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Synopsis

f

This thesis is a modern-spelling edition of Tarlton's

News Out of Purgatory, based on the British Library's copy of

the first edition of 1590, with occasional emendations from
the second and third editions, and including a full collation
of the threé early editions, The Introduction offers studles
of various aspects of the work, including the bibliographical
background of the piece, and descriptions of sufviving copies;
the life and legend of Richard Tarlton; the background of the
genre of 'News from Hell', to which the work belongs, and
examination of works in that genre which immediately followed

the publication of Tarlton's News Out of Purgatory; and the

sources of the pamphlet, and the author's adaptation and
development of them. There is a study of the work published

in response to Tarlton's News Out of Purgatory in 1590, The

Cobler of Caunterburie; an investigation into the question of

the identity of the author, including consideration of claims
that have been made for various writers, and, finally, a short
critical appreciation of the work. There is a full Commentary
on the text, including glosses of obscure and archaic words,
textual notes, explanations of references in the work, and, as
part of the investigation into.the authorship, echoes of the

works of contemporary writers,

N\

i
i

This thesis contains approximately 100,000 words,
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Preface

This thesis offers a modern spelling edition of Tarltons

Newes Out of Purgatorie, with a collation of the three early

editions, and a full Commentary on the text., The Introduction
offers studies of particular aspects of the work, and of its
literary background.,

The text is based on the first edition, with a few
emendations from the second edition, and has been modernized
in spelling and punctuation. Signature references <o the
first edition are given in the right hand margin of the text.
A collation of the three early editions, noting all differences
except those of spelling and capitalization, is provided as an
appendix, Any textual points of interest are noted in the
Commentary; the publication history of the work is discivised
in the Introduction. All quotations from the text givei. .a
the Introduction are in old spelling, from the first edition,
to accord with other quotations from early texts, which are
in old spelling. Both page and signature references are given
for quotations from the text,

The Commentary includes notes on the text, such as
emendations from the second edition and obvious printing errors.
Points of literary interest, such as contradictions, err. s in
the narrative, explanations of references in the work, and
glosses of obscure and archaic words, are noted in it. The
Commentary also includes passages from other writers,
particularly those who have been suggested as possible a. "3

of Tarltons Newes Out of Purgatorie, which echo, or elucidace,

the text,




The Introduction describes and discusses the literary
background and the question of the identity of the author of

Tarltons Newes Out of Purgatorie. It includes sections on

Richard Tarlton and his legend; the genre of 'news from Hell',

to which the work belongs; a study of the sources of Tarltons

Newes OQut of Purgatorie, and of their adaptation by the author;

and a study of the work published in 1590 in response to this,

The Cobler of Caunterburie. The question of the identity of

the author is considered in relation to the various aspects
studied, and the Introduction concludes with an investigation

of this problem. Footnotes to the sections of the Introduction

follow the relevant section,



Tarltons Newes Out of Purgatorie

1st edition 1590 STC 23685

Copy loocated: British Library (C.40 ¢.68)

Title page:
[Orn. In centre a winged torso rising out of a heart-shaped
object., Two cherubs with rabbits: volutes with foliage] /

Tarltons newes / out of Purgatorie., / [rule] / Onely such

a iest as his Iigge, fit for Gen-/ tlemen to laugh at an

houre, &c. / Published by an old Companion of his, /

Robin Goodfellow. / [Orn. A circular ornament of conventional

foliage within a triple rule] / AT LONDON, / Printed for
T.G. and T.N. 1590.

No colophon

Collation:

2 2

4to: A, B-G4, H=, 28 leaves. First three leaves o7f

each gathering signed (A1 unsigned, B3 omitted).
Pagination:
1-52 (first number printed being '2' on B1', preliminary

matter not numbered), D4v numbered 22 in error for 24;

G3v numbered 32 in error for 46,

Head title:

B1: Tarltons newes / out of Purgatorie.

Contents:

\

Al: Title; A1V: Table of Contents; A2: Epistle, 'To the
Gentlemen Readers, / Health.; B1: text begins;

B2V: Tarltons description of / Purgatorie.; H2': FIx




Running title:
B1V-H2V; Tarltons newes / out of Purgatorie,

B2': Tarltons description

Catchwords:

B1/B1': with] with; B1'/B2: prin-] principles;

® 0 0o 0 o 0o ¢ o0 o @ o O ® & &6 &6 0 0 0 0 & 0

D4V/E1: gentle-] gentleman; E3/E3': Chim-] Chimney;

E4/E4Y: gaano] gamo; F2/F2Y: RON-] RONSARDS; F2V/F3:

with; G3/G3': ready] bee ready; H1/H1': him] he;

v

A1, A2V no catchword.

Type faces:

preliminary matter: roman with italic for names etc.

text: Dblack letter with roman and occasionally italic

for names etc.

With]

This edition has been reproduced by University Microfilms in

their English Books 1475-1640 series, reel 1085,




Tarltons Newes Out of Purgatorie

2nd edition [c.1600] STC 23%685a

Copies located: Huntington Library (ref. 61790)

Bodleian Library (Malone 152)

Title page:
[Orn. In centre a winged torso rising out of a heart-shaped
object. Two cherubs with rabbits: volutes with foliage] /
TARLTONS / Newes out of Purga-/ torie., / Onely such a

iest as his Iigge, / fit for Gentlemen to laugh at / an

houre, &c. / Published by an old companion of his, /

Robin Goodfellow, / [Orn. McKerrow 290] / AT LONDON /
Printed for Edward / White

No colophon

Collation:
4to: A-G4. 28 leaves, First three leaves of each

gathering signed (A1 unsigned).

Pagination:
1-52 (first number printed being '2' on A3v, preliminary
matter not numbered). D3’ numbered 28 in error for 26;

G3 numbered 59 in error for 49.

Head title:
A3: [row of type ornament] Tarltons Newes out of /

Purgatory.

Contents:
A1: Title (verso blank); A2: Epistle, 'To the Gentlemen
Readers, / Health.; A3: text begins; A4Y: Tarltons

description of / Purgatory.; G4': FINIS.



Running title:

A3V-¢4V: Tarltons newes / out of Purgatorie,

'Newes': A3'; A4'; B3 ;
'Purgatory': A4; B4; C3; D3; E3; F3; G3,

Catchwords:
A3/A3V: with] with; A3 /A4: prin-] principles;

A4V/B1: plough-] ploughshares; D2'/D3: a gentle-] a

gentleman; F1V/F2: glances ] glaunces

Type faces:

Epistle: roman with italic for names etc.,

text: Dblack letter with roman and occasionally italic

for names etc,

The Huntington copy of this edition has been reproduced by

University Microfilms in their English Books 1475-1640 series,

reel 358,



Tarltons Newes Qut of Purgatorie

3rd edition 1630 STC 23686

Copleas located: British Library (C.40 ¢.31)
Bodleian Library, 3 copies, 2 imperfect
(Douce P692, Tanner 275, imp., Ashm, 1631, imp.
Trinity College, Cambridge
Folger Shakespeare Library, imperfect

Harvard University Library, imperfect

Title page:
TARLTONS / NEVVES OVT OF / PVRGATORY. / Onely such a Iest

as his Iigge, fit for / Gentlemen to laugh at an houre,
&c. / Published by an old Companion of his, / Robin
Goodfellow. / [rule] / [Orn. McKerrow 281] / [rule] /

LONDON, / Printed by George Purslowe, and are to be sold

by Francis / Groue, on Snow-hill, at the Signe of the

Wind-mill, / neere vnto St. Sepulchres Church. / 1630,

No colophon

Collation:
4to: A2, B-G4, H2. 28 leaves, First three leaves of

each gathering signed (A1 unsigned, B3 omitted).

Pagination:
1-52 (first number printed being '1' on B1, preliminary

matter not numbered).
Head title:

B1: [row of type ornament] TARLTONS newes out of /
PVRGATORY,



Contents:

A1: Title (verso blank); A2: Epistle, 'To the Gentlemen
Readers, / Health'; B1: text begins; B2': Tarltons
description of / Purgatorie; H2': FINIS.

Running title:
B1V-H2': Tarltons newes / out of Purgatory.

'Purgatory:': B3; B4; C3; C4; D3; D4; E3; E4; F3; F4;
G3; G4.

Catchwords:

A2/42Y: AE-] AEneidos; A2'/B1: Tarltons.] TARLTONS;
!

B1"/B2: prin-] principles; C3/C3": pray] pray;

D3/D3': our] our; E3/E3': Chim-] Chimney; E4/E4': gamc:

gamo; F2/F2': RON-] RONSARDS; G1'/G2: beautie.] beauz.e.;

E4Y/F1: rence] rence; G4'/H1: at] at.
Type faces:

preliminary matter: roman with italic for names etc,

text: black letter with roman and occasionally italic

for names etc,
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Entries in the Stationers' Register

26 June 1590

Thomas Gubbins Allowed vnto them for theire Copie /
Thomas Newman " vnder the hande of the Bisshop of
LONDON, and bothe the Wardens,

TARLTONs newes out of Purgatorye, or

a caskett full of pleasant conceiptes

stuffed with delightfull devises and

guaint myrthe as his humour maye

afoorde to feede gentlemens fancies /

e o o o o o o vjd
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Tarltons Newes Out of Purgatorie

Modern Editions

James Orehard Halliwell, editer, Tarlton's Jests and News
Out ot Purgatory: with notes, and Some Account of the Life of
Tarlton, printed for the Shakespeare Society (London, 1844).
Halliwell's text is based on the second edition,

D.N. Ranson, 'Tarltons Newes Out of Purgatorie: A Critical
Edition with Introduction and Commentary' (unpublished Ph.D.
dissertation, Case Western Reserve University, 1974).

John Feather, editor, The Collected Works of Robert Armin,
2 vols (New York, 1972). The first edition of Tarltons Newes
Out of Purgatorie is reproduced in facsimile in volume 1.

Blbllographlcal descriptions of the three original editions
have been supplied by Ranson in his thesis, but these include
some errors. Feather has provided transcripts of the title
pages, again including some errors, but not full descriptions

in, 'A Check-List of the Works of Robert Armin', The Library,

5th series, 26 (1971), 165-172,

The tale of the lovers of Pisa is reproduced as a possible

source for part of The Merry Wives of Windsor in the following

works:

Geoffrey Bullough, Narrative and dramatic sources of
Shakespeare, 8 vols (London, 195/-15), ii, 26-34,

J. Payne Collier, editor, Shakespeare's Library: A Collection
of the Romances, Novels, Poems, and Histories, used by

Shakespeare as_the Foundation of his Dramas, ¢ vols (London,
[1843]), ii, 13-24.

J.O. Halliwell, editor, The First Sketch of Shakespeare's

Merry Wives of Windsor, printed for the Shakespeare Society
(London, 1842), pp.125-35.

William Carew Hazlitt, editor, Shakespeare's Library. A
Collection of the Plays, Romances, Novels, Poems, and Histories
employed Dy Shakespeare in the Composition of his Works, 2nd
edition, 6 vols (London, 1875), iii, 60-72.

E. Malone, editor, The Plays and Poems of William Shakspeare,
10 vols (London, 1790), i, pt.2, 309-15,
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Bibliographical Background

Tarltons Newes Qut of Purgatorie survives in three

early editions, It was entered in the Stationers' Register
on 26 June 1590 as 'Tarltons newes out of Purgatorye, or a
caskett full of pleasant conceiptes stuffed with delightfull
devises and quaint myrthe as his humour maye afoorde to feede
gentlemens fancies' to Thomas Gubbins and Thomas Newman, and
was published by them in 1590.2 There is no further mention
of the work in the Stationers' Register. A second edition,
without date, was published by Edward White, and in 1630 a
third edition was printed by George Purslowe and sold by
Francis Grove,

Thomas Gubbins was involved in publishing between the
years 1587 and 1615, Thomas Newman between 1587 and 1592,
There are few records of Newman's output as a publisher, but
of the seventeen pieces with which his name is associated nine
were produced in partnership with Gubbins. The type of work
that they published suggests that both men were interested in
pamphlet literature and collections of tales., Their first
recorded venture together was the issuing of a translation of

Boccaccio's Fiammetta by B. Young (1587). Gubbins's list of

publications includes Lodge's Rosalynde (with Busbie in 1590

and 1592, and with Ling in 1596 and 1598); Greenes Farewell to

Folly (with Newman in 1591); The Defence of Conny catching

(1592) and A Disputation Betweene a Hee Conny-catcher and a

Shee Conny-catcher (1592). Newman published Greene's

Ciceronis Amor (with Winington in 1589); Greenes Mourning

Garment (1590) and Greenes Vision (1592).
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Edward White had a long and successful publishing
career, He was involved in all types of literature, from
sermons to prognostications, with no indication of a
preference for any particular field. He published several
pamphlets, including some by Greene and some of Deloney's work,
and also issued some ballads, but shows no special interest in
pamphlet literature.

Francis Grove worked as a bookseller between 1623 and
1640, The books with which he is associated consist almost
entirely of ballads, jest books and pamphlets, George
Purslowe was printing between 1614 and 1632, and was one of
the five privileged printers allowed to print ballads. An
order was made on 19 May 1612 by the Court of the Stationers!'
Compény that 'ffyve printers onley ... shall alwayes, from
henceforthe have the sole and onely printinge ... of all
ballads whatsoever', the five were named as Edward Alldee,
George Elde, William White, Simon Stafford, and Raffe Blore.3
In 1614 Purslowe bought printing equipment from Stafford, and
an entry of 14 November records his purchase of the business,
and that 'the said Georg Pursloe shalbe one of the five
printers of the balletts'.4 Purslowe also published a wide
variety of other types of literature., The two men often
worked together, and the nature of their publications suggests

that Tarltons Newes Out of Purgatorie would have appealed to

them in spite of its non-topical subject.

The printers of the first and second editions are not
named, but it is possible to identify them by their use of
ornaments., The printer of the second edition is the easier

to identify. The device on the title page of this edition,
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described by McKerrow as, 'Device of a flower vase above
which is the sun, and -below, the arms of the City of London,
Two empty ovals at éi"des',5 belonged to Edward Allde, one of
the most prolific printers of his age, and one who often
worked for Edward White,

John Feather identifies Allde as the printer of the
first edition as well as the second, the device on the title
page having been used by him, for instance on the title page

of Solimon and Perseda (1599). However this edition was

almost certainly printed by Robert Robinson, The head
ornament on the title page of the first edition appears
identical with that on the title page of the second edition,
described by McKerrow as 'In centre a winged torso rising out
of a heart-shaped object. Two cherubs with rabbits: volutes
with foliage'.6 The device in the body of the title page of
the first edition is described as 'A circular ornament of
conventional foliage within a triple rule', it is often used
by Robinson and sometimes by Allde and Bradock.7 Both these
devices are used by Robert Robinson in 1590 -in a work

published in response to Tarltons Newes Out of Purgatorie,

The Cobler of Caunterburie, to which he put his name, the

head ornament appearing before the Cobbler's Epistle (sig.Aii),
and the fleuron at the end of Robin Goodfellow's Epistle (sig.

A4v). This evidence alone merely suggests that the book could

have been printed by either Allde or Robinson, however the

opening letter of the texts of both Tarltons Newes Out of

Purgatorie and The Cobler of Caunterburie is a large ornamental

'S' (sig. B1 in each text). These appear identical, and that

the same block was used to print both can be shown by the
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reproduction of a small break in the same place in each, in
the middle of the outer lower edge of the square, directly
beneath the lower cﬁrve of the 'S'. Another letter which
appears the same in each text is an ornamental capital 'T'

on sig. C3 of Tarltons Newes Out of Purgatorie, and on sig. B2

of The Cobler of Caunterburie. It seems certain, therefore,

that Robert Robinson was the printer of the first edition,
Rob%nson printed for Gubbins and Newman fairly frequently,

both together and separately. He seems to have been somewhat

more closely associated with Newman, with whom he published

at least two works, Thomas White's A sermon preached at Paules

Crosse, 17 Nov, 1589 (1589) and Everard Digby's E. Digbie his

dissuasive from taking away the lyvings and goods of the Church

(1590), Some association between the two men may be inferred
from their purchasing parts of the estate of Henry Middleton
from his widow; Robinson buying the printing material and
certain books and letters patent for £200, and Newman buying
the shop in St Dunstan's Churchyard and the books in it for
£150,°

There is no surviving record of any transfer of the

printing rights of Tarltons Newes Out of Purgatorie even

though it ran to three editions by three different publishers.

T~

~

There are no obvious links between the publishers, such as a
sale of a business, from which a transfer of copyright can be
inferred., However, slender threads can be traced between the
printers which may suggest ways in which copy may have been
passed on, One of the strangest events in the bibliographical

history of Tarltons Newes Qut of Purgatorie is the publishing

of a third edition in 1630, Forty years had passed since the
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first edition was issued, and the work was not one that had
run into many editions, which would have suggested lasting
popularity., The pamphlet had dated more than those of, for
instance, Greene, in that its subject was more topical than
those of the more conventional romances, and the recent death
of Tarlton must have been important to the original success

of the piece., In 1630 a revised version of The Cobler of

Caunterburie appeared, re-titled The Tincker of Turvey, but this

cannot have prompted a revival of interest in Tarltons Newes

Qut of Purgatorie as all references to The Cobler of

Caunterburie as an invective against it have been removed.

