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“FULL OF RAPTURE”: MATERNAL VOCALITY AND MELANCHOLY IN WEBSTER’S DUCHESS OF MALFI

Marion A. Wells

Abstract

In early modern medicine the pregnant woman becomes a particularly fraught example of bodily fusion partly because she seems to exemplify the vulnerability of one soul to another’s emotional perturbations: stories abound of women ‘imprinting’ their unborn children with the stigmata of their own unruly passions.   I will argue in this paper that in The Duchess of Malfi Webster’s portrayal of the genesis of male melancholy within a story of transgressive pregnancy and childbirth provides the conditions for an exploration of the passions that complicates recent work on the humoralism of early modern psychology.  Exploring the role of maternal voice as a powerful ‘spiritual’ catalyst for emotional perturbation, I will suggest that the maternal-fetal relationship acts as a model for a more broadly conceived view of what I call the material relationality of the passionate subject.  Through its emphasis on the role of the imagination and the dynamic interplay between subjects in the development of melancholy, the play offers an account of melancholy as a complex psycho-physiological disorder not reducible to the role of black bile in the body.
Introduction

 When Bosola, one of the characters in Webster’s Duchess of Malfi (ca. 1614), addresses himself to the origin of the tears that he unexpectedly produces at the death of the duchess, he remarks: ‘This is manly sorrow:/These tears, I am very certain, never grew/In my mother’s milk’(4.2.353). In Shakespeare’s Henry V, Exeter also attributes his tears to an irrepressible maternal influence – in terms that ruefully acknowledge rather than deny the impossibility of truly ‘manly sorrow’: 

The pretty and sweet manner of it forced

Those waters from me which I would have stopped.

But I had not so much of man in me,

And all my mother came into mine eyes

And gave me up to tears.

(Henry V, 4.6.28-32)

Both statements evoke the fungibility of maternal and filial bodies in early modern medical thought, suggesting not only the possibility of an emotional as well as physical connectedness between mother and child but also the seamless continuity between those two categories.  Bosola’s ‘manly sorrow’ is eventually identified as ‘melancholy’ – a diagnosis supported by the tears themselves, which were a recognized symptom of melancholy.
  Like his employer, the duchess’s brother Duke Ferdinand, whose more florid displays of madness dominate the play, Bosola ends the play suffering from this most fashionable of early modern diseases.
 In studying the play’s treatment of the aetiology of melancholy in these men I will tease out the implications of Bosola’s anxious resistance to the idea of maternal influence, suggesting that it dramatizes not only Bosola’s but also the play’s ambivalence about the nature and origin of his melancholy – and of emotional perturbation more generally. 
  

Bosola’s negative evocation of a material connection between his tears and his mother’s milk rests on the widely accepted view of a pneumatic system in which milk, sweat, tears, semen and other bodily fluids were interchangeably produced from concocted and aerated blood.
  The fungibility of a maternal body in which menstrual blood is converted into breast-milk and then in grieving mothers into tears extends in Bosola’s remark to the adult child, whose body experiences this fungibility vicariously.  It is the very vicariousness – the quasi-figurativeness – of this ‘psychological’ fungibility that interests me.  Bosola’s statement clearly remains embedded in the humoral view of the early modern body so effectively described by Gail Kern Paster and other recent scholars; but it also gestures towards another view of emotional experience that emphasizes not – or not primarily – the humoral condition of the individual body in the constitution of the emotions but rather the impact of external stimuli on the material physiology of the sensitive soul.
 Taking my cue from the work of scholars like Jacques Bos, who argues that ‘the humoralist model for the interpretation of mental phenomena began to disintegrate in the seventeenth century’, I will argue that Webster’s portrayal of the genesis of melancholy within a story of transgressive pregnancy and childbirth already provides the conditions for an exploration of the early modern passionate subject that is subtly different in emphasis from much recent discussion of the early modern emotions.

A number of recent scholars, notably Gail Kern Paster and Michael Schoenfeldt, have fruitfully explored the humoral bases of early modern conceptualizations of what we now think of as psychological states (though of course it bears remarking that our ‘psychological’ categories have themselves recently been dominated by discoveries in brain chemistry).
  In support of her argument for a humoral understanding of the emotions Paster approvingly quotes Charles Taylor’s remark that ‘melancholia is black bile...black bile doesn’t just cause melancholy; melancholy somehow resides in it.’
 But Taylor seems to be talking quite generally in this chapter about ‘traditional’ examples of mind-body relationship, rather than a specifically early modern understanding of melancholy.  The humor of black bile certainly is constitutive of melancholy in the locus classicus for the study of the subject, the pseudo-Aristotelian Problem 30.  But by the time Thomas Willis writes his Two Discourses Concerning the Souls of Brutes (1683), he is able to state unequivocally: ‘we cannot here yield to what some Physicians affirm, that Melancholy doth arise from a Melancholick humor.’
 Willis is in fact far more interested in the chemical nature of what he considers a ‘distemper of the Brain and Spirits dwelling in it.’
  

Michael Schoenfeldt also rightly sees the early modern passions as ‘inextricably bound up with the humors.’
  But while this mutual imbrication of passions and humors is undeniable in early modern writing, one of the writers to whom Schoenfeldt turns to exemplify this thesis, Thomas Wright, in fact frequently also suggests that it is the passions that promote the humors and are thus the primary instigators of emotional response.
 According to Wright, the passions originate in the imagination, which activates the spirits to journey to the heart ‘where they pitch at the door, signifying what an object was presented, convenient or disconvenient for it.  The heart immediately bendeth either to prosecute it or to eschew it, and the better to effect that affection draweth other humours to help him; and so in pleasure concur great store of pure spirits; in pain and sadness, much melancholy blood’(italics mine).
  As Julie Robin Solomon suggests, a purely humoral interpretation of Wright underplays the cognitive quality of the emotions clearly in evidence here.
  Passions thus understood constitute a response to the world as it pertains to the subject herself: a judgment of whether a particular object is ‘convenient or disconvenient.’ The humors are still in play in this model, then, but they are activated by the pressure of the spirits from the brain, which are themselves drawn on by the imagination of what another doctor, William Vaughan, calls ‘outward grief[s]’ such as ‘disgraces, iniuries, hatred, miserie, loss of honour,’ and so on.
 Juan Luis Vives writes similarly that ‘our emotions seem to converge toward that part of the body where the fantasy prevails.’
 Even that most Galenic of writers, Andreas Laurentius (Discourse of the Preservation of Sight, trans. into English 1599), observes cautiously that the ‘temperature of the body’ is not everything: ‘It is most true that Galen...in one whole booke maintaineth with strong and firme argument, that the maneres of the soule doe follow the temperature of the bodie...And yet I for my part wil not yeeld so much either to temperature or shape, as that they can altogether command and over-rule the soule.’
  On the view I am uncovering here, then, the cognitively alive emotions first instigate psycho-physiological change by effecting material alterations in the body.  Melancholy is (recognizably, to us) a physiological response to excessive sadness or fear (in respect of particular external objects or the appearance of such): ‘when these affections are stirring in our minds they alter the humours of our bodies, causing some passion or alteration in them.’
  Sadness is dangerous, Wright later tells us, because it causes ‘the gathering together of much melancholy blood about the heart.’
 But as Roy Porter has aptly emphasized, ‘in discarding humoralism...physicians had no intention of setting mentalist theories in their place.’
 In other words, even if the matter of the emotions turns out not to be primarily the humours, this does not suggest that psychology now rests on immaterial foundations.  On the contrary, as we can see clearly in Thomas Willis’s work, this psychology of the passions is still profoundly material in its dependence on the work of the animal spirits as the chemically reactive messengers between brain and praecordia.

