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ABSTRACT

Colour words have been studied through different perspectives, including scientific,
philosophical and anthropological. Although some linguistic research in colour words has
been undertaken, an in-depth linguistic study of the colour words used by a literary figure
such as Shakespeare has not previously been attempted. A study such as this could be
divided into primary or basic colour words, on the one hand, or secondary colour words,
on the other hand. This thesis follows the first option and studies the semantics of colour
words through their collocates in Shakespeare’s works. The thesis considers first the
occurrence of colour words in history and culture, the nature of collocation and a review
of works on collocation in Shakespeare.

The major part of the thesis is devoted to the analysis of the seven basic colours that
appear first in the hierarchy outlined by Berlin and Kay. Following Berlin and Kay, white
and black are considered as colour words for the purposes of this thesis. The seven basic
colour words used are white, black, red, green, yellow, blue and brown. An exception to
this rule is that tawny is considered with brown to examine whether an extension of the
consideration of colour words might be significant. The remaining basic colour words are
not examined in my thesis because they do not occur frequently in Shakespeare’s works.
Naturally where other colour words, basic and secondary, occur in a collocation with one
of the basic colour words examined in the thesis, they are given due attention.

The thesis consists of ten chapters. Chapter 1 introduces the reader to the subject by
including an introductory survey of the linguistic and literary problems of my work.
Chapter 2 outlines the approach and methodology employed in dealing with the colour
words. The collocates are collected from Spevack’s concordance of Shakespeare’s
works. This chapter also indicates the organisation and categorisation of the colour words
and the texts which have been employed. The Oxford Shakespeare: William Shakespeare:
The Complete Works 1s used as the main source because it is the most up-to-date,

complete and easily accessible one-volume modern spelling text.



Chapter 3 deals with the collocates of white. It includes 169 quotations whose
collocates are grouped under six categories: (parts of the body, nature, cloth, emotional/
moral attitude, white with other colours and miscellaneous). Chapter 4 deals with the
collocates of black. Tt includes 202 quotations to cover the following semantic fields
(night, dress/mask, death/mourning and funeral, parts of the body/complexion, devil'evil
disaster. hlack and other colours, ink/writing, emotional/moral attitude, miscellaneous).
Chapter 5 deals with the collocates of red. It includes 107 quotations to cover the
following semantic fields (parts of the body, blood, emotional/moral attitude, disease, red
and other colours, nature and miscellaneous). Chapter 6 deals with the collocates of
green. It includes 113 quotations with the following categories (sea, nature, immaturity,
sickness, eye and miscellaneous). Chapter 7 deals with the collocates of yellow. 1t
includes 35 quotations with the following categories (cloth, youth/immaturity, old
age/decay, nature, disease/jealousy and yellow and other colours. Chapter 8 deals with the
collocates of blue. It includes 35 quotations with the following categories (parts of the
human body, dress, nature, blue and other colours and miscellaneous). And Chapter 9
deals with the collocates of brown & tawny. Brown includes 25 quotations with the
following categories (hair/head, complexion, food/drink, brown and other colours and
miscellaneous). Tawny includes 8 quotations with the following categories (complexion,
lifelessness, cloth, tawny and other colours and miscellaneous).

Chapter 10 summaries my research and pinpoints the openings for further investigation
in this area of study. Further research might, for instance, cover a study of a wider area of

secondary colours and a thorough analysis of the vocabulary where the colour word is

implied and not explicitly expressed.



CHAPTER ONE
INTRODUCTION

The purpose of my thesis is to study the symbolic significance of colour words in
Shakespeare. The most appropriate way to do this is to consider the collocates of these
colour words because it is through the company that words keep that one may come to
some understanding of what their meaning and significance are. As an introduction to this
analysis, I examine three major points. First, I assess the importance of colonr in history
and culture. Secondly, I discuss some of the features of collocation, how it may be
defined and what its constituent parts are as a means of deciding how collocation may be

of use in this study. Finally, I refer to studies on collocation and on lexis which deal

specifically with Shakespeare's works.

Colour words represent an interesting area of study and research. They have been
explored and dealt with by scientists, philosophers, anthropologists and occasionally by
linguists. The absence of much work by linguists on colour words may be attributable to
the difficulty of considering their meaning and status. Although many books about
language refer to colour and how languages divide the spectrum up in different ways, few
linguists have taken the discussion much further than this. How colour words are used in
the various languages has hardly been discussed by linguists. Colour words have little
interest linguistically from a grammatical point-of-view and the division of the spectrum
into different colour-words, which is referred to by many linguists, cannot be taken very
far in itself from a linguistic viewpoint. The only significant factor might be the semantics
of colour words, but this has not been investigated in any depth by linguists simply
because semantics has been given much less attention by them than other areas of
linguistics. Consequently a focus on colour words, such as the one adopted here, may
contribute to a wider debate about linguistic meaning,

Colour words constitute a special part of the vocabulary of any language There is an
imperceptible transition or continuum from one colour to the next in the spectrum and

although the differences can be measured physically it is not easy to see the boundaries



Chapter One: Introduction

with the eye. Languages characteristically divide the spectrum in different ways. The
division of the spectrum into different colours is specific to each culture and the members
of that culture are taught what to see. From the physical viewpoint, if light passes through
a prism from either side, it will break up into the rainbow colours, which English now
interprets as the basic colours red, orange, yellow, green, blue, indigo and violet.
Although we are taught to understand that there are different colours formed when light is
broken up in this way, each language divides the resulting light in different ways.! And
even in English, different people will interpret a colour variously. Some people might say
a coat is blue, others that it is green, and others even that it is grey. The boundary
between one colour and the next is not fixed. This is one reason that makes the study of
colour words so fascinating. The categorisation of colours found in English is not that
found in other languages, as a few examples will make clear. Bassa, the language of
Liberia, has two major categories of colours. They are Aui and ziza. The former signifies
one end of the spectrum that includes black, violet, blue and green. The latter stands for
the other end that includes white, yellow, orange and red.2 Dugum Dani, a language
spoken in New Guinea, has also two categories of colours: modla stands for ‘light, bright
[white] and mili for ‘dark and dull [black]. Baganda, a language spoken in Uganda, has
eru for hight shades, yellow, beige, light blue [white], dagaru for dark shades, dark blue,
black [black] and mynfu for reddish shades, pink, orange, brown, purple [red]. Bambara,
a language spoken in certain area in Congo, has three colour words: dyéma includes white
and beige [white], fima includes dark green, indigo and black [black] and blema includes
reddish and brownish shades. Hanunoo, a language spoken in Philippines, has (ma) lagti
for white, light tints of other colours [white], (ma) biru for black, violet, indigo, blue, and
dark green [black] (ma) rara for maroon, red, orange and yellow [red], and (ma) latuy for
green, mixtures of green, yellow and light brown [green]. Mende, a language spoken in

Sierra Leone, has kole for white, teli for black, kpou for red and brown and pune for

1See Leech 1981, p. 24,
2Gleason 1955, p. 4.

