A CONSIDERATION OF SOME LINGUISTIC PHENOMENA
IN OTHELLO AND KING LEAR

APPROVED:
WYY
ajor Professor |
6%042«‘4,<K_AJ2£hq
#inor Froréssor =

e Graduste Couneiiw




A CONSIDERATION OF SOME LINGUISTIC PHENCUENA
IN OTHELLO AND XKING LEAR

THESIS

Presented to the Graduate Couneil of the North
Texas State Teachers College in Partial
Fulfillment of the Requirements
For the Degree of
MASTER OF ARTS

By

Beuleh Pender Jones, B. 4.
Gllmer, Texas

May, 1944

116939



116940

"TABLE OPF CONTENT3

Chapter Page
T, INTRODUCTION . v « v v v v v ¢ v o o vsos o s = 1
Purpose
Scope
ethod
Noture of PFindings
IT. BXAMPLES . . ¢ & + ¢ 4 o o o o o = « 2 = + « » 15
Group 1. Semantie Innovations
Group II. HMorphological Innovations
Group ITI. Syntactical Innovations
DEFIEITIOE{ OF Tms * » . (] » - [ 2 - - » - - » - [ - » 124
WORD IHDEX - » L] * - L] -« - L L] L L] - L ] » - Ll * - - L d . 125

BIBLIOGRAPHY L d - » L] - - - »* * Ld L] * L2 * L d » - » * . » 126

113



CHAPTER I
INTRODUCTION

Purpose

This study was undertaken with the idea of determining
to some extent the contribution of Shakespesre's linguistic
peculiarities to his effectiveness, The observatlion of the
trends of these phenomens suggested by specifle examples
constituted a further aim as a key to the nature of Shake-
spearean language. A revealing statement concerning the
field of Shekespearean linguistics and its possibillities
comes from W. S, liackie, who says:

While Shakespeare as & poet and dramatlist has been

en intensively cultivated field of research, the

language of his plays and poems -- his pgremmar and

syntax, his prgpunciation, his vocabulary and use

of words -~ has not yet been fully explored. . . .

Yet a careful examination of Shakespeare's words,

their origin, their relationships, thelr uses, would

ot only be of great velue In itself, but would al-

most certalnly throw light upon some of_ the diffi-

cult problems of the Shakespeare canon.
Although this work in no wey purports to be exheaustive
even within its own limits, the meagerness of contributions

to this field seems to make a study of this sort worthwhile.

lw. s. Mackie, "sShakespeare's English: and How Far It
Can Be Investigated with the Help of the 'New English Dic-
tionary,'" liodern Language Review, XXXI (January, 1936), 1.
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liany phases of the question presented themselves in
the course of the work, although it was prossible to develop
only a few of them within the limits of this thesis. It
gust be apparent to the most casusl reader of the plays that
Shakespeare's work is a model of economy of expression, The
study of the mechanics of this ability to say so much in
such a few words promised a rich reward. In the background
was also the question of whether or not his langusge had
anything to do with the fact that he has degenerated from
the poasltion of popular playwright in his own day to that of
& poet of the literati today. Shakespeare, who had the wide
appeal of & Saroyan in the seventeenth century, haa been
relegated to the rarefled limbo of a Browning in the twenti-
eth, and, by most people, he is now studied raether than
read or hesrd for amusement or enjovment 2s he once was.
In this connection were observed two language tendencies
which might help to account for the trangition, although
neither is peculiar to Shskespeare. In the first plage,
there is some difference between Modern English and Rliza-
bethan English; also, there is the matter of pa&tic dic-
tion to be teken into secount. One quality of Elizabethan
usage was its freedom from comventionality. In the seven-
teenth century, lasngusge was not the static, doecumented
body of words that standsrd English is todey, Fecause it

had not yet been caught and imprisoned in dictionaries, it
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underwent constant change; each writer and spesker could,
and often did, amend and augment to his own taste the medium
he used. Such license prevailed in syntactical funetion,
form, spelling, and pronunciation. If this prevalence of
unconventionality in the matter of language was general,
however, it was probably more pronounced in the work of
Shakespeare than in that of any other writer of the period.
Shakespeare turned this condition to account both in the
satisfaction of his poetic needs and in the free play of
his brilliasnt individuality.

The matter of Shakespesrets lingulstie idicosyncrasiles
offers two interesting suggestions. Through the present
study only a hint may be gained conecerning one, Shskespeare's
influence uvpon the English langusge, and only an offhand
guess may be hazarded in regard to the other, Shakespeare's
linguistlc artistry as a consecious power. Shekespeare, as
it is frequently pointed out in the body of this thesls, is
credited by the N. E. D. and by meny English seholars® with
the introduction of meny new words asnd expressions, and
with the assignment of new semantic velues to words al-
ready familiar in form. (Such words, morphologically
familier, but semanticsally novel, will henceforth be called

neosemalogisms.) Often the semantic and morphologieal

eu, . . Shakespeare uses a grest meny words which were
new in his times, whether absolutely new or new only to the
written language, while living colloquially on the lips of
the people." -~ Otto Jespersen, The Growth and structure of
the English Language, p. 206. Alsc c¢f, L. P. Smith, ihe
English Language, p. 414.




4

creations of Shskespeare's pen have survived to be found in
our modern dictionaries; often, too, the Shakespeareanisms
appear 1n the work of later writers., An inference relative
to Shekespesre's influence upon English msy be drawn from
these facts.® As to the playwright's conscious artistry,
more minute docunentary evidence stemauing directly from the
Elizabethan period 1s needed before any conclusions ean be
reached 1in this respect. Nevertheless, the manifestations

of his linguistic genius are numerous and impressive,

Scope
For the purposes of this consideratlon two plays wers
made the baesis for studys; obviously the field is so rieh as

to make selection lmperative. Othello and lear were se-

lected because they represent the mature period of Shake-
speare's work, and also beceouse the tragedies, fraught with
intense drama, seem to offer the wmost likely field for 1lin-
gulstic study. Other late tragedles might have been as
fruitful as these two; the choice was arbitrary. A further
cholece had to be made In the types of words to be considered.
Howevey, not all that was interesting or unusual lingulstie-
ally in the two plays could be discussed. Such a course
would require more categories than could be adequately
handled in a work of this nature. The specific linguistic

types consldered are noted subsequently. Hor has this in-

vestigation in any way attempted to solve textual irregularities,

S¢f, Harry Bradley, The Msking of English, pp. 229-231.
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The Oxford text has been used as 2 hasis: passages quoted
and words discussed are taken from this text. Significant
variations in other texts, however, have been noted in in-
dividual discussions. Characteristic Elizabethan langueage,
wherever identifisble ms such, has not been included, no
matter how unfamilisr to the modern ear. Likewise, the
less singular expressions, explicit through etymology or
wlde use sither shortly after Shakespeare's time or in com-
paratively recent perilods, are not deslt with. Thus, lan-
guage familliar to the slixteenth eentury or to the twentisth
century has no place here, but the language, rather, of
Shakespesre himself is under serutiny.

Even in the consideration of Shakespeareanisms alone
it was necessary to narrow the fileld of cholce, There is a
wealth of material in almost any one phase of Shekespearean
idiom. The playwright's use of filgure, his pecullsrities of
syntax, his colnages, and the influence of French, Latin,
end Ttallan upon his phraseoclogy are a few of the many sub-
jects, any one of which offers a broad field of study.
Each of these, to some degree, enters into the present
study, which 1s undertsken from & sementic viewpolnt,
Within this limited scope, nevertheless, it is possible to
note certain lingulstic tendencles. Definite cstegorical
distinctions are difficult to draw smong these trends. They
have many characteristics in common. First of all, slthough

some of the words are referred to specifically as ccinages,
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all are Shskespeareanisms In either form, function or mean-
ing or some comblnation of these, sand so exhibit the gqualilty
of invention which characterizes coinages. However, specisl
phases of this category have been noted in the three types

of innovation: morphological, semantic, and syntactieal,

Method
Careful reading of QOthello and Lear produced a great
many more unusual words than could be treated in this thesis.
The words were chosen for their semantic significanee only,
Each word was checked against the Furness text and variorum

and wlth the New English Dictionary., Scholarly semantic

reatdings reported in Furness were consldered in two aspects:
thelr possible revelatlion in the matter of interpretation,
and as examples of the impression made by Shakespesre's
language upon his resders. The X. E. D. was employed as a
guilde in fixing the historlcal status of the words, although
with the awereness that in polnt of absolute accuracy the
H. E. D. is not slways relisble, ss Hackie polnts out:
Shekespeare 's genlus as 8 manipulator of words is
especlally shown in his way of taking existing
words and glving them new turns of meaning, and
inventing them wlth metaphorical slgnificances.
In its recording of these new uses of words by
Shakespeare we sometimes found the H. £, D. de-
fective or unreliable,% - T T

However, the minor inaccuracles or omisslons in the N. E. D.

“Nackie, op. cit., p. 2.
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have no great bearing on the broad phases of Shakeapearean
innovation as considered here. TUpon the baslis of its find-
ings the decision as to the wvalidity of each word-as a
Shekespeareanism rests, The context in which each word
appears has been consistently regarded as of the utmost im-~
portance, and, in some Iinstances, the significence of a
word in the mouth of a certain character has prompted &
synoptic scrutiny of that charscter. Whersver possible the
paraphrastic method of Iinterpretation has been avoided, and
the word, fortified by whatever clarification wass dlscov-
ered, allowed to speak for 1tself, Further, as has heen
previously noted, no textual difficulties have bheen ap-
proached for the purpose of so0lving them, but where sig-
nificant they have been remarked, The works of various
semanticists and linguists were consulted and sre quoted
occasionally. By pointing oub generalltendenciﬁs in the
language, thelr work emphasized snd gulded the formulation
of the nature of Shakespearean idiosynerasies, Finslly, an
sttempt was mede to impart the heightened enjoyment in
Shakespeare that an sppreciation of his semantie seasoning
will give. In this regard a conscious effort at restraint
was made in both the freedom and enthusiasm of interpreta-

tion and the technicality of diseunssion.

Nature of Findings
The investigation of Sheakespeareanlisms reveals an at-

tribute of the artistry whieh is unconscliously felt without
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being defined in the reading of the plays. Shakespeare
used words as his tools. He never confined his thoughts or
his effects within the narrow limits of conventional usage,
but instesd he reached out for the striking, the dramatic
word or expressions he wrought it maesterfully to his own
designss he imperiously caused 1t to serve in whetever
capacity he chose to place it, and to serve well., There are,
it is true, some difficulties encountered in the interpre-
tation of Shakespeare. At times the conventionally-schooled
reader may not follow the bold departures. For the most part,
however, hls work 1s singularly free of obsecure passages,
although obscurity is a familiar quality in the realm of
roetry.

The linguistie freedom which Shakespeare exploited to
such good advantage, not only was characteristic of his ape,
but also exists today in Americaen cologuiel English; accord-
ingly, it is interesting tec note that there is & striking
similsrity between Shekespesre's general lingulstic tend-
encies and those of Aserican English. In regerd to the lat-
ter, H. L. Mencken points out "an lmpatient disregard for
gramaatical, syntactical, and phonological rule and prece-
dent," and "a large capacity . . . for taking in new words
and phrases frow ocubtslde scurces and for manufacturing

2
them of its own materials."” These same tendencies in

SH, L. Miencken, The fmerican Langusge, p. ©0.
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general as well ss in some of thelr more specific phases are
evident in Shakespeare. Hence, the modern Americen vocabu-
lary shares with that of Shekespeare a varisble quality.
There 18, however, a linguistie perception appsrent in
Shakespeare's dlction which raises his unconventionality to
the heights of artistry. Although Shakespeare could hardly
be properly termed linguisticslly minded, beceuse linguistics
as a sclence was not developed 1n his day, he was nonethe-
less definitely lenguage-conseclous, asnd especlally conscious
of the powers of innovetion in language.® According to
Mencken, we Americans ", . . incline toward a directness of
statement which, at 1its greatest, lacks restraint and ur-
banity sltogether, and toward a hospitaellty which often ad-
siits novelties for the mere sake of their novelty, and is
gulte uneritical of the difference between a genuine lm-
rrovement in succinciness and clarity, and mere extravagant
raciness."’ Of this fault, Shskespeare was never guilty.
When he departed from convention in dlction or syntex, 1t
was with rare discernment. In colloguisl originality as-
gociation is a casusative factor asnd therefore obvious; that
is, & new word or expression or usage 1is suggested by an ob-
vious analogy. In Shakespeare’s individualism, however,

the assoclational wvalue i1s o caleculated tool and is generally

B"Yet the fact that it is in his words that we so often
find the easrliest known exasmples of words that are now cur-
rent is at any rate Iinstructive, as showing the keenncss of
nhis perception of the needs of langusge."--Bradley, op. ecit.,p. 232.

"Mencken, op. cit., p. 94.
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subtie. The Shskespeareanisms strangest to the ordinary
vocebulary sre usually semantically clear through theilr
associstions without close study, even though study greatly
enhences one's appreciastion of them. Often the clarity
comes from powerful phonic suggestion; sometimes it comes
from a combination of phonetic with contextual relstion~
ships.

Another phase and evidence of linguistic artistry in
Shekespeare 1s the semantic scope of his words as revealed
by the variety of their interpretation., Frequently the com-
mentastors present a mumber of readings for one word. 1In
general these interpretations agree in the basic 1ldea, but
merely display the difficulty of finding edequate synonyms
or even synonymous rephrasing for Shakespeare's comprehensive
implication. This guality of compsctness is especlally
conapicuous in the opening scenes of the plays, wherse, often
within the space of a few score lines, the scene 1s set, the
probles stated, and the principal characters sketched. The
problem of trensleting Shakespesre into forelgn langusges
also emphasizes his semsntic scope. It 1s not diffieult to
find a word in a foreign lengusge for e familiasr conerete
concept, but in the face of the network of relference pres-
ent in most Shskespesreanisms, traenslation of the plays
agppears to be a rather futile undertsking. OCbviocusly, if
transfixing a word with s synonym in its own language 1is
diffieult or undesirable, then translation is a dellcate

metter indeed.
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Shakespeare displays artistry again in his skill in
creating a charscter through that character's speech traits.®
Not obviously, &8s in the case of s comlc character, such as
the well-known Mrs, Malsprop, but subtly, Shakespeare por-
trays, for instance, an Othello. A consistently elevated
style charscterizes the Moor as successful, nalve, and
confident, conaclous of the position that he has won for
himself, It is not what is saild sbout Othello by others
or what he says about himself that elucidetes his character,
but it is his diction that is revealing. He 1s much given
t0 Latinisms sand even in the moments of intense emotion ex-
presses himself in charscteristic stilted phraseology. On
the other hand, there is at least ohe example of the use of
a word entirely out of character, s departure which, in the
light of Shakespeare's consistently careful verbal charac-
terizations, has the effect of accenting the unnetural sit-
uation in which it appears, Unusual Latinlisms occur fre-
quently in these two plays and were apparently, sside from
their effect es an element of characterization, chosen for
their striking power to command attention. BSlang, pro-
fanity, and diaslectisms are elements of lenguage sometimes
employed for this purpose in the works of lesser wrlters,
Here, again, Bhskespeare's superior artistrf is made mani-

fest in hls subtlety of technique.