The role of the imagination and its spiritual vehicles as the essential connective matter between outside objects and internal experience is underwritten by a theory of inscription or imprinting.  Speaking of the force of visual apprehension of objects on the imagination, Wright explains: ‘no sense imprinteth so firmly his forms in the imagination as this (italics mine).’
 Helkiah Crooke (Microcosmographia 1616) writes similarly: ‘as the forming faculty in the heavens of those creatures whose generation is equivocall, is imprinted in the aer; after the same maner the formes of the Imagination are insculped or engraven in the aery spirits.’
  In early modern medicine the ‘insculpting’ power of a ‘spiritual’ object finds its most vivid, as well as its most troubling illustration in the example of fetal imprinting via maternal influence.
  Crooke writes: ‘Oftentimes the Imagination of that thing is imprinted in the tender Infant which the mother with childe doth ardently desire, which is onely to bee imputed to the strength of the Fancy.  For the real species of a Figge or a Mulbery is not transported to the wombe, but onely the spirituall forme or abstracted notion.’
  Though Wright does not use the language of imprinting to describe the conveyance of passion from mother to child, he describes the process in very similar terms:
It is wonderful what passionate appetites reign in women when they be with child; I have heard it credibly reported that there was a woman in Spain which longed almost till death to have a mouthful of flesh out of an extreme fat man’s neck...most of these appetites proceed from women extremely addicted to follow their own desires, and of such a froward disposition as in very deed if they were crossed of their wills their Passions were so strong as they undoubtedly would miscarry of their children; for vehement Passions alter vehemently the temper and constitution of the body, which cannot but greatly prejudice the tender infant lying in the womb.
 
That the long tradition of maternal/fetal influence is seeping into a developing mechanistic theory of the passions becomes quite clear in Descartes’s striking rehearsal of this material in a letter to Marin Mersenne (July 30, 1640):

With reference to birth marks (Fr: ‘marques d’envie’), since they never occur in the infant when the mother eats fruit which she likes, it is quite probable that they can sometimes be cured when the infant eats the fruit in question.  For the same disposition which was in the mother’s brain, and caused her desire, is also to be found in the infant’s brain.

Whereas Crooke seems to imagine the ‘species’ of the desired fruit as literally imprinted on the infant’s body, Descartes understands the relevant issue here to be not so much the ‘species’ itself but the desire that informs it on the part of the imaginer (here the mother). The physical birth mark is of interest only, as the French phrase suggests, as a ‘mark’ of the mother’s passion. In what follows I shall be suggesting that this conception of the infant mind’s vulnerability to the material effects of her/his mother’s bodily temper acts as a model for a much more broadly conceived view of what I shall call the material relationality of the early modern passionate subject, inwardly imprinted by transient stimuli but lacking any stable humoral essence. 
 In advancing this argument I will be seeking to complicate ongoing debates about the nature of early modern emotion by opening up the disparate and sometimes almost contradictory strains of thought apparent in such writers as Wright, Crooke, and Webster himself.

In this play in particular maternal voice becomes a powerful trigger for male fears about the kind of mutual dependency that pregnancy figures in this period but that is – pace the technical literature we have just surveyed – not confined to that unique mind-body composite.
 I will henceforward use the term ‘vocality’ to denote the aspect of maternal voice that interests me here – the material, literal voice, or what Roland Barthes has called the ‘grain of the voice.’
  For Barthes, Adriana Cavarero, and other recent theorists of the voice, the grain of the voice is ‘the materiality of the body speaking its mother tongue.’
 This theoretical emphasis on materiality intersects with the early modern view of voice as a pneumatic flux that in writers like Helkiah Crooke is subtly connected in women to the womb and genitals.  Following this train of thought in the medical literature allows me to explore more fully the significance of what I see in the play as a submerged connection between maternal vocality and male melancholy.  Understood in this light, melancholy appears less a sua sponte product of humoral imbalance within a particular organism than as precisely an emotion as it would be fully theorized in the later mechanistic theories of writers like Descartes: an involuntarily occurring mental state produced by an interaction between the mind-body composite and a stimulating object or event in its environment.
 

All in the mind: the instability of mental experience
The notion of Bosola’s ongoing emotional subjection to a now absent maternal influence seems connected to his claim after the Duchess’s death that he continues to feel her acting upon him: ‘Still methinks the Duchess/Haunts me; there, there: /’Tis nothing but my melancholy’(5.2.340-42, italics mine).  The relatively new meaning of ‘haunt’ to describe a spirit returning to its former home (OED 5b, 1590) suggests intriguingly that the duchess’s death has intensified the play’s fantasy of the passionate subject as penetrated by alien spirits – in particular, of course, by the spirits of the ever-present maternal body.  A roughly contemporary meaning of ‘haunt’ is ‘to visit frequently or habitually, of diseases, memories etc.,’ (O.E.D 5a, italics mine). To be haunted in this play is to feel a rising in oneself of involuntary passions – spirits – that respond to emotional stimuli from elsewhere and seem uncannily both other and internal.  

As I have suggested, the paradigmatic condition of subjection is the dependence of the fetus on maternal appetites and imaginings.  Ferdinand’s reaction to the news that the secretly married Duchess has had three children by her husband suggests just how deeply unsettling is the prospect of such dependence: 
Damn her! That body of hers, 

While that my blood ran pure in’t, was more worth 

Than that which thou wouldst comfort, called a soul.

