The Roaring Girl, or Moll Cutpurse (28T 5 E/L &
BRI D=2 2 =7 1 L OF%

P R

LB
k<A« 5 v % — (Thomas Decker, ¢1572-1632) & h~ 2 - I K/ k> (Thomas Middleton,
€1570-1627) ®4:{E The Roaring Girl, or Moll Cutpurse (1611) (2B W T, BFAM - HICRE IR D T

I, BETT T br—L W) ZORRRAMESFICL> T, Yoy RACR#EInE 2=
T4 O xR MEZREVICT D, P RIEOLMEEZET NV ET D HADOBIEL, BIZIEy oA 7R
£ 7 @ Twelfth Night (1599) 128\ T, —BRMLP ZITET D AR I D Z &< HFITim>52 )
LRBDT 7 AT TORIELE N, AROFERIMERHEORICHLHA LN TH D, BlEITLHAALEIT
DDA —BWRIRD, DY = X —DRRERIE L WO FIEIL, aIa=7 1 DOYE
FHTHHBEIT, BREOHENZAED LAIHER L L 5 & LIS 4. ¥ & L ofipn
LRk S D &V T, HELRBNMBELZRZLTVD,

K TIE, D& RELDOBIIRELZ, = A AR VDG~ EBITT DO & . R
MO r Yy RUoERLET2aIa=T 4 LOBEDLYIZEBNTHITT 5, UROBEN, aIa=7
4 D—BELTEELEERICR > TWEMBEBZEOIMED H L, BHERREZE R E T D4R
OHFRT, HOPWY LT BNTEHO I 2 =7 ¢ ICBEL IS/ EFENERE &V O Z o0
MOENER X, EALDOBENRZUCED XS ITERA LIEMBLET 5, BB 2ENLOZHEREE
. B L WS L BT ENCAER T D R R ZE IR W T, BLED T I 2 =T ¢ OIFTERRHE 2R
HEES, Toh—L I VR UDBRBIZERICH W TAEZE ) 2D aia=T 4%, ZOERICE
WTHERE L7200,

AT Y— -+ 7Y R LR EM A~ O &R

ZOMEHDE A FUZEFENTNDE|/ME, EESE, ERICe r FrOBER TERLIZAT
U—r T U REVIFEEDONINET VLI o TS, AT Y —+ 7Y RZONTIL, 1662 FEICES
“C The Life and Death of Mistress Mary Frith, Commonly Called Moll Cutpurse &9 % A KL TE D4
(BT 2 EM R ST Y . Nakayama |2 LT, 1659 FEIC L o 72 AT U —HE N H3IE 74
METESTLLREL TS Z LD BELIREICLD 1589 FF L W IHRH I VITR BTN LA
HiLd, (“...solbid it adieu this threescore and fourteenth year of my age.”)(95) 1% 2 I3i% e & L 7R
TEaAREL L2 T, BMORETEHZBE L&D, Yor v FUOTIIREARTFLL
RS TWEn, 2RSS b O THEOH TRALND Z L bEnoT L5 TH D,
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Despite her underworld connections and the eccentricity of her dress, she was on the whole regarded with

indulgence, and even some admiration. (viii)

ATV =« 7Y ARFEL LTI RICOW TR RIRA 2 S TR Y | REHEI O Z H7220,
LN UYREOHE TIIREL W IITH BN, AxDIEEOHERDIZHNTHY, Ty H—&IF
VR DOBIZENT Y, HEOFBIZZOEEZENMIKESN TN, BIFOELL, EWICHETEE
HLKZ D ET 2B EBBY T —2DaIa=7 4 OhT, BETRELWS BIZRZAS
BRMICE ST, o L —MEBETOI510H D, WELOFEEIE, FHPEMZLE LR 6s, A
BlHROBREHAANNDIOEZRFEE L CLE) THA O a2 =7 4 OFKBGESLTOT EMBET A
We LT, thoBEHEAND LI L~DEIREZEC ST D, EALDOZDO LD REIMSIGIE, #lx i
Willeford 23k~ 2% & = A0 EE MEORM OB RHR ] (‘the border between “the law” and lawlessness’ )
NP EL LTOT7—NDA A=V R BREIE D, (136) HHIiZzo5< Z &%, BlFRTexT
4 T VINE D X HIT I A>T < | (Yinalabyrinth | go’ (Scene 2, 98))72D L 9 e BR & MEE &+
505, [FIRFIZ, BT bREWAMEIZDTUIM B E DL 57202 I 2 =7 1 OBEOEE ORI 2T
B> TINDh Livgn &0 ) HifF 2 o5 N T- HITiamd, #5138k~ 72 b 7 7V Offk
EENMIED, iUt Blod 63 CIZBW T NEN R R A2 AR AT TN DO TIEZRN
DEVIHIBEOHFEZ LRI THOTHY . IHICEZOMFHT, BHERR TOaIa=7 1128
WCHIFD A& BED YD L FRICKRO T EHBEOGHETHLH oL F 2 D,

