumatology in the Elizabethen Drema", Athens,
Georgla, 1939.

w, wells: "Poetic Imagery", New York, 1924,

W. wWells: "Elizebethan end Jacobean Playwrights",
New York, 1939,
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F. P. wilcon: "Elizabethan and Jucobean", Oxford, 1945.

(iii) Other workec referred to in the text:

G.L. Apperson: "English Proverbs snd Proverbial Phrases:
A Historical Dictionary", London 1929.

R, C. Bald: "The Chronology of Middleton's Pleys" in
M.L.R., Vol. 32, January 1937.

A, C, Bradley: "Shakespearian Tragedy", London, 1904,
G. Chapman: "Tragediee", ed. T. i, Parrott, London 1910
H. Chettle: "Hoffman": Tudor Facsimile Text=s, London 1913.

R. Cotgrave: "A Dictionarie of the French and English
tongues", 2 parts, London 1611.

John Donne: "Poems", ed, H. J. C. Grierson, 2 vols.
Oxford, 1912.

Giovanni Florio: "A worlde of wordes, or most copious
and exact Dictionerie in Italian and English",
London 1598.

W. W. Greg: '"The Edito:rial Problem in Shakespesare",
Oxford 1942,

A, Harbage: "Annele of English Drsmsa", Philadelphia, 1940,

A. Hart: "The Vocabularies of Shakespeare's Play="in
R.E.°.,, Vol. 19, April, 1543,

H., . Hillebrand: "Thomas Middleton's 'The Viper's Brood'"
in M.L.i, Vol. XLII, January 1927,

G. Y. Knight: "The Whcel of Fire", London 1930.

J. Mareton: Works, ed. Harvey liood, 3 voles. London 1934-9

7T, Middileton: ‘orks, ed. A. H. Bullen, 8 voles. London, 1885.

J. A. H., Murray; H. Bradley, W. A. Craigie and C. T. Onions,
editors: "The Oxford English Dictionary"”, 13 vole,,
with Supplement end Blbliogresphy, Oxford, 1933,

Mario Praz: Review of C, F. &. Spurgcon's "Shakespeare's
Imeg,ery" in English Studies, Vol. 18, 1936,

I. A. Richaerd=s: "The Philosophy of Rhetoric", New York 1936.

Ww. Shakespeare: Works, ed. w. Aldis wr'ight, 9 vcle,,
London, 1893,
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Ww. Shakecpesre: "Mesasure fo ‘' Measure'", ed. J. D. wil=on
(New Cambridge “hakespeare), Cembridge 1922,

wWwe G, Smith and J. K. Heseltine: "The Oxford Dictionary
Proverbs", 2nd edition, revised by Sir Paul Hsrvey,
Oxford, 1948.

C. F. E. Spurgeon: "Shakespeare's Imagery and what it tells
us", Cambridge, 1935.

M. P, Tilley: "klizsbethan Proverdb Lore in Lyly's 'Buphues'
and in Pettie's 'ietite Pallace', with parallels

4
from Shakespeare", .ew York, 1926,