(4.1.121-124, italics mine)
Though of course Ferdinand is ostensibly referring here to the adulteration of the Aragon bloodline through his sister’s choice of her steward as a husband, the figurative placement of his blood in her body clearly suggests a sense in which Ferdinand considers his own physical wellbeing to be as dependent on her body’s blood as that of the child whose existence he has just discovered. Strikingly, it is Ferdinand’s imagination of his sister’s sexual ‘sin’ that first provokes the condition that the play will call melancholia:
Methinks I see her laughing,

Excellent hyena!  Talk to me somewhat, quickly, 

Or my imagination will carry me

To see her in the shameful act of sin.

(2.5.38-40, italics mine)
‘With whom?’ the less viscerally disturbed Cardinal asks.  Ferdinand’s vivid evocation of the man who ‘leaps [his] sister’ as ‘some strong thighed bargeman,/Or one o’th’wood-yard, that can quoit the sledge...or else some lovely squire/That carries coals up to her privy lodgings’(2.5.43-45), confirms the scene’s interest in portraying the overmastering power of the imagination.  Charged with ‘fly[ing] beyond reason’ by his brother the Cardinal, Ferdinand responds tellingly: ‘Go to, mistress! ‘Tis not your whore’s milk that shall quench my wild-fire,/But your whore’s blood’(2.5.46-48).  Ferdinand here responds directly to the duchess, who is not present, rather than to the Cardinal, who is; moreover, he constructs his imaginary sister as a maternal figure, one whose ‘whore’s milk’ will return in his violent fantasy to its original identity as blood.  Lost in a scene of his own imagining, Ferdinand succumbs to a mental state the Cardinal aptly terms a ‘rupture’(‘I can be angry/Without this rupture,’ 2.5.55-56).  

The duke’s mental ‘rupture’ certainly dramatizes quite clearly the activity of the imagination in generating the passions that we saw earlier in Wright’s description of the spirits ‘pitch[ing] at the door of the heart.’ 
  But the genesis of Ferdinand’s melancholy is interestingly under-diagnosed by the play’s physician, who relies on comfortably conventional humoral interpretations of his sickness.  The doctor confidently diagnoses Ferdinand’s disease as lycanthropy, a form of melancholy: 

In those that are possessed with’t there o’erflows


Such melancholy humour, they imagine


Themselves to be transformed into wolves,


Steal forth to churchyards in the dead of night...


.........


Straight I was sent for,


And having ministered to him, found his grace


Very well recovered.


(5.2.9-21)
The doctor’s complacent assertion that the problem is an overflow of melancholy humour that can be easily treated (presumably with traditional remedies, such as blood-letting) is scarcely well founded.  For Ferdinand is not very well recovered, and his fascination with churchyards, as the audience knows but the doctor does not, coincides with his passionate rage and jealousy towards his sister and his subsequent murder of her.  This little scene with the doctor seems to serve little purpose other than to emphasize the possibility of a psychological reading of Ferdinand’s melancholy.  Such a reading would not of course obviate the need to read his ‘passions’ in psycho-somatic terms, nor would it exclude the role of the humors altogether, but it does give greater emphasis to a dynamic view of the passions as unpredictable inter-subjective events that cannot be reduced to humoral excess.

‘Sure I did hear a woman shriek’: melancholy and the maternal voice 

As we have seen, the central issue in this emerging conception of what will eventually be called the emotions is the volatility of transient passions – a volatility partly attributed to the impact of the environment on the impressionable spirits operative in the vehicles of the sensitive soul.  Since voice was also usually understood to participate in the circulation of aerated spirit and to act as a vehicle for conveying outward what Aristotle terms ‘sound characteristic of what has soul in it’ and ‘sound with meaning (phone semantike)’ (De Anima 420b.6; 420b.34), the voice emerges as a kind of via media between the internal and external worlds.
 As such it could have an impact on the body’s spiritual health (Crooke and Richard Mulcaster both mention vocalization exercises that promote health) and also on the surrounding environment itself.  Thus Gertrude pleads with Hamlet to refrain from further speech: ‘These words, like daggers, enter in mine ears./No more, sweet Hamlet!’(3.4.96).  The spiritual nature of voice is confirmed by later writers like Agrippa von Nettesheim in his Three Books of Occult Philosophy (translated into English in 1651), ‘voyce is sent forth out of the inward cavity of the breast and heart, by the assistance of the spirit’; the spoken word is ‘a spirit proceeding out of the mouth with sound and voice, signifying something.’

Helkiah Crooke’s compendious 1615 Microcosmographia considers the voice to be thoroughly enmeshed in the functioning of the whole body, and responsive in particular to changes in the sexual organs.  Having previously noted that the removal of the breasts in women produces a shriller voice, he adds: ‘when the testicles doe swell upon a cough, it putteth us in mind of a sympathy and consent there is between the chest, the paps, the seede, and the voice. And how great the consent is betwixt the parts of respiration and the parts of generation.’
  This ‘sympathy and consent’ between mouth/throat and the reproductive organs can be traced back to the Hippocratic corpus where, as Ann Hanson and David Armstrong put it, ‘the two necks [i.e., neck and cervix] are coupled.’
 As a result of this material sympathy, a change in either neck or voice may indicate loss of virginity.  The most striking example of this association among the sources excavated by Hanson and Armstrong is Nemesianus’s Eclogue 2, which describes the shepherdess Donace’s post-coital voice as less delicate than before (‘non tam tenui filo’), disturbed and rich (‘sollicitusque...pinguis’) Since ‘pinguis’ can also mean ‘rich’ in the sense of ‘fertile,’ this language clearly implies that the voice betrays in its timbre a kind of bodily sexualization.
  