Ber, Jespersen, op., cit., p. 198 ff.
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Shekespearean lengusge 1s characterized by a wide
variety of individuallsms which are difficult to classify
accurately. However, for the purposes of discussion, further
divisions of the three broad castegories of phenomena pre-
viously indiceted -- morphological, semantic, and syntac-
tical -- are here presented. Individual consideration is
indleated for such significant types as blends, Latinisms,
effixal oddities, truncations, figurative innovations and
syntactical mutations, The matter of Shakespeare's origi-
nality in the fleld of syntax has a place iIn this investi-

gation only as it concerns semantic velues. Medicine, after,

and dispose illustrste this point. The reassignment of syn-
tactical functlon in these words results in their beecoming
neosemalogisms., Their semantlie forece 1s the grester for
their arresting singularity of function. Shakespeare's

use of figure likewise 1s gemrmane to this subject only as

it 1s reinforced by the achlevement of a new figurative

concept, a8 i1llustrated by plisnt snd bombast. The trunca-

tions are exemplified by such a word as reverbs., 1In the
considerstion of Shakespeare's semantic forece, truncetions,
which may be sxpediencics of metrical necessity, sre velid
principally beeceuse of the fact that they lose nothing,
indeed may even gein, in semantic force by their morpho-
logical reduction. The individuslistic treatment accorded

the use of affixes by Shekespeare is interesting in its
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cffects. There is often a phonetic elament apparently ln-
volved in his process a&s pointed out in whipster; further-
more, it is sometimes difficult to ascertain whether a word
has been merely equipped with a new affix or whether it 1s
a blend. An example of this elusive problem 1s remediate.
in themselves, apart from their use as charscter accents,
the Latinisms sre interesting. Relume and stelled convey
a poetic quality whose grace only points up the intense
emotlon of the psssages in which these words appear. It may
be pertinently remarked here that Shakespeare's diction is
seldom merely poetici his linguistie artistry exploits this
quality in broadening hls meaning. Blends and coinages re-
veal the delicscy and insight of Shskespeare's lingulstic
perception more’clearly perhaps then does any other type of
Shakespeareanism., In such words are packed the profundity
and poignancy of import peculiar to Shekespeareen expres-

sion. At first glance observents, attasked, or questrists

may seem scmewhat enlgmatic, but, closely considered, as
words and as units of their contexts, they disclose a sig-
nificance heightened, rather than obscured, by thelr seem-
ingly smbliguous qualities.

jiore specific discussion of these es well as additional
types of words not described here is left to ensuing pages.
The principal discovery of this investigation was the fact

that, unlike most of the metephysical poets, Shakespeare 80
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employed words as to make analysis of them possible, profit-
able, snd fascineting. THe strove apparently for dramatle
clarity and achleved that and more. The study of Shekespesare
is not necessary to the enjoyment of the plays, but a study
of his words sherpens that enjoyment. It 1s Interesting,
also, to notice that Shekespeare has rarely lost by semantlc
development. Surprisingly often that trend has followed
the direction indiecoated by his pen. It 1s not necessary
for the Shakespeare enthusiast to deduce from this circum-
stance.Shakespeare*s position as & lingulstic Cagliostro,
but one may see in it, nevertheless, & testimonlal to the

soundness of the playwright's lingulstic instincts,



CHAPTER II
EXAMPLES
GROUP I. SEMANTIC IWNOVATIOW

The words in this group desl with the most dellicate
of linguistie innovatlon -- that of semantics., There are
great possibllities of augmenting effectiveness in the fleld
of semantic innovation, but there are also many insidious
dangers. A sure linguistic instinet iIs the indispensable
factor of successful manipulation. Individual experience
so influences the interpretation of the units of expression
that the semantic shadings of each one are incslculable
quantities; hence, a subtle distinction may be lost or mis-
understood asccording to the semantic valueszs recognized by
the reader or hesrer, The qualities of universslity of
impreséion and incisiveness of connotation would thus appesr
to be antithetical ones. They may, however, be socmewhat
reconciled, although one or both must diminish somewhst in
the process, by linguistiec artistry. That the quallty of
wide sppeal be preserved and that of connotative velue aug-
mented is the ideal of semantlc manipulation, For its
achievement the individual responses, of course, cannot be

15
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calculated, but their representation in the aggregate must
be considered. Shakespeare's mastery of these principles
is apparent in his contemporary popularity and in the
validity of his semantic innovations, evldent through the
gtudy of them, some three centuries later. The subsequent
examples from Cthello and Lesr illustrate the principles in-

volved in these conelusions.

BOMBAST
Shakespeare's opening scenes are uniformly packed with
meaning. The whole situation is made manifest often in the
space of less than two hundred lines. Thils strategy re-
quires incisive language. Figures are rarely the most
pointed devices of discourse, but Shakespeere often uses
them with telling effect. Iago's words in the first scene
of Othello reveal an instance of the power of Shakespeare's
figure, with especial regard to atmosphere. Tago has had
asdvocates at Othello's ear for the purpose of securing for
Iago the post of Othello's lieutenant. Iage reports the
outcome:
But he, as loving his own pride and purposes,
Evades them with a bombast circumstance
Horribly stuff'd with eplthets of war;l
Although bombast in this sense wss probably not a com-

mon term in Shakespeare's day, a conclusion which the N. E. D.

lotneilo, I, 1. 12-14. (This and all subsequent quota-
tions Trom Shakespeare's plays are from W. J. Cralg, editor,
The Oxford Shakespesre: The Complete Works of William
. Shakespeare,
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suggests in recording the above use of it ss the first one
among theilr findings; nevertheless, commonvassociations
doubtless clarified the significance of bombast.

Following through the ebymology of bombast is a fasel-
naeting pastime. A few words in a Purness note suffice to
hint at the amusing steps on the way to specialization of
the word. Crediting Nares, Purness quotes: "Originally
cotton. Hence, because cotton was commonly used to stuff
out quilting, etc., bombast also meant the stuffing of
clothes, ete. Hence spplied to tumid and inflated 1anguage."2

Othello's act of evasion, then, is understcod to have
been not only inflated, or enlarged, but, as Iago particu-
larizes, enlarged through being stuffed horribly "with epi-
thets of war."” One infers from this figmire the vioclence
with which Othello silenced those who would have advised
him in the matter of appointing his officers. In these
few words both Isgo's position and attitude and an impor-
tent aspect of Othello's character are revealed, with bombast
88 the pivot word. Bombest is an eplthet in itself, asso-
cisted s it is with "padding™ which implies Yertificially
stuffing.” To the modern mind, bombast also suggests "ex-
travagance” and "rant," and this further heightens the ef-
fect of Iggo's figure. Semantlic chesnge has opersted to de-
prive many Elizsbethan words of their effectiveness; some

have been been rendered meaningless, A surprising number

24, H. Purness, editor, The Variorum Shakespeare, VI, 4.
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of Shakespeare'!'s words, however, seem to have become af-
fected sdvantageously by sementic development. Bombast,
for instance, has specialized 1n meaning from the literal
"inflated, puffed” to the figurative "stuffed with words."
The faet that many Shekespesrean words have developed, as
bowbast, in the direction into which they were impelled by

Shakespeare's pen 1s worth consideration.
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CADENT
In the grip of emotion Lear begs of Nature the repro-
duction of his own heartlredk in the ecause of it, his deughter:

Let 1t stamp wrinkles in her brow of youth,
With cadent teers fret channels in her cheeks.l

"The effect of an unusual word formed from the Iatin
or Greek 1s often very good in poetry," says Moberly, as
quoted by Furness.® Literally cadent means "falling!, accord-
ing to its etymology, but "with falling tears" would hardly
convey the sawe image to the reader or hearer ass Shakespearets
phrase. A familier cognete may have the power to intensify
the import of such a word. Probably in this case the word
channels, which follows, further suggests an analogy hetween
cadent and cascade, end one feels an inexorable, unstanchable
rush. There is also the significance of the cognate cadence
to suggest a rhythmic and perpetual faliling, A noteworthy
quality of Shakespeare's choice of words in general is ap~
parent here. Although like many poets he often chooses an
uncommon word, his diction is seldom merely poetie: rather
then requiring his reader or hearer to stretch his imagina-
tion in order to comprehend the import of the passage thus
expressed, his cholce usually auphasizes and broasdens the
meaning, and, however foreign to the vocabulary of the audi-

ence, it 1s usually incisively clear through etymological

llesr, 1, iv, 308-309.

ZFurness, op. cit., ¥, 90,
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or phonetlc kinships, or through the light of figure or sit-

uetion in the context.
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COLLIED
Othello recognizes the weakness that attacks him. He
acknowledges 1ts havoc in the words,
Now, by heaven,
My blood begins my safer guides to rule,
And passion, having my best judgment collied,
Assays to lead the way.l
Pertinently, D'Hugues, quoted by Furness, remarks: "On
s 'étonne qu' Othello puisse trouver de si belles métaphores
pour exprimer sa_colére, su moment méme ou ilcommence B la
ressentir, "< D'Hugues' astonishment at Othello's being abdle
to find such beautiful metaphors to express his rage in the
identical moment when he begins to feel 1t again is not
shared by Steevens, who states merely that the passage in-
dicates: T"passion having discolored his judgment. To colly
Further question regarding the figure is quoted by Furness,
but on the basis of transcriptive insecuracy. For the read-
ing of collied Singer and Dyce take lssue with Collier, who
thinks that
Quelled, i. e. subdued or conguered, is pre-
cisely the word wented, and we find 1t in the (m.8.].
It 1s to be remarked that if short-hand were employed
in obtaining the copy of Othello for the publisher,

the very ssme letters whieh spell quelled would slso
spell tcollied!, and even cool!'d.4

lothello, 17, 111, 206-209.
2Furness, op. eit., VI, 141. 31bid. 41bid.
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But Singer says:

To quell 1s never used by Shakespesre in any other
gense than at of killing or exterminating. I pity
the man who could for az moment think of displacing
the effective, and now consecrated, word 'collied.!

Its obvious meaning is darkened, obfuscated; and a
more approgriate end expressive word could not have
been used.

Dyce, after referring to the use of "eollied" in Midsummer

Night's Dream, after citing with spproval what Singer says

of the uniform meaning of quell in Shakespeare, and after
quotling what Collier says about short-hand spelling, goes
on to say: "Yet no one knows better than Mr. Collier that
the Othello of Furness, which has the reading of 'collied,!

was, beyond all doubt, printed from a transeript belonging

Lo the theater, and that in stage-copies of plays (whether

intended for the use of the prompter or of the actors)

short-hand was never employed."® (The italics are Dyce's, )

In support of Ceollier's thesis and in negation of
Othello's figure, however, Keightley remarks: "Quelled

is not so absurd as Singer thinks it."7

This lengthy discussion does not touch upon the quality
of speech with which Shakespeare has endowed Othello.
D'Hugues indicstes, by questioning the psyechological proba-
bility of the figure, that similar instances of Othello's
elevated lenguage in moments of intense feeling heve escaped

him. Observstion of this characteristie of the locor's soon

STpbid. 61p1d. 71bid.

ot m———,
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renders it a famillar and entirely credible one. One
wonders, too, whether the phonetie qualities of collled
do not suit it further to the pessage, beyond the value

of such synonymic possibilities as darkened, clouded, or

sullied, for phonetically collied may suggest eholer, col-

ored, or even collared. Tt is not necessary to imagine
that Shakespesare intended to suggest these @%@netieally
related ideas through his choice of collied, but 1t is
Teasonable to suppose that because of his linguistie senai~

bilities they may have guided him in his choice,
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COMPACT

Goneril sends Oswald to Regan with the following in-
structions:

Take you some company, and away to horse:
Inform her full of my particular fear;
And thergte gdd such reﬁsons of your own
As may compact it more.

This is the only i1llustration given in the N. E. D, of
the word compact used in thls sense. Furness quotes Wright
as saying that Shakespeare uses it elsewhere only &s a sub-
stantive or participle.2

There is some difference of opinion as to its signifi-
cation., Johnson in an explanatory recast of the passage
produces this rether odd trenslation: "Unite one circum-
stance with another so as to make a consistent account,"®
The N. E. D. suggests "to confirm, to give consistency to"
as the meaning of compsct in this figurative sense.

Perhaps, after all, there is no confusion of import
here, and the discussion serves merely to point up Shake-
speare's power with words. The synonyms suggested, as well
as the recast passage, while indicating the general ides of
Goneril's speech to Oswald, reveal nothing of the urgency
of the situation or of the hard efficiency of Goneril's
character. 1In the word compsct Shakespeare suggests, it is

liear, 1, iv, 361-364.
Furness, op. cit., Vv, 94. Slbid.
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true, clinching the argument, but, further, packing down
the matter, thus making it scolid and unshakable, with
further "reasons" thet Oswald may add. As In so masny of
Shskespeare's odd words, or odd uses of words, it 1s not
the definition of compact which gives the passage its Im-
pact, but the suggestlon which 1t arouses in the mind of

the audlence,
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DAFFEST

Roderigo perceives that he is no nearer hils cbjective
then ever, and complaeins to Iago that the latter is not
dealing justly with him. JTago allows him to proceed with
this complaint:

Every day thou daffest me with some
device, Iago.l

In g discussion of Shakespeare as the greatest master
of English poetry, from the standpoint of language rather
than literary style, Jespersen remsarks many words and
phrases in our langusge which are traceable to shakespeare.2
Included in this list is the expression, "daff the world
aside, """ Shekespeare has used daff similarly again.4 How~
ever, Roderigo's usage is set apart by the N. E, ;p ag the
only exaumple of daff in the sense of "put off" or "evade. "

Modern dictionaries show dsff in two different mean-
ings: the Scottish word, which means "to act or talk
sportively, to toy," is listed as an intransitive verbs
the obsolete daff 1s given as a transitive verb meaning "to
doff" or "to thrust aside.” The evasiveness implied in the

Scottish word may have recommended daff to Shekespeare for

lothello, IV, 11, 175.
ZJespersen, op. cit., p. 209.
31 King Wenry IV, IV, i, 96.