The book is also unusual in its being printed in black letter
type, which was rarely used by this date, and being set from
a copy of the first edition., There is a space of forty years
between the first and third editions, and at least thirty
between the second and third, so it is unlikeiy that there were
many copies readily available in 1630, It is possible that
Purslowe or Grove came upon a copy and decided to publish it,
but more likely that one of them possessed a copy or was
given a copy, and it is necessary to find out whether this
could have been the case,

George Purslowe could have obtained a copy from Allde
as the two men clearly knew each other, both being of the
five printers of ballads, and some of Allde's blocks passed
into Purslowe's possession (Allde died in 1627). As Purslowe's
edition is set from the first it is unlikely that he obtained
a copy of the second, but it is possible that he was given, or
bought, a copy of the first from which Allde had set his edition,

A further link between Purslowe and the first edition can be
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traced by a different route., In 1597 Richard Bradock married
the widow of Robert.Robinson, and presumably by doing so took
over his business.9 He may have had some association with
Robinson before this in that he served his apprenticeship
with Middleton, whose printing materials Robinson bought.1o
George Purslowe was apprenticed to Richard Bradock in January
1600/01, becoming a freeman on 30 January 1609.11 There is no
record of any transfer of copyright or business from Bradock

to Purslowe, but Bradock is last heard of in 1615 when Purslowe
was becoming active as a master printer., Bradock may also

have been more than casually associated with Allde, they
sometimes printed different editions of the same work, which

in itself means nothing, but at least one work, Greene's

Philomela (1592), published by White, is stated in the imprint

to be printed by Bradock, and in the colophon by Allde, second
and third editions were produced by Purslowe in 1615 and 1631.

The first and third editions of Tarltons Newes QOut of

Purgatorie both have the date of publication printed on the

title page. The second edition is undated, but has always

been assumed to be of 1590, There is no evidence to support
this date, it originated with Malone's having written it on

his copy. Malone knew of the entry in the Stationers' Register,
but did not know of the survival of the first edition, and
applied the entry to the copy in his possession, the second

edition. The revised edition of the Short Title Catalogue

published in 1976 challenges this date for the first time,
supplying the date [c.1600]., This is based on a statement
made by McKerrow that the ornament that appears on the title

page was not used by Allde before 1593, McKerrow, however,
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records the use of the ornament by Allde in 1592, and it has

also been found on a work dated 1591.12

The first edition survives in one copy only, which is
in the British Library (P4670, C.40 c.68). This was
purchased by the Museum on 14 June 1906 from E.D. Thomas of
Frefield, Builth, Brecon for the sum of £17. 10s.'> It is

bound with a copy of Nashe's Pierce Penilesse, which precedes

it, and is a clean, unmarked and well-preserved copy.

The second edition survives in two copies, one in the
Huntington Library and one in the Bodleian Library. The
Huntington copy was bought with the Bridgewater Library in
1917, and could have been in this library since its initial
printing.

The Bodleian copy formerly belonged to Malone., It is

bound in a volume marked Shaksperiana Vol, IV (Mal. 152), which

has Malone's monogram on the spine. It is part of his

collection of materials for his edition of Shakespeare. The
volume includes several pieces of differing sizes bound together,
and is annotated by Malone, whose handwriting is very difficult
to read in places, There is a manuscript note in Malone's

hand following the fly leaf, saying,

Another ed™ of Tarletons News outoof Purgatorie
printed by Geo. Purslowe 1630/4

Tarleton's Tragical Treatises conteyning
sundrie discourses in prose and verse was
entered { Jon the Stationers books by Henry
A Bynneman in 1577. "“A pleasant ditty dialogue
\ {-wise) betweene Tarltons Ghost & Robin
Goodfellowe" Sold by Henry Carre 1590,

On the back of this inserted leaf is written 'Edmond Malone

Esq.'. The note is followed by a leaf from a catalogue bound
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in, and then a further note by Malone:

20 Dec 1576 Richd Jones entered in the Stat9®
Register Tarleton's Toyes

5 Feb 1577-8 Tarletons Tragicall Treatises
conteyning sundrie discourses and pretle concelptes
both in prose and verse entered by H. Bynneman

7 Feb 1578-9 Tarletons Devise upon these unlooked
for great snowe" ent. by Jn Alde

Tarletons Farewell entered in Sept 1588

On the fly leaf Malone has written a list of the contents of

the volume, on which Tarltons Newes Out of Purgatorie is the

second item:

2 Tarlton's Newes out of Purgatorie
no date but probably
printed in 1591

After 'in' a date (which looks like 1591) has been scratched
out and a line drawn over the mark., There are ten items in

the volume, and at the end of the list is written,

On these pieces Shakspeare founded the following
plays - As You Like It - [The Mer crossed out] -
one incident in the Merry Wives of Windsor - The
Winter's Tale - The Taming of the Shrew - King
John - 2pts of Henry IV & Henry V - Measure for
Measure - Comedy of Errors - King Lear - Romeo
and Juliet. E.M.

On the title page of the copy of Tarltons Newes Qut of

Purgatorie Malone has added '1590' after the word 'White' on

the last line. On the verso of the title page he has written,

The following Entry is on the Stationers'
Books, 26 Jun, 1590 Thomas Gubbins - Thomas
Newman - Allowed unto them for their copie
under the hand of the Bishop of London and
both the Wardens Tarlton's "Newes out of
Purgatorie or a Casket full of pleasaunt
' conceipts stuffed with delightful devises
and quainte myrthe as his humours may afforde
to feede gentlemen's fancies"
This piece was therefore probably published
in 1590; and was entered by Gubbins & Newman
for Edw. White - In like manner Elizabetha
Triumphans was printed in 1588 by Gubbins &
Newman and sold by Th. Orwin: E. Malone
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So also Ab, Fraunce's Arcadian Rhetorick
entered in 1588 by Gubbins & Newman, but Th,
Orwin's name only appears in the title page.

Lines 6-8 on sig. A% ('I thought I sawe ... Clowne,
as I began to') are bracketed together and marked with three
asterisks, There are some remarks on sig. F3V, by the title
of the tale of the lovers of Pisa, which have been partially
obscured by the binder, however, it is not difficult to
reconstruct them, the second word only being doubtful, but the

meaning is clear even without this,

[Sh]akspeare
[seem]s to have
[bor ]rowed part
[of t]he plot of
[The ] Merry
[Wiv]es of Wind
[sor] from thisy

On signatures F4 to G2' there are some alterations to the
punctuation which seem to have been made by Malone., At the
end of the last tale there is a line drawn in the margin next
to the spine, and 'FINIS' is followed by an asterisk.

Ranson thinks that,

It appears that Malone may have contemplated

a modernised text, and was doing some

preliminary punctuation. The "proofing"

soon runs out on G2v; what plans he may have

had were evidently abandoned. (p.23)
This does not explain why the alterations to the punctuation
do not appear until late in the text, I think Malone may
Jjust have been considering the tale of the two lovers of

Pisa, which he reprinted in his edition of Shakespeare.14

There are three complete copies of the third edition



21

surviving, and four incomplete ones., The Folger Shakespeare
Library owns one copy, which was purchased in 1904 from J.
Pearson & Co, of London, as part of a group of items for a
lot price. It is incomplete, lacking signatures A1-2" and
H1-2V, It has no manuscript notes, and the Library know
nothing of its former ownership.15

The Houghton Library at Harvard University owns a copy,
which was acquired in 1940.16 This copy was previously owned
by W.A. White, who died in 1928, and appears in the catalogue

17

of his books. Ranson treats this copy as a separate item

from the Harvard one., The book was formerly in the possession
of William Horatio Crawford, whose plate is on the inside of
the front cover, It was sold with the rest of Crawford's
library by Sotheby's on 12 March 1891, and was bought by
Quaritch, the booksellers, for £1. 8s. It is described in

the sale catalogue as,

3885 Tarlton (R) Newes out of Purgatory,
black letter, wanted title and cut in
headlines, with all faults, mor. ex. gt.
edge, 8vo, 18

It is lacking the leaves preceding B1, and H1-H2' are damaged.

There are three copies of the edition in the Bodleian
Library, two of which are imperfect., The worst of all the
imperfect copies is [MS] Ashmole 1631, which is bound with a
collection of other pamphlets, and was bequeathed to the
Bodleian with the rest of Ashmole's library (1692). The copy
is very badly stained and torn, some leaves are missing
entirely, and parts of others are lacking. The text starts
on sig, C2 with ',.,.. the succession of the Papacie..', and

ends on sig. F4' with '... goe downe the..'. The figure '111"
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has been written at the top of some recto pages, but there

are no other manuscript notes,

The other imperfect copy is Tanner 275, which was also
bequeathed to the Bodleian (1735). This is bound in a cover
labelled 'Miscellaneous Tracts 1630', and is the first item
in a collection of pamphlets, Some of the final leaves are
missing, so the text ends on sig. G4V Qith 'es..doores but he
is «..'s Generally the text is clear and legible, and does
not include any manuscript notes., The title page is stained,
and by the outside vertical edge of the page there are very
faint traces of a signature, which looks like 'Judyth
(SYouthfild'.

There are three complete copies of this edition, One
was given to the library of Trinity College, Cambridge by James
Duport in 1679 (the year of his death), It is bound with
fifteen other pieces in a late seventeenth-century binding.
There are no manuscript notes in this copy.19

The British Library holds one copy (C.40 ¢.31), which
1s clean and legible, The title page is slightly torn. This
was bought by the Museum at the sale of the library of the
Rev., Thomas Corser by Sotheby's in February 1871, for the sum
of £1O.20 This copy is marked throughout with pencil strokes
in the margins, possibly with an idea of dividing the piece
into smaller paragraphs. At the end of the tale of the botcher
of Sudbury (sig. D4') the word 'Theme' has been written in the
margin in ink. The handwriting is old, probably from the
eighteenth-century.

The third complete copy is in the Bodleian (Douce P692),
and like their other two was bequéathed to the Library (1834),
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It is bound with other items, and a note on the inside of
the cover in Douce's writing 1lists the prices of some of these,

though unfortunately not of Tarltons Newes Out of Purgatorie.

On the fly leaf is the following note in Douce's writing,

In 1589 Thomas Gubbins had licence to print
"Tarlton's newes out of Purgatory, or a
caskett full of pleasant conceiptes, stuffed
with delightfull devises and quaint fancies"
In Herbert's typogr. antig. p.1354 M. Steevens
quotes the Stationers books for a licence

in 1590 for printing the same work, See his
Shakespeare IX. 260,

There are a few notes, also by Douce, in the text, On sig.
C3, next to the title of the tale of Friar Onion, is 'Boc.
nov. 31'; on E3, by the title of the tale of the Vicar of
Bergamo, is 'Boc. nov. 60'; on FBV, by the title of the tale
of the Gentlewoman of Lyons, is 'Boc. nov. 66'; and on G1V,

by the title of the tale of the lovers of Pisa, is 'Straparol.
IV, 4', At the end of the volume, on the end-paper, is a

pencilled note by Douce,

Boccaccio in Tarlton 13
29
38

Apart from the entry in the Stationers' Register, a
comparison of the editions published by Gubbins and Newman
and by White shows that that of Gubbins and Newman predates

White's, According to McKerrow,

an edition in which the signatures are all
of one alphabet, beginning with A and
proceeding regularly, is likely to be later
than an edition in which the preliminary
leaves have a separate signature, 51

White's edition fits this description, the signatures running

from A1 to G4 without break, which suggests that the amount
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of the preliminaries was already known, whereas in the first
edition the printer left gathering A for any preliminary

material, and eventually only used two leaves of it. Again

according to McKerrow texts that,

do not agree line for line throughout, but
are brought to agreement at the end of each
page so that the catchword is the same ...
could only be done by a compositor who had
a printed page to work from. 99

In White's edition the catchwords are almost always the same
as in the 1590 edition, also on certain pages of his edition
the spacing of type is noticeably tight (e.g. sig. D4) or loose
(e.g. sig. B3), which suggests that the compositor was trying
to follow the pages of the earlier edition. White's edition
corrects bad mistakes which were made in the other edition,
for instance the running title on sig. B2 which reads
'Tarltons description', an error which clearly arose from the
compositor's seeing these words as a section heading a few
lines further down in the text, is corrected to 'Tarltons
Newes', White's edition also corrects the error concerning
the number of cranes in the tale of the Cook. In the first
edition we are told that 'eleaven' cranes remain out of the
original 'eight or ten', White's edition corrects this number
to 'nine'., These alterations are unlikely to have been made
in the 1590 edition if the text were being set from White's
as they are so obviously errors.

A comparison of the three editions shows that the third
could have been set from the first but not from the second.
The error regarding the number of cranes, cited above, shows

this, the third edition reads ‘'eleaven', and it is very
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unlikely that a compositor changed 'nine' to the clearly
incorrect 'eleaven', The third edition corrects some errors
found in the first, but reproduces most of them, such as
omitting the signature 'B3', It includes many contractions,
presumably the result of an attempt to follow the first edition
exactly, also the words are set very closely together on some
lines, The third edition follows the first more closely than
does the second in the text of Ronsard's poem. The second
edition incorrectly printed '28' for the page number '26',

the first and third editions read '26', likewise the second
edition reads '59' where the first and third correctly have
'49', Finally, the third edition shows no sign of having been
checked with a manuscript or authorial text, the alterations
to it are not substantive ones and could have been made by
anyone tidying the text.

Ranson, quoting E.B. Everitt, raises the question of
whether the 1590 edition published by Gubbins and Newman was
itself preceded by an earlier printed text now lost.23 Everitt
suggests that 'conspicuous extending and crowding of the type
at points such as on pages 6 (B3'), 19 (D2), 30 (E3') and 38
(F3V)' is evidence that the compositor was 'trying hard to
follow a previous compositor's alignments, but was occasionally
baffled by the differences in the size of the capital letter
blocks used initially in his paragraphs' (p.18). The text is
as he describes at these points, but it is impossible to say
definitely what is the cause of thié. There is no evidence
of an earlier printed edition,

Another reason for Everitt's rejection of the 1590

edition as the first is that its title is much changed from
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that of the entry in the Stationers' Register, The Cobler of

Caunterburie comments on the length of the title of Tarltons

Newes Out of Purgatorie (sige. Aii'). Everitt thinks that the

reference to a long title is to that in the Stationers'

Register, which he thinks must have appeared on an earlier
edition, now lost, the title on the surviving edition being
too short to warrant the comment, In fact the reference to

the title in The Cobler of Caunterburie need not be significant,

The author may have had knowledge of the original wording in
the Stationers' Register., In any case it was not unusual for
works entered in the Register under one title to appear in
print under a completely different or partially altered one.

Tarltons Newes Out of Purgatorie could have been written

at any time between 3 September 1588, the date of Tarlton's
death, and 26 June 1590, when it was entered in the Stationers'
Register, If we accept the author's dating of events as Whit
Monday this period is narrowed to between 19 May 1589 and 26
June 1590, or even to between 7 and 26 June 1590, but it is
impossible to suggest a firm date,

This modern spelling ed%tion is based on the first
edition with occasional corrections from the second, which are
noted in the Commentary. The main differences between the two
editions are in spelling and punctuation, the second edition
tending to use colons where the first has semi-colons, and in
the use of capital letters. The first edition is clearly
printed with few significant inaccuracies, Differences among
the three texts (excluding spelling and capitalization) are

listed in Appendix I,
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Richard Tarlton

The main problem encountered in a study of the life of
Richard Tarlton is that of sifting the very few facts from the
wealth of legend that has grown up around him. The task is
not made easier by the circumstance that the majority of
references to him are posthumous. The earliest known mention
of his name is in 1570, when the words 'Qd. Richard Tarlton'

appear at the end of a ballad entitled A very lamentable and

wofull Discours of the fierce fluds, which lately flowed in

Bedford shire in Lincoln shire, and in many other places, with H.

great losses of sheep and other cattel, the 5 of october 1570.1

John Alde's colophon dates the piece 1570, The ascription to
Tarlton is dubious: it is possible, even at this comparatively
early date, that his name was used to promote the sale of the
ballad., Tarlton's name appears as author of other ballads in
the Stationers' Register on 10 December 1576, 5 February 1577/78,
and 7 February 1578/79, but none of these is extant.?