10



Chapier One: Introduction

green.’ It might also be added that the advances of science have introduced more colours
into most languages, but this development has not affected the organisation of the primary
colours in individual languages.

The research about colour and colour words which has been undertaken so far may be
divided into the universalist and relativist approaches. The universalist approach is
followed by researchers such as Berlin, Kay, McDaniel* and Wierzbicka®. The relativist
approach is followed by researchers such as Whort" Rosch-Heider,” Weisgerber® and
Gipper.” As far as the relativist investigation of the colour words is concerned. they
follow and adopt the linguistic theory known as semantic field theory. The universalists
think that there is a correlation between semantic fields and the structured units of words
denoting the semantic contents.'* They focus on how the semantic field of colour is
divided up in particular languages, and they attempt to relate the links between the units of
the semantic tield. They try also to discern the boundaries of the members ot the semantic
field.

Experiments have proved that natural languages manifest a limited number of primary
colour words ranging from two to eleven. Berlin & Kay'' have conducted the most
extensive enquiries into the way languages use colour words in a great number of social
relations. Their research involves an intensive and experimental investigation of twenty
languages and a comparative analysis of the colour vocabulary in ninety-eight languages.
Their findings suggest that the maximum range of basic or primary colours in any language
amounts to no more than eleven colours: white, black, red, green, yellow, blue, brown,

purple, pink, orange, and grey. They also claim that colour categories are hierarchically

YFor more cxamples sec pp. 46-103 of Berlin and Kay 1969: repr.. 1991, See McNeill 1972, pp. 21-33. McNeill
gives examples some of which have alrcady been given by Berlin and Kay. In the sccond part of her article. she

draws attention to a commonplacc phenomenon of English that it creates abstract colour names out of concrele
objects pp. 26-27. Sce also Crystal 1987, p. 106.

*Kay and McDanicl 1978. pp. 610-406.
SWicrzbicka 1990. pp. 99-150.

“Whorf 1956.

THeider 1972. pp. 10-20.

XWeisgerber 1962,

9Gipper 1955, pp. 135-45.

10Gcc Lyons 1977 pp. 267-68. and 1981, p. 155,
"Berlin & Kay 1991.
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structured following an evolutionary sequence. Their conclusions may be outlined as
follows. 12
All languages go through at least the first two stages in development:

stage 1. The appearance of white and black.

stage 1I. The addition of red to the inventory of colours
The following stages are not necessarily found in all languages, but those that have them
process them in this order:

stage I11: Either green or yellow is added to the inventory of a culture's colours.

stage IV: The other colour in the pair green and yellow is added.

stage V: Blue is added.

stage VI: Brown is added.

stage VII: The remaining colour terms (pink, purple, orange, and grey) may be added

to a language in any order.

Berlin and Kay, moreover, claim that each stage represents an evolutionary step through
which every language should pass in its historical development. An additional finding
shows a positive connection with cultural complexity as regards colour and technological
advance. ' .

In addition to establishing the hierarchy of basic colours as outlined above, scholars
have looked for a universal definition to determine what a basic colour is and what
attributes are involved in the determination of its universality. This has proved difficult, if

not impossible, though various criteria have been suggested. For example, Michaels

supports the idea that

the universality of colour categories may be argued for solely on the basis
of the translatability of colour terms across languages and cultures and
psychological saliency.!?

Berlin and Kay's main focus in their work was on distinguishing the basic colour terms

from the non-basic colour terms. They propose four major criteria to distinguish basic or

12Berlin & Kay 1991, pp. 2-3 & 22-23.
3Michacls 1977. p. 342.

12



Chapter One: Introduction

primary colours from non-basic colours. They are as follows. Firstly, a basic colour
should be mono-lexemic; this means that it is not easy to predicate its meaning or essence
from its constituents. Secondly, its effectiveness does not lie in being included in other
colour terms. Thirdly, it should not be confined to a narrow area of application but rather
to a very wide one. Finally, the colour should be most noticeable to users of the
language. !4

Colour words are important for they help us in one way or another to perceive and
understand the world by enhancing visual sensations. In view of this, they have been used
in all languages in the form of metaphors and collocations of almost every kind.
Surprisingly, the frequency of their appearance in the works of major English poets
correlate with the order adopted by Berlin and Kay.!S Colour-words also figure
prominently in the role of naming things, especially animals and plants. This feature is
evident in two different categories: the first category includes a set of collocations which
includes adjectival colour-terms that constitute the whole name of the plant or animal;
e.g., black mint and blackberry. The second category includes adjectival colour-terms
that constitute only a part of the name of the plant or animal; e.g., grey-checked thrush
and red-backed sandpiper.

When colour words are part of a collocation set, they may appear in different
grammatical functions. The most frequent type is not unnaturally adjective + noun, since
in most languages colour words usually function grammatically as adjectives. The
adjective in this collocational group is, of course, the colour term. Colour words can
appear as other parts of speech and when they do they can also form collocational sets,
though such examples are less common than adjective + noun. As a noun we find

examples like the greens, as a verb examples like 0 blue money, or as an adverb examples

like 1o treat someone whitely.

'4Berlin & Kay 1991. p. 6.

13Sec McManus 1983. pp. 247-52. McManus finds that there is a close correlation between the order of cvolution
of basic colour terms, as derived by Berlin & Kay. and their appearance and use in poetry and literature. Such a
correlation is noticed in the works of 17 poets: Gower (1325-1408). Langland (c.1332-1400). Chaucer (1345-
1400). Spenser (1552-1599). Shakespeare (1564-1661), Milton (1608-1674). Pope (1688-1844), Thomson (1700~

1748). Gray (1716-1771). Goldsmith (1728-1774). Cowper (1731-1800). Wordsworth (1770-1850). Scott (1771-
1832). Coleridge (1772-1834). Byron (1788-1824). Keats (1792-1821) and Shelley (1792-1822).