Helkiah Crooke extends the analogic connection between mouth and womb in his evocation of the womb as ‘greedy’: ‘And presently after the seeds are thus mingled, the womb...gathereth & contracteth it selfe, ...And this it doth as being greedy to conteyne and to cherish, we say to Conceiue the seed. Moreover, least the geniture thus layd vp should issue forth againe, the mouth or orifice of the wombe is so exquisitly shut and locked vp that it will not admit the poynt of a needle’(italics mine).
 The secretly pregnant Duchess herself helps to confirm the relationship between mouth and womb, gluttony and pregnancy, remarking to Antonio in the notorious apricots scene: ‘do I not grow fat?’(2.1.101).  (Fat here seems to have exactly the same valence as the Latin ‘pinguis’.) By the same token, when she eagerly ingests the apricots offered her by Bosola, this ‘taking in’ seems to activate the primary sexual meaning of the euphemistic Greek expression ‘to take into the belly.’
   The line  ‘How they swell me!’ therefore suggests not only that the green apricots have swollen her belly through indigestion but also that they signify the male seed that has impregnated – that is, swollen – her. When Bosola muses afterwards that ‘there is no question but her...most vulturous eating of the apricots [is] an apparent sign of breeding’(2.2.2), we realize we have participated in a voyeuristic dumb-show, a dramatization of the action of the ‘greedy’ womb at conception through the upwardly displaced symbolism of the greedy mouth. Moreover, the emphasis on the greed with which she eats the apricots (‘how greedily she eats them!’ Bosola remarks aside at 2.1.140) recalls Wright’s moralistic discussion of the ‘passionate appetites’ of pregnant women.  Like the woman in Wright’s apocryphal story who desired ‘to have a mouthful of flesh out of an extreme fat man’s neck,’ the Duchess reveals here not only her ‘greedy’ appetite for a base food (the apricots have been manured with horse dung), but also what Wright calls a ‘froward disposition’; if she can be overcome by such an appetite, the reasoning goes, she will be overcome by other ‘vehement Passions’ and ‘prejudice’ the infant in her womb accordingly.     

Just as taking food in through the ‘vulturous’ mouth can suddenly appear to be a dramatization of the greedy womb’s absorption of seed, so the analogy extends upwards, figuring the production of voice from the body as a kind of birth.  Thus Crooke writes that ‘the voice was prepared in the rough arterie when the aire being shut up and compressed there, doth after a sort attaine the state and condition of a solid bodie before it yssue through the cleft, and being extruded or thrust out with violence and force through the straite cleft, yeeldeth that sound which we call a Voice’(italics mine).
 The voice of a pregnant woman, then, would presumably have brought to mind with particular force the supposed consent between the ‘organs of respiration and the organs of generation,’ perhaps to suggest something more than mere analogy: a literal, material connection between what Agrippa calls the ‘vivificated aire’ of the voice and the mysterious process of conception.  This intuition finds intriguing support in a passing moment in Middleton’s Women Beware Women (circa 1621). In this play the heroine of the subplot, Isabella, has engaged in an incestuous liaison with her uncle Hippolito even as she is ‘tendered’ as a bride to the witless Ward.  One of the qualities her father praises in her as he shows her off is her ‘breast,’ here meaning ‘voice’ but also the physical breast – a bawdy pun that perhaps alludes to the medical conception of the ‘consent’ between voice and the sexual organs.  Later, when her adultery is revealed by her pregnancy, the Ward remarks:
Her father praised her breast, sh’ad the voice, forsooth; I marvelled she sung so small indeed, being no maid.  Now I perceive there’s a young chorister in her belly – this breeds a singing in my head, I’m sure.

(4.2.116-119)
Although William Carroll notes in his edition to the play that ‘maid’ here means ‘young girl,’ the passage in fact seems to be an early modern instance of the notion that a woman’s voice changed after she had sex. 
  The passage also clearly suggests that pregnancy alters the voice by humorously asserting that it is the baby itself (the young chorister) whose voice sings through its mother’s ‘breast’.  Since Middleton did use young choristers to perform his plays these lines also draw attention to the fact that there is a young boy inside Isabella’s costume, playing Isabella herself; her voice is a boy’s voice mimicking a woman’s.  The cross-dressed boy actor playing a pregnant woman conveys through his voice the fusion of mother and male child that becomes such a powerful catalyst for discussions of emotion.  Not coincidentally, this maternal/childish voice produces (‘breeds’) in the male listener ‘a singing in [the] head’ – a kind of dizzying unease that in the less comic context of Webster’s play will progress into melancholy.

Early modern writers seem quite aware of the mutual imbrication of maternal vocality and the physical aspects of maternal nurturance.  In his View of the Present State of Ireland Spenser remarks: ‘The child that sucketh the milk of the nurse must of necessity learn his first speech of her, the which being the first that is inured of his tongue, is ever after the most pleasing unto him.’
 The intimacy of this first linguistic relation is intensified if we consider that not only does the dependent infans receive the mother-tongue along with maternal milk in an almost indistinguishable flow from outside to inside, she or he also hears from within a space filled with what Crooke calls inbred air derived from the ‘purest ayry part of the mother’s blood’ within the womb.
  The division between outside and inside is tenuous indeed.  Writing in praise of women in his haec homo of 1637, William Austin observes this intimacy in an ostensibly positive light: ‘For from their voyce (the voice of women, and particularly mothers) men learne to frame their owne, to be understood of others.  For in our infancy, we learne our language from them.  Which men (therein not ingratefull) have justly termed our Mother tongue.’
  But there is room for ambivalence in an earlier passage in which he writes: ‘men also (while they are in their child-hood and infancy...) are voiced like women.’
 Being ‘voiced like [a woman]’ surely carries a more ambiguous charge than this author admits, not least because it suggests an unaltered dependency on both the maternal tongue and the nourishing maternal body.  

As the passage in Middleton’s play suggests, the notion that a boy is ‘voiced like a woman’ is especially relevant in the context of a theatrical practice that gives women’s parts to boys.  Though I do not have space here to explore fully the significance of the fact that the Duchess’s lines would have been spoken by a boy, it will be helpful to remember that audiences would have heard, as Bruce Smith reminds us, ‘sounds in the same pitch range as an adult female voice, but more carrying and penetrating.’
  Like a woman, speaking as it were the ‘mother-tongue,’ and yet not quite a woman; the ambiguous and even contradictory signals conveyed by the pitch and harmonics of the actor’s voice would surely have served to intensify the audience’s awareness of precisely the kind of embodied relationality that finds its most powerful model in the pregnant body.

From the first the Duchess’ verbal prowess seems to generate a series of scenes that explore the impact of her voice on the emotions of the male hearer – culminating of course in the uncanny Echo scene.  These scenes promote a complex association between powerful female speech, pregnancy, and maternal influence; Bosola, Antonio, and Duke Ferdinand all manifest emotional disturbance as a kind of literal, bodily haunting by the mother as a kind of vocalic spirit.  The crisis that brings into the open the mutual imbrication of these discrete threads is the moment of childbirth, overheard (in the Duchess’s cries of pain) but not witnessed by her male companions.  Her shriek – vocal sign of the ‘swollen’ belly – derails both her hearers physically and emotionally in ways that precipitate the play’s tragic denouement.  