4yuch Ado About Nothing, II, 1ii, 187,
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this context. VWhether such a confusion of terms was in-
tentional on Shakespeare's part or not is debatable, but
there are a number of cases in which this possibility may
ve perceived, end the spicy aptness of this exemple encour-

ages the I1dea.
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DEROGATE

As Lear curses his eldest daughter, Goneril, hls words
are extravagent. Invoking the curses of Nature upon her,
he eries,

And from her derogate body never spring
A babe to honor herid

Used here, derogste becomes an Interesting semantic
unit., It is perhaps too easy to invest Shakespeareanismus
with a meaning beyond the pale of definition. This word,
however, 1s illustrative of the sbatractionisms which defy
definition not because they have nomeaning, but because
they embrace many meanings. Although Shakespearean scholars
attempt to explain the word derogate, thelr explanations
are unsatlisfactory becsuse of thelr very variety. Synonyms

and definitions are offered, such as unnatural, "whatever

devistes from the course of nature®; degenerate:; degraded

or blasted; shrunk or wasted; dishonored, in opposition to

the following "honor her"; short for derogated; depraved,

corrupt; dishonored, degraded.2 The semantlc scope of this

variety of interpretations serves as evidence of Shakespesre's
power,

Rullokar's English Expositour (1621), one of the first

dictionaries, almost contemporary, from the standpoint of

the development of the English language, with the Shakespearean

liesr, I, iv, 304-305. 2Furness, op. cit., V, 89.
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canon, defines derogate as a verb: "to empaire, diminish, or
take away™ And so the game goes on, The less scholarly
reader, however, who is llkely to see the play performed as
he reads, may be inclined to experience the impeect of the
word without attempting, or indeed being able, to transfix
it with a synonym or definition. Two ideas may influence
his reaction. The etymological relationship of derogate

to the familisr derogatory guides the understanding into a

sense of restraint, De-,"sway" or "from," plus rogare, “to
ask," indicates mild detraction rather than denounecement,
and it is in the former sense rather than the latter that

derogatory is commonly used. Hereby 1s strengthened the

Implication of restrained passion in Iear's curse, of the
fury of frustration directed at his offspring. The poign-
ancy of the whole tragedy of Lesr lies in the 0ld man's
consciousness that his sufferings are the result not merely
of human Injustice, but of the inhumanity of his own flesh
and blood. In this passage is the first dawning cof that
consciocusnesss here Lear begins to be aware of the monstrous
situation that exists. 8till, however, this woman who is
revealing her contemptible nsture is his deughter, the child
whom he has resred, the flesh of his flesh. Iear cannot
call upon the goda to destroy or damn her, the symbol of
his own immortality. The punishment he begs is less than

S1bid.
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that. 8o the epithet which he epplies to her is less than
a specific curse. It is slmost a euphemism. It is as
though the old man were reluctent, indeed afraid, to charsc-
terize hils own offspring with the words of calumny. So,
even 1In moments of strongest passion, do we sll hesitate
to offend whatever taboos are deeply rooted within us, and
we avold actuslly damning with darn, actusl profanity with

gosh, good graclous, or similarly indefinite expressions. ¢

Derogate implies, then, the realizstion of Goneril's base
qualities, while avoiding = specific designation of them,

4cf. Stuart Robertson, The Development of Modern Eng-
lish, p. 444, T
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DIFPFUSE
After Kent has been banished by Lesr he appears in dis-
gulse saying,
If but as well I other accents borrow
That can my speech diffuse, my good intent
ey carry through itsell to thﬁt full 1issue
For which I razed my likeness.
The use of diffuse in the sense of "dlsgulsd' is apparently
a Shaekespeareanism. The N. E. D. quotes the context above
a8 the sole illustration of the néosemalogism in this form,
although it is found in the perticipisl form in the seven-
teenth and nineteenth centuries, based, perhaps, on this

usage.

Various Shakespearean scholars, as quoted by Furness,

render the word as diffuse, defuse, end defsce, and disagree
as to the method of disgulse Shakesgpeare intended to sug-
gest, while sgreeing upon the significance of the word.®
Here is another case wherein the total import may be ob-
seured by too careful attentlon to the details of its im-~
plications, For instance, Furness quotes cone of the com-
mentators, Capell, as urging his emendation, defsasce, through
g rewording of the general 1ldea of Kent's speech using the
word deface in connection with the physicel ss well as the
linguistie disguise, and pointing out that in this transla-

tion the word diffuse would not function as efficiently.5

llear, 1, iv, 1-4. 2Furness, op. ¢it., V, 60-61.
S1pid.
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Another reads diffuse as signifying "disorder"” and hence
"disguise," suggesting that it may carry the connotation "to
speak broad” with a clownish accent.? Theobald, it is sug-
gested, may not have hed a "correct notion" of the mesning
of the word because he apparently thought that Xent would
"disguise his speech by diffusing, i. e., by spreading it
out. "®

Diffuse, as an adjective, carries with it the anccepted
denotations of "eonfused" and "vague," and henece, "doubt-
ful'sy and these ldeas suggest an interpretation of Kent's
word that are sufficlent to the significance of the passage.
In trying to ascertain the specific thought through which
the word was chosen by Shakespeare, one loses much of the
enjoyment of the passage as well as practically all of the
surprise luapact of the word itself. One might as well try
to reed razed, which appears two lines later, as "tore down."
Shakespeare in meny Instances depends upon the suggestive-
ness of words for their lmpact, and schieves a telling ef-
feet. 1In such cases a literal definition of the word de-
stroys its poetle and evocative signifiecanece. It 1s reason-
eble to assume that disgulse was at Shakespearets quill in
this instance, and was not chosen, The familiar and rather

concrete word, suggesting a physieal sct -~ the alteration

41p1d. 51pid.
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of various details of dress and esppearance -- would hardly
have been as effective in hinting at the subtle changes
whiech Kent hoped to achieve in hls speeeh by "borrowing

other sccents" aa the word diffuse.
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ELF
Edgar, son of the noble Gloucester, is being hunted

and 8o must disguise himself. He expresses his intention
to effect his translation into a mad beggar in the following
lines:

« + « My face I'll grime with filth,

Blanket my loins, elf all my hair in knots,

And with presented nekedness outface

The winds and persecutions of the sky.l

To an Elizabethan audience Edger doubtless provided

an enjoyable shiver with the phrase, "elf all my hair in
knots." 1In the sixteenth century, as Furness points out,
matting heir was believed to be a prank of elves or fairies.Z
At this point, then, Edgar, cast out by his human assoclgtes,
esserts his Intention to work a fairy trick on himself,
There is a strong hint here of the significence of the lines
which follow. Until this phrase Edgar has only vowed "to
take the basest and poorest shape" that penury ever made of
man. A few lines later, however, he insinuates the lunatie
character of this shape in deseribing the antics of those
after whom he patterns his role. His Elizsbethan audience,
through their association of elves with madness, would have
felt a tragedy in Edgar's anocmalous position, anticipated

from hls avowal to elf his halr in knots and sugmented

liear, 11, 111, 9-12. ZFurness, op. cit., V, 136.

a—eios
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through his desceription of the character so familiar in the
sixteenth century whom he intends to impersonate,

It is not reasonable to suppose that z modern sudlence
would enjoy the ssme thrill or understanding of Edgar's
position from these words, To a modern audience Edgar
speaks only in emphatic figure when he refers to elfing
his hair, if, indeed, the words carry any significance at
all, Further, his description of the mad beggar awakens
no a&ssociations in the twentleth-century mind, snd, were
it to do so, those assoclations would csrry no suggestlon
of the spirit world., The tragedy of Edgar's position lies
in the injustice and treachery whieh have driven him from
famlily, friends, and security ss an outlaw. To the Eliza-
bethan mind, however, there was the further significant
fact that he wes driven, in his extremity, to invade the
province of the spirits in felgning madness, and he first
hints at his daring scheme when he resclves to "elf" all

his hailr in knots,
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EXSUFFLICATE
Furness reports much discussion on the Shakespearsanism

exsufflicate, and gives it an alternate reading ss exuffli-

cote.d The word appears only once, according to the N. E. D.:

——

in Othello, when the Moor replies to Iago's insinuations

with,

Exchange me for a goat
When I shall turn the business of my soul
To such exsufflicate and blown surniises,
Matching thy Inference,”

One commentator reads the word as exsuffolate, derived

from an Itslian word and meaning "whispered, buzzed in

the ears."S Johnson thinks that "the sllusion 1s to a bub-
ble" and restates the pasasage to 1llustrate his reascning.4
Another writer merely states his uncertainty as to whether
Shakespeare had any "authority" for the word, whieh he
thinks means "swollen."® poswell agrees with a French
writer to whom he refers on a éignificance which has to

do with a form of exorcism.® Three other writers agree on
“puffed, swollen, or exaggerated" as the connotation of

exsufflicate, one saying, with welcome and wholesome plain-

ness, "It is one of the words, the origin of which must not

be traced with too mueh lexlecographical euriosity, "7

Yurness, op. cit., vI, 1ss. ©0thello, ITI, 111, 180-183.
SPurness, op. cit., VI, 1e2.  4Tbid. 51bid.
€1pid. 7 Ibid.
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Combining the vlews of nearly all of these writers whilse
denying 3Shakespeare credit for choosing the word for any
of 1ts possible ueanings, White comments:

That is, puffed out, thin and bubble-like, or spat

upon, according to 1lts derivation, as to which, and

88 to his own exact gaaning, % think that Shake-

speare himself was nct clear,
Such & comment, perhaps, lllustrates the danger of not
enough lexicographieal curiosity. Had this been & word in
common usage in Shekespesre'!s day, it 1s entirely possible
that the playwright, intent on the effect and aware of the
various connotations of the word, would heve used it without
& mental designetion of a particulsr meaning for it in this
passage, allowing, rather, the force of s possible eombina~-
tion Interpretation. If, however, one aasumés that Shake-
speare colined the word, a practice to which he gpparently
was no stranger, one may accept no part of White's con-
clusion,

The difficulty of the translation of Shekespesre into
other langueges testifies to the fact that synonyms are not
ezgily found for meny Shekespearean terms. This word might
well illustrate the problem. Even the comumon blown, or
blow'd, as 1t 1s sometimes rendered, which follows exsuf-
fllcate in a coordinate position, and is thought to serve
it a8 an intensive, would present to the translator s dif-

ficulty. How much more, then, the unfamlliar word which

B1nid.
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it is to anchor in the reader's or hearer'!s mind! Context,
important always in evaluating a word, is an inextricable
part of any Shakespeareanism, When Othello, the proud war-

rior, confused and hag-ridden, growls "exsufflicate sur-

mises,” one feels his relationship to Iago, his inartieulate
and flercely tender love for Desdemona, his forthright and
unvanquished splrit in dismay st the intanglble forces ar-
rayed against him, the doubts within the man and his mascu-
line swagger and impatience in the faee of doubt, Net all
of these qualities are discernible, it is true, from the one

word, exsufflicate, but the word seems to deepen the colors

in the portrait of the men in this situation. The use of
this elsborate Iatinism also serves to designate a character
trait with which Shakespesare thus subtly endows Cthello.

The man of the world, successful, admired, eonfident, por-
trayed in other passages in the play, has come to accept

and 1ive up to his position as pointed out by his erudite
choice of language in this instance and others as well,

The question of phonic suggestion may also be railsed
here: whether Shakespeare, consciously or unconseciously,
depended on the sound of the word to interpret his charac-
ter revelation to the audlience. Many words share a phoneue

with exsufflicate, smong them snuffle, sough, puff, and

snuff, Por no ebtymological reason these words share e

syllebic sound and & trend in meaning as well. Without an
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eanalysis of this phenomenon, but equipped with sure in-
stinets regarding the manipulation of words, Shakesgpeare
apparently employed this deviee of phonie suggestion and

emphasis in thils and many other instances,
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FASTERED

Hearing Edmund's accusation of Edgar, Gloucester ex-
claims:

Strong and fastensd villain:l

Here 1s 1llustrated a quelity of Shakespearean diction
which may bear speciasl note in connection with considera-
tlon of fastened. Semantically there are several degrees
of figurative usage. Some words, like strong, ebstract in
ﬁheir very essence, are used commonly in 80 meny senses that
they connote merely emphasis wherever used. Meny words, how-
ever, when used figuretively ave cbviously figures, bor-
rowed frow one fleld of expression to point upr, by forcing
en snalogy in the resder's Imagination, an idea in snother
field. The most effective of the unexpected words thet
Shakespeare employs fall into neither of these general eate-
gories, although he uses words of both degrees, Faatened,
in thls passage, however, illustrates Shakespeare's unique
choice of figure as strong illustrates the commonest variety
of the wmost famillar degree. By presenting it as a‘new
morphological unit, he emphesizes & meaning femiliar to his
conteunporaries.

In this word, as in many that Shakespeare fashioned or
eppropriated to his own purposes, 18 a richness above and

beyond its mere signification or its figurative import.

lieer, 11, 1, 79.
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The N. E. D. translates fastened in this passage as "set-
tled, confirmed" and labels it obsolete. The above pasaage
and one from Spenser are the only ones glven which employ
the word 1in this sense. ¥ast 1s one of the words in Eng-
ligh which have, like strong, an elastieity of implication.
It generally imples "rapid® or, in the figurative sense,
"reckless" or "licentious” in our modern speech, but there
are remnants of the Ellzabethan signification today in

"fast ecolors," steadfast, and "to hold fast." Fastened

today signifies "fixed" or "secured,” but nelther of these
two nor any synonym would make sense if substituted in
Gloucester's line. They may only Intensify the idea by
definition. Where Gloucester deseribes his son as a "atrong
and fastened villain," one senses the fear and horror that
the old men feels. A "strong” villain would be eapable of
more dastardly deeds than one not so characterized; a
"fastened" villain (confimed is not so violent a word)

i1s past all hope of redemption and may not be turned from

hig villainous ecourse,
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FATHOM
An interesting use of the specifiec for the general ap-
pears in Othello where Iago declares that the State may not
dispense with Othello:
For he's embarked

With such loud reason to the Cyprus Wars,

(Which even now stands in set) that for their souls

Another of his fathom, they have none,

To lead their business,l

Commonly & term to deslgnate a certaln messure of

depth, fathom has come to have the figurative meaning, as a
verb, "to plumb" or "see into the depths of": as a noun it
still designetes g measure of depth., In the above passage
Shakespeare invests the word with the implicatlion of Ystature”
or "worth." Consideration ofthis word offers the interest-
ing postulate that Shakespesare, 1nvdhooaing an Iirregular
word, sc sensed assoclational values that his terminology,
in spite of its non-conformity, is instantly clear; fre-
quently because of its singularity it gives an Impetus to
the idea 1t represents. Although few people are called upon
to use fathom as s unit of measurement, it 1s a familisr
designation to the extent that, as has been noted, it has
come into use in everyday speech as & more general term than

its technicsl use makes of it.

A delightful commentary upon Shakespeare's use of fathom

lothello, I, 1, 150-154.
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in this pessage 1s quoted from Booth by Furness. The great
Shakespearesn sctor gave the following stage directions for
the interpretation of these lines: "Touch your head to in-
dicate judgement, not your breast to imply courage."?
Whether or not this direction was Intended to dictate =
gesture to be actually employed in the interpretstion of
the lines on the stage, the comment illustrates, through
the specific applicetion made of the word by Booth, the
gcope of the semantlc quality of Shskespeare's diction.
A partilal explanation of the wide appeal of the plays in
Shekespeare's own day perhaps lies in this charescteristie,
for, as s modern semantlcist notes in deseribing both the
power and the dsnger of such words whieh he terms "vague":

This vagueness of reference is almost essential for

wide popular asppeal, . . . Vague expression 1s

easglly understood emotionally, sinece 8ll ecan read

into vegue words their own particular thoughts and

reactions, and there 1s no conflict of one experi-
ence with another,.v

2F‘urness, op. clt., VI, 25.

5H. R. Huse, The Illiteraey of the Literate, p. 215,
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INDUES

Desdemons is trying to understand Othellot's strange be-
havior and, noting the fact that men often vent thelr misery
upon whatever is handy rather than upon the cause of it,
observes:

For let our finger ache, and 1t indues
our othe{ healthful members ev'n to that sense
Of pain.

Johnson, according to Furness, believed that Shakespeare
weant Desdemona to say subdues rather than indues.? Purther
comaent reported by Furness 1s of & pasraphrastic nature and
is hardly pertinent to & consideration of the word as such.