13



Chapter One: Introduction

The typical connotations of colour words have been investigated by Berlin and Kay to
determine whether there are connotations for individual colours found across the various
languages they used for their investigation.!® The connotations of colour words in

English, many of which are shared by other languages, are described as follows by

Bennett.!”

. White:

White 1s found in the sense of good-favoured, liked, very clean, monarchist, and anti-
revolutionary; and also (U.S) honest, square dealing. Under this category, there is another
associative collocation, namely white flag, to convey internationally a sense of giving up

resistance or surrender or showing no hostile intentions. This is a visual symbol which has

entered most languages as a result.

2 Black:

Bluck, on the contrary, often connotes unpleasant things through its collocations, such
as: darkness (black hole), dirt (black hands), a sign of shame (black mark). Black has a
strong relation with evil and the Devil (black magic, black behaviour). It refers to black

people especially when the context alludes to some particular features of the human race
(the Blacks).

3. Red:

Red has special characteristics, one of which is its physiological association. It
collocates with some parts of the human body. The collocation of red necked. for
instance, 1s a clear allusion to anger that affects people when the blood flushes into the
face and neck causing sometimes cases of fury beyond control. Red handed refers to a
person who is caught in the very act. Red-headed or haired is accepted as a sign of

deceitfulness. Apart from its connection with the human body, it is connected with the

16 Sce Berlin & Kay 1991, pp. 45-103.

7Bennett 1988, Under the “Mcaning and symbolisms of the various CTs |Colour Terms) in metaphorical CCs™
|Colour Collocations| pp. 47-67. Bennett discusses a number of basic and non basic colour-collocations. In the
fifth chapter. “Some Interesting Colour Mctaphors and Further Remarks on the Meanings of Colour Terms™ pp.

68-90. he provides more remarks and examples on the colour words and their collocations. The colour words in
pp. 47-90 arc arranged alphabetically and do not follow the order adopted by Berlin & Kay.

14



Chapter One: Introduction

socialist and communist parties. It also signifies in most cases the mark of danger
especially in transportation. The red signal indicates a complete stop. Internationally and
in battles, it refers to complete readiness to fight. Most pennons in battles of the Middle
Ages indicate the same point. It, contrary to the previous connotation, refers to respect

and dignity in pageantry especially when the red carpef is laid on the ground of the airport

to receive leaders and presidents.

4. Green:

Green is usually used to refer to the following points. It refers to the prime of youth
especially the growth of plants. When we say a plant is ‘in the green’, it means that it is
full of vitality. It also alludes to unripeness. The collocation green wine tells about the
unripeness of the wine. Gullibility, immaturity, and inexperience most often are referred to
by green. Green is widely known as a colour indicative of jealousy as far as the colour of
the eye is concerned. Shakespeare's famous phrase green-eyed monster tells about the
close association of green with jealousy. (Green is also applied to the colour of the
complexion as a whole. As far as this state is concerned, green conveys the physical and
mental state. Contrary to the red signal, which signifies danger, the green signal has been

world-wide understood as a signal of proceeding and therefore it is perceived as a signal

of safety.

5. Yellow:

The fifth colour of basic colour terms is yel/low. One of its archaic associations is
jealousy in fo wear yellow stockings. This link of yellow with jealousy has been replaced
by another colour and collocate as in green-eyed monster. Like red, yellow is associated
with some collocations to refer to parts of the human body particularly the skin of certain
people. For instance, yellow boy or girl refers to one whose skin is slightly brown.
Similarly, again, ye/low like red signifies a sign of welcome especially when it collocates
with ribbon. Cowardice is another main associate of ye/low especially in the compound a

yellow-belly. Yellow also refers figuratively to illness, particularly jaundice.

15
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6. Blue:

The collocations of hlue form positive and negative meanings. It represents the aspect
of tranquillity and serenity since it is the colour of the cloudless sky and the calm sea in
certain regions. It also expresses the aspect of beauty. 7rue blue, for instance, refers to
loyalty and constancy that are the most admirable human qualities. The same idea can be
felt, as blue collocates with eye, from the collocation of hlue-eyed boy or girl. The same
collocation expresses different ideas. In addition to the point of beauty it stands for
innocence. Examining other blue collocations, one finds some negative meanings. All are
related to the moral values and disciplines. Some of these negative meanings are: hlue
film is pornographic, blue laws regulate the personal freedom as well as allude to some

religious attributes such as faith and fidelity. A b/ue nose tells about someone whose

moral views are puritanical.

7. Brown:

The collocations of hrown seem to express gloom and dimness. It is, therefore, very

rare to come upon collocations that express happiness or brightness in association with

brown.

8. Pink:

Unlike hrown collocations, pink collocations express to some extent brightness
especially when it pertains to the fair sex. Pink is traditionally preferred by women and
girls for it symbolises the aspect of warmth and softness. Apart from being the traditional
colour of the fair sex, it collocates with some lexical items such as pink round the edges to

account for someone who is less far left in his political opinion and attitude.

9. Purple:

It seems that some colours are preferred by certain members in a society. We have
seen that pink is the preferable colour of the fair sex. Pz'lrple is the preferable colour of

the ancient rulers, kings and emperors because it stands for the aspect of dignity and

16
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honour. It, in addition, is associated with a set ot collocations that is derived from the

source of wealth and prosperity.

10. Grey:

(irey has been considered as a shade within the range of whire and hluck. 1t extends to
cover a vast range of shades varying from the very dark grey to the very light grey. The
collocations of this colour often allude to the following meanings. Since grey is a resultant
shade of white and black, its collocations often refer to vagueness. Therefore, the
collocation grey area includes a sense of invisibility whose border lines are not clearly
demarcated. Some grey collocations evoke the concept of old age especially when the
associatives hair and beard are examined. We have seen that some of green collocations

connate the concept of good health, unlike green, grey refers to unhealthy condition

through ro feel grey.