L7 =V E B Buid, AIREEISEA (transvestite) & W ) SHEE AT U — - 7 U ZAHH N
HAnTnank 51z, BECL > TH LOFERMEL RO IR BN ST TIW R, T LATEK
E. LETHLEFEEMOBIG AT HIZIT-E D ERLTND, BIFTENRT 4T U, KYD
BNETANZAND T2, T RIS 828148 ] (‘a strange idol” (Scene 2, 120))1Z TA D 1H £ (‘counterfeit passion’
(Scene 2, 105)) TiED &, P Z M L REZ T D0, ZHITRMOMERA~AVIAALTH Z %
B LAV, ELOHERAETIBEG AT LOBICHLNTHY . B RXRT 4 7T U &IziES< B
HE, [A4E4% Lf:ﬁ‘f@:ﬂﬁlﬁo 7o) ERBUCEDERZETHD, Ty h—&I RV hid, EED
ATV — 7V A%8HE RICHBRIE 0D, FRIZ OB ERME L VD B otk oM i
ZATEICH L, TRUSE > T, BlAE Howard 23 TEIROTEHERISIES | (‘her folk hero status’) & RS &
ZADBINKSEEE R HIZHEZ T EDTH B, (75)

BHEELRY B ASHER

ZOBIN B SN Y, N BEE T IO ED X S RIGAETH S TZDOMNT DN, Cressy 1X
MG KO —#ROLMEIT & » TINERBEEA~DUEF ] 22D BAKI, RZLEWV. —A
ik, ACPEOFE] ICELETHRARTS —ABH o Lid T 5,
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Whether in real life or in literature, by this account, cross-dressing involved struggle, resistance, and
subversion, as well as modification, recuperation, and containment of the system of gendered patriarchal
domination. Renaissance cross-dressing involved ideological work of a complex kind which ultimately . . .
‘participated in the historical process eventuating in the English Revolution’. . . . The first [the women of
Renaissance England who ‘began adopting masculine attire’] is represented as a challenge to patriarchal
values, a bold assault on oppressive cultural boundaries. . . . To plead at law, regain a fortune, or practice a
profession barred to women; to advance a stratagem, win back lovers, or fight a duel; to travel alone, avoid

rape or molestation, and to have adventures. (97-98)

WTNOBZEIZLTEH, HDEMEREKT 272010, FRXEHRTGEINHERO S HICHE LY =&
—E DN LT ATE E & DIRENME L WO IBER D o7, ZILHFE & OFEBIIL, stk
WEEo T EETITBEERZ LERV A 2 =7 ¢ ORIKEFEINIEND LR O, £ OFFAHIFZ
R THELTBRBEL WD FRICH TR, ZNE2EBEREE L L THELRJImR~ABOVR S, e
R 72 m HEM R D,