The next mention of Tarlton is the first that indicates
his reputation as a player, Gabriel Harvey uses his name
disparagingly to convey his anger, or preténded anger, in a

letter to Edmund Spenser written in the summer of 1579:

And canst thou tell me nowe, or doist thou

at the last begin to imagin with thy selfe
what a wonderfull and exceeding displeasure
thou and thy prynter have wroughte me, and
howe peremptorily ye have preiudished my good
name for ever in thrustinge me thus on the
stage to make tryall of my extemporall faculty,
and to play Wylsons or Tarletons parte, 3

Contemporary records make it clear that Tarlton was a

member of the company of Queen Elizabeth's Men formed in 1583,
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He is described as an 'ordenary grome off her majestes chamber!
in a record of his graduation as a Master of Fence in 1587,4
and also in his will of 1588, The last mention of him with
the Company, before his will was made, seems to be in a
manuscript dated 30 June 1588, which concerns the non-payment
of subsidy by members of the Company.5

The only documented contemporary tale of Tarlton which
includes any detail of interest concerning the man, is that
told by witnesses of a fight in Norwich in 1583, in which some
of the Queen's Men, then acting at the Red Lion Inn, were
involved., The witnesses' versions do not vary in substance,
and events can be reconstructed from any of their accounts, for

instance that of Edmunde Brown,

..the gate-keper and hee stryvynge, Tarleton
came out of the stayge, and would have thrust
hym out at the gate, but in the meane tyme
one Bentley, he wich played the Duke, came

of the stage, and with his hiltes of his
sworde he strooke Wynsdon upon the heade,

and offered hym another strype, but Tarleton
defended yt, whereupon Wynsdon fled out of
the gate, 6

Tarlton died on 3 September 1588, and from the knowledge
that he made his will, died, and was buried all in one day
Halliwell surmises that he died of the plague (Jests, p.xii).
However, there is no evidence of there having been plague, or
even of precautionary restraints, in the years 1588-91.7 After
his death a dispute arose concerning his will, and from
documents appertaining to this, and from the will itself, several
interesting biographical details may be gleaned.8 In his will
Tarlton leaves everything to his son Phillip, still a minor,

and as guardians of this son and administrators of his property
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appoints his own widowed mother Katharine, his friend Robert
Adams, and his fellow player William Johnson. Robert Adams
took charge of the will, which was proved on 6 September 1588.9
On 2% October 1588 Katharine Tarlton filed a bill in Chancery
against Robert Adams, in which she accuses him of defrauding
her and her grandchild. We learn from this that Phillip was
six years old. She claims that Tarlton's estate amounted to
£700, which he had been persuaded by Adams to convey to himself
in trust for Phillip and Katharine Tarlton, and for the payment
of debts and legacies to friends. The will having been drawn
up, his friends convinced Tarlton that the document put Adams
in a position whereby he could defraud the beneficiaries if he
chose to do so. Tarlton sent for Adams and asked him to return
the will, which he promised to do, but 'absented himselfe
afterwardes from the said Richarde Tarlton and never came after
unto the said Richarde Tarlton duringe his lyfe', Adams's
failure to return aroused Tarlton's doubts about his honesty,
which, together with his approaching death, prompted him to
have his wishes concerning the disposal of his property

written down, and to sign the ensuing document, intending it

to function as his will, Katharine claims that Adams has used
the will in his possession to seize Tarlton's goods for his

own use,

Robert Adams's answer, in which he denies the charges,
was filed on 31 October 1588, from it we learn that Tarlton
died at the house of 'one Em, Ball' in Shoreditch, 'a woman
of a very bad reputacion',

The most interesting of the documents involved in this

dispute is a letter written by Tarlton himself, on his death-bed,
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to Sir Francis Walsingham, begging him to protect the rights
of his mother and son.l The wording of this letter suggests
that Katharine Tarlton was indeed the injured party in the
case, and supports her version of events. Tarlton describes
Adams as 'a sly fellow ... being more fuller of law then
vertew', which shows a change of heart after writing his will,
in which he speaks of 'my very lovinge and trustie frendes
Robert Adams «..', and says that Adams, seeing that Tarlton
was dying, 'provoked' him to make him [Adams] trustee of his
property. He also adds that Adams owes him £60. The most
interesting biographical fact that appears in the letter is
that Tarlton's son is the godson of Sir Philip Sidney, after
whom he is named. The letter is signed in three places by
Tarlton, and according to Robert Lemon, editor of the State
Papers for the relevant period, 'the last time evidently in
the agonies of death'.10 The letter is endorsed 'S5 September
1588', which presumably is the date on which it was received
by Walsingham, as the registers of St Leonard's Shoreditch
indicate that Tarlton was buried on 3% September.,

After the death of Tarlton numerous references to him
appeared in widely varying types of literature., Many of these
are of dubious authority, particularly the later ones, and
such information must be treated with caution., Many take the
form of laments for his death, or of remarks about his clowning;
most seem to be by people who never saw him, and certainly
could not have known him,

Two conflicting accounts of Tarlton's early life exist,
Thomas Fuller, writing in the second half of the seventeenth-

century, claims that he was born in Condover in Shropshire,
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and was found keeping swine by a servant of the Earl of

Leicester, who was amused by him, and took him to Court where

he became Queen Elizabeth's jester.11 On the other hand

Robert Wilson, in 1590, says that ',. when he was yoong he was
leaning to the trade that my wife useth nowe, and I have used,

vide lice shirt, water-bearing'.12 Either, or even both, of

these tales could be true., However, the likelihood of the
second being correct must be strengthened by the fact that it
was told very shortly after Tarlton's Eeath, while there were
still acquaintances who could contradict false tales, and also
by the fact that Robert Wilson knew Tarlton well, both of them
being with the Queen's Men, and the two frequently being
associated as clowns.

The most important work concerning Tarlton is probably

Tarlton's Jests, the earliest extant edition of which is 1613,

but which was first published earlier. It ran to several
editions, appearing as late as 1638, The book is in three

parts, Tarlton's Court-Witty Jests, Tarlton's Sound City Jests,

and Tarlton's Pretty Countrey Jests, the second of which was

entered in the Stationers' Register on 4 August 16OO.13 The
Jests provides some details about Tarlton's life and work as
an actor, and gives some indication of his personality and
appearance, It must be remembered, however, that the very
nature of jest biography renders the genre unreliable as a
source of fact, being ephemeral collections of tales which
show a tendency to reproduce variations on a small core of
basic material, changing only the relevant names and places,
for instance, a tale told of Tarlton in Ashmolean MS. 38, 187,

is also told of Hobson in Hobsons Jests, 1607, It is indicative
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of Tarlton's reputation and popularity that Tarlton's Jests

had a longer life than is normal for a jest biography.
According to Tarlton's Jests Tarlton lived at the Saba
tavern in Gracious [Gracechurch] Street at one time, and whilst
there was appointed scavenger to the ward ('How fiddlers fiddled
away Tarlton's apparell', p.15; 'How Tarlton committed a
raker's horse to ward', p.21). He owned a tavern in Gracious
Street and let it, but.there is no indication whether this was
the Saba ('How Tarlton made Armin his adopted sonne, to succeed
him', p.22). He also seems to have kept an ordinary in
Paternoster Row ('How Tarlton jested at his wife', p.21; 'A
jest of Tarlton, proving mustard to have wit', p.26). The
Jests speak of Tarlton's father living at Ilford ('Tarlton's
meeting with his countrey acquaintance at Ilford', p.40), and
in the administrative bond given by Robert Adams in the
prerogative Court of Canterbury, dated 6 September 1588, he is
spoken of as 'late of Ilford, in the countie of Essex ...'.14

Tarlton's Jests makes it clear that he was a Protestant

('Tarlton's resolution of a question', p.6; 'Howe a poore
begger-man over-reached Tarlton by his wit', p.34; 'How Tarlton
deceived an inne-holder at Sandwich', p.3%6), an aspect of his

life also suggested by Tarltons Newes Out of Purgatorie.

Tarlton's face was such that he only had to appear for
his audience to roar with laughter. Doubtless he was adept at
pulling faces, but his unfortunate physical appearance must
have assisted in this. In 'Tarlton's jest of a red face' (p.12),
we are told '.. he said little, but with a squint eye, as
custome had made him hare eyed ...‘

. This is confirmed by

Robert Armin, who probably knew Tarlton personally,
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The Collier sayd, the squint of Tarletons eie,
Was a sure marke that he should never die.15

He also had a flat ﬁose, and appears to have been sensitive
about this peculiarity. In 'Tarlton's answer in defence of

his flat nose' (p.28), the only tale in the collection in which
the narrator uses the first person, he is asked how he came by
this defect, and we are told he was 'mad at this question, as

it was his property sooner to take such a matter ill then well!',
It is not clear whether he was always irascible, or only so on

this particular topic. Tarlton's explanation of his flat nose

is as follows,

Friend or foe, if thou wilt needs know,
Marke me well:

With parting dogs and bears, then, by the ears,
This chance fell:
But what of that?

Though my nose be flat,
My credit to save,

Yet very well, I can by the smell,
Scent an honest man from a knave,

A different explanation, that Tarlton lost his nose as a result
of mercury poisoning arising from treatment for syphilis, was
offered in the nineteenth-century, without any source or

explanation, by George Daniel in a rather coy footnote,

It was the scandal of the time, that Tarlton
owed not his nasa[l] peculiarity to the
Bruins of Paris-garden, but to another
encounter that might have had something to
do with making his wife Kate the shrew she
wWas . 16

These reported peculiarities of Tarlton's face are confirmed

by the pictures of him,

If Tarlton's Jests can be believed, his wife Kate was a

shrew, and almost certainly unfaithful to him. On one occasion,

told in 'How Tarlton jested at his wife' (p.21), we are told
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that she refused to be associated with him in public., On
another, 'How Tarlton gave away his dinner' (p.18), she was
'displeased with him, and thinking to crosse him, she gave away
halfe his meat [they were dining at the time] unto a poor
begger ...'. She seems to have been unfaithful to him according
to a jest entitled 'How Tarlton was deceived by his wife in
London' (p.17), in which he asks her to answer a question
without lying, and for not lying he will give her a gold crown,
The question is 'Am I a cuckold or no, Kate?', to which she
does not reply, and thereby wins the crown because silence does
not constitute a lie., Elsewhere ('Tarlton's answere to a boy

in a rime', p.19) Tarlton is accused of being a cuckold by a

boy,

Woe worth thee Tarlton

That ever thou wast borne;

Thy wife hath made thee cuckold
And thou must weare the horne,

Tarlton caps this verse with another one, William Vaughan

cites another incident in which Tarlton again answers the

accusation with a verse:

What and if she hath? Am I a whit the worse?
She keeps me like a Gentleman with mony in my Purse.17

It is doubtful whether these jests are at all reliable, they
should probably be treated as a convention similar to the
'mother-in-law' jokes popular today.

In spite of his popularity as a clown, both on and off
the stage, Tarlton seems to have been quick to anger, and of
uncertain temper., Various of the jests demonstrate his
annoyance at being made to look a fool, for instance, 'Tarlton

deceived by a country wench' (p.38)., It would appear that he
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disliked anyone else making jokes at his expense, and insisted
on being at the centre of attention through his own comic
efforts, In 'Tarlton's greeting with Banks his horse' (p.23%),
for instance, the horse being told to fetch the fool leads
Tarlton to his master,"Tarlton, with merry words, said nothing,
but "God a mercy horse", In the end Tarlton, seeing the people
laugh so, was angry inwardly ...'. One of the strangest
statements about Tarlton, which seems to support a view of his
being short tempered, is that of Sir Roger Williams, which
contradicts the impression given by most others, 'Our pleasant

Tarleton would counterfeite many artes, but he was no bodie
18

out of his mirths?',

Although Tarlton is often spoken of as Queen Elizabeth's
jester, he seems to have held no official position at Court,
and was certainly not employed as a full time professional
jester, His only connection with Queen Elizabeth as an employee
was as a member of Queen Elizabeth's Men, and as a groom of
the Chamber. He performed at Court on numerous occasions
independent of the other players, so presumably he was used in
the capacity of a freelance jester,

It is usually seventeenth-century writers who, in
discussing Tarlton, suggest that he was employed at the Court,
and that he had a power with the Queen that is normally
associated with a licensed fool of the calibre of Will Summers.

Fuller tells how Tarlton was a great favourite with the Queen,

and how

her highest Favorites would, in some cases,
go to Tarleton before they would go to the
Queen, and he was their Usher to prepare
their advantagious access unto Her., In a
word, He told the Queen more of her faults

than most of her Chaplains, and cured her
Melancholy better than a1l of her ?hysicians.19
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He is referred to once in the Jests as 'the queenes jester'
('Tarlton's jest of a Bristow man', p.30). Bohun probably
describes the situation more accurately than Fuller when

discussing how Queen Elizabeth entertained herself:

She would then also admit Tarleton, a famous
Comedian, and a pleasant Talker, and other
such like men, to divert her with Stories of
the Town, and the common Jests, or Accidents;
but so, that they kept within the bounds of
modesty and chastity., 20

In Tarltons Newes Out of Purgatorie Tarlton's ghost

describes himself as 'Dick Tarlton that coulde quaint it in

the Court, and clowne it on the stage' (sig. B1', p.283).

This ability to please all strata of society seems to have
been one of his characteristics, often being mentioned. In
the ballad 'Regard my sorrows, you lasses that love', which is
almost certainly a lament for Tarlton, we find his popularity

at Court described:

Commended he was, both of great and smale,
where-soever he did abide,

in courte or in cittie, in countrie or towne -
so well himselfe he could guide,

Tyme caused my willie to come to the courte,
and in favour to be with the Queene:

wher oft he made her grace for to smile
when she full sad was seene,

A groome of her chamber my willie was made
to waight upon her grace,

and well he behaved himwselfe therin
when he had obtaynedjplace.

Regarded he was of gentlemen all
that in the corte did remaine,
and ladies desired his companie oft
because of his plesant vaine,

Lyke argoes my willie had eyes for to see
least any he might offend:

and though that he iested, his iestes they weare such
as unto reason did tend, 51
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In his An Apology for Actors (1612) Thomas Heywood describes

Tarlton in comparable terms, 'Heere I must needs remember

Tarleton, in his time gratious with the Queene his soveraigne,

and in the peoples generall applause' (sig. E2').

Tarlton's Jests includes Tarlton's Court-Witty Jests,

which consists of tales of Tarlton at Court..- His position as

a freelance entertainer is confirmed by several mentions of him
in this role, for instance, 'How Tarlton flowted a lady in the
court' (p.6) set at a banquet in Greenwich, Tarlton being there
'of purpose to Jest amongst them'. 'How a parsonage fell in
Tarlton's hands' (p.6) tells how the Queen was dining at the
Lord Treasurer's, and Tarlton was there 'in his clownes apparell,
being all dinner while in the presence with her, to make her
merry'. There is no indication that Tarlton resided at Court
whilst working there (though there is a reference to his being
there all night in 'Tarlton's answer to a courtier', p.10),
indeed, rather he seems to have been sent home when his
services were no longer required, for instance, we read of
'Tarlton, having bin late at court, and comming homewards
thorow Fleetstreet' ('How Tarlton deceived the watch in
Fleetstreet', p.5), or, 'Tarlton having plaied before the
queene till one a clock at midnight, comming homewards, one of
them espied him' ('How Tarlton answered the watchmen, comming
from the court', p.10).

Tarlton seems to have had some reputation as a writer of
ballads, but our knowledge of his works consists, for the most
part, of what the Stationers' Register can tell us, Some of
the ascriptions of ballads to him are dubious, and it seems

likely that his name was used fraudulently to sell works. The
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area of his ballad-writing has been further complicated by
John Payne Collier's crediting Tarlton with some of his own
fabrications, The ballad that seems to be most significant,

though it is no longer extant, is Tarltons Toyes (c.1576).22

This is the one most frequently mentioned by other writers.

The author of Tarltons Newes Qut of Purgatorie refers to his

work as 'a toy of Tarltons', In the Epistle to The Terrors of

the Night Nashe talks of 'Martin Momus and splaiefooted Zoylus

that in the eight and sixt age of Poetrie and first yere of the
reigne of Tarltons toies ...'.23 'J.M.' tells us that 'the
Clowne, the Sloven, and Tom althummes, are as farre unfit for

this profession, as Tarletons toyes for Paules Pulpit'.24

The most important piece that can be credited to Tarlton

with any degree of certainty is the play The Seven Deadly Sins,

of which only the plat of the second part remains.25 The
evidence of Tarlton's authorship comes from Harvey and Nashe,
and seems to be reliable in that in the course of their

argument neither contests the ascription to Tarlton, Harvey's
reference to the work is interesting apart from this question
of authorship in that it tells of his acquaintance with Tarlton,
and provides another glimpse of the clown's personality. The
mention of the play occurs in a charge of plagiarism made

against Nashe in Foure Letters and certaine Sonnets,

To the high, and mighty Prince of Darkenesse:
not Dunsically botched-up, but right-formally
coveied, according to the stile, and tenour
of Tarletons president, his famous play of

the seaven Deadly sinnes: which most-deal{d]ly,
but most lively playe, I might have seene in
London: and was verie gently invited thereunto
at Oxford, by Tarleton himselfe, of whome I
merrily demaunding, which of the seaven, was
his owne deadlie sinne, he bluntly aunswered
after this manner; By God, the sinne of other
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Gentlemen, Lechery. Oh but that, M. Tarleton,
is not your part upon the stage, you are
too-blame, that dissemble with the world and
have one part for your frends pleasure, an

other for your owne. I am somewhat of Doctor
Pernes religion, quoth he: and abruptlie
tooke his leave, (sig. D4)

Nashe replied in Strange Newes of the Intercepting Certaine

Letters,

Hang thee, hang thee, thou common coosener

of curteous readers, thou grosse shifter

for shitten tapsterly iests, have I imitated

Tarltons play of the seaven deadly sinnes in
plot of Pierce Penilesse? whom hast thou

not imitated then in the course of thy booke?26

In Strange Newes Nashe asks 'Do I talke of any counterfeit

birds, or hearbs, or stones, or rake up any new-found poetry
from under the wals of Troy?', which McKerrow takes to be an

allusion to a lost work of 'l‘arlton's.27

Fleay suggests that Tarlton was the author of The Famous

Victories of Henry the Fifth, a play in which he acted ('An

excellent jest of Tarlton suddenly spoken', p.24), dbut for

which there is no evidence of his authorship.28

Bohun seems to refer to a lost play when describing

Tarlton performing before Queen Elizabeth,

Tarleton, who was then the best Comedian in
England, had made a pleasant Play, and when
it was acting before the Queen, he pointed
at Sir Walter Rawleigh, and said, See the
Knave commands the Queen; for whlch h he was
corrected by a Frown from the Queen; yet he
had the confidence to add, that he was of
too much, and too intolerable a power; and
going on with the same liberty, he reflected

on the over-great Power and Riches of the
Earl of Leicester, 29

Tarlton seems to have been widely known in the literary

circles of his day, but the only record of his association with
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the pamphleteers is the use of his name in seemingly familiar
terms by Harvey and Nashe in their quarrels, Most of their
references arise from Harvey's accusing Nashe of copying
Tarlton, a charge which Nashe denies with vigour. Apart from
the charge of plagiarism, Harvey applies Tarlton's name to

Greene and Nashe by way of an insult, coining a new word in

doing so:

«o Who in London hath not heard of his
dissolute, and licentious living ... his
vaineglorious and Thrasonicall bravinge:

his piperly Extemporizing, and Tarletonizing

and,
.o 1 report me to the favourablest opinion
of those that know his Prefaces, Rimes, and
the very Timpanye of his Tarltonizing wit,
his Supplication to the Divell. 30
Harvey also links Tarlton's name with Greene's, '.. if the

worst of them importe not more publike, or private use, then

his gayest-flower, that may thanke Greene, and Tarlton for his
31

Garland', Nashe preserves this association,

This I will proudly boast (yet am I nothing
a kindred to the three brothers) that the
vaine which I have (be it a median vaine,
or a madde man) is of my owne begetting,
and cals no man father in England but my

selfe, neyther Euphues, nor Tarlton, nor
Greene,

Not Tarlton nor Greene but have beene
contented to let my simple iudgement

overrule them in some matters of wit. 30

Greene himself, however, has left no acknowledgement of an
association with Tarlton.