I 1. Orange:

Most orange collocations are to be understood literally. Only a few have metaphorical
significance, especially when the implication is linked with religious terms. Orange lodge
and orangeman have strong connection with a secret society that supports the views of
Protestantism in Northern Ireland.

Colours are also used symbolically to refer to objects which constitute a field of
associated links. Such links are well-known, particularly when there is a natural link
between the object and its colour. For instance, red associates with hlood because that is
the colour of blood. From this association other connotations of the colour may emerge
so that red may thus also be linked with revolution; whife with chastity, hluck with
sadness and in some cases with evil; green with vitality, hope and spring; yellow with
sunshine and gold; hrown with hopelessness; hlue with serenity and clarity especially when
sky is involved.

Colour symbolism has been investigated by a number of writers who have produced

individual chapters and sometimes complete works on this subject. Linthicum's Cosfume
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in the Drama of Shakespeare and his Contemporaries'® highlights the importance of
colour symbolism in the drama of Shakespeare's time. He devotes a whole chapter to a
short survey of colour-costume and its symbolism during the sixteenth and early
seventeenth-century. This chapter contains references to contemporary works which
concentrate on colour-symbolism and its significance. One of these works is Sicile's /e
Blason des couleurs en Armes Liurees et deuises (1528). In Linthicum's discussion of

Sicile's work he claims that his code of colour-symbolism includes:

white indicated faith, humility, and chastity; black, grief and constancy;
obscure grey, patience; bright grey, despair; ash, trouble and sadness;
silver, purity; yellow, hope, joy, magnanimity; russet, prudence; yellow-red,
deception; green, love, joy, blue, amity; turquoise, jealousy, perse,
knowledge; red, prowess, vermilion, courage.!®

Morato and Occalti, two Italian scholars, also took an interest in colour-symbolism during
the Elizabethan period. Morato's Del significato de’ colori (Venice, 1559) includes a
system of colour almost similar to that of Sicile's. But it differs in the association of green,
ash; and primarily turquoise. He associates furquoise with contemplation and elevated
thoughts. Occalti's Trattato di Colori (1568) reflects nearly the same abstract qualities in
Morato and Sicile's works with only slight differences. It states that yellow-green
associates with desperation; willow-green with willingness to die; straw with abundance;
murrey with passionate love; and violef with coldness and aloofness. These works help
us to appreciate that Shakespeare and his contemporaries.were attuned to the importance
of colour symbolism, and this is hardly surprising in view of the use of colour in such
features as heraldry.

Elizabethan poets and dramatists provided their readers with a collection of images,
ideas and objects delineated with colours. Shakespeare's contribution to the development

of the English language has been examined in depth,2® although colour words do not

I8Linthicum 1963. pp. 13-52.
19Linthicum 1963 p. 17.

29In fact a great number of books has been written on Shakespeare's language. for the most important sce Blake
1983. Hussey 1992, Brook 1976 and Hulme 1962.

18
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figure prominently in what has been written on his language. His language can be
summarised as vivid, robust and full of inexhaustible resources. He exploited the
resources of the language to depict almost all aspects of life on various levels, and to
create endless possibilities for study and interpretation. That is why I have chosen
Shakespeare rather than any of his contemporaries to work on.

Colour words have been studied from different perspectives. The commonest are the
scientific and literary; or more specifically the physical and semantic. 1 focus on the latter
in which the colours, including Shakespeare's, are evaluated denotatively and
connotatively. The first approach is more general and therefore adopted by dictionaries
and general reference works. The latter is rather specific?' and very often undertaken by
research scholars. Therefore, 1 use the second approach in dealing with Shakespeare's
colour words to extract the implicit and symbolic meaning. | concentrate, in addition, on
the collocates and study their signiticance together with their associated colours. Then, 1
highlight the symbolic and metaphorical implication of the collocation in general,

Before | deal with colour words and their collocations, it is important to focus on the
nature of collocation and its main categories. Collocation is a name?? given to a linguistic
feature that signifies the repeated co-occurrence of non-idiomatic recurrent phrases and
expressions whose meaning is inferable from their constituents within certain patterns
governed by lexical and syntactical rules. The repeated expressions within patterns are
divided into two categories: syntactical and lexical. The first category is a combination of
a central or dominant lexical item such as a verb, noun or adjective with a grammatical
item such as a preposition; e.g., ubide with, belong 1o, complain about (of) etc.... The
second category is lexical collocation that links two or more lexical items together. The
main sub-divisions of this second type are: noun + verb: hlood circulates, bell rings,
adjective + noun: vital point, crushing defeat, absolute terror, verb + noun: compile a

dictionary, pronounce da senience, commit suicide, compose nusic, adverb + adjective:

21Gee Waldron 1967. Lyons 1981 and Leech 1981, pp. 24-26.

22For the term collocation sce Sinclair 1991, Carter 1987, Greenbaum 1970, pp. 9-32. and Firth 1951p. 118-49:
repr.. 1957, pp. 190-215.

19
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seriously injured, desperately defended, closely watch.ea', verb + adverb: apologise
humbly, sleep soundly. and noun + noun: an item of news, flock of birds.

Collocation is distinguished by a relationship that binds two items together. The
relationship can sometimes be strong and at other times weak. In other words, the
probability of the co-occurrence of certain pairs of items together is stronger than that of
other pairs. For instance, the probability of the co-occurrence of blonde with hair 18
stronger than brown with hair. The relationship between blonde and hair is called strong
collocation, whereas that between brown and hair is called weak collocation.

Different methodologies have been proposed for learning and studying collocation.
Collocations are often difficult for a learner of a foreign language, because the target
language may well have different collocations from his native language. The foreign
learner often has to pick up collocations through exposure to the language, which is more
or less the outcome of making mistakes in communication. A method of studying
collocation is the corpus approach. It implies collecting ‘a corpus of material in a given
language and classifying the frequency of the patterns of collocation in the corpus itself.2}
Another method studies collocation apart from syntax and semantics and is termed by
Greenbaum the ‘item orientated approach’. This approach is not without problems and
disadvantages. One problem that arises from investigating collocation irrespective of
syntax is that there will be no standard to discover the collocated items even when they are
adjacent. Another problem in this approach concerns the determination of the distance or
span?®of the collocated items. This problem is better solved in the light of studying
collocation as a separate level of analysis.2> The solution offered by Greenbaum is that
“the only solution that can be offered for this difficulty is the wholly ad hoc one of
restricting the items to be considered as collocates to those that occur within an arbitrarily
specific distance” 26 A second element of the approach suggested by Greenbaum involves
a selection of homogenous set of items and studying each item in relation to others within

the selected set to be carried out taking into consideration the syntactical restrictions. He

23See Greenbaum 1970, pp. 10-11.