BRI T D WEBIL, BHIRNEN LD DICE Loz, FRIE a2 — U Z N2 X D BiEE~D
WENE L)ool &id, LFOFENHHH 5 ThH 5, John Stabbes X, The Anatomy of Abuse |2
BT, ARSI R R MEDO RN A I T 2720 HIZOT 51 b DT, ARDARE & L TORRE
ERETIEDITITERLROHERAMELE —H L TLndRE L EROBREEKD THELMIE
1 Cu 5, (‘Ourapparel was given us as a sign distinctive to discern betwixt sex and sex.’)(Aughterson, 76)
—77 John Rainoldes 1%, H & OGO EL DRI A H4FE (Daeuternomy) 23k, & 51T John
Williams 13 1619 FIZ ¥ = 1 L X L DT TIT 2R o 72O T, NIEH & &I TAIL L= DI,
RN TN & D5y BT 2ot | (‘half man half woman®) ORFEIZ L7z & BEEZ IS L < FEEEL |
EICRE R ST Lo ME D BEBER 2 M & MRS & A BRI T B, (Aughterson, 77-78) 1 H I 72,
T L D BEORES %2 BIGICBT 2 HZET-HOEE L LREC DT CTRBRIZIEHE L 7=, {biEE &
DI LMD L | BHTHDOREIEA~DIEFEOBIENEIZ SV T, Hyland (3R D X 9 12~ TW1 5,

Closely related both to the antitheatrical polemic of the early modern period and to the attacks on
cross-dressed women were the many moralizing attacks on the use of cosmetics. While these were often
misogynistic, their moral intent was rather broader. . . . What | think is significant here is the manner in which
a theatrical convention is attached to misogynistic satire, because the attack on women’s painting is a tacit
attack on theatricality, and puts the playwrights into a position that might look like self-contradiction.
(126-27)

TR BRGNP O EMED Y = o A= HEL LD LT HEIE S, WnTERER R K2 - T
A% DIRERICHT T DRI B2 5 2 T i LD,
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SRt L TV

FEYFOI I 2 =7 4 1I2BIT 2 —REROEE L LT, BEFLIELIERER L BEESIT ez
b, BIOHFTYH, FLAOHBIZIIREREZRETHRFANETL 5, 3 FIZBWT, 77 v
HEELEZEADZEEZRDEIC, (A XV THBICR LSV ENEEDIBLZEH ] EREL, B
LaEEFISTHER LW EEEZGDYE S,

Laxton: Heart, | would give but too much money

To be nibbling with that wench.

Me thinks a brave captain might get all his
soldiers upon her, and ne’er be beholding to a company
of Mile End milksops, if he could come on, and come off
quick enough. . ..

Such a Moll were a marrowbone before
an ltalian: he would cry bona-roba till his ribs were

nothing but bone.” (Scene 3, 196-201)2

CHEBIE L TERTR&ERDIF, EADIRELZT TRR BLOFESEIIELT2H5H LA
bNLZLThHD, TOZ LT, WERBBELLRBE I ENREZEDOE 7 a7 VT 4 ZBRICE
WS, TuT 4 VALAEZBLELTND L0 ) RICEWT, R0 5ERm & OB AE S TS b
DThD, Wka RlzTAART 7%, [Bh L, BEDY 72472 (“Tis the maddest, fantasticalest girl!’
(Scene 3, 211)) & SV B HE/LOH KM IICED N, [HARICADEN L THRIZD X < &1
Ri=Z &7 L LTW5D, (‘I never knew / so much flesh and so much nimbleness put together!”
(Scene 3, 212))

AR TRLNFE LT EET 7447 & RICHRA TR TH5MIC OV Td Kahn X> Zimmerman
%%b§<@mﬂ%ﬁ‘ﬁﬁ&LT®ID%4yfAéﬁgmﬁﬁgﬁégég%z\UL%%»@
LePEVEZ BN 7o B P2 O ICE RIS S h iz 72 & f8f 9%, 3 Zimmerman 734t is the woman in
Moll that men seek, rather than the man.” &3R5 X 912, BE/VITHEMNICH < ETMELE AEh T
DT D, (181) —J O’Callaghan 1%, DPEGHENRLEDENLZH T, S HICHEELTDH LD R
EONL VR, Vo ¥ —DBKIZAELIHLI LTI THRERZ Va7 AR T 4 VR
LAOEISEEBAFIC G| 2 S 2 AREMEA R L T\ 5, (49-51)