Furness gives the spelling of the word as endues, al-
though the Oxford edition gives Indues. The N. E. D. also
refers the reader to endues for informstion on the word
which it marks as obsolete and sc rare as to have been
found only once in the meaning whieh is implicit in the
sbove passage. PBoth spellings are found in modern diction-
aries, and there is an interesting situation in the confusion
of these words with esch other and with endow. Further,

there 18 another cognaete, induct, which may have a place

in the consideration of indues. Endue and indue, both from

the Latin root, which they share alsc with induet, bear the
ssme denotation of "invest,” especlally "invest with a gquali-

ty." The difference in spelling 1s sccounted for by the faect

lothello, I1I, iv, 146-148, 2rurness, op. cit., VI, 228,
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that endue came through the French, whereas indue was formed
directly from the Latin word. Endow, on the other hand,
has an entirely different ancestry, and the interchangea-
bility with endue is due possibly to a latitude of connota-
tion whieh 1t has developed so that it embraces the same
ldes that enduve suggests. Counversely, thils confusion bve-
stows upon ggggg.a semantle shade borrowed from endow. The
eﬁymological and morphological relationships of induet and
indue further strengthen, broaden, and clarify the Shake-
spearean word. The meaning of induet, "to initiate or in-
troduce,” 1s compatible with the context in question, but
it 1s of too specific a connotation, asg well as toc abrupt
a phonetic quality, to be as valusble in this passsage as
indues. Likewlse endow is excluded by the limitations of
i1ts ordinary implications. Nevertheless, indue msy borrow
g semantic quality from 1ts cognate as well as from the
confusion of endue and endow, so that again Shakespeare
pecks a richness of semantic scope into one woerd, 1In ef-
fect, then, Desdemona, through indues, says that if our
finger ache, it initlates (induets), invests (endues), and
bestows as with a fund (endows) our other healthful members

to its sense of pain.
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MUTUALITIES
Isgo'as designs are achieved through his genius for in-
nuendo, and the lines in which he points out to Rederigo
the demonstrations of affection between Desdemona and (Cassio
bear an impact by way of an unusual usage. He seys:
Villanous thoughts, Roderigol! When these mutuali-
ties so marshal the way, hard at hand eomes the
master and main exercise, the incorporete con-
c¢lusion,-

If the Furness rendering is accepted here, the word in ques-

tion will appear as mutabilities,2 and will thus aduit of

very different interpretation snd discussion from the

mutualities of the Oxford edition. Iago 1s referring to

"kisses and hand clasps" exchenged between Desdemons and
Casgslo. That these exchanges should be designated as muta-

bilities 1s puzgling. Hutuaslities, on the other hand, is

a particularly apt designation of the idea.
The W. E. D. agrees with the editors of the Oxford edi-~
tion upon the reading, for the above lines eppesr first in

1llustration of the use of mutualities as "intimacies.” Two

other examples of the word in this sense are given: one
from 1628 and the other from 1827.

There is a striking implication in mutualitles unex-

pressed by intimacies. The former word urges the idea of

reciprocation, besides implying, without specifying {a char-

acteristic of Imgo's language) a monstrous significance.

lothello, IT, i, 268-271. “Furness, op. elt., VI, 118.
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Probably more noteworthy than the mere appesrance of mu-
tuslities 1s the fact that it does not come into general
usage, for it is a remsrkably logieal and gonvineing form.
Purther, in thils passage, while it expresses completely
"reciprocel intimacies," it simulteneously colors the ides
with the sarcasm of obvious restraint of terminology. Both
by the Incisiveness of expression, then, end by 1its quelity

of innuendo, mutualities here is indicative of Iago's charac-

ter. Shakespeare's artistry in revealing snd emphasizing a
character portrait through s manner of spesking is here ex-

emplified,
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NEAT
Eent sets upon Oswald with sword and epithet and begs
him to stand and fight:

Strike, you slave; stand, rogue, standsy
you neat slave, strike.

It is curious to find neat used as a term of opprobriun.
Several consideraticns may have cccasioned the choice of
neat in this passage. Shakespeare a8 a dramatic artist was
aware of the effectiveness of restraint and of the impor-
tance of diction as & phase of character delineation.
Further, gs a linguistiec artist he had an instinet for the
power of the unusuel word as well as for cherscteristic
phraseclogy. In the light of the dramatic lmplications,
neat is here a2 felleitous cholce., Kent, although in dis-
gulse, 1s a gentleman and so cannot stoop to vilify the
servant, Oswald., The vulgar term of abuse would e out of
cheracter in this situation. Xent's werd, in either of
its possible interpretations, shows well-bred restraint
even in his anger.

Linguistically, the possibilities of interpretation
are, finally, the criteria in determining the value of the
word. ©Neat, In this passage, may carry either of two sugges-
tions, apparent through the comments of Shakespearean scholars.

To some, Kent's "neat slave" connotes the same idea as

liear, 11, 11, 46.
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"neat whiskey" implies, that 1s, "pure, ummixed," henece,
"mere."S Others read in Kent's epithet the word of anglo~-
Saxon origin which means "cattle."® In this comnnection
various interpretations are offered, such as that Kent
means te label Oswald "base cowherd,” and that he implies
that the servant is "like a tenant of neat land; that is, a
base, dirty fellow."¢ Nome, in considering Kent's neat as
the Anglo-Saxon term, however, has regarded the possaibllity
that Kent might be ineluding Oswald'!'s employers in the con-
tumely, wuch ss, in certain clreles, a man's forebears are
disparaged by his adversary. If such 1s the case here,
then by nest Kent does not describe the slave's person,
but his duties, terming him rather & "slave of cattle”
then a "mere slave.” Read as "base cowherd," the term
loses 1ts strength, for that reading does not extend Kent's
contempt beyond Cewald himself, Kent obviously despises
Oswald, but he includes in that feellng the whole house-
hold of which COswald is & part.

Two further considerstions argue for this lstter inter-
pretation of nest: the neture of Kent's idiom, and the
character of Shekespeare's phraseology. Kent's speech, as
remarked in the Furness notes,5 I1s natural, and so the

more common Anglo-3axon neat would be expected of him,

2purness, op. cit., V, 118, S1pid.

471pid. 51bid., p. 61 (Capell's note on defuse).
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rather than the neat of French derivation, Moreover, Shake-
speare's propensity for choosing the broad term 1s so marked
a8 to Indicate a reading of wide implications where possi-
ble. Shakespeare rarely used two words where one would
serve, and this characteristic makes his diction colorful.
liany sn eplthet might have served Kent's contemptuous fury
at Oswald, but the neat which showers indignity upon those
whom Oswald serves, as well as upon his service, is more
characteristicslly Shekespearean than the neat which is ap-

plicable merely to his station in 1ife,
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PLIANT

In relating how he won Desdemona, Othello gives his
audltors a sample of his enchanting diseourse., FHew he en-
couraged her interest in his sutcbiogrephical tales he de-

seribes thuss

This to hear
Would Desdemona seriously inclines

But still the house-affalrs would draw her thence:

Which ever as she could with haste dispsateh,

She 'd cone agein, and with a greedy ear

Devour up my discourse, Which I observing,

Took onece & pliant hour, and found good means

To draw from her & prayer of earnest heart

That I would all my pilgrimage dllate,

Whereof by parcels she had something heard

Put not intentively.l

There is a naiveté of expression in the phrase "a pliant

hour" that properly belongs to the character of Othello. A
sinilar disregard of the restrictions imposed by idiom may
often be noted in the language of untutored persons and of
those spesking a foreign tongue. Often the results are
Judierous; sometimes they sre charming, In Othello's case
they are inevitably foreeful, evidences of neither of the
conditions suggested. Othello's use of such Irregular ex-
pressions manifests gualities of his character. His in-
dividualistie disdain for and unconsciousness of conventional
formulae point up his virile strength and bland egotism, and

his unsophisticated imsgination italicigzes his ingenuous

lothello, I, 111, 145-155.
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frailty., Pliant, as Othello's cholice, bears these lmplica-
tions, but as Shakespeare's cholee forthls context it indi-
cates on the playwright's part a& linguistie genius, an in-
stinctive feeling for the power of words,

Plisnt is labeled "rare" in the N. E, D. in the sense
in which Othellco uses it here. Only one other instance of
similar usage is recorded, and it appears in the nineteenth
cevtury, less a similarity than a borrowlng, for 1t 1s also

s pliant hour, ?

Othello's statement that he "took once a pliant hour"
leaves little dGoubt as to what he means by pliant: an hour
that could be bent to his purposes, an hour thet escaped
the rigor of Desdemona's household responsibllities, an
hour which he could turn to good sccount. FPliant here 1s
s happy choice. Ostensibly meening the same as flexible
or plisble, it is further and wmore closely related to com-
pliant, which implies s quality of character rather than of
form, willingness rather than mere lnertia. Although un-
idiomatic in this context, it is here semantically intel-

ligible, suggestive, and forceful.

231861. J. Pyeroft, Ways and Words, p. 60: '"Noble
companions of many a pliant hour."
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s1Ege!
SETGE®

Othello is not afraid of the harm which Isge hints that
Roderigo will try to do him. He feels secure in his posi-
tion wlth the state by reason of his lineage 2s well ags his
military glory, for, as he declares,

I fetch my life_and being,
From men of royal siege.

In modern dictionaries one of the meanings listed for
this word is "plasce, seat, rank, or station," but this defi-
nition is marked "obsolete." The N. E. D. calls this use of
the word figurative and gives the above lines of Shake-
speare's as the only example of siege in this sense. A
comnent quoted by Purness offers tle interpretstion of
siege as "seat," from which it denotes "renk," "because peo-
ple sat at table and elsewhere in order of preeedence."4
An interesting note on this word is the faet that it is
spelled seige in the Furness edition and siegse in the Ox-
ford edition. The obsolete meaning is listed in modern die-
tionaries under siege, and the above example is offered
under that spelling in the N. E. D.

By his own statement Othello won Desdemona by his

accounts of his colorful life; the inference follows that

1Spelling of the Oxford edition.
gAccording to the Furness edition.

Sothello, I, 1i, 21-22. 4Furness, op. cit., VI, 32.
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he was a most convincing spesker. It is only natural thst
such a man would have & powerful veoeabulary st his command
and with it would phrase his expression in unususl ways,
The passage where siege appears in its unusual sense 1s
worth quoting as an exsmple of 0Othellot's individual mode of
expression, He confidently says:
let him do his spite;

My services whilch I have done the signorie

Shell out-tongue his complaints, 'Tis yet to know,

Which when I know, that boasting is an honour,

I shell promulgate. I fetch my life and being

From men of roysal aie%e, end my demerits

ay spesk unbonneted to as proud a fortune

As thils that I have resch'd; for know, Iago,

But that I love the gentle Desdemona,

I would net my unhoused free condition

Put into e¢ircumseription and confine

For the sea's worth.®

The characteristic elevated style apparent here mani-

fests the consistency of (Othello's use of the dignified
figure in which siege appears, "I feteh my life snd being"
is quite grandlloquent enough to prepare the readsr or

hearer for wha% follows.

Sothello, I, 11, 17-28.
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SQUINY

Iear says to blind Gloucester,

Dost thou squiny at me?l

Modern dietionaries record squiny as a variant of
squinny, an obsolete word wmeaning "to squint." Furness
gquotes the comment that 1t 1s still used in Suffolk and adds
himself that it 1a still used in the United States.® As an
eppurtenance of Cornish dlalect, squiny is described by
Sandys: "This word 1s used for one looking askance, or un-
der the eyelids, as it is called, a kind of magpie-ish look.
'T don't like she, she do squiny so, 119

Shakespeare's use 1s the first one noted by the N. E. D.,
but in the Furness note attention is called to a similar
usage by Armin, Shakespeare's fellow comedian, The word
has 8 colloguial or diaslectal flavor, rather out of keeping
with Lear's position. An lmpatience 1s felt through die-
lectal terms, however, which is not easily expressed in
more formal speech as 1llustrated by the impstient foree
indicated in the expression, "Don't gawk at me," in con-
trast with "Don't stare at me!" The condition of lear's
mind at the time of his meeting with Gloucester in the fields

nesay Dover 1s sueh that control and eelm consideration have

lLear, v, vi, 141. 2Furness, op. e¢it., Vv, 281,

SWilliam Sandys, "Shakespeare ITllustrated by the Dia-
lect of Cornwell," The Shakespeare Society's Papers, ITI, 31.
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fled from his grasp. He 1s nervous and unstrung and would
be inclined to respond to Gloueester's earnest and gentle
groping with sn 1rritabllity epparent in his inelegant
squiny., In the mouth of the mad king, the word ia foreceful,
then; for, being ignoble, it emphasizes the low estate of
the mind of the erstwhile king as vividly as his surround-
ings and asppearance evidence the pltiful situation of his

person.



57

UNBOLTED
Kent is enraged at having been prevented from lambast-
ing Oswald, end says to Cornwall:
My lord, if you will gilve me leave, T will tread this
unbolted villain into mortar, and daub the wall of a
Jekes with him,l
At first glance unbolted may suggest an amusing epil-
thet bearing upon Oswald'!s mental status in the vein of
"unhinged” or of the colloquialism "having a serew loose."
It is pointed out, however, by a commentator quoted by
Furness, that unbolted is & part of the whole figure that
Kent uses as his threet. "!Unbolted mortar,'" he explains,
"is morter made of unsifted lime, anl to break the lumps it
1s necessary to tread it by men in wooden shoes." TFrom the
enalogy he concludes that unbolted means, in this case,
"eoarse." Likewlse, "unsifted" is the meaning given for
unbolted by the H. E. D., with "unrefined" as its figura-
tlve counterpart. Kent's lines, however, are the only ones
presented in which unbolted is applied as a personal epi-
thet. Oswald is spparently the only villain in literature
whe wes ever threatensd with being trod into mortar.
Yet the tenor of the figure has doubtless been duplicated
in anger so frequently that 1t must be easily intelligible
to the most casual reader, Such modern idiom ss "beat him

to a pulp" and "I'1l smash you" suggest the seme fate for

liear, 11, 11, 70. ©Furness, op. eit., V, 121,
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the victlm, but Kent's calculated.figﬁre rising to its ecli-
max of contempt delivers an impsact impossible to 2 mere
careless or furious extravagance. In this, unbolted plays
a curious part. Unrecognized as an integral part of the
figure, 1t does not hamper the effect., Unbolted is sig~
nificantly contemptuous through its harsh phonetic quality
aside from and beyond its position in the figure. Yet, per-
ceived in its proper relationship, it enhsnces by mueh the
reader's appreciation of the situastion. 0ddly enough in
the work of one who wrote so compactly, this felicitous
awbiguity 1s frequently encountered in Shakespeare's words.
It has been noted that the flavor of Shakespeare is hard to
preserve in translation into foreign language or, WMOTre re-
cently, into Bessie English. It may be here gdded that, for
the same reasons, Shakespesre is easlily translated into
the resder's perceptions. Although there 18 s remarksble
economy of expression throughout Shakespeare!'s works, a
wealth of meaning iﬁ almost his every word when properly
understood, his expression is, at the same time, so elastiec
as to permit a‘wida latltude of understanding short of ver-

batim assimilation.