The first detail we hear of the Duchess from Antonio concerns her speech: ‘For her discourse, it is so full of rapture,/You will only begin then to be sorry/When she doth end her speech’(1.1.181-2).  Rapture suggests a seizure of the self, a ‘raptus’ that might be desired or wholly undesirable; the O.E.D suggests ‘a state of passion’(1d) or ‘a strong fit or paroxysm of (some emotion or mental state)’ (1e), as well as ‘the action of carrying a woman off by force’(2a).  The Latin root of ‘rapture,’ rapere, ‘to carry off,’ attests to the potentially dangerous power of such a voice; it suggests indeed that it possesses a kind of emasculating force with the power to carry Antonio off as it were from the inside.
 We might associate such power with the psychological ‘rupture’ suffered by Ferdinand when he hears of the Duchess’s pregnancy – in both cases the play highlights her power to intervene powerfully in the inward experience of these men. In the wooing scene the Duchess dramatizes this power of ‘rapture’ by seizing Antonio with her words and placing him in the role of husband.  Boldly initiating the words of the de praesenti spousal ceremony she ushers him into this role – though it is worth noting that he never really answers her in kind, as the de praesenti vow requires him to do: 
Awake, awake, man./I do here put off all vain ceremony,/And only do appear to you a young widow/that claims you for her husband, and like a widow/I use but half a blush in’t.

(1.1.445-48)

Though he does not demur, Antonio does tellingly remark a few lines later: ‘These words should be mine,/And all the parts you have spoke’(1.1.462).  In spite of the passion of the scene there remains something of the maternal in the duchess’s teasing encouragement of her lover.  She compares him as he receives her kiss to a child receiving a treat: ‘This you should have begged now./I have seen children oft eat sweetmeats thus,/As fearful to devour them too soon’(455-58).  Although Antonio dutifully receives his ‘nourishment’ in this scene, he is notably tight-lipped in the apricocks scene, refusing the Duchess’s offer to share the apricots with a prim ‘Indeed, madam, I do not love the fruit’(2.1.133-34).



Earlier in that scene the Duchess interestingly invokes the disease of the ‘mother’ (a form of suffocation or hysterical disease attributed mostly to widows and unmarried girls, and thought to be caused by the rising of noxious vapours from the womb into other organs): ‘I am/ So troubled with the mother’(2.1.110).
 The symptoms singled out in Edward Jorden’s 1603 treatise The Suffocation of the Mother suggest how routinely disorders of the womb were implicated in digestive, vocalic and respiratory symptoms including ‘gnawing in the stomach...vomiting, loathing of meate...swelling in the throat, privation of voice, rumbling and noise in the belly or throat’(italics mine).
   By the end of the scene the duchess is truly in the grip of the kind of mother-fit described by Jorden as a precursor to labour. Her speech conveys the bodily discomfort she is experiencing, and indicates that she will soon be overtaken by the ‘privation of voice’ mentioned as a symptom by Jorden: ‘O, I am in an extreme cold sweat!’(2.1.148). ‘O good Antonio, I fear I am undone’(2.1.151-52).  The Duchess’s sudden ‘mother-fit’ suggests that she has herself been ‘rapt’ by the mysterious workings of the mother (womb), which overtakes even her ability to speak.  The connection between her internal trouble and the ‘rapture’ attributed to her voice finds suggestive support in Webster’s similar formulation in a later play.  In The Devil’s Law-Case (c. 1619), Leonora, a powerful widowed woman and mother of two of the central characters, has secretly fallen in love with one of her daughter’s suitors, Contrarino.  When she hears that her son Romelio has killed him, she says: ‘I am very sick.’ Her son replies: ‘Your old disease: when you are grieved, you are troubled/With the mother.’ Leonora then tellingly replies: ‘I am rapt with the mother indeed/That I ever bore such a son.’(3.3.225-229). This exchange suggests how readily overwhelming emotion is associated with the disease of the ‘mother’ or womb, and then with the figure of the mother herself.  If we read this form of ‘rapture’ back into the scene of the Duchess’s confinement, we might suspect that the Duchess’s power to enrapture her hearers is metonymically associated with her maternal influence precisely through the disabling emotional power attributed to the ‘mother’/womb.

The next vocalization we hear from the Duchess is indeed not a word at all, but rather a shriek, presumably as she gives birth offstage.  Bosola is drawn to her chamber by the sound: ‘Sure I did hear a woman shriek: list, ha?...List again!/It may be ‘twas the melancholy bird...The owl, that screamed so’(2.3.1-8).  The passing reference to the ‘melancholy bird, the owl’ hints at the play’s interest in the emotive power of this maternal shriek. Like the scene in Middleton’s play, though this time in a tragic vein, the mother’s voice has the power to ‘breed a singing’ in the brain of the male hearer.  Bosola is joined by Antonio, and both men move towards the source of the sound as in a kind of trance: ‘Let’s walk towards it./No: it may be ‘twas/But the rising of the wind’(2.3.16-17). Her voice has faded to something that is both more and less than voice: it is no longer Aristotle’s phone semantike, a sound with meaning, unless that meaning be beyond the subject’s control, the speech of the body; it is pure pneuma, the ‘aery’ spirit itself.   If, as Bruce Smith argues, ‘speech sounds [in the early modern theater] gendered as male would pervade the wooden O, filling it from side to side,’ and ‘speech sounds gendered as female would be heard as isolated effects within this male matrix,’ we seem to experience in this moment a reversal of the usual acoustic structure.
  What Smith calls the ‘male matrix’ of sound has become female, as the two disoriented men wander in a space filled with a female sound of ambiguous provenance and meaning. This reversal then dramatizes an enclosure of the male voice by the female one – just as the ‘young chorister’ is enclosed by ‘Isabella’’s maternal body in Middleton’s play.  But whereas Isabella is still able to control the semantic content of her voice – through her witty singing about her miserable marriage – the Duchess’s voice expresses what Bruce Smith calls the ‘O factor’:  ‘From the very beginning... a child uses sound as a way of projecting its body, its self, into the space around it. [o] is a primal cry, and we never forget its bodily trace.’
  The Duchess’s repeated ‘O’s, and especially her later shriek, bear witness to a body exerting an irresistible power over the normally highly cognitive activity of speech, obliterating its semantic content, the logos itself.  