John Taylor, the Water Poet, includes Tarlton's name in
a list of 'such Authors Alphabetically recited as are simply

mintioned in this Worke', but does not make further use of the
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name, John Singer and Will Summers also appear in the list,
which suggests that the names are relevant as clowns rather

than writers.33

Tarlton's name occurs in some of the literature
of the Marprelate Controversy. It is used mainly in the
anti-Martinist tracts as an insult to Martin's wit, and the
use there need not imply any involvement with the pamphleteers
of the Controversy.

The greatness of Tarlton lay in his ability as a player,
specifically as a clown., He is almost always referred to as
a clown, though he may have played other, serious, parts also.
It is possible that he originally played the Vice, and
graduated to playing the clown as the one developed from the

other, This possibility is supported by a reference to him
as 'Vice',

Now Tarleton's dead the Consort lackes a vice:

For knave and foole thou maist beare pricke
and price, 24

It has been suggested that Tarlton was a tragic actor as well,

This idea seems to have originated in an epigram by John

Stradling,

Quo mortuo, spretae silent Comoediae,
Tragoediaeque turbidae, 35

All other evidence, however, contradicts any idea of Tarlton
as a tragic actor, so it is possible that Stradling is to Dbe

interpreted as generalizing about the grief felt at Tarlton's

death.,

Tarlton was one of the founder members of Queen

Elizabeth's Men, and there are many tales associating him with

36

the Company, The Queen's Men were chosen as a company of

-
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players by Sir Francis Walsingham in March 158%, and Tarlton's
name is recorded with those of the others in documents of the
same year. The popularity of Tarlton may in fact have increased
our knowledge of the Company's activities, as so many tales

told of him associate the Company with him, and may otherwise

have been lost. Tarlton's Jests says that they played at the

Bull in Bishopsgate ('Tarlton's Jest of a pippin', p.13%; 'An
excellent jest of Tarlton suddenly spoken', p.24); at the
Curtain ('How fiddlers fiddled away Tarlton's apparell', p.16);
and at the Bell ('Tarlton's greeting with Banks his horse',

p.23). When attacking Richard Harvey in Strange Newes Nashe

mentions Tarlton playing at the Theatre.37 Tarlton's Jests

also tells of the Company playing at Worcester ('Tarlton's
jest of a gridiron', p.27); at Bristol ('Tarlton's jest of a
Bristow man', p.29; 'How Tarlton deceived a country wench',
P.33); and at Salisbury ('How Tarlton made one of his company
utterly forsweare drunkennesse', p.31). Other cities are
mentioned in connection with Tarlton, but the jests do not
make clear whether he was on his own there or with the Company.
! The most famous tale of Tarlton as an actor must be that
told in 'An excellent jest of Tarlton suddenly spoken' (p.24).
This tells of a performance of 'a play of Henry the fift', in
which Tarlton played the clown, Derick. The judge failed to
makg his entry on time and so Tarlton stepped into his part,
which involved receiving a box on the ear from the 'King'.
Tarlton then returned in his own part and discussed this blow

with the audience,

The Elizabethan clowns seem consciously to have established

individual clowning personalities for themselves by the use of



46

distinctive dress, and by establishing a particular 'line' of
comic activity, both in and out of the theatres, ZFor instance,
Kemp's name was associated with jigs, thus he was remembered
for his shoes. The surviving accounts of Tarlton as a clown
are more extensive thaﬁ for any other clown of the Elizabethan
era.

It seems that the clowns exaggerated certain personal
features in order to stress their individuality. We have
already established that Tarlton squinted, and probably made
use of this squint for comic effect, and that he had a flat
nose., Fuller tells us that 'Much of his merriment lay in his

38

very looks!, and Robert Wilson that, 'the finenes was ‘within,

for without he was plaine'.39 This points to a conclusion that
Tarlton was unfortunately malformed, but used his deformity
to his advantage.

Tarlton is always referred to as being dressed in russet,
and until comparatively recently this was thought to be the
standard dress for a clown, having developed from the russet
worn by the country yokel character from whom the clown grew.
However, comparison with the costumes of other clowns, and
the way in which Tarlton's dress is referred to as a costume,
and specified as russet, suggests that this was not the case,

The writer of Tarltons Newes Out of Purgatorie speaks of his

appearance ‘'artificially attyred for a Clowne' (sig. B1v, p.283),

Tarlton's Jests says 'Tarlton was in his clownes apparell’

('How a parsonage fell in Tarlton's hands', p.6). After he
had stepped into the part of the judge we are told 'Tarlton in

his clownes cloathes comes out'. In Greenes Newes both from

Heaven and Hell Tarlton enters 'apparelled like a Clowne'.40
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The verses describing him which accompany his portrait picture

him thus,

When hee in pleasaunt wise
The counterfet expreste

Of clowne, with cote of russet hew
And sturtups with the reste, 41

Tarlton's preference for russet may have been a relic
of his wearing it when it was in general use for clowns. He
was an early exponent of the art of clowning, and may well
have become accustomed to its use and so retained it. As late

as 1587 William Rankins writes of 'theyr clownes cladde as well

with country condition, as in ruffe russet ...'.42
It is not difficult to reconstruct Tarlton's costume

from the descriptions of him. The author of Tarltons Newes

Out of Purgatorie gives one of the fullest verbal portraits

of him,

I saw one attired in russet with a buttond
cap on his head, a great bagge by his side,
and a strong bat in his hand, (sig.-B1v, 0.2%3)

In the Prologue to William Percy's The Cuck-gqueanes and Cuckolds

Errants Tarlton's ghost speaks of having 'My Drum, my cap, my
Slop, my shoos'.43 Tarlton is firmly associated with the
slop, or baggy trousers, still worn by some contemporary

clowns, In The Partiall Law a song is described as being 'as

0ld as the beginning of the world, or Tarlton's Trunk-hose'.44
Samuel Rowlands criticizes the fashion of the slop, thinking

it only appropriate for a clown:

When Tarlton clown'd it in a pleasant vaine

With conceites did good opinions gaine

Upon the stage, his merry humours shop.

Clownes knew the Clowne, by his great clownish slop
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But now th'are gull'd, for present fashion sayes,
Dicke Tarltons part, Gentlemens breeches plaies:

In every streete where any Gallant goes,

The swagg'ring Sloppe, is Tarltons clownish hose, 45

Sir Thomas Wright gives a more detailed description along the

same lines as this,

some times I have seene Tarleton play the

Clowne, and use no other breeches than such
sloppes, or slivings, as now many Gentlemen
weare, they are almost capable of a bushell

of wheate, and if they bee of sacke-cloth,

they woulde serve to carrie mawlt to the Mill, 46

A marginal note in The Abortive of an Idle Houre gives

some indication of the style of Tarlton's coat. The note reads
'"Tarlton cut off all his skirts because none should sit upon

them', and accompanies the epigram In Ligzam,

Crosse mee not Liza, ne'ther be so perte

For if thou do'st, I'le sit upon thy skerte.

Thou know'st I know thy nimble fingers ioynts,

Then hold thy tongue, and stand not on thy points.47

In the jest 'How Tarlton made Armin his adopted sonne,
to succeed him' (p.22), Tarlton promises that Armin will
'enjoy my clownes sute after me', which has been interpreted
as referring to a clown's costume. It seems likely, however,
that this refers to the clown's 'sute of jests', which means
his distinctive style of clowning, and possibly his repertoire
of jokes.

The surviving pictures of Tarliton confirm the verbal
descriptions of his appearance, Portraits appear on the

title pages of both the 1613 and 1638 editions of Tarlton's

Jests. Another is to be found in MS. Harl., 3885, f.19,
drawn in an ornamental capital 'T' by John Scottowe and
accompanied by explanatory verses, Halliwell tells of another

portrait in the Pepysian library, and reports one mentioned in
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Sir William Musgrave's Catalogue (1800), adding that this may
be a modern engraving from that in the Pepysian collection.
Halliwell also tells of the picture of Tarlton as a drummer
at the top of a ballad telling of the haunting of a Wiltshire
family by the ghost of a drummer. This is probably the same

picture as that used in Tarlton's Jests. There is little

variation among the versions of the portrait.48
Pictures of Tarlton show him with pipe and drum,
instruments which were constantly associated with him, His

punishment in Purgatory, we are told, was to

sit and play Jigs all day on my Taber to

the ghosts without ceasing, which hath

brought me into such use, that I now play

far better then when I was alive: for proofe
thou shalt heare a hornepipe: with that

putting his pipe to his mouth, the first

stroake he struck I started ... (sig. sz, p:345)

In The Cuck-queanes and Cuckolds Errants Tarlton's ghost speaks

the Prologue, but before speaking we are told he 'played a

while lowe on his Tabour'. In The Commendation of Cockes, and

Cocke=fighting (1607) George Wilson tells of 'a Cocke called

Tarleton (who was so intituled, because he alwayes came to the

fight like a Drummer, making a thundering noyse with his
winges)' (sig. D4).
Henry Chettle summarizes some of Tarlton's characteristics

in a passage strongly reminiscent of the description found in

Tarltons Newes Out of Purgatorie:

The next, by his sute of russet, his buttond
cap, his taber, his standing on the toe, and
other tricks, I knew to be either the body
or resemblaunce of Tarlton, who living for
his pleasant conceits was of all men liked,
and dying, for mirth left not his like.49
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If the jest 'How Tarlton's dogge lickt up six-pence'
(p.42) can be believed, Tarlton had a trained dog whom he used

as his partner in clowning. The jest tells that,

Tarlton in his travaile had a dogge of fine
qualities; amongst the rest, he would carry
sixpence in the end of his tongue, of which

he would brag often, and say Never was the
like,

I have found no other mention of this animal however.

One of Tarlton's most popular tricks, though one may
wonder whether it was popular among his colleagues, was to
poke his head round the curtain during the course of a
performance., Nashe tells how 'the people began exceedingly
to laugh when Tarlton first peept out his head'.50 Henry
Peacham describes the audience's reaction to Tarlton's

appearing thus,

As Tarlton when his head was onely seene,

The Tire-house doore and Tapistrie betweene,

Set all the mulltitude in such a laughter,

They could not hold for scarse an houre after.51

Sir Richard Baker stresses that Tarlton's appearance provoked
instant laughter without him needing to speak, 'I dare affirm
he shall never give that contentment to Beholders, as honest

Tarlton did, though he said never a word'.52 Tarlton's Jests

shows how eagerly Tarlton's entry was anticipated, for instance

in 'How Tarlton and one in the gallery fell out' (p.14),

It chanced that in the midst of a play,
after long expectation for Tarlton, being

much desired of the people, at length hee
came forth ..

The chief technique of entertaining associated with

Tarlton is that of extemporizing on themes given to him from
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the audience, indeed, in coining the word 'Tarltonize' Harvey
combines it with 'extemporize'. The jests give ample evidence

of this practice, for instance,

While the queenes players lay in Worcester
city to get money, it was his custome for
to sing extempore of theames given him,

('Tarlton's jest of a gridiron', p.27)
and,

I remember I was once at a play in the
country, where, as Tarlton's use was, the
play being done, every one so pleased to
throw up his theame,

('Tarlton's answer in defence of his flat
nose', p.28)

One of the more interesting pieces of evidence of this practice
is the jest 'How Tarlton made Armin his adopted sonne, to
succeed him' (p.22). This tells how Armin, apprentice to a
goldsmith, came to collect a debt owed to his master. The
debtor being absent he composed a verse which he wrote on a

wainscot, Tarlton came in, saw the verse, and capped it with,

A wagge thou art, none can prevent thee;
And thy desert shall content thee.

Let me divine, As I am,

So in time thou'lt be the same,

My adopted sonne therefore be,

To enjoy my clownes sute after me.

\
1600 finds Robert Armin acting with the Chamberlain's Men and
publishing the themes given to him by his audience, together

with his extemporary answers, as Quips upon Questions (however,

some of Armin's verses are literary rather than theatrical in
origin).
Tarlton's popularity is demonstrated by the wealth of

references to him which appeared after his death., These range
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from passing remarks to elegies, in both English and Latin,

and from anecdotes to historical comparisons. Nostalgic
remarks about him are to be found even late in the seventeenth-
century. As late as 1798 Ellis tells us that his portrait,
with pipe and tabor, served as an inn-sign in Shoreditch.53

Two hundred years earlier, in 1598, R. Haydocke complains that,

.. for Signes at Innes and Ale-houses (the
toleration wherof I have ever wondered at)
putting no difference betweene the renowned
Scepter of K: Henry the 8. and Tarletons pipe.54

Immediately following Tarlton's death four ballads, the
titles of which allude to his death, appeared in the

Stationers' Register, namely,

Tarltons farewell (23 September 1588)

A sorowfull newe sonnette, Intituled
Tarltons Recantacon uppon this theame
gyven him by a gentleman at the Bel
savage without Ludgate (nowe or ells
never) beinge the laste theame he
sange (2 August 1589)

Tarltons repentance of his farewell
to his frendes in his sicknes a little
before his deathe (16 October 1589)
A pleasant Dyttye Dialogue wise betwene

Tarltons ghost and Robyn Good Fellowe
(20 August 1590).55

None of these is extant, and it seems unlikely, particularly
in view of his apparently sudden death, that Tarlton had any
part in any of them. The last is of particular interest in
the light of the connection between Tarlton and Robin Goodfellow

shown in Tarltons Newes Out of Purgatorie and The Cobler of

Caunterburie. Its entry in the Stationers' Register is later

than that of Tarltons Newes Out of Purgatorie, and it may

have been influenced by the earlier piece.
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The ballad mentioned earlier, 'Regard my sorrows, you
lasses that love', which seems to mourn the death of Tarlton
as 'Willie', adds weight to the theory that Tarlton is the

'pleasant Willy' of Spenser's The Teares of the Muses, In

this 'Willy' is thus described,

All these, and all that els the Comick Stage
With seasoned wit and goodly pleasance graced;
By which mans 1life in his likest image

Was limned forth, are wholly now defaced;

And those sweete wits which wont the like to frame,
Are now despized, and made a laughing game,
And he the man, whom Nature selfe had made

To mock her selfe, and Truth to imitate,

With kindly counter under Mimick shade,

Our pleasant Willy, ah is dead of late:

With whom all joy and jolly meriment

Is also deaded, and in dolour drent, 56

There has been much argument about the identity of 'Willy',
the four principal names suggested being Shakespeare, Sidney,
Lyly and Tarlton. One of the chief arguments in favour of
Tarlton is a marginal note, written in an early seventeenth-
century hand, found by Halliwell-=Phillipps in a copy of the
1611 folio of Spenser, 'Tarlton died an, 1588', The argument
is supported by the existence of the ballad mentioned above,
and also by music called 'Tarltons Willy' found in a Cambridge
University Library manuscript, Dd. IV, 23, fol.25.57 Tarlton
has also been identified with Yorick, the dead jester whom
Hamlet laments, though this theory is now waning in popularity.
There are remarkably few hostile comments about Tarlton,
His name is sometimes included in general attacks upon the
Elizabethan theatre, usually by late seventeenth-century writers,
otherwise there is really only one abusive account of him, in

The First Part of The Return from Parnassus:
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Ingenioso: O fustie worlde, were there anie
‘comendable passage to Styx and Acharon, I
would goe live with Tarleton, and never
more bless this dull age with a good line,
Why, what an unmanerlie microcosme was this
swine faced clowne? But that the Vassall

is not capable of any infamie, I would
bepainte him; but a vene goose quill scornes
such a base subject ... 58

This need not necessarily be interpreted as a personal attack

on Tarlton in that The Parnassus Plays attack clowns generally.

It is interesting to find a reference to Tarlton being in an

underworld.

“

Twenty-nine years after his death Tarlton received high

praise from John Davies of Hereford, a poet with some claim to

a knowledge of clowns:

Here within this sullen Earth
Lies Dick Tarlton, Lord of mirth;
Who in his Grave still, laughing gapes
Syth all Clownes since have beene his Apes:
Earst he of Clownes to learne still sought;
But now they learne of him they taught

By Art far past the Principall;
The Counterfet is, so, worth all.

59

The most poignant laments for Tarlton are those of
people who are known to have been acquainted with him, Robert
Wilson was his colleague and fellow clown, and laments him in

his play The Three Lordes and three Ladies of London (1590):

Wit I dwelt with him,

Simplicity Didst thou? now give me thy hand,
I love thee the better,

Wil And I too sometime,

Simplicity you child, did you dwel with
him sometime? wit dwelt with him indeed,
as appeared by his rime, And served him
well, and wil was with him now and then,
but soft, thy name is wealth, I think in
earnest he was litle acqualnted with thee
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O it was a fine fellow as ere was borne,

‘'there will never come his like while the

earth can corne: O passing fine Tarlton

I would thou hadst lived yet. (sig. C1V)
There is a note of personal sorrow here which is lacking in
the more conventional elegies. One feels that for a moment
Wilson himself speaks in the person of Simplicity, and the
difference in tone between this passage and the rest of the
play is palpable,

Robert Armin published his epitaph for Tarlton twelve

years after the clown's death, though this time-lapse does not

diminish its sincerity. One of the pieces in Quips upon

Questions is a play on the question Wher's Tarleton? 1In this

Armin relates an incident in which a countryman, refusing to
believe that Tarlton is dead, is satisfied that he lives by

seeing his picture in a play, in fact presumably in The Three

Lordes and three Ladies of London in which Tarlton's portrait

is used., Armin's style is somewhat tortuous, an inevitable
feature of the nature of the book, but his meaning is clear.
His memorial for his 'master' shows more thought than those
which just lament the passing of Tarlton and extol his skill,
such references in fact constitute the 'living Tarlton' the

survival of whom Armin discusses:

So with thy selfe it seemes, that knowes he's dead,
And yet desires to know where Tarleton is:
I say he lives, yet you say no: your head
Will never thinke, ne yet beleeve halfe this,
Go too, hee's gone, and in his bodyes stead,
His name will live long after he is dead.

So, with the Collier I must thinke he lives,
When but his name remaines in memorie:
What credite can I yeelde to such repreeves,
When at the most tis but uncertaintie.
Now am I a foole indeed? so let that passe,
Before I goe, Ile quit thee with the asse,
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What, is his name Letters, and no more?