UNBOOKISH

Iego, laying his snare asround the unwary Othello, plans
& conversation with Cassio in Othello's hearing, the course
of which shall seem to indicate a light intimecy between
Desdemona and Casslic. Iago gloats in enticipation of the
effect that this conversation will have on Othello:

And his unbookish jealousy must construe

Poor Casslo’s smiles, gestures, and 1light behaviours

Quite in the wrong.t

Shekespeare's unusual modification of jealousy here
draws some rather puzzled comment from warious scholars as
recorded by Furness, none of which seems satisfactory to
the student or to the writers themselves. Walker, however,
notes a connection between unbookish and 9onstruez and, be-
cause a sustalned figure 1s charscteristic of Shakespeare,
it 1s upon thls basis that it seems reasonsble to proceed,
In the discussion upon thig peoint it seems somewhat unwise
to felleow the scholars in fastening a denotation upon un-
bookish, The advissbility of translating Shakespearets
terms Into more fauwllisr or concrete ones is often thus
doubtful. There is a mere suggestion here, which takes 1ts

cue from construe, that one who 1s "unbookish™ would be

likely to "eonstrue" improperly. Shakespeare's figures are
frequently of the character of colored lights upon his

subject, forming no intrinsic part of 1t, thus easily

lothello, 1, 1, 102-104. Z2Furness, op. eit., VI, 241.
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separable from it, yet investing it with qualities of ef-
fect lmpossible without them. Tago merely says here that
Othello's jealousy will misinterpret Cassio's response to
Isgo's words to him. The unbookish and construe sre un-
necessary to the meaning of the passage but add the forece
of Iago'é conbempt and Othello's untutored passion. Validly
some of the commentators mention the connection between un-

bookish jealousy and the bocks of love to which lovers were

wont to go for guldance in their affairas. Except that this
cells for & grest effort on the part of the reader in
speclalizing Shakespeare's mesning, the point 1s well taken.
OCbviously all the shedes of unbookish may be called into
play. Othello's jealousy is "unbookish," not the kind dic-
tated to lovers by the books of love; it is "unbookish" -
natural, untutored; it 1s Tunbookish® -- unguided, unbound
by rules, wild; it is "anbookish" -- unstudied, unsehooled,
The word unbeookish is not 2 rare one, although the
quoted passage is the first one in whieh it is found by the
N.. E. D. Milton employed it scon afterward and many others
Incorporated the word into their writings later. Shake-
speare's apt unbookish with construe, however, 1is pecu-

liarly his own, laden with characteristic suggestion.
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UNTENTED

As Lear finds himself being heaped with indignities by
his eldest daughter, his fury increasses, and he rages at her:

Blasts and fogs upon theel!
The untented woundings of a father's eurse
Pierce every sense about thee!

The word tent without any affix has numerous meanings.
It is used as a verb as well as a substantive and 1s a cog-
nate in one sense of tempt, in another of attention,and car-
ries both lmplications. It has also been used to signify
a probe or dressing for a wound, In another sense the
verb form means "to cover with a tent." The exsmple above
is clsssified by the N. E. D. as belng made from the form
which means "probe," doubtless because of the contextual
woundings. Such seems to be Theobald's 1deé, for Furness
quotes the following comment from him: "A wounding of such
a sharp inveterate nature thet nothing else shall be able
to tent 1t -- 1, e,, search the bobttom and help in the cure
of it." Steevens slso allows thils related meaning, for he
says, "It may possibly signify here such wounds as will not
admit of having a tent put into them, "2

To the modern ear tent suggests merely a canvaes shelter.
Few, 1t would seem, of Shakespeare's coinages, or words

thet he has used in functlions or contexts uncommon to them,

lrear, 1, iv, 323-325. 2Furness, op. cit., V, 91.

mabmcaasmire
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lack an etymological of phonetiec suggestion intelligible
to the twentleth-century reader. There is, however, no ilm-
mediate etymological significence to the layman in untented.
The word may have had more specific suggestions for Shske-
speare's gudlence, as implied by the faet that he used it
in Hsmlet, too, ummistekably designating there "to probe.">
It 1s reported as a derivative of the Latin tentare, "to
touch, handle, test."

The Shakespeare devobtee may see a signifiecance in the
facet that the line containing untented may still have a full
meaning by the only interpretation possible to the modern
reader unwilling to track untented to its beginnings. That
Lear should have meant "uncovered by a tent," thence "un-
contained” or "boundless," is a plausible interpretation.
Even after the earlier lmplications of the word are gone
into so that the validity of "unprobed" for untented is es-
tablished, the acceptance of this interpretation 1s likely
to be mechanicel and productive of no spprecistion to the
Shekespeare amateur. In any case the emphasis of ILear's

words 1s evident.

SHamlet, II, 1i, 6343 also cf. Cymbeline, IIT, iv, 118.
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GROUP II. MORPHOLOGICAL INNOVATIONS

The examples included in this group are of various types.
Shakespeare's penchant for using affixes to his own taste
is evident in many instances, as is also his flair for creat-
ing words as he needed them. His inventions, besides the af-
fixal remodellings, include blends, Iatiniams, end trunca-
tiona. The Latinisms are not necessarily words formed di-
rectly from Latin, although many apparently follow this pat-
tern; some forms in this general class, however, are ap-
parently adeptations of French or Italian words. Shake~
speare's process here involves the use of a familiay foreign
root presented in a form unfemilisr in English, and thereby
endowed with a fresh meaning. Truncations are not uneonmon
in poetry, but those considered here seem to evidence an
additional validity beyond metricsl necessity through their
semantic values. WMany coinages are the results of a con~
scious cholce of Latin words rendered into English, How-
ever, the blends, by their very nature, are sementically
the most powerful of the coinages. In them Shakespeare has
compressed, with startling brevity, a multiplieity of mean-
ing which strikes the resder with powerful impact -- whether
or not he is aware of the source of the Impression. It is
probably in this group of words that Shakespeare's lin-
gulstic power 1s best disclosed.
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ARRIVANCE

At Cyprus, when Othello's ship is over-due, Montano sug-
gests to his companions that they all g0 to the sea-side to
see what shlp has come in and to wateh for Othello. One
repliess

Come, let's do so;
For every minute if expectancy
0f more sarrivanece.

The suffix -ance unexpectedly replaces -al in arriv-
ance erd thereby produces s Shekeapeareanism of interest.
The question of why Shakespeare contrived such forms is not
always surely snd accurately answered, but the effeet whieh
he thus achieved may be considered, In the case of EESEE‘
ance few of the obviocus keys fit into the situation: the
change of ending does not affect the metery here is no
poetie flgure to challenge the lmagination; no intensive
or extensive blend results; asnd the new form, unlike many
other Shakespeareanlsms, is no more compact than the com-
mon one,

There 1is, however, s subtle intensity of impsct in the
form, although there must be sdmitted a strong probability
that it may be recognized only by the Shakespeare devotee,
and relished only by the student of philology. The usual

arrival employs in 1ts suffix a form that mekes nouns of

lothello, 1T, 1, 40-42.
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action from the stems of verbs. -Anee, on the other hand,
suggests two 1deas which bring to the form arrivance a
further semantic velue. It indicates a conerete faet,as
in eminence, or dependency, end it implies the aet or fact

of doing what the verbal root denotes, as in assistsence.

The suffix -al also appears as an adjectlival ending, and its
duality of usage may serve subtly to detract from 1ts em-
phasis. Arrival is of course a perfectly clesr and common
usage; arrivance, in anelysis, conveys no more. Yet by

1ts very oddity it achieves emphasis, and by 1ts definite~-
ness of sound in the final syllable perhaps serves up a more

specific image.
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ATTASKED

Apparently a Shakespearean coinage, this word is found
in the following lines where Goneril, with her usual brisk
efficiency, 1s pointing out to Albany his errors:

This milky gentleness and course of yours

Though T eondemn not, yet, under pardon,

You are much more attasked for want of wisdom

Than praised for hermiul mildness.l

The ¥. E. D. finds attasked only in Shakespeare and
explains 1t as Ytake to task, blame." The Furness reading
has it at task, after Johnson, and Collier reads it at-
tacked.? Apart from scholarly resesrch into the verious
manuscripts, quartos, and folics, there seems toc be one very
good reason for assuming the word to be attasked: 1t is a
more subtle and delicately-balanced antonym for praised
than is attacked. Proceeding from the assumption that the
word is attasked elsc heightens the flavor of the passage.
In this word 1s the implicetion of the velvet glove offer-
ing the mailed fist of attacked, as though Goneril were slyly
werning Albany of the possible conseqguences of his "want of
wisdom.” Such a word may be designated as one of Shake-
speare's "effect! words, and though it is understood that
one does not attribute to the poet a mental listing of the

l1ear, I, iv, 366-369.

2Purness, op. cit., V, 95.
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specific suggestion which he intended & word to convey, it
is evident that meny of the words that he chose had = sug-
gestibility far beyond thelr definable meanings,
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FESTINATE

The Duke of Cornwall, busy attempting to sate his
royal sspirations, spesks with pomp end ceremony even Iin
haste as he speeds Edmund upon an errand to the Duke of Al~
banys

Advise the duke, where you sre gciing,_ to a
most festinate preparation,

As some modern writers sre inclined to emphasize their
meanings with slang words, by speaking the idiom of thelr
sudience, Shakespeare employed many Latin derivetions to
catch attention., Even the portions of Shakespeare's audi-
ences whose background might render them insensible to sub-
tleties and niceties of implication were accustomed to the
sounds of French, Italian, end Latin arocund them. The
sketchlest education of the times had as its baslsg Iatin
grammar and composition. Suech a word as festinate, then,
bullt on the Latin festinare -- "to hasten" -- could well
have suggested to the seventeenth-century theatre-goer its
urgent message. Along with the advent of the omniscience
and omnipotence of the dietionary, however, the disfavor
into which the study of Latin has fallen has eontributed
something to the impoverishment of English. Only to those
who have studied Letin eould the word festlnate have a mean-

ing, even after 1t 1s translated; for to others there would

liear, 111, Vi1, 10.
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remaln & lack of association which would obstruct its as-
simliletion. This eclrcumstance mey exemplifyy what, in part,
probably sccounts for the decresse in popularity of Sheke~
speare's plays. A playwright whose sappeal wes wide and
strong in his own day and who dealt with the changeless
qualities of human nature in portrayal rather than in evslua-
tlon, the standards of which do fluetuate, he might be ex-
pected, as indeed he is by his admirers, to exert a time-
less appeal. Paradoxically enough, the very quality that
sbamps Shakespesre as Ellzabethan slso serves to render him
timeless, There 1s little in Shskespeare that might become
outmodeds he dealt with basic humen quslities. His lan-
guage, often by its very latinisms, 1s universal rather than
Elizabethan idiam, However, the limitations of the modern

reader often glve it an esoterlc and unintelligible flavor.
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PINELESS
Othello begins to sense the medium of his destruction

-~ fear -- and he expresses the insidiousness of its influ-
snee iﬁ the following philosophic passage:

Poor and c@ntenﬁ is rich, and rich enough,

But riches fineless is as poor as winter

To him that ever fears he shall be poor.l

Fineless is termed a rare word by the N. E. D. These

lines of Othello's are the first example recorded of its
use and the only one until the nineteenth century, when
Palley used 1t in his Festus and Browning in "la Saisiaz."
In modern usage fine as it is employed in fineless is found
only in components such as finite and finael end their vari-
ous combinetions of forms. As a substantive with adjectival
ending it is possibly a Shakespeareanism. There is no ob-
vious reason why boundless, or even endless would not
“have been as good here as fineless. However, in recogni-
tion of Shakespeare's samantic sensitivity, further specu-
lation 1s pertinent. It seems plausible that for several
reasons, infinlte may have suggested 1tself insistently
for (Othello's lines and that Shekespesre, unable to pass it
up, substituted fineless for reasons of meter. The scope
of the semanteme fine is broader end its implications dseper

than those of end or bound or count whiech might hesve been

used here. The differentistion 1s no doubt 8 rather deli-

cate one, but it 1s typical of Shakespeare's linguistie

lothello, 111, 111, 172-174.
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tendency. Further, Othello is characterized by his unusual
and often elevated choice of words, and fineless is appro-
priate in his speech. There 1s also a poetiec feel to the
word which is leseking In 1ts synonym , and is suitable in
this passage. PFinslly, slthough it is not diffieult %o un~-
derstand, it 1s strikingly original and thus dramatically
calls attention to, end points up, the significance of
Othello's figure. It is not suggested that Shakespeare in-

dulged in such a marsheling of arguments for the use of fine-

less but only that these fectors probgbly influenced him,

however unconsciously, in using it in this passage.
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FLESHMENT
Oswald, in recounting Kent's mistreatwment of him, thus
complains:
It pleased the king his master very late
To strike at me, upon his misconstructiong
When he, econjunct, and flattering his displeasure,
Tripped me behind; being down, insulted, rail'd,
And put upon him such a deal of man,
That worthied him, got praises of the king
For him attempting who wgs self-subdutds
And, 1n the fleshment gf this dread exploit,
Drew on me heére again.
An interesting comment upon fleshment is quoted by
Furness from Henley, who says:

A& young soldler 1s said to flesh his sword the first

time he draws blood with it T"Fleshment," there-

fore, is here metaphorieally applied to the first

act of service which Kent, in his new capacity, had

performed for his master; and, at the same time, in

a sarcastic sense, as though he had esteemed it an

heroiec exploit to trip & man behind that was sctually

falling.z

Henley's words furnish sufficient commentary upon the
word in relation to its context. It 1s interesting, how-
ever, to note several further detalls in this conneection,
The N. E. D. reports fleshment as found solely in this one
example, a fact which argues that the word is a Shake-
gpearean usage only, Then if Henley's interpretation is as
correct as 1t is logleal and interesting, this i1s an example
of a Shakespesreanism which the progresé of eivilization has

rendered ineffectusl. There are many locsl and timely

liear, I, 11, 123-131. “Furness, op. cit., V, 127.

o
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references 1n Shakespesre, but few of them are obscure be-
cauge the event, customs, or people to which they refer are
famillar data In some degree to the reader as a part of his
general information. A few terms, like fleshment, appear,
which are puzzling because they must be interpreted in terms
of the sixteenth century rather then in those of our own.

In such cases, a reader, unasware of the limltetions which
he faces, may sometimes read into the word a meaning sug-
gested by the context. There is the chance of losing the
Shakespegrean lmplicstion through this praetice. An ap-
parently valid reading here is suggested by the sound of the
word 1n itself and in full harmony with its context. The

reading of fleshment as epnlergement misses the implication

of Oswald's sarcesm In the connsction mentioned by Henley,
it 1s true, but 1t is easy to understand flegslment ss a fat~
tening up, or filling out through the fleshing or putting

on of flesh, hence enlsrgement. It must be understood

that in no case may one word be actually read for another,
for in the aet of substitution the elusive guality whieh

is here under consideration is obscured completely, Shske-
speare's expression is the essence of his thought more suc-

ceasfully than is the csse wlith any other writer.
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GERMENS

Anidst the fury of the storm, Iear ¢alls upon the rag-
ing elements to laesh the world. 1In a powerful figure he
sayst

And thou, all-shaking thunder,
Strike flat the thiek rotundity o' the world!
That make wngratofal mensl Zooron® SPLLL et onoe

In germen Iear has the Latin word for "sprout, shoot,
or bud." fThis word has come into English, through French,
as gers, signifying "seed." An sudience of Shakespears's
contemporaries, femiliar, for the most part, with Latin,
probably received the word without especial notice. The
modern audience, through assoclation with the familier germ,
is left in no doubt about the interpretation of the passage;
but the unusual form, germens, calls attention to the image.
The latter form also is of wvalue as a metrical contrivance
in thils case. Further, there is the suggestion here, both
through the ear and through the eye, of sementic specializa-
tion. In relationship to the context in which Shakespeare
goes on to specify germens "that make ungrateful man' as
well as in morphological quallty, the subtle suggestion of
the blend of the two semantemes germ end men is felt as
suggestive of human relatlionships rather than of mere

physical seed. The flgure 1s extravagently unrestrained,

liear, ITT, 111, 6~

2Walter A. Skeat, An Etymologicael Diectionary of the
English Language.
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but in these lmprecatory lines of Lear's, spoken to and
auwong the powerful agents of the tempest, Shakespeare may
validly dispense with restraint., Iear, in his agony and
bitterness, limns the world ss the womb of mankind, round
with its burden of "nature's moulds" which hold the count-
less potential men. This is no image of tha end of the
world &s an impersonal catastrophe, but a tremendous son-
eeption of Nature in disintegration, universal in scope but

individual in effect, as "all germens spill at once."
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GUARDAGE
Brabantio excoriates the Moor for having enchanted his

daughter, Desdemona, amnd thereby won her hand. In his pa-
ternal distress he cries:

Damned =8 thou art, thou hsst enchanted her:

For I'11 refer me to all things of sense,

If she in chains of magic were not bound ,

Whether & maid so tender, falr, and happy,

50 opposlite to marriasge that she shunn'd
The wealthy curled darlings of our nation,

Would ever have, to Incur & general mock,
Run from her guardage to.the sooty bosom
0of such a thiﬁ@"ﬁgwfﬁbu;l
Guardage 1s labeled "obsolete" and "pare® by the
¥. E. D. Only one other example of its use 1is listed, and
that 1s from Peaumont and Fletcher in 1621.°
It 18 easy for a Shakespesre enthusiesst to read into
such words as this one a depth of meaning unacknﬁwledged,
perhaps, by the resder who views Shakespeare as cut of date
and unreadable. These two divergent opinions are probably
irreconcilable for the reason that to the former eritic
Shakespeare is powerful and these odd words end usages Iin
the plays are evidences and, to some extent, explanatory
exemples of his power, while to the latter the power of
Shekespearean drama 1s unperceived and thus non-existents

consequently, to him there is very little reason or mani-

festation of genius in the unusual expressions found therein.

lothello, I, 11, 63-71.