24Span is a range of known number of words in which collocation normally takes place between lexical items
25This study is suggested by Halliday 1966 and Sinclair 1966.
26Greenbaum 1970, p. 11.
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thinks that consulting the native speaker is one of many successful approaches to be
adopted in this concern. This approach requires five procedures.?’ The first procedure,
called Recall of Usage Test, evokes stating the exact forms of the expressions or sentences
habitually used by the informants. But because it is not easy for the informant to recollect
the exact usage of the forms of collocation in most cases, it has been accounted not very
fruitful and practical. The second procedure involves two components: the first
component requires giving the informants some variant forms of a sentence, and then
asking them to give their opinion as far as this acceptability is concerned. The second
component requires ranking the same variant forms indicating the order of their preference
as most preferred, next preferred and least preferred. The third procedure, called
Evaluation Test, evaluates the forms of a sentence adop'ting the same scale used in the
second procedure. But one point should be observed that only one sentence is presented
for judgement. The fourth procedure, called Compliance Test, involves a process in which
the informants are asked to make some changes to the provided sentences especially the
tense change, according to which the given sentences are judged, should already be
available to function as a standard sentence or most acceptable. If any sense of
indenticalness between the target sentence and the sentences of the informants is
recognised, the result will be considered compliant. If any sense of deviation is
recognised, the result will be considered non-compliant. The final procedure, is called
Completion Test. As its name indicates, there will be some completion to be performed as
an essential part to the test. The informants are asked to complete some missing parts of
sentences depending mainly on some given key words.

Another proposed method for studying collocation is 3. R. Firth's theory of modes of
meaning. He maintains that in dealing with language, the most important concern should
be directed towards its social function. To understand language, it is advisable to focus on
its dispersion into modes. Linguistically, it is better to deal with meaning by concentrating
on the language event as a whole than dealing with its various levels of analysis: phonetic

and phonological; grammatical, lexical and semantic. What follows then is a treatment of

27Se¢ Greenbaum 1970. pp. 14-22.
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the meaning of the units of each level in terms of its function as components or elements
of the structure of the units. Some of the various levels of analysis, such as phonology,
consider prosodic features of speech within any sentence as markers or signals of word-
structure of that sentence. This kind of phonological meaning in a language is referred to
as a prosodic mode. He assumes that collocation can be more explicitly understood in the
different modes of meaning in different levels of analysis.?® His view of language is based
on the principle that language springs from the concept of meaning as the function of a
linguistic item in its context of use. Thus, his focal point is centred on the context of
situation in which every linguistic unit could perform its function. However, he stresses

one particular issue by drawing attention that:

meaning by collocation is not at all the same thing as contextual meaning,
which is the functional relation of the sentence to the processes of a
context of situation in the context of culture 2

The final section of this chapter reviews studies that have been produced on collocation
in Shakespeare, whether they refer specifically to colours or not. Some deal with
Shakespearean collocations and image-clusters in certain plays without tackling colour
words.  Others simply focus on colours with no emphasis on or analysis of their
collocates. The works that focus on the colours in Shakespeare are of two types. The
first type deals specifically with a colour, without necessarily examining its collocates or
connotations in detail. The second treats certain colours incidentally in the course of
dealing with other matters and the colours are never central to the article in question. No
previous study has concentrated solely on colour words together with their collocates in
Shakespeare. The first type isolated in the previous paragraph is best represented by the
work of Armstrong, whose Shakespeare's Imagination concentrates on collocation and
image-clusters. The second type is found in a number of chapters in individual books and

a few articles, such as Spurgeon's Shakespeare's Imagery, in which the fifth chapter

28Firth’s idca of collocation and modes of meaning in general is not without criticism. See Lyons 1966, pp. 288-
302. )

29Firth 1957. p. 195.
30Spurgeon 1935. pp. 57-85.
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“Shakespeare's Senses” hints at Shakespeare's use of certain colours, and in Heilman's
“More Fair than Black: Light and Dark in Othello”! and Adler's “The Rhetoric of Black
and White in Othello”3? both of which examine hlack and whife collocates.

Armstrong's work aims at exploring Shakespeare's psychology of association and

imagination. Armstrong introduces his work as an attempt at investigating

the associative processes revealed in his [Shakespeare's] imagery.... It
begins as an investigation of Shakespeare's imagination, but it becomes a
study of human imagination for we cannot explore the complexities of one
man's mind without learning truths of general application.¥

The first chapter begins by investigating the collocates for kite. The collocates are usually
unpleasant in the first instance such as: cowardice, meanness, cruelty and death. This
association of evil with kite may go back to the ancient Greeks for whom it symbolised an
evil omen. This idea can be seen in Ant. and KL:

(a) Antony: “Approach, there—Ah, you kite! Now, gods and devils,”(4nt. 3.13.89), p.

1023.
(b) Lear calls his daughter Goneril: “Detested kite, thou liest.” (KL 1.4.241), p. 951.%
A second set of associations refers to articles of the furnishings of a bed which link up

with the cluster of the kite images. This set of associations can be illustrated by the

following quotations:

Fetch forth the lazar kite of Cressid's kind,
Doll Tearsheet she by name, ...

(HV 2.1.74-75), p. 573

He is very sick, and would to hed.—Good Bardolph, put thy face between his
sheets, and do the office of a warming-pan.—Faith, he's very 1ll.

(HV 2.1.79-81).,p. 574

And in their steads do ravens, crows, and kites

3Hcilman 1951, pp. 315-35.
32adler 1974. pp. 248-57.
33 Armstrong 1946, pp. 7-8.

3Rcferences 10 Shakespearc's texts throughout are to Stanley Wells et al., 1988, All further references to
Shakespeare's works throughout my thesis are to this edition.
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Their shadows seem
A canopy most fatal, under which

Our army lies ready to give the ghost.