‘Can Letters live, that breathe not, nor have life?

No, no, his Fame lives, who hath layde in store

His actes and deedes: therefore conclude this strife,
Else all that heare us strive and breed this mutenie,
Will bid us keepe the Collier foole for company.

Well, to resolve this question, yet say I,
That Tarletons name is heare, though he be gone,
You say not, Whers his Body that did die?
But, Where is Tarleton? Whers his name alone?
His Name is heere: tis true, I credite it.
His Body's dead, few Clownes will have his wit.
(sigs. D4-E1)

The dreamer narrator of Tarltons Newes Out of Purgatorie,

who claims to have known him, summarizes the general reaction
to Tarlton's death, including his own, His grief sounds
genuine, but as the writer may be hiding behind an assumed
persona it is impossible to judge whether or not he knew the

clown from this reaction to his death:

Sorrowing as most men doe for the death of
Richard Tarlton, in that his particular losse
was a generall lament to all that coveted,
either to satisfie their eies with his Clownish
gesture, or their eares with his witty iests.,
The wonted desire to see plaies left me, in
that although I sawe as rare showes, and heard
as lofty verse, yet I inioyed not those wonted
sports that flowed from him as from a fountain,
of pleasing and merry conceits .... hee had
such a prompt witte, that he seemed to have
that Salem ingenii, which Tullie so highly
commends in his Orator. Well, howsoever
either naturall, or artificiall, or both, he
was a mad merry companion, desired and loved
of all: amongst the rest of whose welwishers
my selfe being not the least, after his death

I mourned in conceit, and absented my selfe
from all plaies, as wanting that merry Roscius
of Plaiers, that famozed all Comedies so with
his pleasant and extemporall invention, (sig. B1, p.282)

It is difficult to reach through the references to
Tarlton to seek his personality. The position of a famous

clown is such that he does not move out of his assumed character
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when he leaves the stage, and does not shed his everyday life,

when he is on stage., This perpetual 'image' serves to mask

the character beneath it, Clowns do tend to create long-lasting

legends, for instance, a more recent example is that of Jo
Grimaldi, but that of Tarlton seems to have remained alive

and increasing for longer than is normally the case, The
strength of the legend is our only real clue to the personality

of the clown, and the clown is inseparable from the man.
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News from Hell

Tarltons Newes Out of Purgatorie takes its place as part

of a literary genre dealing with visits to another world, and
news from another world. Whilst conforming in part to the
conventions of the genre, it includes features which seem to
be unique, It follows a tradition of vision literature which
flourished in England and on the continent during the Middle
Ages, and seems to have influenced the rather sudden growth in
popularity of news and ghostly visitants from Hell, usually
used as a medium for satire, which appeared in the 1590s and
developed in the seventeenth-century.

In this chapter I shall discuss several aspects of the

genre of otherworldly literature, and try to relate Tarltons

Newes Out of Purgatorie to its background, First a summary of

the classical background and the major medieval examples of
vision literature is necessary to define the basic
characteristics of the form., Where possible I'shall indicate

features which may have some bearing on Tarltons Newes Out of

Purgatorie, such as a stress on Purgatory as opposed to Hell,
or details of particular punishments. Next I shall describe
briefly the situation in the sixteenth-century, after the
decline of the medieval works, including some account of
burlesques on the subject., Then I shall consider details of

Tarltons Newes Qut of Purgatorie itself, relating them to the

literary background when possible, Finally, I shall look at

the works which came after Tarltons Newes Out of Purgatorie

and may have been influenced by it, together with the strain

of satirical 'news from Hell' which developed alongside,
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Accounts of visits to the underworld appeared early in
Western literature., The earliest is perhaps that of Odysseus

in Book IV of The Odyssey. In this version of a visit there

is no divis}on between the 'good' and the 'bad' in Hades,
The Greek does not distinguish between soul and body in the
way that later, Christian, writings do, but rather between
'living body' and 'shadow of body'. Teiresias explains that
the ghosts have to drink blood to be able to communicate with
Odysseus, and Anticleia, his mother, explaihs that the ghosts
are but shades and cannot be touched.

M.A, Dods tells of a lost account of a descent into
Hades by Pythagoras, which includes a tantalizing mention of
poets in torment, reminding one of the classical poets in

Tarlton's Purgatory:

Pythagoras relates how he saw both poets

[Homer and Hesiod] undergoing torment in

Hades for their misrepresentations of the
Olympic character, ]

The story of Er in Book X of Plato's The Republic shows

a surprisingly detailed development of the idea of Purgatory

in a pre-Christian work. The word 'Hell' (i.e. 'Tartarus')

is used for the first time to distinguish a place different
from the 'Purgatory' in which the unjust souls fulfil their
thousand years purgation, 'Hell' is a place of endless torment
set aside for those beyond redemption, After the process of
purgation the souls are reincarnated. According to Dods, 'it
is the first time in the history of literature that any such
legend has been definitely enlisted in the service of
righteousness'.2

In Book VI of De Republica Cicero describes the dream of
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Scipio Africanus the Younger, Macrobius's commentary on which
is one of the most important influences on the dream vision
genre, Scipio converses with the original Scipio Africanus
(his adoptive grandfather) and with his father, Paulus, and
experiences no problems in communicating with these ghosts.
He is able to look back upon earth as though in a vision.

The most important visit to Hades in classical literature
is that of Aeneas in Aeneid VI. The topography of Virgil's
Hades is complex and more detailed than the accounts which
precede it. He divides Hades into three main regions, Limbo,
Tartarus and the Elysian Fields. Aeneas's guide is the Sibyl
of Cumae, who explains to him the spectacles he sees. At the
entrance to Hades lurk allegorical figures such as Grief,
Anxiety, Fear and Indigence, together with the shadowy
likenesses of the various monsters of the classical world.
Opinions differ as to whether Virgil meant to depict a single
river of death, changing name in different regions, or separate
rivers; whatever the case Phlegethon is clearly defined as a
separate river of flame surrounding Tartarus.

Limbo is divided into five regions, inhabited by babies,
crying for their loss of life; those who were killed by false
accusation, presided over by Minos; suicides, who mourn their
lost 1life; those who died for love, who dwell in the vale of
mourning, where Aeneas encounters Dido; and heroes who died in
war, there being no distinction between good and evil warriors.

No righteous soul may enter Tartarus, but the Sibyl has
been shown inside by Hecate, and so is able to describe it to
Aeneas, much as Dante's Virgil's previous journey through

Inferno enables him to explain it to Dante. Tartarus is
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guarded by Tisiphone and ruled over by Rhadamanthus. The
Sibyl describes the punishments of the Titans, Salmoneus,
Tityos, Ixion, the Lapithae, Pirithous, Theseus and Phlegyas,
Aeneas finally achieves the object of his journey and reaches
the abode of the blessed, the Elysian Fields. Here he sees
the process of metempsychosis as souls are cleansed and sent
back into the world, Throughout the journey Aeneas is able
to stop and talk with Various ghosts whom he knew when alive,
In his prayer to be allowed to enter Hades he names mortal
predecessors who have done so, Orpheus, Pollux, Theseus and
Hercules,

Virgil describes another journey to Hades, that of

Orpheus, in his Georgics, Book IV, Also, his Culex, if indeed

it is his work, includes a description of Hades by a gnat,

The work is mentioned 6 in the Epistle to Tarltons Newes Out of

Purgatorie,

There is a brief account of a visit to Hades by Juno in

Book IV of Ovid's Metamorphoses, which enumerates the better

known inmates, such as Tantalus, Ixion and Sisyphus,

The vision of Thespesius in Plutarch's The Delays of

Divine Vengeance, in his Moralia, includes details which follow

the idea of Purgatory closely. In this there is no mention of
a Heaven, The souls of the dead look like bubbles, and are
spotted and marked by sin., Punishments are presided over by
Adrastia and her three subordinates., Lightly spotted souls,
those who suffered for their sins whilst alive, go to Poene,
or Punishment; the more heavily spotted go to Dike, or
Retribution; and the incurable sinners go to the Erinnys and

are hurled into the pit. The stains of sin eventually
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disappear after the purgation of the souls, It is interesting
to see that hypocrites-are punished more severely than those
who suffered for their sins whilst on earth,

Lucian is probabiy the most famous exploiter of the
genre of the journey to the dead for the purposes of satire
and burlesque, his work will be discussed later, There is
a classical burlesque of the journey to Hades in Aristophanes's

The Frogs, which involves a visit to 'revive' the spirit of

Euripides,

It is important to remember that the writer of Tarltons

Newes Out of Purgatorie is writing about Purgatory, and the

practice of redeeming souls by ordering masses for them and by
offering prayers, rather than about the torments of Hell. The
history of the doctrine of Purgatory is a long and involved one,
and requires more space than can be given to it here, Some of
the medieval visions specify that the vision is of Purgatory,
but most include Hell and Purgatory, the two being scarcely
distinguishable in details, but with the major difference that
there is no possibility of release from Hell, The most
important work on Purgatory with regard to vision literature

is the Dialogues of Gregory the Great, in which he adduced

visions in support of the doctrine of Purgatory. As far as

England is concerned, according to Becker,

In particular, Bede was the first to
promulgate a definite doctrine on
purgatory on English soil., In short,
he was for England much what Gregory
the Great had been for continental
Europe., 3

Later Becker expands this point,
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We have already seen that Bede gave
expression to a clearly-defined doctrine

of purgatory, as an abode for moderately
sinful souls in which they would be cleansed
by fire of their evil deeds, preparatory to
entering upon eternal blissj this as
distinguished from hell, the abode of the
eternally damned, On the continent, Gregory
I is generally conceded to have been the
first definitely to formulate the doctrine,
which, in that peculiar form, is a purely
Christian product. 4

The doctrine is based on various scriptural passages,
in particular, 2 Maccabees XII, 43-46; Matthew XII., 32;
1 Corinthians.,III. 11-15; 1 Corinthians XV, 29; and Psalms
XXXVIII, 1 and IXV, 12, It is supported among the Latins by
Tertullian, Cyprian, Arnobius, Lactantius, Hilary, Ambrose
and, most importantly, Augustine; and among the Greeks by
Clement of Alexandria, Origen, Eusebius and Athanasius,

There is little evidence of the doctrine in the work of

the early English homilists, According to A.B. van Os,

A distinction between hell and purgatory,

in previous non-visionary writings only
hinted at (everlasting duration of torments

in hell) is for the first time explicitly
stated in this work [The Ayenbite of Inwyt
1340, translated from the original of 1279]. 5

He proceeds to point out that a sharp distinction between the
pains of Purgatory and of Hell is made by Richard Rolle in
The Pricke of Conscience (1340),

During the Middle Ages European literature teemed with
visions, dreams and ghostly visitations, D.D.R. Owen makes

the point that,

Hell might almost be said to have been
fashioned in the course of the Middle
Ages by the hands of the people who
claimed to have visited it. 6
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After the Middle Ages the subject was approached with mysticism,
the stress having shifted from the physical details to the

more spiritual aspects of the subject, The fascination and
popularity of the matter was diminished by the Renaissance,

and the dawn of enlightenment, and also by the spread of the
teaching of the Reformation. The medieval movement reached a

climax in its traditional form with Dante,

The story of the torments of hell and of
purgatory, and of the Jjoys of heaven, found
its highest and practically its final

literary expression in the Divina Commedia
of Dante, 7

Several comprehensive collections of visions existed, proving
the popularity of the subject in the Middle Ages. Dods cites

Lenglet Dufresnoy's Recueil de Dissertations sur les Apparitions,

les Visions et les Songes (4 vols, Avignon, 1751), which refers

the reader to no less than four hundred authors who have written
about a future state., He also mentions contemporary medieval

collections, such as Liber Visionum tum suarum, tum aliorum

Othloni Monachi Sanctemmerammensis Ordinis Sancti Benedictig

Jacobus Faber's Liber trium Virorum et trium Spiritualium

Virginum (Paris, 1513); and Joannes Herolt's Discipuli
8

Promptuarium Exemplorum,

D.D.R. Owen describes a work which might well have

influenced the writer of Tarltons Newes Out of Purgatorie

could he have known it., This is Regnauld le Queux's Baratre

infernal (Paris B.N., MS. fr.450), a volume of infernal lore

compiled in 1480.9 The writer knew Dante's work, and may have
been inspired by it. His aims are threefold, scholarly, pious

and literary., The first book concentrates on non-Christian
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testimonies of the nature of Hell and its inhabitants, and is
constructed around a free account of Aeneid VI, with a
Dantesque architectural plan superimposed, The second book
is subdivided internally. It discusses Hell and its inmates
as described on the testimony of the scriptures and various
Christian writers, still including classical references; and
aims to prove the real existence of places by describing
visions and descents by humans, Le Queux lists sixty-two

authorities and sources, plus fifty Christian writers and ten

biblical and apocryphai books.

The vision was a popular topic throughout Europe, but
opinions about its importance in England seem to differ.

D.D.R. Owen says that,

England was especially rich in this branch
of literature; and as well as adaptations
of foreign material, a number of native
visions were contributed

In the Middle Ages the English, whether of
Anglo-Saxon or Norman French stock, showed
particular interest in visions of the
Otherworld .... So the legends of Hell that
were composed in Latin soon found their way
into one or both vernaculars, the native
English tongue or the socially more
respectable Anglo-Norman. 10

Dods, on the other hand, in commenting on the Vision of

Furseus, remarks that,

The extreme simplicity of the tale 1is
remarkable, and seems to argue that Britain
was rather behind the Continent in the

development of its ideas upon things infernal. 11

Some of the most complex and best known examples of visions

are English or Irish in origin, including those of Furseus,
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Dryhthelm, the knight Owain [Saint Patrick's Purgatory],
Tundale, the Monk of Eynsham, and Thurcill, The last four in
particular were weli known on the continent,

It is impossible even to mention all the visions popular
in the Middle Ages, let alone describe them, I shall confine
discussion to those that are best known and have exerted the
greatest influence on other writers, and to those with any
special bearing on the subject of Purgatory. First it is
necessary to note certain features of the development of

vision literature., One important stage is thus described by

A.B. van Os,

In the 10th century there is what Charles
Labitte calls: 'une halte des legendaires’'.
There is a general belief in the coming
destruction of the world, with the
establishment of the milennium .... In

the 11th century, when the fear of the
threatening disaster is over, visions
appear again .... The monastic tales prior
to that century are poor in material and
inartistic in treatment, the scenes trivial
and course, Later on, however, fresh tales
appear, revealing a more fertile imagination
and greater refinement on the part of the
authors, 12

In the visions the descriptions of the joys of Heaven became
overpowered by those of the torments of Hell until accounts
appeared in which there was no mention of Heaven at all. As
visions grew in popularity they became more consciously
elaborate; by the twelfth-century they have gathered and
incorporated the significant details of previous works, and
inevitably increased in scope and length., The later medieval
visions continue the device used by Virgil of the visionary
talking to some dead friend or relative., In the late visions

the pains of Hell, originally described as nine or eleven,
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become seven, often specifically associated with the seven
deadly sins, at the'same time, however, there is an increasing
carelessness about matching punishments and crimes,

The Vision of Wettin is notable for being particularly
anti-clerical in an age which tended to strike at the clergy
through the medium of visions.13 The vision dates from c.824,
and is in two parts, in the second of which an angel appears
and leads Wettin to Purgatory. The first section of Purgatory
consists of profligate priests and their companions in sin.
Wettin next sees a region inhagited by monks, including one
imprisoned in a leaden chest as punishment for a money fraud,
which he committed in spite of being warned in a vision. On
the top of a mountain he sees an abbot who died ten years before;
on another part of the mountain he sees a bishop, lately dead,
who neglected to pray for the abbot's soul, though asked to do
so in a similar vision., He also sees the Roman Emperor Charles

the Great.

A Revelation of Purgatory is interesting in that the

title specifically refers to Purgatory, not troubling to name
the visionary, as is more usual, The vision is found in three
fifteenth-century manuscripts, and tells of sights seen by a
holy woman on three nights, beginning on St Lawrence's Day
1422, 14

The following visions are probably the best known of the
medieval period, and also the most readily available. The
Vision of Furseus is about the earliest English vision we
possess, dating from c.633.15 The tale is very simple, and,
as van 0Os points out, 'there is no purgatory, only Heaven and

hell',16 however there are indications of the existence of
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purgatorial fire, During the vision devils throw a burning
soul at Furseus, which is the soul of a sinner from whom he
had received a cloak, thereby being tainted by his sin, He 1is
marked for the rest of his life by the burn that he receives,
Van Os claims that this is the first occurrence of some sort
of mark being carried as proof of the truth of a vision.17

The next impoptant vision, described by Bede, is that

of Dryhthelm, which took place in c.696.18 Becker feels that

it may,

be considered the bond which linked perhaps
more than any other single work, with the
possible exception of St Paul's Vision, the
continental stories with those of England.

It is, furthermore, particularly interesting,
in that it makes specific mention of purgatory
as a place of probation, as distinguished

from hell, whence there is no release. Nowhere
else throughout Anglo-Saxon literature, outside
of Bede, is this doctrine advanced,. 19

The vision is certainly more advanced than that of Furseus,

though not fully developed. Dryhthelm sees four abodes of the
dead, Purgatory, Hell, a state 'just less than perfect', which
can be designated Paradise, and Heaven., He is told that the
state of punishment that he sees is not Hell, which implies
that it is Purgatory, Furseus saw only one place of punishment
for all sinners, Dryhthelm does not categorize the sinners!
souls beyond placing them in Purgatory or in Hell., His guide
is a 'shining figure', of the type to appear regularly in
subsequent visions., The belief that prayer, alms, fasting and
masses for the dead undertaken by living persons will deliver
souls from Purgatory appears here, and is to recur in almost

every later vision,

The Vision of St Paul was perhaps the most influential
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single work in the shaping of later visions. It is inspired

R

by 2 Corinthians XII. 1;5, and expanded with material from

various early apocalypses, particularly that of St Peter.