B"Thierry md Theodoret,” V, i, The works of Francis
Beaumont and John Fletcher, Cambridge EnglTlsh ¢Tassics,

edited by A. R. WalTer, X, 58.
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The appreciation, however, of such 2 word as guardage,
while likely to lead the expositor onto the thin lce of in-
dividual interpretation and exaggeration, is justifisble
in many respects. There are morse grounds for designeting
guardage a Shekespeareanism than in many cagses,sinece  if
it hed been in use in an era before or in the era con-
temporary with shakespesre's, it is reasonable to suppose
that other writers before or after him would have employed
it. Furthermorg, because it may be acceptably termed a
Shakespeareanism, whatever noteworthy qualities it has are
8ignificant as comments upon Shakespeeare's technique. These
considerations are e¢learly not valid if applicable in only a
few lsolated instances, but the evidence secms to preponder-
ate 1in favor of the propos%ion that Shekespeare's semantie
sensibility, whether consciously or unconseiocusly exerted
in phraseological diserimination, was keen and apparent in
many examples of his idiom,

In guardage a quality often evident in Shakespeareanisms
is present., The suffix -age serves to invest the term with
such en implication of fixity as is felt in other words

with this inflection, such as orphangge, anchorage, hermit-

age, or parsonapge, which indicate settled stationss; or in

such words as heritage, folisge, parentage, patronage, and

tutelage, wirtich indicate a stable state or quality of being.

Aslde from Yeing inaccepteble from a metricsl consideration,
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guardisnship, the only apperent alternative here, associated
as it commonly is with a legal relationship, would hardly

be an adequate synonym in suggesting the idea of a state or
place of being guarded that PBrabantio implies by guardage,
The phrase “tender, fair, and happy" removes any feeling of
restraint that guard might evoke, yet leaves in the word

the sense of protection. Alweys the context is necegssry

to the full savoring of a word, and in the case of Shake-
speareanisms the word and the context complement each other

with umususal sffectiveness,
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INGENER
Casslo's praise of Desdemona is extravagant as he de-~
secribes, in a passage which has elicited muech c¢ritical dis-
cussion, Othellots good fortune Iin sueh a wife:
+ +« « ne hath achieved a maid
That paragons deseription and wild femeg
One that excels the quirks of blazoning pens
And in the essential vesturse of ereation
Does tire the ingener‘l
Furness devotes a great deal of space to this passage,

quoting various opinions on essential, vesture, creation,

and tire, as well as ingener, and on their relationshipa.g
A literal translation of the last two lines does involve
semantie difficulties. However, the meaning of the passage
seems clear enough, if fencifully expressed through devlous
figures. Rather allowing & lestitude of impression than
further confusing the words by more words in an attempt to
transfix the lines dogmatically, we may here assume that
Casslio's meaning is clear to the reader. Aside from the play
of shadings upon ingener suggested by the verious interpre-~
tations of the words preceding it, ingener itself offers
interesting matter for consideration.

In the N. E. D. this form is found llsted as a verb
meaning "to engender." The only listing a&s a substantive is

as an obsolete verlant form of engineer, but the lines under

lothello, IT, 1, 61-65. ®purness, op. eit., VI, 99-102.
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consideration do not appear in thaet diseussion, although
the definition there -- "one who contrives, designs, or
invents" -~ is aepplicable, broadly, to ingener as it ap-
pears in Cassio's speech. The example that is used by the
N. E. D. 1s found in Heamletb:

For 'tis the sport to have the enginer
Holst with his own petar:d e

The form here 1s different by the transposition of a letter,
and therein lies the scope for further consideration of the
implications of ingener as a separate entity. The suffilx

- -er has virtually the same effect on a root with which 1t

is cambined a3 ~eer, with the possible difference of a shade
of speclalization found in the latter. BPBroadly spesking,
then, Hamlet nhas used, in effect, the word engineer in lts
basic meaning of "doer" or "worker.,"

The ramifications of ingener are not so easlly disposed
of, In»gonsideration of the word the suggestion of its kin-
ship with Ingenulty and ingenious Insinuates itself. There
is also scope for further semantic speculation in the re~
lated form generate and even more specifically In the less
famlliar but slignificent Ingenerate. The latter two rels-
tionships are emphasized by the verb form of ingener which
the N. E. D. describes as meaning "to engender.”

Further specifying the semantie properties of ingener

SHemiet, ITI, iv, 206-207.
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renders the word less effeective than merely allowing the
possibilities to color the interpretatlon, for the word,
like many of Shakespeare's most Interesting usages, gains
by its very scope, sometimes even by intangibility of im-
plicatlion. The power of ingener lles partially in this
scope and partially in its oddity. HNo general term, such as
cereator, or maker, nor specific one such as designer or
artificer would convey the suggestion of the genius involved
in the creation of such a one as Desdemona. There is also
a mystical quality in generate beyond the idem of "fashion-
ing from tangible materisls” implied in other words of "mak-
ing."”
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INJOINTED
A messenger declares to the Duke and Senators in the
Council Chember:

The Ottomites . . .
Have there injointed them with an after fleet.l

These lines contain a word which is so rare as to have
been found in written English only twice: once in the above
passage and once in another passage in the opposite sense

(Philemon Holland's Plutarch's Philosophie, 1603). Obe

viously the messenger here states that the Turks have joined
themselves with a fleet of ships sent after them. The pre-
fix in- Intensifies the idea of "joint" or "join," although
in the form which conveys the opposite sense it must be econ-
sidered the negative prefix. The unmistakable clarity of
Shakespeare's term here, however, 1s due to the subsequent
with and to the nature of the context. O0ften, in seeing a
Shakéspearean play performed, one must accept the first
meaning because the rapidity of movement and the profusion
of atuospherlc details will not permit deliberation. With
the exceptlon, then, of a few words which are in some way
lost to the modern idiom, this method 1s advisable in the
reading of Shekespesre.as well, One only needs to be re-
minded of the futillity of btrylng to reconstruct the patter

of the populsr comedians in order to see that much of the

lothello, 1, 111, 33-34,
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effectiveness of dislogue 1s geined from its continuous flow.
That Shakeapeare's lines not only bear familisrity and an-
slysis but also gain by them is further proof of his pre-
cision In semantlec force, but to attempt to savor the im-
plicetions of the words before the Implications of the play
itself are understood is an injustiece to playwright and
reader alike., PFurthermore, the oddity of many of Shake-
speare's words is apparent sometimes only after a study of
unusual words in his pleys, for many of them, because of
their obvious implications, pass unnoticed in casual read-
ing. The startling news, conveyed by the messenger quoted
above, 1s, to be sure, more startling by virtue of its
phraseology. It is, however, clear and portentous enough
to carry the reader quickly on Iintec the situstion without

analysis of its mechanics of effect,
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ITERANCE

When Othello tells Emilia that 1t was Iago who had
fiﬁst Infomed him about Desdemona's misdeeds, Emilia un-
beiievably repeats, "My huaband?" again and again, and
Cthelle impatiently says:

What needs this iterance, woman? I say
thy husband.l

Iterance way not be an unfamiliar word to the modern
reader, but it was probably an innovation to Elizabethan
English. The H. E. D. quotes the passage above as the first
exsuple of its use and cites its lster appearance in the work
of Ellzabeth Barrett Browning, Dowden, end D, C. Murray in

the nlneteenth century. Furness refers merely to a word

with a sluwilar ending -- reprobance -- further on in the
same play snd notes there that -ance is often used as sn
inflectional substitute for -ation.2 Some editors have

changed the ending of both itersnce and reprobance to

-atlon, but Furness preserves the -ance of both, and the Ox-

ford edition chenges only the latter ward, leaving iterance,

which, as one commentetor suggests, 1s necessary to the meter.
Here is an imstance of the Shakespearean prerogative

of individualisa in the choice of inflectional endings to

sult the purpose. In this case Shakespeare's product came

lothello, Vv, 11, 148,  ZFurness, op. cit., VI, 312.
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into the languasge and remains a valid veriant of iteration.

Iterance has an abrupt phonetic quality which suits it ad-
mirably to this passage. Perhaps it is this same rhonetic
quallty that has caused it to survive side by side with
iteration. 1Its fewer syllables and coneentrated stress give
lterance a more specific connotation than the four sylla-
bles and divided stress of iteration achleve. For Shake-
speare's purpose the difference in syllsbie guality is im-
portant alse as a metrical consideration. It is Interesting
to notlce thet shakespeare here, as in nuserous other in-

stances, has gained in effeet through a metrically expedient
substitution,
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OBSERVANTS

The pleinness of speech which Kent avows 18 distasteful
to Cornwell, stirs in him, too, an obscure fear which he ex-
presses In the following lines:

These kind of knaves I know, whieh in this plainness

Harbor more craft and more corrunter ends

Than twenty silly-ducking ebser?ants
That stretch thelr dubles nicely.<

The perspective frow which & casual reader might notice

such a word as observants 1s lest to a grest extent in the

closeness of the regard that lingulstic study entails, Yet
because of the context it seems not unlikely that there

would be little difficulty in understanding the word as the
¥, B. D. allows 1t -~ "obseguious attendants." Aside from
the guidance of the context, however, there are interesting

linguistic 1deas represented In observants,.

Observe, from the Latin observare, 1s an elastie word
whlch embraces many meenings, one of which is "to keep,”
preserved 1n our modern idiom in "keeping a holiday" or "ob-
serving a rite." By extension, probably becsuse in ohbserv-
ing a rite one 1s wsually paying homage or showing reapeet,
observe bears these implications also; thus 1t is clear how

cbservants may be "those who pay homage, or show respect,”

i. e., "obsequious sttendents."

One femiliar with the singuler quality of Shskespearesn

llear, 11, 13, 107-110.
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expresslion, however, may be tempted to explore the further

possibllities of sueh a word as observants, on the hint of

blending that it conveys. Shakespeare, faced with the neces-
sity and equipped with the power of choosing one r ight word
for his purpose from smong many, doubtless heard the sd-
vocacy of some of them in detail. 1In this process, how-

ever subconsclous and momentary, it 1s possible that the
balances might have been weighted in favor of = word like

observants by the apparent fusion of the two terms which he

weant to indicate -- obsequious and servants, The semantic

relation serves to accentuate the Inherent meaning of ob-

servants,
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PORTANCE

Tn the passage wherein Othello describes the stories
by which he won Desdemona's admiration end love are these
linest

Her father loved me; oft invited me;
St111 questioned me the story of my life

* - - - - - L4 . - - * - - -« . L - - - » -

Wherein I spoke of moat disastrous chances

- » - - . - - | ¢ - - » - * - « - - * * LJ »

Of being tsken by the insolent foe

And sold to slavery, of my redemption thence

And portance in my travel's nistorysl

The Latin root of portance offers the idea of car-

riage, bearing, or demeanor. There is, however, some dif-
ferenee of opinion smong critics as to its reading. Rymer,
in quoting this line, reads Eortenta.g The fact that the
plays were often taken down during performances makes &
reasding of such variance plauslble; nevertheless, the pre-
ponderance of critical opinion seems to favor portance as
guthentic., Of three other coammentators quoted by Furness,
Johnson renders the denotation of portance as "behaviour,”
and Steevens and Dyce concur in this interpretati@n.s In
view of the fact that so much of Shakespeare is beyond trans-
lation on secount of the semantic scope of his lenguage, =

comuent by a French scholar is interesting. MHorel, reports

Purness, says, referring to portesnce: I"idonbtaigne l'emplole

lothello, I, 111, 128-139.  <Furness, op. cit., VI, 55.
31bid.
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comme synonyme de 'fagon d’agir,'"4 whieh is in sccordance
with the interpretation of the three English secholars, since
Monteigne's use of portance as "yay of doing" or "manner of
acting” i1s synonymous with "behavior.” The fact that both
the stem end suffix of portance came into English through
French from Latin is signifilcant in considering this note,
Shakesyeare,‘as hes been noted elsewhere in thils study,
put pretentious terams intc Othello's speeelh; the Moor was
much given to the use of Iatinisms, In Othello!s character,
too, one may detect a pompous qﬁality whieh clothes hls ae~
counts of his own deeds and emotions in impressive words,
Portance here, then, is in charscter; yet 1t may have more
significance than that. OCf the synonyms suggested for
Eortance‘only bearing end carrlage are compatible with
the weter, irregular as it is in these lines. Both of
these words commonly refer to the manner of earrying one-
self physically and so would heyrdly express Othelio's gon-
ception of his attitude among the "ingolent fee." In
portence, also, Othello has a word of lofty lmport, partly
through its striking originallty and partly through the
learned quality of its derlvation. Herdly a word to be teken
into ordinary usage, because of its rather pretentious quali-
ty, 1t nevertheless eppears in our modern dictionaries la-

beled "archeic" with the gamneral definition of "carriage."

41pid.
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As an item of Othello's vocebulary, however, it seems fitting
and expressive, Through it Othelle refers to hls mien
throughout his adventurous 1life, and subtly invests that de-

meanor with a stately arrogence.
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PROBAL

Iago 1s heppy with the apparent honesty of his really
nefarious plot. After advising Cassio to try to reinstate
himself into Othello's good graces through Desdemona, Iago,
in wicked glee, muses:

And what's he then that says I play the villain?

When this sdvice is free I give and honest,

Probal to thinking, and indeed the course

To win the Moor again.