That this obliteration of logos by a primal cry poses a very material threat to the masculine world of the court is suggested by the startling piece of stage business with Antonio’s handkerchief.  After a verbal duel with Bosola Antonio suddenly remarks aside:  My nose bleeds. [He draws an initialed handkerchief]
One that were superstitious would count

This ominous, when it merely comes by chance:

Two letters, that are wrought here for my name,

Are drowned in blood!

(2.3.43-46)
The timing of Antonio’s nosebleed suggests that it is provoked by the duchess’s shriek of pain.  Acting, then, as a displaced version of the blood from the birthing scene to which we have aural but not visual access, the blood from Antonio’s nose ‘drowns’ out the letters of his name in a symbolic reiteration of the drowning out of ‘logos’ by the shriek itself.  Activated by the spiritually disturbing shriek, Antonio’s own blood flows in response to his wife’s pain, just as the ward’s head ‘sings’ in horrified response to the voice of the ‘young chorister’ in Isabella’s belly.   The symbolic import of this striking moment seems to be that Antonio momentarily loses his own separate identity under the sway of the violent emotion conveyed to him through his wife’s shriek.  His blood flows involuntarily, just as Exeter’s ‘mother came into [his] eyes/And gave [him] up to tears’(Henry V.4.6.30-32).  Since in this period a nosebleed was linked to menstruation (either as a form of ‘vicarious’ menstruation or as a symptom of menstrual disorder), Antonio does indeed seem to be (like his wife) ‘rapt with the mother’ in this scene: not initially because of humoral disturbance, but because of an irrepressible bodily reaction to a passionate disturbance of the mind.

When Bosola subsequently finds the horoscope Antonio has dropped, and by this means discovers the cause of the Duchess’s confinement, he plans to send a letter to ‘make her brothers’ galls/O’erflow their livers’(2.3.74-5).  The letter seems to encode the shriek of childbirth and in so doing makes Ferdinand’s liver ‘o’erflow’, just as Antonio’s nose overflows with blood and ‘drowns’ the initials of his name.  The plethoric maternal body in childbirth is isolated from the view of men but its voice cannot be silenced.  As though to confirm the connection between the handkerchief drowned in blood and the letter Ferdinand receives, Ferdinand refers to his letter as a ‘mandrake’ he has ‘this night digged up’(2.5.1).  According to medieval lore, the mandrake shrieked when it was dug up, posing the threat of death or madness to the one who heard it (thus Shakespeare’s Juliet refers to ‘shrieks like mandrakes torn out of the earth,/That living mortals, hearing them, run mad’(3.47-8).  The letter, then, conveys a displaced version of the Duchess’s shriek which, like that of a mandrake, will make him mad (or melancholy, in this case).  This shriek causes him, in a striking repetition of Antonio’s action, to draw his handkerchief and soil it with the tears that he quickly imagines replaced by blood – the duchess’s own: ‘There is a kind of pity in mine eye,/I’ll give it to my handkercher; and now ‘tis here, /I’ll bequeath this to her bastard...to make soft lint for his mother’s wounds’(2.5.26-30).  Since the mandrake was also associated with fertility and thus with childbirth, its shriek in this context is doubly significant.  It is the sign of a fertility that kills, or makes mad; as a shriek it signifies a pre-semantic vocality that ‘drowns’ the letters that would organize identity by recalling in the listener a (now irredeemably lost) relation to, and dependency on, the maternal body.
  Thus although Bosola and the doctor speak in terms of an overflow of humours (gall and melancholy), it is Ferdinand’s outraged imagination of ‘her in the shameful act of sin’ that ‘carr[ies]’ him remorselessly towards the mental ‘rupture’ that he experiences in this scene.   

In light of this analysis we are not surprised to find in Ferdinand’s encounter with the duchess in her closet an attempt primarily not to kill but to silence her.  The closet scene is the clearest dramatization thus far in the play of what Adriana Cavarero sees as the primary meaning of voice: invocation, a calling to the other.  For Cavarero, the primary model for such invocation is the mother-child dyad: ‘[the voice’s] inaugural scene coincides with birth, where the infant, with her first breath, invokes a voice in response, appeals to an ear to receive her cry, convokes another voice...the voice first of all signifies itself, nothing other than the relationality of the vocalic.’
  Before Ferdinand’s intrusion, this scene provides an idyllic version of vocalic relationality; the duchess and Antonio enjoy what sounds like a highly pleasurable back and forth that has prompted numerous critics to read the scene as part of an emerging discovery of bourgeois companionate marriage.  But Antonio withdraws, leaving Ferdinand to step into the space of invocation as his more vengeful double. ‘Do not speak’(3.2.74), he commands, refusing her desperate plea to be heard: ‘Pray sir, hear me’(3.2.73).   When the duchess does try to speak, Ferdinand replies: ‘The howling of a wolf/Is music to thee, screech-owl; prithee peace’(3.2.88).  She is still compared to non-human creatures: the wolf, and the owl, the melancholy bird to whose screech Bosola has earlier compared her shriek.   


Kaara Peterson has suggested that the Duchess’s death by strangulation mimics the disease of the ‘mother,’ sometimes also referred to as ‘strangulatus uteri’: she is punished, in other words, for being, as Bosola remarks aside, ‘too much’ troubled with the mother, or too driven by her sexuality.
  I would add to this that the significance of this strangulation lies in its rendering permanent the temporary symptom of ‘privation of voice,’ its destruction of her power to invoke a response in a male listener. The early modern insistence on a pneumatic consent between mouth, throat, and reproductive organs gives a special materiality to this invocatory power, and helps to explain the return of this voice as an echoic ‘spirit that answers’ in the Echo scene.

‘Thou art a dead thing’: Echo and the passions of the mind

Eccho to the Painter, out of Ausonius

Alas! fond Painter, why dost strive to grace 
An unknown Goddess with a fancy'd Face? 
I am the Daughter of the Tongue, and Wind, 
An empty Mother, Voice without a Mind. 
I dying sounds fetch back with living tone, 
And others mock with Words that are my own. 
I in thy Ears my Habitation found, 
And if thou mean'st to paint me, paint a Sound.

Matthew Coppinger, Poems, songs and love-verses, upon several subjects by Matthew Coppinger, 1682


The most well known version of a myth involving Echo in the early modern period is Ovid’s tale of Echo’s hopeless love for Narcissus.  In this version the garrulous nymph is punished for her ability to distract Juno from Jupiter’s amours by being forced to use the words of others – ‘aliena verba.’  In his influential sixteenth century translation and interpretation of these tales, Arthur Golding is clear in his condemnation of what he calls the ‘babling Nymph,’ calling her actions the ‘lewd behaviour of a bawd’ (Epistle, 107-8).
   Whether or not Webster intends any detailed allusion to Ovid’s story in his Echo scene, it is surely impossible for early modern audiences to extirpate entirely from their memories the story of the ‘babling nymph’ who offers her body to an unwilling youth.  The echo scene thus holds out the possibility of a darker reading of the duchess than the remainder of the play (unlike its sources) would seem to authorize.  But it is not necessary to attribute Golding’s negative judgment of Echo to Webster in order to assume that the primary function of the allusion is to explore and dramatize the power of the duchess’s speech.     