According to D.D.R. Owen,

it was responsible more than any other
single work for fixing the horrific
detail of Hell in the medieval eye.

He also claims that,

Moreover it was above all through the Vision
of St Paul that the theme of a mortal being

privileged to visit the Christian Underworld
and to return with news of what he has seen

was popularised in western literature. 20

The work is sometimes known as 'The Eleven Pains of Hell',
Dante mentions St Paul's Vision in his Inferno.21

The original version of the vision is a fourth-century
Greek Apocalypse of St Paul, which was translated into Latin
early in its life, It still retains classical elements, such
as the traditional torment of Tantalus, and the process of
metempsychosis. It did not assume the form of a vision until
the' twelfth-century, according to van Os, though Becker cites
it as such in the ninth-century.22 Versions of the vision
are to be found in the literature of most European countries;
there are six in Middle English, four in verse and two in prose.23
St Paul visits Hell in the company of St Michael, and views its
torments, The torments are typical of those found in most
medieval visions, consisting for the most part of exposure to
extreme heat or cold, plaguing by reptiles and being tormented
by devils, A feature of this vision, which it shares with those

of Alberic and the knight Owain, is particular parts of the

body being tormented according to the nature of the crime, for
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instance, blasphemers are hung up by the tongue. Nearly all
the torments are supposéd to belong to Purgatory. As usual

the physical differences between Hell and Purgatory are not
clearly defined., In St Paul's Vision the damned souls call
upon Paul and Michael to intercede on their behalf. The saints
pray for them, and in answer to their prayer Christ grants

that the souls shall rest each week from noon on Saturday to

the second hour of Monday.

M.A. Dods claims that the Vision of Alberic is,

a palpable conglomeration of the ideas of
its predecessors, something altered here
and added there, but it is worth close
attention, for the reason that it is, in

its Purgatory, more complete than any other
vision here recorded. 24

Written in Latin early in the twelfth-century, it is certainly
very detailed in its description of Purgatory, which it divides
into regions, Alberic is escorted by St Peter and two angels,
Emmanuel and Helos. The first region reached contains the
souls of infants up to one year old. We are told that 'the
pains of Purgatory run parallel with the age of man', and that
'not even an infant of a day dies sinless', The next region
punishes the unchaste and adulterous, Homicides, murderers

and tyrants occupy the following area, constantly testified
against by their victims. In a vessel of molten metal 1lie
those who connived at, or ignored, the wickedness of priests.
The pains of Purgatory are governed by two evil spirits appearing
in fiery form like a dog and a lion. The next section holds
Hell and the mouth of the infernal pit., There follows an iron
bridge crossing a river of pitch which flows from Hell. The

bridge narrows towards the middle until the soul crossing falls



75

into the pitch, where it is purged until it is fit to make

the crossing, Alberic is also shown a thorny plain, guarded

by a devil riding a dragon, over which souls must pass, their
burden of sin lightening as they travel. Eventually all souls
(except those in Hell) reach a pleasant plain where they rest
till Judgement-day. During his vision Alberic is made to

suffer several torments in Purgatory, a feature which frequently

recurs in the later visions. In Purgatorio Dante joins the

souls in undergoing the punishments assigned for the sins of
pride, wrath and lust.

The Vision of Tundale is perhaps the most elaborate
vision in Middle English literature. It was written around
1149 by a Friar Marcus at Ratisbon, at the request of the
abbess Gisela, It was written in Latin, translated into French,
Spanish, Italian, English, German, Swedish, Icelandic, Irish
and Dutch, and was printed in 1473.25 There is an English
version extant which is written in short couplets.26 It differs
from previous visions in describing a wider variety of torments,
and providing a riqher than usual description of Paradise and
Heaven, It includeénfeatures which are new to English visions,
as well as the traditional ones, for instance, Tundale is the
first British visionary to undergo the ﬁorments of Purgatory
(except for the scorching of Furseus)., Tundale often asks his
guide, his guardian angel, to explain features and to interpret
the scriptures, This gives rise to a homily on Purgatory in
the middle of the vision. The narrator not only distinguishes
the basic four regions of the dead, but adds regions for the

indifferently good, for those 'who have lived honest lives and

are saved, but yet have to expiate a want of charity',27 who
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suffer hunger and thirst, but will be saved.

The author follows the continental practice of including
elements of contemporary history, and consigning souls to
either Hell or Paradise by way of political comment, the most
vivid example of which is Dante, but there are earlier cases,
for instance in the Vision of Charles le Gros. Tundale sees
the kings Conchobar, Donatus and Cormachus in the Earthly
Paradise,

There are two bridges in the Vision of Tundale, instead
of the usual one, possibly as a result of the narrator combining
two sources, The first bridge spans a burning valley and is
very narrow and long. The only soul to cross it easily is
that of a priest; most fall into the fire., This is the
torment of the haughty. The second bridge spans a lake of
monsters, It is two miles long, only two spans wide, and
studded with sharp nails; this is the punishment for thieves.
Tundale is compelled to cross the bridge leading a wild cow
which he had stolen, but as he had later returned it he does
not suffer the punishment to the full, Halfway across they
meet a soul carrying a bag of grain, each is reluctant to give
way before the other. Eventually Tundale suddenly finds himself
on the opposite shore. Periodically the angel deserts Tundale,
at which times he is attacked by demons. In the pit of Hell
Tundale sees Lucifer tormenting souls whilst he himself is
tormented, lying on a gridiron over burning coals.

The Purgatory of St Patrick presents different features
and problems from any other medieval visionary literature as
it is a place not just a vision., The title is quite often

used to refer to the experiences of the knight Owain who visited
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the Purgatory, but there were other visitors. The Purgatory
was supposedly situated in a cave on an island in Lough Derg,

Co. Donegal, Its history and legends are surveyed by Thomas

Wright in his book St Patrick's Purgatory.28 Having a

geographical location it is the subject of more than one vision

and pilgrimage. The legend of the Purgatory is that,

to whiche who somever entred therin / he
shal never have other penaunce ne fele
none other payne, 29

There are several continental versions of visits to St

Patrick's Purgatory. The Chronique des quatre premiers Valois

tells of a visit made in the first half of the fourteenth-
century by a Flemish knight, the Sire de Beaujeu, and narrated
by his squire, Heronnet.30 In 1358 there was a romanticized
report of his experiences in the Purgatory by Ludovicus de
Sur, written in Latin, which was translated into French two
years later, and claimed as his own, by Louis de France.
Latin and French copies survive, and also a Catalan fragment
of the same, According to D.D.R. Owen the most substantial
medievalldescription of a visit to the Purgatory is that of
Ramon de Perelhos, who claims to have made the journey in
1398.31 In the fourteenth-century an Italian romance was
written about the Purgatory, the tale of 'Guerrino detto il
Meschino', thought to have been written by Andrea Patria, This
was very popular and was frequently reprinted. A French
translation appeared in 1490, and went through several editions.32
There are three important British versions of the legend.

The visit of William Staunton was claimed to have been made in

1409, and survives in two fifteenth-century manuscripts.,
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Thomas Wright gives a detailed description of this tale.33 The
account draws on other-Purgatory visions, and is close to a
vision in style, He visits the cave, but falls asleep there,
so his visit can be said to be a vision in fact., There is a
short account of a journey by one Nicholas in The Golden

Legend,

The major account of a visit to St Patrick's Purgatory
is that of the journey'of the knight Owain (sometimes called
Oenus), which forms the basis of later versions.34 This account
is by the monk Henry of Saltrey, allegedly written at the order
of his abbot, and from Owain's own account., It was written
sometime after 1155, in Latin., The visit was made in about
1153. The most notable feature is that the knight makes the
journey in the flesh, like Aeneas and Orpheus before him, not
in spirit, as in the visions of Purgatory., This is presumably
because of the physical reality of the cave., The Purgatory
contains all the standard features of torments, including some
classical elements. A new feature is that the sight and sound
of the devils becomes a torment. Several times Owain saves
himself, having no guide, by calling on Christ's name. An
interesting incident is that the devils show Owain a pit and
tell him that it is Hell, and then admit that this is not so.
Hell is in fact situated beneath a river. The presence of the
mortal body means that Owain has to return by retracing his
steps through Purgatory, unthreatened by the devils, rather
than by regaining consciousness as the visionaries do,

The next two medieval visions are both consciously
literary works, with elaborate plans and fine attention to

detail, Both are told in Roger of Wendover's Flores
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Historiarum, The Vision of Thurcill is told under the year

1206, The visionary is a farmer, to whom St Julian, 'the
entertainer', appears at the end of a day, and warns him that
that night he is to take him to view Purgatory. That night
his spirit travels with St Julian, and arrives in a church,
in which are received the souls of all who die. St James
meets them, and orders St Julian and St Domninus to show
Thurcill the abodes of the dead,

Purgatory consists of torment by heat and cold, and is
presided over by St Nicholas. A bridge planted with thorns
and stakes leads from Purgatory to the Mount of Joy.

Thurcill and his guides return to the church in which
the souls gather, and witness the judgement of the dead. The
souls appear either white, or spotted black with sin, or black.
The white souls St Michael conducts safely straight to the
Mount of Joy. The spotted souls St Peter leads to Purgatory.
St Paul and the Devil sit either side a wall, mounted on
which is a scale on equal balance. St Paul has two gold weights,
the Devil two black ones. The black souls are weighed, if the
balance inclines to St Paul he sends the soul to Purgatory, if
to the Devil he throws the soul into the pit of Hell, which
yawns at his feet,

A devil rides up on a black horse, which we learn is the
soul of an English nobleman. The devil recognizes Thurcill,
and recounts a tale of having seen him in church when there
himself in disguise.

The next section is unique to the Vision of Thurcill.

A theatre in Hell is described, which is provided for the

amusement of the devils. The actors are the souls of the damned,
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who act ogt their sins and follies, and are then tormented,

The devils refuse to allow Thurcill to enter, but he is smuggled
in by his two guides, The performers are a proud man, a
hypocritical priest, a soldier who spent his time in rapine and
slaughter, a false lawyer, who had recently died and is
recognized by Thurcill, an adulterous man and woman, slanderers,
thieves, incendiaries and dishonest tradesmen, A brief
description of the four courts of Hell is then given, and
Thurcill and his companions pass on to the Mount of Joy and

the abodes of the blessed.

The Revelation of the Monk of Eynsham (sometimes called
Evesham) is reported by Roger of Wendover under the year 1196,
His version is an abridged one however, a much fuller account
was printed by William of Machlinia in London in about 1482.36
No English manuscript survives, but there are several Latin
ones, It was made into a French poem, and retranslated into
Latin before 1400, The author was Adam, sub-prior of Eynsham.

The work has several features which mark it as different
from its contemporaries, Firstly, the structure of the other-
world has been carefully planned. It is conceived as a circle
on a flat plain, Heaven is at the centre, the circumference
represents the moment of death., There are three circles of
Purgatory, and three regions of 'Paradise!' are implied, the
soul moves inwards across these ci;cles towards Heaven, as
though along a radius, In most depictions of the otherworld
Hell is situated in the centre of the Earth, and Heaven in
the outermost of the heavenly spheres, In most visions the

subject is taken to the otherworld against his will, or at

least unexpectedly; the monk in this vision, during an illness,
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has prepared himself to be worthy of the honour of such a
visit, He has prayed to his patron, St Nicholas, who is his
guide, and it is anﬁounced to him when the time has come. The
region has no Hell, and the torments seen in Purgatory are not
dwelt upon, rather the writer hurries on to the scenes of
Paradise and Heaven, The monk suffers no torments during his
visit,

The first region of punishment is a marshy plain of hard
mud, on which sinners are grouped into the category of their
sin, The worst sinners meet a horrible death here without
proceeding further, this being the nearest that the vision
approaches to a Hell, This is the least painful division of
Purgatory. It is interesting to see here that the fewer
advantages a soul had on earth, the more lenient is 1its
punishment, The second region of Purgatory is a valley of fire
and ice in which souls are exposed to the extremes of heat and
cold, The third and harshest region is a deep-lying plain
which is dark and laden with foul vapours, and inhabited by
serpentine monsters,

The most interesting aspect of this vision, particularly

when considering it in relation to Tarltons Newes OQut of

Purgatorie, is that more than half of the chapters are

interviews with individuals., Most of these are clerics, though
there are a few laymen amongst them, for example, a king of
England, a goldsmith, a poor man's wife, and some knights.

Most of the individuals are not named, but it is reasonable

to suppose that the monks at Eynsham, where the vision was
narrated, would recognize them; some, such as an Archbishop

of Canterbury, are more easily traceable than others,
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The medieval visions culminated in Dante's Divina

Commedia, which needs no description, The writer of Tarltons

Newes Out of Purgatorie mentions Dante, which could be taken

to indicate that Divina Commedia is his source for Purgatory,

however this cannot be so if one remembers the structure of

Purgatorio., Tarlton tells of,

a third place that all our great grandmothers
have talkt of, that Dant hath_so learnedly
writ of, and that is Purgatorie, (sig. B2, p.2%5)

In this he appears to be referring to Purgatorio rather than

to Divina Commedia as a whole. Dante's Purgatory, however, is

set on a mountain, not in a pit as is Tarlton's, Dante took
the Purgatorial details from earlier visions and transferred
them to his Inferno, and stressed the spiritual rather than
the physical aspects of Purgatory. Dante's also differs from
other visions in that in the others no visionary is ever taken
into the pit of Hell, which is usually only seen in passing.

It would appear that if the writer of Tarltons Newes Out of

Purgatorie based his work upon Dante's at all it was on

Inferno rather than on Purgatorio. If he were not familiar

‘with the Divina Commedia it is possible that he applied the

details of Inferno to Purgatorio without being aware of the

difference.

The writer of Tarltons Newes Out of Purgatorie did not

take any one of these visions as his source, However, the
form and structure that he chose have been influenced by their
traditions, It is difficult to tell exactly which accounts

he could have known. The visions recounted by Bede (Furseus

and Dryhthelm) were available in a translation by T. Stapleton
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published in 1565.37 The Vision of Tundale was printed in

1473, As mentioned above, The Revelation to the Monk of

Evesham [sic] was printed in about 1482, The alternative

version of it, that of Roger of Wendover, was also available,
together with the Vision of Thurcill, in Archbishop Parker's

1571 edition of Matthew Paris's Chronicle.38 It is impossible

to ascertain whether he could have known the other visions.
We cannot tell from the number of manuscripts now extant what
may have been available in 1590, nor who may have had access
to material, We can see from surviving versions of these
accounts how very popular they once were, however, and,
whether or not the author had read them, it is likely that he

would have heard accounts, and been familiar with the tradition

they represent, Dante's Divina Commedia was certainly available,

thouéh not in an English version,

The vision genre was essentially a medieval form which
died with the fifteenth-century. A small number of variations
on the form did appear.in the sixteenth-century, which would

have been more readily available to the author of Tarltons

Newes Out of Purgatorie, In 1483% Caxton printed a work

'intytled the pylgremage of the sowle' translated by Lydgate
from the French of Guillaume de Deguileville, This is in five
books, the first tells of the inquest on the soul after death,
the second and third tell of its Jjourney through Hell and
Purgatory, and the fourth and fifth of its Jjourney to Heaven,

It is interesting to see in this that although the soul is
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condemned to Purgatory, its guardian angel accompanies it

there and guides it.

In 1526 William Bonde's The Pylgrimage of Perfection

appeared, This speaks of different Hells, though in fact the
separate places turn out to be traditional divisions, or
'compartments' of Hell., The lowest region is one unvisited by
Christ in the harrowing of Hell, the next is Purgatory, which
has the same fires as the lower section, but here an end to
the torment is in sight, then comes the Limbo of unbaptized
infants, and finally the Limbo of the patriarchs.

The Reformation in the sixteenth-century brought a
questioning attitude to the subject of Purgatory which was not
found among the medieval laity, conditioned by fear to accept
the doctrine, A dispute on the subject appeared in print in
the 1530s, In 1530 John Rastell defended the Catholic view

in A new boke of Purgatory, whiche is a dyaloge betwene Comyngo

& Gyngemyn, John Frith replied to him with A disputacion of
39

purgatorye devided into thre bokes, and, An other boke against

Rastel in about 15%3, and was so convincing that Rastell turned

Protestant.

In 1550 Robert Wyer printed a pamphlet the title of

which explains its content,

Here begynneth a lytell boke, that speketh
of Purgatorye: & what Purgatorye is & in
what place and of the paynes that be therin
and whiche soules do abyde therin tyll they
be pourged of synne and whiche abyde not
there, And for what synes a soule goth to
hell & of the helpe that soules i purgatorye
may have of theyr frends that be on fyre:

& what pardon ancyseth to manes soule.

The work explains the geographical situation of Purgatory in
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terms that echo the teaching of the medieval clergy. The
writer explains that Purgatory is under the earth, HHe then
elaborates on the structure of 'the pit'; Hell is at the bottom,
then comes the Limbo of unbaptized infants, then Purgatory,

and at the top is the Limbo of the patriarchs., He next says
that there is confusion about this arrangement, which is

understandable in the light of the vague delineations offered

by medieval writers: . .