(JC 5.3.84, 86-88), p. 623
That is, to watch her as we watch these kites

I'll find about the making of the bed,
And here I'll fling the pillow, there the bolster,
This way the coverlet, another way the sheets,

(Shrew 4.1.181, 186-88), p. 44

My traffic is sheets. When the kite builds, look to lesser linen.
(WT'43.23-24),p. 1117

[italics in the second set are mine |

One might be puzzled why there should be any association between kite and bed or

bedding. The following explanation is offered by Armstrong, that:

some death-bed scene had made a great impression on the poet's mind.
Certain it is that the association between kite and bed arose through the
connexion of both with death, and that, once formed, it just went on and
on, reappearing in play after play.3*

It is not only certain birds which have unpleasant associations and collocates, for beetles
do as well. In Shakespeare's mind, they are symbols of misfortune, death and evil. They
conceptualise one tragic theme and therefore accumulate indesirable collocates, especially
death. On the other hand, some birds such as the eagle had different associations for

Shakespeare. It has been assumed that one of its main associations is pride. The duke of
York in RIT says:

35 Armstrong 1946. p. 15.
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Yet looks he like a king. Behold, his eye,
As bright as is the eagle's, lightens forth

Controlling majesty.
(RII 3.3.67-69), p. 384

Armstrong's endeavour to investigate the associations of some hidden images isolates
two dominant ideas in Shakespeare's writings, /ife and death. These two correlate with
fove and hatred. The two correlated ideas become two supreme categories: /ife-love and
death-hatred. Part of his endeavour includes an analysis of the poet's personality on the
basis of the images he employs. He thinks that some readers might deduce that the poet's
character was unbalanced. Shakespeare's diverse and opposite collocates are sometimes
gathered together in a single image-cluster. Armstrong believes that the poet should be
considered as on the same level as great philosophers whose ideology and doctrine are
partially or wholly marked off by using the technique of contrast and antithesis.
Armstrong's work includes a cluster of certain images and collocations. His work can be
taken as a model to be adopted in discussing colour image-clusters.

Shakespeare's enthusiasm in observing daily aftairs has been recorded by a number of
scholars. Spurgeon's “Shakespeare's Senses” shows how Shakespeare aspires to draw
images of intricate situations by means of change and contrast and through metaphorical
manipulation. His technique includes two teatures. The first is the use of the word
associated with a colour instead of the colour itself. For example, a change of the face-
colour may occur as a result of emotional upheaval. The following examples display the
situation portrayed by means of some colour-collocates. The emotional change has been
signified through hlood, the lexical alternative of red in the context of Bassanio's love
situation with Portia in Merch.: “Only my blood speaks to you in my veins,/And there is
such confusion in my powers™ (3.2.176-77), p.440. The sense of fear on the soldiers'

faces, in Mac., has been depicted, yet its usual colour is not mentioned but expressed

through
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What soldiers, patch?
Death of thy soul, those linen cheeks of thine
Are counsellors to fear. What soldiers, whey-face?

(Mac. 5.3.17-19), p. 996

The sense of paleness that grips Venus' cheek implies fear in “Claps her pale cheek till
clapping makes it red,” (Ven. 468), p. 229.
The second main technique used by Shakespeare which was identified by Spurgeon

underlines the mutual association of the different colour of the face with the sunrise. This

picture occurs in a number of examples:

Like the fair sun when, in his fresh array,
He cheers the morn, and all the earth relieveth;
And as the bright sun glorifies the sky,

So is her face illumined with her eye,

(Ven. 483-86), p. 229

Yet do thy cheeks look red as Titan's face

Blushing to be encountered with a cloud.

(Tit. 2.4.31-32), p. 137

Kissing with golden face the meadows green,

(Sonn. 33.3), p. 755

Heilman's article examines black and white collocates in Oth.  Black usually evokes
unpleasant associations, most of which have already been discussed under the symbolism
of black. On the other hand, white is associated with the most favoured symbolic
characteristics, which have been very briefly accounted under white. The following table
contrasts the symbolic collocates picked up from different extracts from Orh. :

Black White
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darkness fair/light
devil heaven/virtue
lasciviousness ' purity/ sn(;w
villainy fairness

Adler's article also probes the use of black and white in Oth. and the ideas usually
expected or thought to be associated with them. They are exploited to support the tragic
theme and to contrast certain characteristics of Othello and Desdemona. His analysis
produces five instances in which the associations of black simultaneously display and
oppose the qualities of the hero and the heroine. The first instance shows how the dark
opposes the Jight: (the black ram; the white ewe) “Even now, now, very now, an old black
ranVIs tupping your white ewe.” (1.1.88-89), p. 821. The second sheds light on the
aspect of racial discrimination as black signifies Othello's African origin and white stands
for the European skin-colour “to the health of the black Othello.” (2.3.28), p. 830; “Nor
scar that whiter skin of hers than snow,” (5.2.4.), p. 849.- The third focuses on the hair-
colour: hlack is an associate of brunette “How if she be black and witty?” (2.1.134), p.
828. White is an associate of blond: “If she be fair and wise...” (2.1.132), p. 828. In the
fourth case black is associated with uncleanliness or grime: “My name, that was as
fresh/As Diana's visage, i1s now begrimed and black™ (3.3.391-92), p. 838. Whire by
expected opposition collocates with cleanliness. In the final instance black is associated
with the morally foul “When devils will the blackest sins put on,” (2.3.342), p. 333.
White, more precisely fair, is associated with virtue “If virtue no delighted beauty
lack,/Your son-in-law is far more fair than black.” (1.3.289-90), p. 826.

Bock's “Color Terms in Shakespeare™3¢ examines the frequency of the 646 basic colour
terms in Shakespeare recorded in Spevack's Concordance’” He draws a chart that
accounts for the figures of Shakespeare's colour-terms. He provides, in addition,
differential uses of hlack and white. Using the theory of salience, he finds that hlack is the

most salient colour: its frequency (177) is followed by white (151). It is more often used

36Bock 1984. pp. 123-33.
3Spevack 1973.
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in tragedies than comedies most probably to signify certain instances of tragic thematic
ideas and scenes. It is more frequently used than white in the histories: black (47
frequencies), white (28 frequencies). Red is the third salient colour (96 frequencies),
almost equalled by green (94 frequencies), yellow (30 frequencies), blue (28 frequencies),
brown and grey (24 frequencies), purple (18 frequencies), orange (2 frequencies) and pink
(4 frequencies). He then mentions some symbolic and metaphorical connotations of some
colours which have already been referred to. His chapter also includes an illustrative table
of the pairs of colours that occur together in one line in the dramatic works only.