Ovid’s story offers a paradoxical reading of a female vocality which, while powerful, is nonetheless forced to refract its meaning through the words of another (‘aliena verba’): ‘By chaunce the stripling being strayde from all his companie, Sayde: is there any bodie nie? straight Echo answerde: I (3.473-4)
   
Golding’s translation perfectly captures the thematic point here: in his play on ‘nie’ and ‘I’ he points up the fracturing of identity that occurs through Echo’s use of ‘aliena verba.’  To whom exactly does the pronoun ‘I’ point here? Who speaks it?  Whose identity is established by it?  Webster also plays on the slippage of identity in the play of voice and echo: ‘Antonio: ‘Tis very like my wife’s voice. Echo: Ay, wife’s voice.’ Ay, or a punning ‘I,’ the personal pronoun, emerges as a fragment of Antonio’s ‘my.’ In her deconstructive reading of the Narcissus story, Claire Nouvet shows that this slippage of meaning between the original utterance and its echo is in fact fundamental to the operation of language: ‘as soon as it appears, language ‘echoes,’ that is, diffracts into a potentiality of alternative meanings without providing us with the means to decide on any true, proper meaning.’
  For Nouvet the key moment is when Narcissus says ‘huc coeamus,’ meaning ‘let us meet,’ only to have Echo respond ‘Coeamus,’ by which she means ‘let us unite/copulate.’  Something similar seems to happen in Webster’s scene.   The central impasse of meaning in the scene occurs when Antonio refuses to ‘talk’ with this echo, refuses to give it the status of an interlocutor: 
Antonio: Echo, I will not talk with thee,/For thou art a dead thing.

Echo: Thou art a dead thing.

(5.3.38-39)

Has Antonio said this (thou refers to an Other)?  Or has something external to Antonio said this to him (thou refers to Antonio)?  Has Antonio in some sense said this to himself (I and thou merge)?  Early modern culture’s understanding of voice as a material flux deepens the significance of Nouvet’s insight into scenes of verbal echoing, preparing us for the third possibility.  I and thou merge through the mediation of a maternal voice which calls up or invokes the possibility of the kind of pre-semantic relationality described by Cavarero, but also implicit in early modern descriptions of maternal ‘imprinting’ on the fetal body and mind by the ‘aery spirits’ of the sensitive soul.
  The fact that Antonio does not control the meaning of his words here, that they turn out to be inhabited by other seemingly ghostly meanings, dramatizes at a linguistic level the psychological ‘rupture’ endured by Ferdinand when he experiences his own blood as tainted by the blood of childbirth.   Like Bosola, Antonio feels ‘haunted’ by the duchess, who momentarily appears to him: ‘on the sudden, a clear light/Presented me a face folded in sorrow’(5.3.44-45).  But he is also haunted in the sense of being visited internally by spirits or disease: like his words, which are inhabited by foreign meanings as they return to him, his body feels a rising fever (‘I’ll be out of this ague’(5.3.47)) that appears to be the secondary physical symptom of emotional response.  When Delio says the face comes from ‘[Antonio’s] fancy, merely,’ he is not entirely wrong. Even if we are to imagine a ‘real’ haunting here, the play endorses a reading of this moment in terms of the imagination’s power to ‘carry’ a person away – to disable his or her reason by means of a ‘rupture’ or indeed even a ‘rapture’ in the mind.

The echo of a maternal voice in the male speaker’s own voice thus dramatizes once again the passibility of the passionate subject whose internal feelings are not fully his own but act instead precisely as emotions – involuntary perturbations stirred by a complex interaction between internal and external forces.  It also establishes quite clearly a connection between a sense of being ‘haunted’ by melancholy and the power of the maternal body as a model for inter-subjective emotional relationship.  As Bos argues, the waning power of humoralist explanation gives rise to more complex and dynamic interactions between ‘mind’ and ‘body.’
  Just as Bosola had tried earlier to deny the connection between his grief and his mother’s body, as he dies he tries to silence the internal echo of the Other: ‘We are only like dead walls, or vaulted graves,/That, ruined, yields no echo’(5.5.96-97).  Yet of course Bosola’s evocation of the echo does echo – it echoes through the scene we have just witnessed, giving the lie to his claim to perfect solitude by diffracting his own particular meaning through the Duchess’s answering spirit. His ‘melancholic’ final words seem to indicate unwittingly a sense of being enmeshed in a world of feelings and emotions not fully his own: 


O, this gloomy world!

In what a shadow, or deep pit of darkness,

Doth, womanish and fearful, mankind live!

(5.5.99-102)
Why ‘womanish’?  One answer could be that the image of a child immersed in the dark pit of the womb, subject as we have seen to the turbulent impressions of its mother’s ‘passionate appetites,’ haunts the men of this play as a model for their own emotional conditioning in a ‘gloomy world’ beyond their control.  Although Webster’s materialism certainly does not leave classical humoralism entirely behind, the play’s exploration of melancholy does suggest a clear movement towards the dynamic conception of the passions that would eventually render the humoral one primarily figurative.
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� Gary Taylor offers a tellingly misleading note on this passage in his edition of Henry V (Oxford: 1982), suggesting that the ‘unmanly loss of control’ described here ‘is probably related to the mother=hysteria.’ The implications of this ahistorical slippage from the ‘mother’ (meaning ‘womb’) to the disease of hysteria is fully documented by Kaara Peterson in relation to similar notes on the well-known case of Lear’s ‘hysterica passio.’ See note 50 below.


� See Lange M., Telling Tears in the English Renaissance (Leiden: 1996), chapter 1, for a useful discussion of the medical linkages between tears and melancholy in early modern medicine.


� For a discussion of the fashionable nature of melancholy in this period, see Babb L., The Elizabethan Malady. A Study of Melancholy in English from 1580-1642 (East Lansing: 1951) 3.