And of all these foure / men maye one hell make

And everyche of them / for hell maye be take

And therfore holy churche / that for soules prayth

Calleth purgatorye hell / and thus therof sayth.
(sig. Aii)

There follows an explanation of the differences between Hell

and Purgatory, then the writer proceeds to mention aspects of

spiritual suffering, constituting atonement and penance on

earth:

Yet telleth these clerkes / more openly

That two purgatoryes / there be namely

One is comon / for to tell

That is within erth / above hell

And the other / is specyally through grace
That is here in erth / in dyverse place

For some ben not / in comon stede pyght

But they ben punysshed here / by daye or nyght
In many dyverse sedes / within in theyr ghost

(sig. Aiii")
The most interesting aspect of the work in relation to

Tarltons Newes Out of Purgatorie is its specifications about

suffering in Purgatory. Tarltons Newes Qut of Purgatorie has

seven distinct tales, and the number seven is specified here,

In purgatorye / as the boke wytnesse beryth

Ben dyverse paynes / that the soule deryth
Many mo certes / than I can

But I fynde therof / wryten seven
That maye be called / paynes full well
And to you of them / I wyll tell somedell

(sig. Aiii").
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There is no indication of the punishments being designed to
fit the sin. The number seven 1is obviously significant in

visions of Hell, mainly on account of the seven deadly sins,

as mentioned above., Becker points out that,

Seven seems to have been a favorite, and
in many cases an indefinite number. In
Paul especially everything is reckoned by
sevens: seven pains, seven flames, pit
with seven seals, sinful soul driven by
seven devils (compare with later seven
deadly sins, seven cardinal virtues). 10

A work which the author of Tarltons Newes Out of Purgatorie

might well have known, which touches upon the subject of

Purgatory, is Le Compost et Kalendrier des Bergiers, which

was translated into English as The Kalendar and Compost of

Shepherds in 1506,41 twelve further editions appeared before
1590{ The work includes several features of interest to the
lore\of Hell, for instance, chapter iv, 'The Tree of Vices';
chapter ix; 'The Song of Death to all Christian People'; chapter
X, 'The Ten Commandments of the Devil'; chapter xxxvi, 'The
saying of a dead man'; and chapter xxxvii, 'A Diversion
Theological on Deliverance of the Souls in Purgatory'. The
most interesting chapter, however, is the fifth, 'The Pains

of Hell as recounted by Lazarus after that he was risen’',

This is an account of the punishment of the seven deadly sins.
This vision is said to be the one that establishes the seven
deadly sins as the basis for categorizing sins and punishments
in Hell, though they had appeared intermittently in visions

for a long time,

At least two ballads appeared on the subject of news

/

from Hell, neither of which I have been able to see. Between
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22 July 1561 and 24 July 1562 the ballad 'newes out of heaven
and hell' was entered to John Tysdayle.42 Between 22 July
1565 and 22 July 1566 'Newes come from hell of love, unto
userers' by 'J.E.' was entered to William Coplande.43

One of the most important works of the sixteenth-century

is undoubtedly The Mirror for Magistrates, which combines the

literary genres of tragedy and vision lore. In her edition

of the work Lily B. Campbell describes it thus,

The vision of the fallen princes that appeared
to Boccaccio "as hym thought in his inwarde
syght," was given much more elaborate
treatment by Baldwin, who made of the prefaces
and prose links of the Mirror a connected
narrative which rationalized the appearance

of the ghosts and, at the same time,

offered an excellent vehicle for critical
comment by the assembled group of writers

who were the dramatis personae of the prose
sections. Into this prose narrative are fitted
the poetic tragedies which it was the primary
objective of the Mirror to relate. But,
curiously, some of the tragedies so set in

the prose narrative are in themselves
representatives of vision literature. 44

There are three pieces which are good examples of visions in
the work, The first is the tale of James IV of Scotland, which
was added to the 1587 edition. This does not develop as a
vision, but opens in the traditional way. At the beginning

of the poem it is the author who speaks, rather than the ghost,

and tells of seeing James in a dream:

As I lay musing, my selfe alone,
In minde not stable, but wavering here & there,
Morpheus my frend espyed mee anone,

| And as hee was wont, whistered in mine eare.

! Shortly convyede I was, I wist not where:
Mine eyes were closed fast, I could not see,
I hearde a man crying sore, trembling for feare:
Miserere mei Deus et salva mee, 45

The tale of Richard, Duke of York, is a variation on the
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normal style of the Mirror. Baldwin himself tells how he

fell asleep during a discussion about the work:

Whyle he was devisyng thereon, and every
man seking farder notes, I looked on the
Cronicles, and fynding styl fyelde upon
fyelde, & manye noble men slayne, I

purposed to have overpassed all, for I was
so wearye that I waxed drowsye, and began

in dede to slumber: but my imaginacion styll
prosecutyng this tragicall matter, brought
me suche a fantasy. me thought there stode
before us, a tall mans body full of fresshe
woundes, but lackyng a head, holdyng by the
hande a goodlye childe, whose brest was so
wounded that his hearte myght be seen, his
lovely face and eyes disfigured with dropping
teares, his heare through horrour standyng
upryght, his mercy cravyng handes all to
bemangled, & all his body embrued with his
own bloud. And whan through the gastfulnes
of this pyteous spectacle, I waxed afeard,
and turned awaye my face, me thought there
came a shrekyng voyce out of the weasande
pipe of the headles bodye, saying as foloweth. 46

The similarities of the narrator falling asleep, seeing a
ghostly figure in his sleep, and being frightened by it with

Tarltons Newes Out of Purgatorie are immediately noticeable,

The third example is the most interesting, that is
Sackville's Induction to the tragedy of the Duke of Buckingham,
which was added éo the 1563 edition, and is the finest piece
in the Mirror. This is an example of the descent into Hell,

which is relevant in a discussion involving Tarltons Newes Out

of Purgatorie, It is derived from the accounts of such descents

by Dante and Virgil, and as such does not comply with the
overall structure of the Mirror,
Sackville begins by describing a wintery night scene,

He muses on the fall of the mighty, and wishes he could describe

their troubles in order to warn others., He meets 'Sorrow!’,

who leads him to Hell to see the mighty who have fallen, the
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way to which lies through a dark wood. He is frightened by
the journey, but she réassures him, He describes the entrance
to Hell, and the aspect of Avernus., Inside the porch of Hell
they meet the allegorical figures of Remorse, Dread, Revenge,
Misery, 'Greedy care', 'Heavy Sleep', 0ld Age, Malady, Famine,
Death and War,

Sackville and Sorrow move on towards Acheron, where they
see Charon, who ferries them across. The boat strains under
the unaccustomed weight of a mortal, as does Phlegyas's under
Dante's weight in Inferno.47 Reaching the opposite shore
they encounter Cerberus, The brief description of their arrival
in the main body of Hell is taken from Virgil; Sackville
describes the laments of babies and of unwed maids, of the
innocent unjustly slain, and of those who died for love. Sorrow
points out the multitude of great men here who have been
brought down by Fortune, among whom is Henry, Duke of Buckingham,
who tells his tale in the manner of the other tales in the
Mirror. Unlike the others the tale is not just a monologue
from the ghost, but the voice of the narrator intrudes from
time to time with descriptive passages.

The interest of the piece does not end with Sackville's
work. The reaction to his contribution which follows in the
prose passage is worthy of consideration in its own right, as
it expresses an opinion on the definition of Hell and Purgatory,

and a Protestant comment on the subject:

The tragedy excelleth: the invencion also
of the induction, and the discriptions are
notable. But where as he faineth to talke
with the princes in hel, that I am sure will
be mislyked, because it is moste certayne,
that some of their soules be in heaven. And
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although he herein do follow allowed Poetes,
‘in theyr discription of Hel, yet it savoreth
so much of Purgatory, whiche the papistes
have digged thereout, that the ignorant maye
therby be deceyved. Not a whit I warrant

you (quoth I) For he meaneth not by his Hell
the place eyther of damned soules, or of such
as lye for their fees, but rather the Grave,
wherin the dead bodies of al sortes of people
do rest till tyme of the resurrection. And
in this sence is Hel taken often in the
scriptures, & in the writynges of learned
christians. And so (as he himselfe hath tolde
me) he meaneth, and so would have it taken.
Tush (quoth an other) what stande we here
upon? it is a Poesie and no divinitye, and it
is lawfull for poetes to fayne what they lyst,
so it be appertinent to the matter: And
therfore let it passe even in such sort as
you have read it,. 48

The Scottish poet Sir David Lyndsay has left an account

of a visit to the otherworld in The Dreme of Schir David

Lyndesay. In his vision he meets a lady called Dame Remembrance,

who leads him to Hell,

Doun throw the Eird, in myddis of the center,
Or ever I wyste, in to the lawest Hell, 49

In Hell he sees popes, kings, conquerors, cardinals and
archbishops, prelates, priors, abbots, friars, and various
other churchmen, There follows an attack on the clergy as
Remembrance explains why they are there. Among others he sees
Simon Magus, Caiphas and Judas, Lyndsay claims not to be able
to ennumerate the torments of the secular princes, but points
out that, as with the princes Tarlton sees, 'Thare blude

royall maid them no supportyng'.50

Among the secular nobility
he names Nero, Herod and Pontius Pilate. He lists their sins,
and also lists the faults of the noble ladies next described.
Then he tells that he saw many thousand 'commoun pepill'. He

mentions torments of the usual kind without dwelling on the
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subject.,

Lyndsay and Remembrance proceed to a region just above
Hell, which Remembrance says is Purgatory. After that they
rise to a third region, the Limbo of unbaptized infants, and
from there to the Limbo of the patriarchs, which now stands
empty. After leaving the 'underworld' they rise through earth,
water and air, and through the nine spheres of Heaven,

The Dreme was written around 1528. The work would have

been available to the writer of Tarltons Newes Out of Purgatorie

as The warkis of the famous and vorthie knicht Schir David

Lyndesay. Newly correctit and augmentit was published in 1568

in Edinburgh, and five more editions appeared before 1590,
In 1574 Richard Robinson produced a fascinating work

called The Rewarde of Wickednesse, which the title page describes

as 'A dreame most pitiful, and to be dreaded'. Addressing the
reader, the author says that he is in the service of the Earl
of Shrewsbury. He tells us that he wrote this piece whilst

on duty as part of the watch over Mary Queen of Scots, and
gives the date as 19 May 1574. He never pretends that the
vision is true, but from the beginning, whilst explaining the
circumstances of its composition, makes clear that it is fiction;
'faining that in my sleepe Morpheus tooke me to Plutos Kingdome
in a Dreame'., He foretells that various types of character
will be angry with him, He looks forward to the rage of the
time-honoured quarreller Zoilus, and élso of another, whose

carping character the author of Tarltons Newes Out of Purgatorie

was to come to know:

Another sorte there is, whiche I namde not
yet: As the Cobler, and Zoilus: Whose nature
is to plaie hissing Hidras parte, rejecting
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the vertuous labours of painefull personnes,
Lying Idle them selves like Buzzing Drones,
devouring up  the sweete travaile of the busie
Bees, (but for these I passe not). (sig. A3)

There follows an address from the author to his book, and then,

more unusually, a reply from the book to the author. The whole

work is written in a mixture of verse and prose,
The Prologue sets the scene as winter, and, more

specifically, as one of tale-telling:

When men delight to keepe the fire side,

And winter tales incline their eares to heare.
When mery mates be met, that will abide,
Eache filles his pot of Nutbrowne Ale or Bere,
As is the trade of Ale knightes every where.

(sig. B1V)

AY

After an evening spent drinking the narrator goes to bed
feeling 'merry' and forgetful of his cares. Morpheus appears
to him, and announces that he is going to conduct him to
Pluto's kingdom. Robinson is afraid, but Morpheus reassures
him, Their way is barred by Cerberus, but Morpheus sends for
Mercury's rod to charm the dog, and they pass him safely.
They go into the second ward, which is guarded by Wrath and
Envy., They then pass through into the third ward, the one

inhabited by Pluto himself, The tale now begins in earnest:

For one among manie we hearde raile and rave
With a wofull voice me thought it saide this,
Come see alas the rewarde of wickednesse ...

But what I sawe in this my drowsie dreame;

And who they were, as now to minde I call,

Why and wherefore to you I shall proclaime,

That thus they lost the joyes supernall,

And have possest the wofull place infernall
Lende me your eares for now my tale beginnes,
How wicked wightes rewarded be for sinnes,

(sig. B4")

The author and Morpheus see various characters, and
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hear their laments and tales, the punishments are described,
and snatches of conversation between Morpheus and Robinson

are recorded, After the appearance and tale of each character
follows the book's verdict on that character. Some of the
protagonists are ones that can be met regularly in scenes of
Hell, others are very unexpected, and it is interesting to

see that some of them are also to be found in Tarlton's
Purgatory.

The first character we meet is Helen of Troy. She is
followed by Pope Alexander VI, It is not unusual to find
popes in Hell, in particular the notorious Rodrigo Borgia;
Tarlton sees a Pope Alexander in Purgatory, but does not say
which one, After leaving Alexander the author meets Tarquin,
and then Medea, both unusual, though fitting, figures. The
familiar figure of Tantalus appears next, but here he is
tormented for his oppression of the poor rather than for the
murder of Pelops, After Tantalus comes the little known
ambitious counsellor Vetronius Turinus, one of Alexander the
Great's favourites. Instead of one of the Julio-Claudian
emperors, such as Nero, we see the later licentious emperor
Heliogabalus [Elagabalus], He is succeeded by the two judges
who slandered Susanna, They in turn are followed by another

character who appears in Tarltons Newes Out of Purgatorie,

Pope Joan,

The tale now becomes more complex, Robinson talks of
news passing between Pluto and the pope. He tells of a direct
passage between Rome and Hell, and details the laments of
souls betrayed by putting their faith in the relics and idols

of the Roman Catholic Church., He sees Bonner in Hell, and
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mentions what could be Bartlet Green:

One Barthlet wee may ban throughout this whole vale:

And so may the Pope with Candle, Booke and Bell,

In the Papall pedigrewe, hee tels such a tale,

That all Romish Roges may rore to heare tell,

That Christians had knowledge of the trumprye they sell.
For he tippes up the sacke, and all poureth out,
From the first to the last, he rappes the whole route.

(sig. N3)

Although it is not unusual to find attacks on Bonner in anti-
Catholic works, he does not often appear with Bartlet Green.51

A section on the torment of Tyranny follows, which is
rather nebulous in subject matter. Robinson tells how a ladder
was constructed from Hell to Heaven, but it broke and became
too short, thereafter there was no way out of Hell, He then
returns to his earlier subjects and tells of the lament of one
Rosamund, who murdered her husband Albonius., The opening of
this section, 'When from this Pope ...' (sig. 02V), suggests
that it was designed to follow the section on Pope Joan, and
has become misplaced, perhaps during printing,

The final section in Hell is very elaborate, and somewhat
unexpected in content, It is announced that Bonner is expected,
and great preparations are made for his arrival, All the
denizens of Hell, including its rulers and hierarchy, go to
meet him, Morpheus and Robinson slip out and climb on a rock
to watch his arrival. Robinson hides because Bonner knows him,
which suggests that his bitterness against the bishop may have
arisen from some encounter with him in his professional capacity.

The account of the rewards of wickedness ends here, but
not the book., Morpheus and the author travel from Pluto's
kingdom to Helicon, because Morpheus has promised to tell the

Muses about Hades., This section includes a further short attack
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on Bonner, The Muses tell the author to write about his
experiences, He sees poets revered on Helicon, Finally, the
author returns to his sleep.

It is interesting to see that Richard Robinson refers
to himself as 'Robin' (sig. Q2), is described as being 'sprung
of Robin's blood' (sig. Q1), and referred to as 'Robin' by
Richard Smith in the preliminary material. The use of the
name here shows that 'Robin' was not used just as a diminutive

of a Christian name,

Tarltons Newes Out of Purgatorie with its mild, slightly

ridiculous punishments is partly a burlesque on the physical
details of Purgatory, as well as an attack on the doctrines
concerning it, It was written at a time when Protestantism
had established a point of view which rejected the belief in
Purgatory and its tenets, and, under such circumstances, a
parody is not unexpected, Parodies of Purgatory and Hell

existed long before belief in the same waned, however, Wright
explains,

Among the gay and witty writers of the

fabliaux and romans, who kept up a constant

fire at the vices of the clergy and the

absurdity of some of their doctrines, the

details of the purgatory visions could not

fail to afford a frequent subject for

pleasantry and burlesque., This burlesque
was also sometimes unintentional. 59

To illustrate how early burlesques appeared Wright cites an

eleventh-century one, which includes a visit to Heaven, where

St Peter is head cook and John the Baptist is butler.53
Gentle burlesque appeared in the works of early Greek

writers, Aristophanes' The Frogs, with its mock journey to

Hades, has already been mentioned, 2Plato's 'vision of Er',
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described above, includes strongly comic features in the scene
of the reincarnation of spirits for instance. There is a
serious element in this. We are told that it is a strange,
pitiful and ridiculous scene as the 'free choice' is in fact
governed by the souls' previous existences. There are sad
touches, such as Orpheus choosing the life of a swan because
he refused to be born of a woman because of his hatred for
them, On the other hand there is something comical about

Odysseus's soul making its choice, having drawn the last lot,

from memory of its former toils having
flung away ambition, went about for a long
time in quest of the life of an ordinary
citizen who minded his own business, and
with difficulty found it lying in some
corner disregarded by the others, and upon
seeing it said that it would have done the
same had it drawn the first lot, and chose
it gladly. 54

There is also a touch of comedy in seeing a soul repeat the
mistakes made in its life, when these are not tragic mistakes,

for instance the soul of Atlanta,

caught sight of the great honours attached
to an athlete's life and could not pass
them by but snatched at them, 55

One of the most popular fabliaux is the thirteenth-century

tale of Saint Pierre et le jongleur. The jongleur is a

dissipated character who, when he dies, is snatched up eagerly
by a demon who has been searching for prey for some time., On
reaching Hell the soul of the jongleur is given the task of
stoking the fires beneath a cauldron. One day Lucifer and his
minions leave Hell to go in search of souls, the jongleur
remaining in sole charge., Whilst they are away St Peter appears

and persuades the Jjongleur to play dice., Having no money the
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jongleur stakes the damned souls left in his charge, all of
whom St Peter eventually wins and carries away with him,
Lucifer returns. to find Hell empty. He thrashes the demon who
brought the minstrel there, and threatens any who should ever
bring such another to Hell. He throws out the jongleur who

is taken in by St Peter.