There are works that hint at instances of some colours referred to randomly. Steiner's
“Understanding as Translation”3® is an instance that comments on associations of certain
colours manipulated by some Elizabethan dramatists. One of the colours examined is
yellow that foreshadows different meanings and implicati'ons. Steiner refers to ordinary
collocates of yellow adopted by Shakespeare and some of his contemporaries. For
Shakespeare, Steiner says, yellow is associated with jealousy: “No yellow in't, lest she
suspect, as he does,” (W7 2.3.107), p. 1111; “T will possess him with yellowness; ...”
(MWW 1.3.93), p. 488. Yellow, of course, is not the only colour used by Shakespeare.
He uses green, an appropriate colour, to imply jealousy: “It is the green-eyed monster
which doth mock” (Oth. 3.3.170), p. 836.

This survey includes a brief idea about the nature of colour and collocation in
Shakespeare. To understand the colours together with their collocates in more detail,
more analysis is needed. But before I tackle this point, I outline the methodology I

propose to adopt in my work. This is introduced in the following chapter.

3¥Sqeiner 1975. pp. 3-4.
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METHODOLOGY

The aim of this chapter is to present the approach adopted in my thesis. Because of the
number of colour words and of words which could be taken to imply colour even though
they are not specifically colour words themselves, which exist in Shakespeare's works, 1
have decided that I will focus on basic or primary colours only. Even within this category
[ will not have time to deal with all colour words and so I have concentrated on the seven
colour words which appear first in the hierarchy outlined by Berlin & Kay.! These are:
white, black, red, green, yellow, blue and brown. Each colour word has a separate
chapter devoted to it. In addition, 1 have chosen to deal with the word fawny in the
chapter on hrown, even though this is not a word used to describe a primary or basic
colour. I have done this for several reasons. It is interesting to see an example of a non-
basic colour word in relation to the basic colour which it refers to. In addition, brown has
not got many references in Shakespeare and so it was useful to expand the coverage of
brown by considering fawny as well. As far as [ can tell fawny, when it is used, is always a
colour word and has more or less the same meaning as brown. It does not appear to have
associations or connotations which make it different from brown. This is not necessarily
true of other associated words. Thus azure, for example, is a term used in heraldry and
might well have connotations which are quite different from blue. Although it is not a
basic colour, fawny is dealt with because of its close link with brown. It might also be
mentioned that the seven basic colours have a large number of quotations, whereas the
other four basic colour terms are relatively rare in Shakespeare's works. Pink, purple,
grey, and orange are not often encountered in his works. Pink has only 4 quotations,
purple 24 quotations, grey 50 quotations and orange five quotations, this figure contrasts
with some of the other colours which may have more than a hundred quotations. It 1s
difficult to evaluate the meaning and use of words which are used so infrequently. It

would be difficult to accept that the collocates of such a few examples would be

IBerlin & Kay 1991. pp. 2-4.
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characteristic of how Shakespeare used these colour words. It may also be understood
from the previous remarks that a colour word means the actual lexical item itself and not
any other word which might imply that colour. Thus it is possible to think that in bloody
hands, bloody means, or at least implies, red or that in milk-faced milk implies white.
Such lexical items are not regarded as colour words as far as this thesis is concerned. The
only colour words which are listed are those with the precise lexical item white, black etc.

Having decided which words I would deal with, I collected examples of these words
from a concordance of Shakespeare's works. The concordance I consulted is Spevack's,?
which is regarded as the most comprehensive and accurate one available. It presents the
material in a variety of different ways, and has made use of computer technology to
guarantee completeness. We should keep in mind that Spevack's concordance is not based
on the First Folio? or on the texts in the Quartos; it is based on a modern edition of
Shakespeare's works, the Riverside Shakespeare edited by G. Blakemore Evans* This
creates a number of differences as far as the editorial process is concerned. The Riverside
edition naturally does not have the same readings as those found in other editions or in the
First Folio. These differences include not only variant emendations and sentence
structure, but also scene-numbers, scene-length, and line-numbers. It remains possible
that some colour-word quotations exist in other editions which are not found in the
Riverside edition, but as far as possible I have tried to make sure that all examples of the
colour words I discuss have been included in my thesis.

The colour words were collected under their primary colours since that is the headword
under which they are found in the Concordance. After the words had been collected, they
were divided up in accordance with their collocates. For this purpose the collocate is the
word which is most closely associated with the colour word. Thus where the colour word
is an adjective, the collocate will normally be the noun to which it refers. Inevitably there
are certain problems associated with this categorisation and some of these are identified

here. When the colour-word is an adjective, the thing to which it refers may not be named

2Spevack 1968-80.

3\ fr William Shakespeare Comedies, Histories, and Tragedies, 1623.
4Evans 1974.
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directly. Thus when in Mac. 2.3.60-1 there is reference to “making the green one red”,
the noun to which the two colours refer is sea which is what the pronoun one refers to in
its turn. This means that the collocate of a colour-word is not necessarily in immediate
proximity with it. But as far as possible the collocates of the colour words are either
adjacent to or very close to them. It is the word or concept with which the colour word 1s
most closely associated. There may be occasions when one can talk of a primary and a
secondary collocation, and this is important when one is thinking of the connotations
which the colour-words had for Shakespeare. Thus in the quotation from Mac. in which
green and one are linked, it is clear that one (i.e. the sea) is the primary collocate, but
there is also a link between green and red. It is possible, therefore, to suggest that in this
example green has as its primary collocate one (i.e. sea), but it has a secondary association
with red (suggesting blood). For the purposes of the categorisation of the meaning of
green it may be necessary to include a quotation of this kind in two sections, once with
sea and another time with red. On other occasions an adjective may refer to two nouns,
and in such cases there may well be two collocates for the particular adjective. The
primary colour word is not always followed or preceded immediately by its collocate, for
Shakespeare is too flexible a writer to always place an adjective and its noun together.
The collocate may sometimes be at a distance from the colour word to which it refers.
That is why the reader finds that the length of the quotation gets longer or shorter due to
the need to identify the collocate with which the colour word 1s associated. The collocate
of a colour word may be represented by an alternative lexical item with the same meaning;
e.g., green sea, green Neptune. In such examples sea and Neptune may be regarded as the
same collocate.