� The editors of the recent work Reading the Early Modern Passions acknowledge that ‘the word emotion did not become a term for feeling until about 1660, around the time that ‘individual’ took on its modern meaning’ (Paster G., Rowe K. and Floyd-Wilson M. (eds.), Reading the Early Modern Passions. Essays in the Cultural History of Emotion, Philadelphia: 2004) 2. Thomas Dixon usefully cautions against using the terms ‘passions’ and ‘emotions’ interchangeably, but notes that Descartes’ Passions de l’âme (1649) does seem to use the term ‘émotions’ as a fairly broad umbrella term for the movements of the soul, and may have influenced the Scottish philosophers’ development of the term ‘emotion’ (Dixon T., From Passions to Emotions. The Creation of a Secular Psychological Category, Cambridge: 2003) 13. I am aware, then, of the terminological difficulties involved in talking about early modern passions, emotions, and ‘psychological‘ states in general, particularly since what we think of as largely ‘mental’ states were irreducibly bound up with physical states in the medical writing of the period.  But since I regard this period as working flexibly with a changing conception of mental states that draws on classical humoralism while moving inexorably towards what Jacques Bos sees as an increasing emphasis on ‘individuality and transient passions,’ I will cautiously use the term ‘emotion’ here to refer to what I see as Webster’s exploration of an understanding of mental experience that is demonstrably not explicable solely in terms of humoral physiology.  See Bos J., “The Rise and Decline of Character: Humoral Psychology in Ancient and Early Modern Medical Theory”, History of the Human Sciences 22 (2009) 2.


� What we might call the ‘pneumatic’ body has been widely discussed in recent early modern scholarship, notably in Paster G., The Body Embarrassed. Drama and the Disciplines of Shame in Early Modern England (Ithaca: 1993) passim, but especially the introduction.  Primary sources for this material would include Helkiah Crooke’s Microcosmographia. A Description of the Body of Man (1615), which details for example on p. 174 the action of what he calls ‘transpiration’: the moving of the spirits around the body.


� For a discussion of the role of the sensitive soul in early modern theorizing of the passions, see Solomon J.R., “You’ve Got to Have Soul: Understanding the Passions in Early Modern Culture”, forthcoming in Pender S. – Struever N. (eds.), Medicine and Rhetoric (Ashgate Press) 25-26.  I profit in my own essay from Solomon’s detailed reorientation of her analysis of the passions away from an exclusive focus on the humours to include their various cognitive dimensions. 


� Bos, “Rise and Decline of Character” 44.


� See in particular Paster G., Body Embarrassed, and Humoring the Body. Emotions and the Shakespearean Stage (Chicago: 2004). As will become clear, I do suggest ways in which Paster’s focus on the humoral nature of the emotions –  though enormously productive for her readings of particular plays - may obscure the importance of other ‘psychological‘ developments in this period.  See also Schoenfeldt M., Bodies and Selves in Early Modern England. Physiology and Inwardness in Spenser, Shakespeare, Herbert, and Milton (Cambridge: 1999), and his recent essay on passion on Milton, “‘Commotion Strange’: Passion in Paradise Lost”, in Paster – Floyd-Wilson, Modern Passions 43-68.


� Paster, Humoring the Body 5, quoting Taylor C., The Sources of the Self. The Making of the Modern Identity (Cambridge, Mass: 1989) 188.


� Willis Thomas, Two Discourses Concerning the Soul of Brutes, Which is that of the Vital and Sensitive Man (Tr. Pordage S., 1683; repr. Scholars’ Facsimiles, Gainsville: 1971) 192.


� Willis, Two Discourses 191.  See also Jackson S., “Melancholia and the Waning of the Humoral Theory”, Journal of the History of Medicine and Allied Sciences 33, 3 (1978) 367-376, for a discussion of the importance of Willis’s work in this regard. 


� Schoenfeldt, “Commotion Strange” 51.


� Wright Thomas, The Passions of the Mind in General, ed. Newbold W. (New York: 1986). 


� Wright, Passions of the Mind 123.


� Solomon notes that Wright ‘underlines their cognitive character [that is, of the emotions]’ by situating them in the sensitive soul ‘bordering upon reason and sense.’ I also concur with her assessment that in spite of the apparent give and take between passions and humours noted in Wright by Schoenfeldt (“Commotion Strange” 51), ‘Wright makes clear that for the most part, the passions of the soul impel the humors rather than the other way around.’   “You’ve Got to Have Soul” 25-26.   


� Vaughan William, Approved Directions for Health (1612) 90.


� Vives Juan Luis, The Passions of the Soul. The Third Book of De Anima et Vita, ed. C. Norena,  (Lewison, New York: 1990), v.4, p.2. While acknowledging the continuing engagement of Vives and others with the humoral tradition, Noga Arikha aptly sums up the cognitive orientation of this work: ‘Emotions, then, were ways of knowing the world.’ Arikha N., Passions and Tempers. A History of the Humours (New York: 2007) 218.


� Laurentius Andreas, A Discourse of the Preservation of Sight of Melancholike Diseases; of Rheumes, and of Old Age, ed. Larkey S.V., (Oxford: 1938) 83.


� Wright, Passions of the Mind  94.  


� Wright, Passions of the Mind 136.


� Porter R., “Barely Touching: A Social Perspective on Mind and Body”, in Rousseau G.S. (ed.), The Languages of Psyche. Mind and Body in Enlightenment Thought (Berkeley-Los Angeles, Oxford: 1990) 57.


� Wright, Passions of the Mind 197.


� Crooke, Microcosmographia 312.


� See Bicks C., “Planned Parenthood: Minding the Quick Woman in All’s Well”, Modern Philology 103, 3 (2006) 305-306.


� Crooke, Microcosmographia 311.


� Wright, Passions of the Minde 145.


� Letter to Mersenne, 30 July 1640, in The Philosophical Writings of Descartes, Vol. III, Correspondence, trans. Cottingham J., – Stoothoff R. – Murdoch D. – Kenny A. (Cambridge: 1991) 148.


� Solomon emphasizes the point that early modern emotions are ‘relational’, arguing for an analysis of the passions that accounts for their active  ‘internal and external re-framing of perspective’.  ‘You’ve Got to Have Soul’ 49. This view tallies closely with the notion of ‘material relationality’ that I will develop in this essay. For a more detailed discussion of the transition from humoral character to a focus on ‘transient passions’ of the mind see Bos, “Rise and Decline of Character” 29.





� I am adapting a term used by Susan James in her Passion and Action. The Emotions in Seventeenth Century Philosophy (Oxford: 1997) 42.


� Barthes R., Image, Music, Text  (New York: 1977) 182.
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