D.D.,R., Owen claims that this tale echoes the legend of
the harrowing of Hell. In both a divine figure descends to
release damned souls, and there are even verbal parallels
between this and biblical sources, for instance, St Peter

promises the souls that,

Se ge puis, ainz la nuiz serie,
Seroiz toz en ma compaignie, 56

which recalls Christ's promise to the good thief (Luke XXIII,
43),

Wright cites another fabliau, la Court de Paradis, in

which Christ decides to hold a full court on All Saints! Day.57
There is a lengthy account of St Simon and St Jude summoning
all to attend, When they are all gathered the souls in
Purgatory hear their singing, and pray for deliverance from
their torment. St Peter hears their prayer, and he and the
ladies among the saints also pray for their deliverance, which
Christ grants, St Michael releases them and they enter
Paradise, The manuscript even includes the musical notation

of the Te Deum sung by the angels.

\

Owen tells the romance of La Mule sans frein by Paien

de Maisieres as a burlesque, This seems primarily a parouy
of the Grail Quest, which incidentally passes through Hell,

Kay and Gauvain ride on the mule, in turn, in quest of its
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bridle, They enter a deep dark valley, which has all the
attributes of the medieval Hell, reptilian beasts, extreme cold,
stench and winds, The valley leads to a plain of flowers with
a clear fountain, identifiable with the Earthly Paradise,
After this there seems to be some confusion over location as
they proceed to a black river spanned by a very narrow iron
bridge. Kay gives up at this point, but Gauvain crosses the
bridge and completes his quest.58

There is even a touch of savage comedy in Dante's Inferno,
in the canti involving the demons who torment barrators in the

fifth of the Malbowges. >

The most famous parody of all is probably that of The

Land of Cokaygne, found in most Western literatures, but as it
deals exclusively with Paradise no place can be found for it
in a discussion of Hell,

The medieval visions of Hell, serious or otherwise,
were Christian in background. During the Renaissance, as the
influence of classical literature and ideas increased, the
literature of Hell became affected by the general trend of ideas.
The most important classical writer of satiric visions of the
dead was the second-century Greek writer Lucian., His shades
retain their human characteristics, some their sharp common
sense, others their happy profligacy, for instance in True
Story the ghost of Helen of Troy has succumbed to another rape.
In the same work the ghost of Homer appears, talking of his

shortcomings, and those of his critics. In The Dialogues of

the Dead, the ghosts of Hannibal, Alexander and Scipio quarrel

over their respective prowess as generals, Lucian levels all

types of character so that all are equal in the otherworld.
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Some of Lucian's work was translated into Latin by Sir Thomas

More at the beginning of the sixteenth-century, and therefore

was available.6O

The most important follower of Lucian in the sixteenth-

century was Rabelais, In Pantagruel (Book II, chapter 30)

Epistemon is found decapitated, but is 'repaired' and
resuscitated by Panurge.61 Once revived he describes his
experiences whilst dead., He tells how the dead are not treated
as severely as is supposed, all that happens is that their

state and condition of living are changed. He provides a long
list of the occupations of the famous dead, for instance

Xerxes is a crier of mustard, Romulus is a salter, and a patcher
of pattens, and Bonifave VIII is a scummer of pots. Similarly

in Lucian's Menippus Philip of Macedon is seen mending shoes.

Epistemon continues to describe characters he has seen in Hell,
and how he ate and drank with Epictetus. He describes the
details of trade and bartering between the occupants he has

already named, and finally he talks of the fate of usurers.

A reading of Tarltons Newes Out of Purgatorie in

conjunction with the examples of vision literature discussed
above will show that it retains many traditional features, and
in form at least follows the genre., The medieval visions
establish details of geography, and of punishments, The
sixteenth-century examples show a growing tendency to parody
the form, and to reject the doctrines of Purgatory. The

differences between Tarltons Newes Out of Purgatorie and its

Predecessors are as interesting as the similarities, which
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are mainly points in the structure of the work.
The crossroads at which the soul finds itself after

death, according to Tarlton, recalls the biblical image of

the way to Heaven,

Enter in at the strayte gate., For wyde is
the gate, and brode is the way, that leadeth
to destruction, and many there be which go
in therat.

Because strayte is the gate, and narowe is
the way, which leadeth unto lyfe, and fewe

there be that fynde it. (w,iipey vII. 13-14)

The third way leading to Purgatory is new, In earlier works

(with the exception of the Divina Commedia) Purgatory is

normally situated either above or next to Hell,

The first punishment the soul meets, that of the bridge
'framed all of Needle points and over that must you passe
bare footed' (sig. B2', p.28b) is found in almost all earlier
visions, though in slightly different forms.62 In medieval
visions the bridge is very narrow and difficult to cross, and
the soul falls from it either into a lake of fire or pitch, or
some similar horror, or directly into the pit of Hell, Here
there is no sense of the bridge being a trial, merely that the
needle points lacerate the victim by way of punishment., I
have not found another instance of a bridge made of needle
points, though the bridges in the visions of Tundale and
Thurcill are spiked.

The 'faire medow' that is 'all overgrowne with Ave
maries and creedes' (sig. B2', p.286) is rathér oddly placed
here, Usually the Earthly Paradise is a fair field of some
kind, but it is only reached after the pains of Purgatory have

been endured, certainly not at such an early stage as this
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(however, compare La Mule sans frein). The idea of embodying

prayers as objects is rather strange, though in medieval
writings ideals are sometimes personified as allegorical
figures.,

The 'field of hot burning ploughshares' (sig. B2', p.286)
is typical of the punishments encountered in medieval Hells.

In St Patrick's Purgatory, for instance, there is a field in
which souls are nailed down by burning nails (and in the Latin
version of the legend there are four similar fields of
punishment).

The entrance to Purgatory seems to be a mixture of
medieval and classical versions, As mentioned above, Purgatory
is rarely so carefully separated from Hell, one may read of
the 'mouth of Hell' but Purgatory seems not to warrant such
distinction., The stress placed on 'Purgatorie gate' here
recalls Dante's magnificent gate of Hell in Inferno.63 The
payment of an 'entering penny' echoes the classical myth of
souls paying Charon to ferry them across the Styx into the main
part of Hades. Whipping was a fairly common punishment of
course, both for the living and the dead.

Tarlton's Purgatory descends like a pit, as he mentions
passing downwards through the chambers of popes, kings, clergymen
and laity, after this he seems to remain more or less on a
level and progress onwards rather than downwards. Medieval
versions of Purgatory tend to consist of a series of chambers
and places of punishment on a level, though that 'level’
includes mountains, valleys, plains and pits, Hell is almost
always seen as a pit. In Inferno Dante enters the pit and

describes its descending stages, and it is possible that the
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author had this in mind, particularly as he mentions Dante.
Also Dante does not re-ascend out of the pit, but passes
through the centre of the earth to Purgatory, likewise Tarlton
does not re-ascend, except as a ghost to talk to 'Robin
Goodfellow', Other medieval visionaries never enter the pit
of Hell,

The practice of placing certain categories of sinner
together is a usual one, either classifying them by type of
sin, or by their worldly occupations, such as clergymen, or
kings, or adulterers, or usurers. In the vision of Wettin
the clergy are classified and punished according to their
precise calling, for instance priests and monks are treated
separately., The presbyter Bernold first enters a chamber in
which there are forty-one bishops, some of whom he recognizes.64

In Tarltons Newes Out of Purgatorie there is some effort

made to make the punishment'fit the sin, This does not just
apply to the seven principal tales, but to others as well,
Such care was taken in early medieval visions, but this had
diminished by the twelfth-century. The three cuckolds in

Tarltons Newes Out of Purgatorie are not tormented because of

their suffering whilst alive:

they have plast him there without any
punishment, because it was penance enough
to have his conscience prickt with a
restles sting of baudry (sig. D3, p.306)

therefore is he placst here without any

torture: for that it is plague enough for

him that hee had a whore to his wife (sig D3V 5.30%)
[} 9 [

therefore is he placst heere without
punishment in Purgatorie, because there
can be no greater torment then to bee
plagued with the restlesse sting of

Jealousie, (sigo D4, p.308)
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This leniency recalls a similar situation in the Revelation

of the Monk of Eynsham,

For Y sawe them that were clerkys / Monkys /
Noonys / laymen and lay wemen so mekyl the
lesse ordende and put to peynys howe mekyl

the lesse they had before of worldely dygnyte
and prosperyte. 65

This comparison, however, does not take into account the irony
of the cuckolds' lack of torment, and the reason for it, being
prominently displayed and thus a form of suffering in itself.
The women hung up by their tongues for scolding recalls
a regular medieval torment of the visions. In the medieval
works however this particular punishment is assigned for
blasphemy and backbiting rather than for scolding, though here
that cause fits the tone of the work and leads into the
following tale. Suspension by parts of the body, according to
the sin being punished, is a regualr feature of visions,
particularly prominent in those of St Paul, Alberic and Owain,

The hard-hearted virgins who are punished in Tarltons

Newes Out of Purgatorie for hating men and preserving their

virginity, are a fairly regular feature of medieval visions,
In the vision of St Barontus there are women punished 'who had
relied solely on their virginity for merit, and had not added
thereto good works'.66 In the version of the vision of St

Paul found in The Lambeth Homilies, In Diebus Dominicis, is

the following account,

Hereafter saw St Paul that three devils

led a maiden very remorselessly. She had
been a maiden in the other 1life that kept
her body in all purity, but would never

do any other good thing. Willing alms she
never gave, but she was proud, and moody,
and a liar, and she was deceitful, wrathful

and envious, and therefore she was subjected
to torment. 67
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It was considered wrong to preserve virginity for its own sake,
neither dedicating it to God by entering a convent (in a

Catholic state), nor bearing children., The virgins in Tarltons

Newes Out of Purgatorie seem bitter characters, we are told

that they hated men., It is difficult to decide why the author
changes his 'company of beautifull women of all ages' to 'in
all there were not above three of them', perhaps it is meant
as a comment on how few women remained virgins,

We are told that the gentlewoman of Lyons had her head
shaved because the beauty of her hair was responsible for
ensnaring young men, Long hair is traditionally associated
with alluring feminine beauty. There are accounts of the hair
of adultresses being shaved off in the sixteenth-century, for

instance in Painter's The Palace of Pleasure, sig. 1111i".

One of the reasons for removing long hair was to prevent the
adultress hiding her face, and therefore her shame, behind 1it.
In the Apocalypse of Peter adultresses were hung by their hair
over boiling mire,

The two lovers of Pisa are punished together, and this
is in accordance with a tradition found in almost all visiomns,
that adulterers are punished with their partners in sin. The
whipping with nettles seems to have been some sort of special
punishment in the sixteenth-century associated with 'the
servants of Venus', and referred to by Greene in his romances,

and by Lodge in Rosalynde, It can be inferred that Mutio is

also being punished for his excessive jealousy here by being

forced to watch the lovers together.

The device of placing poets of fine reputation in a

place of punishment could date back to classical times.
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Usually poets are fdund in the abode of the blessed, which may
have caused some confusion at some time being situated near
the place of torment, Lucian shows Homer in the underworld,
and the lost account by Pythagoras is thought to depict Homer

and Hesiod tormented for their writings. In Pantagruel

Epistemon sees Francois Villon in Hell., He also sees Caillet
and Triboulet, fools to Louis XII, which shows that Tarlton
was not the first entertainer to appear in an otherworld scene,
The most intriguing aspect of the poets met in Tarlton's
Purgatory is that they are placed there by way of punishment,
unlike .the poets Dante sees in Limbo, who exist there without
pain,

The idea of stories told in Purgatory or Hell occurs in
embryonic form in earlier visions. In the later medieval
visions it became the practice for the visionary to have a
conversation with some friend or relative in torment, In the
Vision of Tundale the continental device of introducing incidents
or people from contemporary history is used, Tundale holding
conversations with Conchobar and Donatus, and with Cormachus.
In the Vision of Thurcill the infernal theatre and its acts
present a subject comparable with a tale, but not classifiable
as such as the souls merely act out their sins., There may be
some similarity between the cicerones of Thurcill's vision and

Tarltons Newes Out of Purgatorie as St Julian is described as

'the entertainer', which was Tarlton's profession, The Monk
of Eynsham holds conversations with some of the souls he sees,
but none of these amounts to a fully developed tale. Dante

also talks to many characters in both Inferno and Purgatorio,

but usually they reminisce, and the ghosts warn or prophesy
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rather than tell tales.
The sixteenth-century produced items closer to tales,
for instance the histories told by the ghosts of Richard, Duke

of York, and Buckingham in The Mirror for Magistrates. The

Rewarde of Wickednesse is the closest to Tarltons Newes Out of

Purgatorie in design, in that the tales are told as the author

approaches various figures, The tales are told by the ghosts
themselves, but amount to laments and warnings rather than
structured tales,

The differences between Tarlton's Purgatory and earlier
ones are immediately striking. All the more grisly torments,
involving fire, monsters, rivers of pitch or slime, and physical
racking of the ghosts' 'bodies' have disappeared. We are told
that there are 'all manner of people of all trades, sciences,
and occupations, assigned to such sundry torments, as mans
eye would almost surfet with the varietie of objects' (sigs.
D2-D2V, p.304), yet rather than being fettered to their
punishments the ghosts seem quite free to move around, and to
explain things to Tarlton. They seem not to be bound in
specific areas for the most part, though presumably kept in
their particular chambers, for when the three degrees of
cuckolds are described we learn that 'which soever of the Ghosts
passed by gave them a knee with a reverence' (sig. D2V, p.305).

The devils which proliferate in early visions are
noticeably absent here, nor is there any mention of angels.

We see only Purgatory of course, there is no indication of the
existence of Hell, Heaven, or Paradise, after the initial
account of the crossroads. There is nothing to tell us who or

what governs this region., The concept of Purgatory is a
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Christian one, but other than the comments on the punishments
described there is no indication of that here. Tarlton
contradicts himself when speaking of his own punishment; he
says that he 'must to the Jjudge' but then adds 'they knew I
was a boone companion' (sig. H2v, P.345). The 'judge' suggests
the figure of God sitting in judgement, but the plural pronoun
rather recalls the panel of judges sometimes found in the
classical underworld, though it also echoes the judgement by
St Paul and the Devil in Thurcill's vision,

In passing through the chamber of kings, princes and
'men of name' without comment 'for that I might slander their
royall titles' (sig. C2', p.295), Tarlton omits an opportunity
for political satire which few of his predecessors would have
resisted. Dante is probably the most notable for including
political characters in his vision, but others did so before
him, for instance Wettin sees Charles the Great in torment,68
Bernold sees Charles the Bald,69 and the Emperor Charles III

sees various bishops, members of his family, and his father,

70

Lewis, The narrator of Tarltons Newes Out of Purgatorie

deliberately avoids any such subject. He does not omit personal
attack completely, however, but names some unpopular figures
in the description of the place 'like the shape of Tiborne
threesquare' (sig. D2', p.30). The author names candidates
for this torment, choosing ones whose unpopularity could be
relied upon.,

His first choice is a very puzzling one, In Protestant
England a pope would be thought a suitable candidate for
punishment, but there is no reason why this pope should not be

placed with all the others in the first chamber. There were
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nine popes called Boniface before 1590, but there is no
indication as to which- one this is, It is tempting to think
that it could be Boniface VIII, chosen under the influence of
Dante, whose great enemy he was. The use of the future tense
is strange here, it is applicable to the discussion of the
place, which is to be occupied in the future, but the use here
refers to the pope's career, 'which should be Pope, and should
prove a great persecutor' (sig. D2v, p.305), suggesting that
the character has not even been elected pope yet. There is a

faint echo, but no more, of the use of the future by the ghost

of Nicholas III in Inferno,

AN
Ed el gridB: "Se' _tu gié costi ritto,
se' tu gid costi ritto, Bonifazio?
Di parecchi anni mi menti lo scritto.
(He cried aloud: "Already standing there?

Art standing there already, Boniface?
Why then, the writ has lied by many a year.) 71

Bonner is a more likely candidate for torment here.
Hatred of him was widespread, and he had already appeared in

one vision of Hell (The Rewarde of Wickednesse). It is rather

odd that the reason for his being placed here is 'for breeching
of Bartlet Greene' (sig. D2v, p.305), as this is a comparatively
minor incident in the catalogue of Bonner's persecution of
Protestants, Here it is made clear that Bonner is already
dead (he died in 1569), and for him to be placed here would
involve his being removed from his position among the prelates.
Whether this is in Heaven, Hell or Purgatory is not revealed.
The most popular candidate is Bull the hangman, who was
still alive in 1593 as he is mentioned by Gabriel Harvey in

that year. The date of his death is not known.72 A hangman,
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by virtue of his profession, is likely to be an unpopular
figure, The incident related of his being whipped in London,
of which I can find‘no mention elsewhere, may be taken to
suggest that he was exceptionally unpopular, perhaps on account
of cruelty over and above that required by his job.

The duration of time in Tarltons Newes Out of Purgatorie

is interesting. Most visions last for several days, the

Divina Commedia for a week, but this lasts for the duration

of a play. The narrator falls asleep as the crowd is going
to the Theatre, and the noise of its leaving wakes him, a period

of about three hours. The tales told in Tarltons Newes Out of

Purgatorie could even be compared with scenes of a play. The

vision is set at a significant time of year, Whitsuntide being
a national holiday, but avoids the religious and symbolic
significance of Easter, which Dante uses, probably because it
would be inappropriate for this lighthearted presentation.

One of the most unusual features of Tarltons Newes Out

of Purgatorie is the choice of guide. Usually the central
character of any vision is the visionary, and the guide is
merely a source of explanation and protection., Dante's Inferno

and Purgatorio are exceptions to this as the development of

Virgil as a character, and of the relationship between him and

Dante, invests him with equal importance., In Tarltons Newes

Qut of Purgatorie the central figure is both the guide and

the one guided. Tarlton tells the narrator what he has seen
and heard, and by so teaching him guides him in a figurative
sense, but his tale is of his own journey through Purgatory,
and of what he learned from various sources, not from any one

person., The form that the 'news' takes affects the
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characteristics of its guide., Tarlton's name would have
helped to promote the work, Tarlton however was dead, so a
medium through whicﬂ he could tell the tales had to be found.
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