Compound-words® which contain a colour word within them are divisible into two
groups: first, the colour word is only one of the free morphemes which make up the
compound, e.g., “white-bearded Satan” (/HIV 2.5.468), p. 466, “White-handed mistress”
(LLL 5.2.230), p. 300, “green-eyed jealousy.” (Merch. 3.2.110), p. 439, “green-eyed
monster” (Oth. 3.3.170), p. 836, “snow-white swan” (Luc. 1011), p. 248; second, both

SPrinted as compounds in the edition which I have used, though other editions may have a different pattern.
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components of the compound are colour words, though normally only one of them is a
basic colour, e.g., “his beard all silver-white” (Luc. 1405), p. 251. It is not usual for a
compound to consist of two basic colour words. In both cases the compounds are treated
as though they are single words which contain a single basic colour, though in the first
group the collocate is likely to be the other half of the compound. Thus white-handed
lady has hand(ed) as the collocate of white. But in the second category it may well be the
noun to which the compound adjective refers which is the collocate, thus in “his beard all
silver-white” the collocate of white is beard, not silver.

When the words have been collected, they are first gathered into categories with (heir
primary collocates. Thus a quotation which has white beard will be put with all the other
quotations which link white with beard, and a sub-category of 'white + beard' 18
established. These resulting sub-categories are then joined together into larger categories
which share a common feature with the colour word. Thus if white is linked with hair as
well as with beard, these two quotations will be joined in a group entitled 'white + parts of
the body'. This enables the various quotations to be grouped into image-clusters which
are most likely to share a common connotation, for it is not possible to say that
Shakespeare deliberately distinguished beard from hair in describing an old man. It is
difficult to decide the most appropriate groupings of all quotations, but as far as possible
they are linked in this way so that the common meanings can be more readily identified
and analysed. If a colour word is thought to have a secondary collocation or connotation,
then it will appear in another sub-group, such as white + red. The various categories for a
colour word like white are then gathered together in the chapter devoted to white.

The primary and secondary collocates may take the form of a single word, a compound
word or even occasionally a phrase. A special point to be observed is that where the
colour word is part of a proper noun it is treated as a separate sub-category, for one
cannot necessarily assume that proper names which include a colour-word were
specifically employed by Shakespeare to evoke the normal connotations of that colour. If
it is possible that he did so, this is noted.

If we look at the chapter which deals with white, we find that it is a combination of a

number of categories each consisting in turn of smaller sub-categories. Each category is
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identified by a Roman numeral and any significant features may be briefly noted. Each
sub-category is in turn identified by the Roman numeral of the category to which it
belongs and then by a capital letter to indicate that particular sub-category. Thus category
‘I' of white refers to the human body, and this is then divided into the following sub-
categories, each of which refers to one or more parts of the human body: L.A. hand, arm,
fingers, L.B. head, hair(s), beard(s), L.C. cheeks, LD. eye, eyelids, brows, LE. bosom,
heart, LLF. mouth, teeth, saliva, L.G. face and general physical appearance. The
headword(s) of each sub-category are the collocates of the basic colour word, which may
be the simplex or a free morpheme of a compound word.

Each chapter deals with a single basic colour and its collocates, apart from chapter 9
which deals with brown and tawny. The order of colours in this part of the thesis follows
that found in Berlin and Kay. The items which are included in each sub-category are listed
first and then a short discussion of the connotations of the colour word in relation to the
collocate(s) follows. At the end of each chapter a short summary of the connotations of
the colour word and its collocates is provided. A conclusion at the end of the thesis
summarises the results extracted from each chapter. An appendix with a complete
alphabetical list of the quotations of each colour is provided; this follows the order of the
colours in the individual chapters.

One final point concerns the edition of Shakespeare's works 1 use. There are different
editions which vary in some textual features such as spelling, emendation, the line and
scene numbers and additional passages in some plays. The ordinary reader may wonder
why there is a number of different editions each with differences. The main reason is
because of the variable nature of the material and documents used for editorial production.
The texts are based on the different copies of Folios and Quartos. Different editions of
Shakespeare's works are used in documentation. Each has its distinctive way of
presentation. The most recent and complete one is the compact edition of William
Shakespeare: The Complete Works, edited by Stanley Wells and Gary Taylor. It is the
most recent, advanced, complete and easily accessible one-volume production of a
fundamentally modern spelling text. Since its publication a few years ago, it has become

well-known and authoritative. Frequent reprints prove that it has found widespread
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approval. It is also of a compact size that contains all texts in one volume and is related to
individual editions. One more advantage is that it is supplemented with a selected glossary
of some difficult Shakespearean vocabulary. An index of the first lines of sonnets together

with their numbers of their position in the sequence is provided as well.
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WHITE

This chapter deals with the collocates of white. Although whife has not been regarded
scientifically as a colour word in the sense that it has no place in the spectrum, users of the
language, especially poets, treat it as a colour word employed mainly for expressing
concepts and portraying images. Shakespeare is among the poets who used white for such
a purpose. His works provide the reader with a fertile soil of universal concepts of white.
and this is one of the reasons for including it in my thesis. Another reason is that my work
would be incomplete if white was excluded because this would affect the integrity of some
other colours, for there exists a close connection between whife and what are regarded
scientifically as real colours. Such a connection sometimes takes the form of contrast
principally with black and on a few occasions with red or terms implying the colour red
Before 1 start, I illustrate how white has been defined by some lexicographers. One point
should be kept in mind, namely that dictionaries usually tend to emphasise the technical
nature of white and very seldom give enough room to its connotative aspects. Thus the
OFED defines it as “Of the colour of snow or milk; having that colour produced by
reflection, transmission, or emission of all kinds of light in the proportion in which they
exist in the complete visible spectrum, without sensible absorption, being thus fully
luminous and devoid of any distinctive hue.”!

White is widely used to signify a number of associations. The following is a list of

connotations offered by Bennett with some of its collocations used today.

1. good, favoured, liked (white boy,