The discussion of probal reported by Purness largely
hinges upon its status as a contraction of probable or, as
one writer suggests, of Ersveable.z 1t would seem likely,
however, considering Shakespeare's penchant for originating
words, forms and syntactical funetions, as well as his ap-
parent familierity with Latin end Freneh, that he resorted
to the Latin root of probity in creating a new adjective for
his purposes. The interpretation in this case would be
something like "integritous.” On the other hand, it seems
quite possible that Shakespeare made probal from anotie r
Iatin word which has given probe to Engllsh. 1In this case
the reading would be either "this ad&ice is proof against
thinking" or "this adviece will bear the probe of thinking."
Craig, in his glossary sppended to the Oxford edition, some-
what arbitrarily renders probal as "satisfactory, reason-

able."

lothello, IT, 111, 345-348. “Furness, op. eit., VI, 150.
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Craig's reading obviously renders Jago!s general ldea
~-= thet no evil can be descried in his asctions by thought-
ful analysis of them--but there 1s more to Shakespeare's
gemantic quality than mere translation or definition. The
jdea  contractlon seems questionable through a phonetic
difficulty. A more natural form for a contracted probable
would seem to be prob'ble or even probble. Furthermore,
that Iago's scheme would sppear "probable” to thinking 1s
not a particularly impressive idea, nor one likely to be
comforting to him, for there is a doubtful quality in prob-

able. As a contraction of proveable, probal seems rather

far-fetched to be acceptable. It 1s diffiecult to Imagine
which of the other possibilities under consideration may
have influenced Shakespeare, but it is not toco mueh to be-~
lieve that the implications of both of them were easlly
embraced by his linguistic consciousness and Incorporated
into one form, Shskespeare is capable of making one word
do the work of several and thus having Isgo say that his
advice is probal -- i. e., found true when probed by
thinking.
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QUESTRISTS

Just as the word guest conveys a shade of meaning not
apparent In its synonym search, so does Shakespeare's colin-
age guestrist suggest more than "a seeker." In King lear
Oswald says:

Some five or six and thifty of his knights,
Hot guestrists after him, met him st a gate. !

This unique word has inspired some comment regarding
its form and etymology, but its semantlic measure remains to
be taken. As to form, one commentator states that, "If we

would read English we must read queatrists“;g ancther

gscholar asserts without remark that questrist 1s a word of
Shakespeare'!s coinage.® In reference to definition, we are
told thet questrist means "an inguirer or guester,” and is
derived from the French questeur,4

Same of Shskespeare's coinages have met with more

favor then gquestrists has., The N. E. D. reports only the

above exsmple of its use. This circumstance suggests
various considerations. "Why do authors," gquestions one
linguist, "hesitate to coin words and, when they do, why do
others hesitate to take up what seems to be an attractive
and useful sddition to the vocabulery? The answer to both

questions,” he suggests, "would appesr to be in part that

liear, 11T, vii, 18-17. ZPurness, op. cit., V, 218,

.

31pid. 41p14,
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at present, the usual attitude to the dictionary forbidas,
+ « + A resder meets a word that is new to him, wonders if
it 1s in the dictionary, does not find it -~ and silently
registers his disapproval of the effrontery of the writer. 'S
Robertson speesks here primarily of the modern viewpoint,
of course, but it is interesting to notice that a econseious
seeking for linguistic asuthority began to assert itself
shortly after Shekespeare's era, evidenced by the birth asnd
development of the dictionary. Shakespeare himself freely
resorted to borrowings, blends, and coinages for the clear
and impressive expression of his ideas. The century follow-
ing him, however, exemplified conformity end, hence, dis-
couraged originality. Before the reaction to this era had
set in, the dictionery as the great arbiter of verbal usage
had become established.

The close relationship which the English- and Frenech-
speaking peoples bore in the sixteenth century, and, in fact,
bear yet, 1s evidenced in the English langusge. To the
seventeenth-century Englishmsn the words of French were
femiliar, and many of them became incorporated intoc his own
speech., In this light questrist is no strange word. Insofar
as its fomm, questrist rather than questist, 1s questicned,
it may be well to remember that as a lingulst Shakespeare

was no purist but rather an Intuitive genilus. To the ear,

SRobertson, op. cit., p. 416.
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if not to the etymological sensibllities, questrist is the
more acceptable fom of the two. Oswald, the servant who

gpoke of the questrists, would hardly have governed his

tongue for etymological nicety.
In regerd to Oswald, the propriety of his using the

unusual term questrists might be argued from various view-

peints and to various conclusicns. Nevertheless, Shake-~
speare never allowed a major characterization to be blurred
by language unsulitsble to the portrait, depending, naturally,
upon the words for the echaracterization., From the modern
viewpoint, Oswald, a comuonplace person, here uses an un-
usual word, but the Elizabethen viewpoint, If considered,
reveals the lack of sny inconsistency in this cireumstance.
It is not & learned word. Based on the fgmiliar French,
its mesning is perfectly clear. If, as it may be argued,
Shakespeare intended & shade of meaning beyond a more ususl
synonym, it is not necessary to identify that intent with
Oswald, nor to surmise any coloring of the characterization

from this dietion,
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RELUME
Brokenly, yet with his characteristie elegance of ex-
pression, Othello mourns Desdemons:

I know not where is that Promethean heat
That can thy light relume.l

Shakespeare sprinkled Othello's speech with Latin com-~
poundé for impressiveness, and in this case, as in many
otheré, the Letinism is probably more poignant, becsuse of
its poetic quality, than its Anglo-Saxon synonym relight
would be. The latter word would, besides, be impossible
here because of the unpleasant repetition it would entall,

Although this is the first example of relume recorded
by the N. E. D., it is found later in eighteenth-century
literature, notebly in Thomson's Winter, It slso appears
in Swinburne's vocabulary, as well as in modern diction-
aries.

The etymology of relume is rather uncertain, but it
is interesting as an illustration of Shekespeare's way

with words. From either the Latin reluminare or the French

rallumer (raluner in 0ld French) Shakespeare chose the

semanteme -lume-, which indicates 1ight, as in illumine,
luminous; and, possibly with the Latin word as e model, added

the prefix re-, mesning again.

lothello, v, 11, 12-13.
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Such a word as relume draws no comuent from Furness
and suggests very little discussion upon any grounds, for
it is semantienlly clear and forceful even though it is an

uwmmsnal form,
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REMEDIATE
Another peculiar Shakespesrean blend comes to light in
remediate, which Cordelia uses in ealling upon nature to
work towards lesr's relief:s
All blest seecrets,
All you unpublished virtues of the earth,
Spring with my tears! Be ajidant and remediate
In the good man's distress, T
Wrlght ssserts that this word is a Shekespearean coin-
age and consideras immediate as its possible model,®
Because of the context in which it appears snd becsuse
f 1ts association with remedial, the meaning of remediate
is clear. The unconscious sssociation with immediste like-
wise gives additional emphasis. The substitution of the
morpheme -ate for -al develops remedial into "urgently re-
medisl."” Somewhat the same urgency is felt in expedient,
possibly because of coampsrable syllabiec patterns, agsonanee,
and similar plosive endings.
¥xamples of confusion of fomm and,‘eSpécially, ending,
ususlly sccounted for through the tendency toward analogy,

ere nuwaerous In colloquial English. For instanee, similiar

by analogy with familiar often asppesrs for similar: maxium

1s heard frequently for either maxim or meximum. Hence,

this isolated instance in Shskespeare does not necessarily

argue his linguistic genlius. Hls happy feculty, however,

liear, 1V, iv, 15-18. 2Furness, op. cit., V, 261,
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of achieving emphasis through this manipulation of words im-
plies the clarity of his thought as well as his freedom from
ertificial iIntellectual restriction. In spite of the feet
that Shekespeare in hils day could not have been aware of the
principles of modern linguistic science, such 2 ereation as

remediate palpably demonstrates consciousness of the power

of word sssocilations.
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REVERBS
In speaking of Cordella's fallure to express her filial
love to Lear's satisfaction, Kent observes,

Nor are those empty-hearted whose low sound
Reverbs no hollowness.

As a commentary on the word reverbs, Furness quotes
Steevens' opinion that the word is probebly one of Shake-

speare's own making and mesns the seme as reverberates.?<

The N. E. D. mentions no further examples of it in evidence
until 1854, with the suggestion that the word in modern usage
is probably afteriShakespeare.

There is some danger in going too deeply into the ques-
tion of particulariged semanties. A fine distinction must
be drawn between ellowing the subtle import of a word as
implied by the author's use in context, and dissecting the
word upon either psychic or etymological prineciples. The
lmpression that the author intended to convey is of very
little interest or value unless he has conveyed it, If the
word has certalin derivetional or asssocletionsl implications
which broaden the scope of its contextual import, it may
be valid to note tﬁem, but in going into these matters it
is well to treed cautiously lest the author's own meaning
be superseded. In the case of poets this 1s especlally

true, for often a poet abbreviates or contracts a word for

llear, I, 1, 155-156. 2Furness, op. cit., V, 24.
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the purpose of rhyme or meter and otherwise permits himself
verbal liverties with no intention of altering semantic ef-
fects. Therefore only those words whose unususl form or
use mekes thew especlsally significant are proper subjects
for analysis. It 1s quite possible that reverbs 1s no sqgh
word; yet there are several mspects of it which are wortﬁr
attention in noting the subtleties of Shakespearet!s lin-
guistic powers. Granting that reverbs is sn abbreviated

form of reverberates, we find it functioning here as a

transitive verb. Skeat, in An Etymologiesl Dictionsry of

the English Language, describes reverberate as meaning "to

re-echo, reflect sound." 1In Kent's speech it is the sound
itselfl which reverberates something, while in customery
usage the sound 1is generaily used with the passive form,

and the instrument is the subject of the active form. The
abbreviation of the form in this context is an oddity which
adds no significance except as it calls attention to the
word and thus heightens the drematic effect of the passage.
There 1s, however, another item of interest which this word
shares with countless other words in Shekespesre, and that

is the fact that 1t conveys in iteself a powerful suggestion
which, phrased differently, would regqulre meny words to ex-
press. Shskespears'!'s power lay, to some degree, in his abill-
ty to say so much in sb few words, This word is illustratilve

of that quality.
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STELLED
Throughout The Iragedy of King Lear emotion is at a

high pitch. The cosmic nature of the tragedy is emphasiged
by the frequent references to the forces of neture. AS a
result the language and the figures are often intense.
Gloucester manifests the general asttitude toward nature when
he, in strong figure, portrays the enormity of the inhumanlity
againat Lear: |

The sea, with such & storm as his bare head

In hell black night endured, would have buoy'd up,

And quenched the stelled fires,l

There 1s m varlance of opinion regarding two of the ex-
pressions in this passage, and the two are somewhat interde-
pendent., The Latinate stelled strongly suggests "starred"
or "starry," an appellation which might deseribe any fire.
The H. E. D. thus recognizes the word, credits Shekespeare
with having used it before any other outstanding writer,
and reports only two other examples of its use. Schmidt,
however, says that "Shakespeare uses the verb to stell, 1. e.,
to place, to fix,"? and the idea of "fixed fires" could
hardly be applicable to other than the stars.
At this point the rendering of buoy'd becomes interest-

ing. Furness quotes three differing opinions on this word:

Heath asserts thet 1t is used as the middle voice in Greek,

lreer, 111, vii, 59-81.
Zplexander Schmidt, Shakespeare-Lexicon.
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8ignifying to buoy, or 1ift, itself up; White reads it as
"polled"; and Schmidt considers it used a3 a transitive
verb, conveying the idea that the ses would have lifted up
the fixed fires and quenched them. >

The words of Shakespeare urge an interpretation spart
from scholerly logiec in the light of the turbulence which
Gloucester's own emotions mpel him to express regarding
Iear's misfortunes, 1In a figure of cosmic proportions he
imagines the sea in upheaval, rrotesting the stress of an
unworthy and unbearable storm such as lear endured, and
reaching up to the very stellar rires sbove to extingulsh
them in righteous protest. Cerried elong by the power of
this figure, the reader needs no suggestion about buoy'd, no
translation of stelled.

The question of the derivation of the latter word,
however, directs sttention to an interesting lingulstie
phencmenon of which the word for gﬁgﬁ in various languages
ls an example. Robertson shows how a knowledge of the
"shift of liquids"™ clarifies the relationship between such

words as star, stellar, and astronamz,4 In #iddle English,

0id English, and Greek the r of the word for star appearsgs
in Latin and French the 1 1s present. Besides star, which
came through the early English forms from the Letin, Eng-

1lish also has direct Latin derivations such as constellation,

gﬁurness, cp. clk., V, 222.

4Robertson, op. e¢it., pp. 180-181.
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retaining the 1. Greek derivations such as astronomy show
the r found 1n the Ureek word aster; likewise the r is in

the German star: Stern. The 0ld French, from which the

Modern French étolle comes, takes the 1 of the Latin.
Shakespeare coften sdapted Latin words to his peculier
purpose, O0ften, too, he chose words wide in their signifi-
cation with the resgult that thelr various phsases culminate
in emphasis. Such a cholee further has the effect of al-
lowing a generous scope of interpretation, and thus appeal-
ing to a wide audience. Stelled exemplifies, to some ex-
tent, this type of word: it is sdapted from the Latin: 1t
may suggest "starred"” or "fixed," and in the combination
of these two meenings intensify the strength of the figure;
end its poetic associstions suggest color even as they avoid

limning outlines.
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SUPERFLUX

In one of the rare cryptic passages in Shekespeare
appears a word of which the Jmplicstion is not altogether
clear. Iear, within the frenzy of the tempest, mourns for
the inevitable walfs of the world who must bear, uninsu-
lated, the severity of the storm. Concluding, he ad-
monishes himself thus:

Expose thyself to feel what wretches feel,
That thou mayst shelke the superflux to them
And show the heavens more Eﬁgﬁfiw"*

The N. E. D. catalogues superflux under the synonyms
"superflulty, superabundance, surplus,” and reports 1its
derivation from the Letin word which produced "superfluity."
At first glance there seems to he little semantic advantage
in the more unfamiliar form; yet an intensity of signifi-
cance inheres in the lstter, partly through its very un-
familiarity and partly through its phonetie quality. The
flowing quality of the -fluity, sharing with other familiar
forms such as fluid and fluent a similar dissyllsdbie
rhonetiec quality, gives way, in Shakespeare's superflux,
to a monosyllable which suggests, rather, a rush, as in

flood and flush. Thence, in superfluity one feels a Fflow-

Ing of sbundance, but in guperflux, a flood of sbundance,
There is a delicacy of distinetion here apprecisted by

llear, 11I, iv, 34-36.
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some later writers, notsbly Charles Lewb and Robert Brown-
ing, bvoth of whom used superflux in their own writings.
In Popular Fallacies Lemb writes: "If nothing else could

be seid for a feast, this is suffieclent, that from the
superflux there is usually something left for the next day."
And PBrowning In Fifine: "art ., . . diseards the superflux,
gontributes to defect." According to the N. E. D. Shake-
speare was the first to use superflux; and Schmidt, a Shake-
speare lexicographer, furthsr lasbels 1t "a hapax legomenon
in Shakespeare," or a word used but onece,

The obscurity of the passsage in which superflux ap-
pears, 1t may be noted in passing, lies not in this ir-
regular word, but in the odd expression of whieh it 1s a
part. To "shake the guperflux to them" may be lear's ex-
pression, but it is not an idiom essily intelligible to
modern readers., Had Lear ssid, YExpose thyself to fesl
what wretches feel, Thet thou mayst shake the superflux
at them, And show the hegvens more just" the idiom would
have been comprehensible to the modern understanding. With
this alteratlion the phrase becomes intelligible by analogy
with famlliar phrases sudh as "to shake one's flst at," "to
make & face at."” To, in such a phrase, implies a vague
"towards" or "inm the direction of," whereas at, at least

in our modern idiom, implies "before" or "in the face of.”
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The problem of the preposition, however, is not essentially
2 Shakespearesn one., It 1s suggested here merely as a pos-~
alble solution to the enigmatic quality of the passage, so

thet the lmport of superflux may not be obscured by this
triviael oddity of construction.
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UNPROVIDE
Othello scknowledges the powsyr of his feeling for
Desdemona when he says:

I'11l not expostulate with her, lest her
body and beauty unprovide my mind again.l

Aeccording to Rolfe this is the only line in which
Shakespeare uses the form ungrovide.g The N. E. D. reports
only a disprovide in 1530 end agein in 1793. The singular

form put into Othello's speech is clear enough, however.
He has "provided" (and this implies a deliberate effort)
his mind with the determination to kill his lovely but sup-
posedly falthless wife, and he knows that her appeal will
destroy thet determination,

In using the negative prefix Shakespeare merely gives
e negative meaning to a word generally used in a positive
sense. He has no hesitation, zs this one of msny such ex-
amples reveals, in departing from the usual usage. A lit-
erary tendency in his language is also exemplified here, and,
in the combination of both of these gquslities, by virtue of
his effectiveness 4n each cne, probebly lies a partial ex-

planation of hils genius.

lothello, 1V, 1, 216-217. 2purness, op. cit., VI, 248,
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WHIPSTER

In couplaint agelinst those who would deny him the fal-
len warriort!s prerogative of dying by his own sword, Othello
cried:

But every puny whipster gets my aword. 1

By whipster he indicates his contempt for those appointed
to guard him, The epithet seems to derive its significance
through its phonstic quality as well ss through its conno-
tation. The lowly station of groom is implied through the
asgoclation offered by whip, the badge of the groom's of-
fice. The morpheme -ster often carries a slighting or

derogatory impact in words such as gangster, punster and

others of whiech 1t is a part, the sharp phonstie quality of
1t in this lnstance adding to its implication of contempt.
The current literary sense of the word, which is often used
with the epithet puny, after Shekespeare, as the N. E. D.
points out, iz "a slight, insignificant, or eontemptible
person,” Many such Shskespeareanisms hsve come to current
English in thls way, some of which remain, as does whipster,
conscious oddities, their associations literary rather

than commonly femlliar, Thet his figures, thus divorced
from their logical suggestion, becsme, nevertheless, in-
tegral units of expression, argues the semantie impressive-~

ness of his writing.

lothello, v, 11, 242.
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GROUP IYI. SYNTACTICAL INNOVATIONS

In this section are found words whose oddity lies prin-
cipally in thelr peculisrity of function. Shekespeare's
syntactical 1ldlosyncrasles extend over a very wide field;
the paucity of the exsmples inecluded here is secounted for
by the fact that only those of unusual semantic implicstlons
were included. Often an alterstion of funetion produces
greater emphasis of diction, and Shakespeare avalled him-
self of this strategem freely. Most of the following ex-
amples are fanlliar words enough, arresting only in their
function. It is interesting to notiee their value as tools

of compactness of expression.

AFTER

A mere messenger 1s responsible for two noteworthy
terms in Othelle. They occur in a single line ss he an-
nounces:

The Ottomites, reverend and graclous,

Steering with due course toward the isle of Rhodes,

Have there injolnted them with an after fleet.t

The first word, inJointed, is considered elsewhere;
the other, common in the most limited voecsbulary, obviously

ocecupies an Irregular situstion. No prominent writer thus

used after before Shakespeare, Whether or not he employed

lothello, I, i1ii, 35.
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an Elizebethan idiom is not so easy to determine nor so sig~
nificant.

An odd Shakespearean characteristic 1s evident here,
Elsewhere hass been noted the semantic richness of 3hake-
speare's expression as a corollary to the observation that
he divulged much regarding plot, situation and character
within the scope of a very few words. This cherseteristic
shows itself often in the neecessary but unglemorous devices
of announcements by messengers and unimportent underlings.

A modern technigque is to write such lines down to the level
of pure mechanical snnouncement or mild comedy. Shakespesare,
on the other hand, allowed his semantic genius to play here
gs well as in the tenser moments of the tragedies., The
technique is sound: in & few words of vivid import, not
only the matter itself 1s presented more clearly end im-
pressively by virtue of the captured attention of the audi-
ence, but also the situation and atmosphere sre more surely
projected through their verbal accent,

Accordingly, the announcement that the Turks "have
there injointed them with an after fleet" is a compelling
one. The word after to a seafaring man would instantly
connote "hinder" or "rearward"; to anyone else its signifi-
cance would, of course, be similar: "later"” or "subsequent.”
From that connotation the mind is able to grasp easily the

idee end, becsuse of the unusual function of the word, is
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likely to be impressed with the excitement of the situatlion.
In this psssage, agaln, one feels the precision of Shake-

speare 's cholce. Subsequent here would be clumsy, second

might be confusing, suggesting an ally; sucesssive conveys

an ambiguity, hinting that one fleet sueceeds another, and
so it goes through the list of possible synonyms emphasizing

the peeculiar fitness of Shskespesre's term.
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BESORT

As Othello prepares to go to the wars he thus requests

that Desdemons be taken care ofy
I crave flt disposition for my wife . . .
With such accommodation and besort
As levels with her breeding.

The prefix be- 1s used exclusively on verbs and is
variocusly an intensive or a prepositional sddition. In
lear Shekespeare uses besort as a verbgg its use here as a
substentive i1s the only such example glven in the N. E..D.

Upon close exsmination it seems only naturel that thia
oddity of speech is found among Othello's words. The idea
that his unusual c¢holce of words asdds emphasis to the charsc-

ter that he reveals through his speech ls often provoked.
Othello is here concerned with his lady. By ascommodation

he apparently refers to her msterial conveniences; by be-

sort to the attendants with whom she shall be suppliled,

lothello, I, 111, 238-240. 21esr, I, iv, 274.
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COMPEERS

When Albsny questions Edmund's right to advise with him,
Goneril and Regan in matters of poliey, Regan snnounces that
Edmund carries her commission and asserts:

In my rights
By me invested, he compeers the vest.1

Compeers é4s a verb in this sense is recorded in modern
dictionaries as obsolete. 1It, however, survives as a noun,
an intensive as it stands since peer means "of equal rank
with" and the prefix com- merely repeats "with." Thus both
the word and its prefix indicate "go-ordinate." The use of
a noun a8 a verb, a practice common to Shakespeare, pro-
duces, probably through commending attention, an effect of
emphasis. In this case, also, & phrase would be necessary
to express the implicatlon offered by the one word, compeer.
Shakespesare 1s never prodigal with words.

Ho other writers before Shakespeare are known to have
used the word in this sense, and but two examples of its use
after him are recorded by the N. E, D.: 1in 1615 Sandys
used 1t, and in 1848 Bailey in his Festus combined 1t in
participisl form as a part of & poetic figure. Through the
familiar sounds of both its base end 1its prefix, however,
it is, end must have been in the sixteenth century, easily

intelligible. The unusual words used by Shakespeare, whether

liear, v, i1i, 70.
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colnages, blends, or adaptatlions in meaning, generally pos-

sessed thls quality of claerity.



DISPOSE

Iago's foul plot begins to form in his mind. Cassio is
to be an unconscious instrument of his evil designs, and
will fit 1into his schemes well, because, as Iage polnts out:

He hath a person_and a smooth dispose
To be suspected. ‘

The singularity of dispose in 1ts funetion in this con-
text prompts one writer, puzzled, t0o suggest the possibility
that it should be read discourse, and another to read it as

a truncated fomm of disposition.® The N. E. D., however,

lists the word as it appears in this passage under an el-

lied btut extended meaning of dlsposition. In this passage,

dispose apparently connotes "the evidence of disposition,"
or, as the N. E. D. has it, "external manner; alr; pose. "
For this meaning there seems to be no synonym whose accen-
tuel and syllebic qualitles would be as compatible with
Tago's lines as those of dispose,

Further, it is almost as if the sly Tago himself
points out the suggestion of the related pose which colors
the implication of dispose here and well befits it fer
Tago's idiom. Apart from thet suggestion, however, disposse
allows the inference of a slur in this context possibly
through the familiar cognate disposed, which jmplies Tin~

clined to" or "tending towerd," in connection with "smooth."

10thello, I, iii, 403-404. ZFurness, op. cit., VI, 89-90.
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The latter word, in its turn, carries the connotation of
"sugve" or "unctucus" and so indicates “"that whieh is not
gs it seems.” It is by no means intended, through the ex-
amination of these ramifications, to detall the process
necessary or desirable in reading Shsekespeare's meaning. The
intention is mersly to analyze the impresslion and account

for it linguistically.
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MEDICINE
With bhis ususl foreceful originality, a kind of naive

eloguence, Othello says,

Not poppy . .- .
Shall ever medicine thee to that sweet sleep . . WA

Not just Othelle but Shekespesre himself is consistently
eloquent when handling the subject of sleep. The mystieal
relation between sleep and death 1s often touched upon as
well as the ineffable quality of spirituval snd mental re-
freshument which sleep offers to weary, confused humanity.
The latter curative quality of sleep is here suggested in
Othellot's words. HNot the most powerfuvl of the soporific
drugs, says Othello, nasming them, can effeet the desirable
condition of sleep in this instance.

The use of medicine szs a verb here is termed a "nonce-
uss” by the N. E. D. Shelley also used it thus, 1In view
of the faet that there are many such instances of sub-
stantives used as verbs in poetry, especlally in Shake-
speare, it 1s interesting to examline an example of the praec-
tice. The unusual form itself adds sgnificance; further-
more there 1s a semantlc scope in the inclusion of sub-
stantive with verb impossible in ordinery terminoclogy except
through s more wordy expression. The N. E. D. glves the

meaning of medicine as it appears in this passage as "to

lothello, ITI, 111, 333.
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bring by medicinal virtue to." Unlike the metaphysician
who forge-feeds his patlient student with words piled upon
words, Shakespeare must not only coat his pills of wisdom
with the sugar of humor and drama but he muat‘alac, while
making them small enough to be tsken without effort or diaz-
comfort, invest them with concentrated poteney. Therefore
the terse way 1s always Shakespesare's way, and effective
sssimilation is enhanced by a more thorough savoring of his

presentation, beyond the needs of mere enjoyment,
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MONSTERS
The King of France, sfter Lear dlsowns Cordelis for
her lack of veilced affection, says to the old man:
This l1s most strange

That she, who even but now was your best objeet,

The argument of your praise, balm of your age,

The best, the dearest, should in this trill of time

Commit a thing so monstrous, to dismantle

So many folds of favor, Sure, her offence

Hust be of such unnatural degree

That monsters it, or your fore-vouched affection
Fall Tuto fafnt;i

in using monster as a verb Shakespeare 1s apparently
deviating from the usege of his time, The N. E. D. describes
the word in this functlon as rare, giving only one example
of it as transitive and that from King lear. Not only is
the meaning of it in the passage perfectly clear, but also
the function of 1t here is towards an ironic emphasis. The
repetition of monster after monstrous in a preceding line
forces the enormity of the situstion upon the reader. The
King of France subtly conveys an impression of horror when
he implies the conversion of the normal into the monstrous
with reference to the conduct of Lear's daughter, Had such
an idea had the power to penetrate Lear's frenzy, it would
surely have sobered him to the realization of the invalidity
of his sttitude. Monstrous 18 an adjective of strong con-
notstion used infrequently and suggestive of tremendous

and strange brutslity. TUsed repetitively, as it is here,

ligar, 1, 1, 216-224.



121
its intense Implication is striking.

Further impressive is the word monster in ite unusual
function. A little later Shakespeare used it again as &
verb, but in & different sense; yet the meanings are cloaely
related. The warrior Corlolsnus says, when urged to sit and
listen to eulogles of himself:

I had rather have one scrateh my head 1i' the sun

When the alarum were struck than 1dly sit

And hear my nothings monster'd.2
The N. E. D. glves this example as the first use of the word
in the sense of "to polnt out as something wonderful,” and
only two other examples are given, they from the nineteenth
century. In the passage from Lear, the King of France's ob-
vious allusion is to enormity; Coriolasnus! words convey the
suggestion of exaggeration, or meking much of. Although the

meanings of the word in these two passages are not identieal,

they are closely related, and both are clear and emphatiec.

2goriolenus, II, 11, 80-82.
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SEQUENT
Michsel Cassio, Othello's lieutenent, brings a message
to the General from the Duke requesting Othello's presence,
Othello inquires as to the matter, upon whieh Cassio answerss
Scmething from Cyprus, as I may divine:

It 1s a business of some heat. The galleys

Have sent a dozen sequent messengers

This very night at”E%Eﬁ"Etherfa heelssl

Sequent 1s found In modern dictlonaries in the sense

which Cassio gives it here: "successive," However, the
word 1s worthy of comment by virtue of the faet that i
apparently ceme into being in the Elizsbethsn ers end was
not in prominent usage thereafter until the nineteenth een-
tury. Sequent does not appesr in common usage today. Yet
because of its kinship with the commonly used sequence, it
is immediately intelligible and umore expregsive, The stac~
cato sound of the word contributes to both qualities of it.
It i1s in such words, unfemiliar as they are in current
speech in either Shakespeare's era or our own, that one
sees the incisive power of Shakespeare's expression. 36~
quent, suggesting seguence, indiestes an 1dea further em-
phasized by the expression "at each other's heels"; it would
seemw also to intensify the urgency iﬁplied by "a dozen . . .

thils very night." (onsecutive and successive seem rather

ineffective as synonyms for sequent, end others do not

Lothello, I, 11, 30-42.
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suggest themselves readily., Hence Shakespeare s word, his,

in this instanee, by virtue of his employing it in a unique

positiocn, characteristically erystallizes his meaning,



DEFINITIOR COF TERUS

Blend. -~ The result of the fusion of two words, such
as brunch, from breakfast plus lunch.

Hapax legomenon. -- Sald or used but once, as a rare

word, verbal form, etc., evidenced by a single citation.
Morpheme. -- An element of language showing relation-
ship of words, such as prefix, suffix, accentuation, ete.

Beosemalogism. -- A famillar word used In s novel sense.

Nonce word., -- A word formed and used for the nonce,

thet is, to sult one particular occasion, but not adapted
into use. A nonce word is sometimes used Independently by
different writers,

Phoneme, -- A group of variants of a speech sound,
usually all spelled with the same or equivalent letter,
and commonly regerded as the same sound.

Semanteme, ~- An element of language that expresses
a definite image or 1dea; as contragted with the elements
(called morphemes) that relate and connect these images or
ideas in sentences. A semanteme is a word or & part of a

word.
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After 12, 110
Arrivance &4
Attasked 13, 66
Besort 112
Bombast 12, 16
Cadent 19
Collied 21
Compact £4
Compeers 114

Daffest 26

Derogate 28

Diffuse 31
Dispose 12, 116
E1f =4

Exsufflicate 36
Faastened 40
Fathau 42
Festinste &4
Fineless 70
Fleshment 72
Germens 74
Guardage 76
Indues 44

Ingener Y9

WORD INDEX
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Injointed 82, 110
Tterance o4
Mediecine 1%, 118
Monsters 120

Mutualities 46
Neat 49
Observents 19, 86
Plient 12, 51
Portance ©B
Probal 91
Questrists 15, 93
Relume 1%, 96
Remediate 13, 98
Reverbs 12, 100
Sequent 192
Siege » BSeige 55
Squiny 55
Stelled 1%, 102
Superflux 105
Unbolted 57
Unbookish 59
Unprovide 108
Untented 061

Whipster 1%, 1C®
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