BUEMIZRIT 2 BiEoLa . VEFENLKMEEZELL ZLICL-TAELLZ DR S oo T 4 VX
A, BEOZTZIH D ZOIITIRAITH T EZX D, LLZEOLIRFENRaI2=T 11Z
BOVWTHZAEINDIOE, VoA 7 AETEICRG T oA DX 512, FIZITAEZR®HIE57
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DO—RFRFEL LTOBETHY, TOMbE A i3S LS, FabbafizRkbRn
LRKEHETH o7, EADLIICHERHNT T £ VA AFRE2VEIT, BIEORLEB W=
H LW, FRFICEDHE L WO BLENS, aI2=T A OPTEHICHHORR L7225 U A
7 b HEHASTWDTH D, Bullough 1L, YRR M L<BGEZHFH L2 —Y ¥ D William
Prynne &, ZXUITHHL L TE2 7= Ben Jonson ¢ Bartholamew Fair iIZ- DWW THIT L TWD N, 2
HINLED & DIRWIEHEZ b 67, B TRMEDRELZBLL ZLI1X, BRTEbLOY 2 ¥ —%
BALIEREE T Z Lo V= ¥ =D 2 HTERBREEDS L0 ) ST, BIEIZEIANGR -T2 L
WIKARTND, (77-78) FAUTIEAZIBEWTIX, BIGTHY KT b s BMEOHANR, AFEOaIa=T 1
TS 7 — L EN D FH~D N2 DELERIRCR EAHINZ SR> TV Z L 2% T D,
AFZBNT, BART 0 7 URRBUT T B E WS ARINEIUE EBmB7e A TT 2 | (‘Why
is the name of Moll so fatal, sir?’ (Scene 4,159)) &9 dizxt L, ¥— « T LF Yo ¥ —2 [ZHERIIE
O EDLFTL D HENLEVILNE UV ATE] (‘Many one, sir, where suspect is entered, / Forseek all
London from one end to t’other / More whores of that name than of any ten other.” (Scene 4, 160-63)) &2 %
DENL, BN E VI LRI EFAROA L R ED LS REABEFFo T enadRFL TN D, £
NEWVHAENE, BERAT 4 T U OEYDOBAAT V—LRALTHY ., ATV —HBIOFHT/IMEIC
BHELTEARRT AT Ob EESND, BELEATV—ZEBIZ, BART AT UOBAELTO
BRIV EH 2 6D, ENRAT Y —CEREMIEL o TERRRPEBIND DT, ZADOFENR,
FLEETTIH> THHONIERLIZ T EDONFE L TWDINLTHD, v=A 7 AT BITH
BT 5EELEAMOE RS DX SR AT Y —& BELTr Y R OEEREFIRT HREE/LN,
TNENENRT 4 7V OREDBNEFZDBNE LTHPNTWDED b E, EANRAI =T 4
OPTITRBLL TWDZ EEMEED, LD X DI, BBV TIOBRG \MBENLZELE L TR
DEMEIZOFEE, YDA 2=T 4IZBWVWTALBAT U — - 7Y ZAD L 57 [BIET D)
T WD EE L B S 12D TH B,

aAIa2=T 4 #ETIANHELT

PUERTEREELIIC, BT, BELWI ZORAEEICE S T—FHTala=T 12BN TR
BHI=HOMWIBEON L RV, FTEOREL, 23227410V TY =¥ =375
MEELETOMOBGEANBID LML OIS, EREAECSELIERE 2D, HHIE, FOEL
FHZW DI T OENMIESERR LS, 5D EDONED b IE~MELDEIRIZAVIAA TS 52 LI
TR0, FAUXENOBEER | WERICH O ORFBROBEEAEIEZF N LA BE 05 Th 5, TIiX
ZOEIREMIBIOHLT URRICBNTED L ) REEZ B2 L TWDDTH A 5 D M Lcid,
BRI EEOB S ZHERL-0 . BSOS DT TRy, eV THETHEO L S 2%
B, OB EMET/RA ) LR EESTWDIbIFTHAN, ©LLAEKIE, 23a=T 7L
D —DDOFEDF TN A2 BEIECFRIMEICKRSD, HOENHIZ IR LIAE G EB LHT8ie LT
BREL . ZHUC R o THEBICZLE G 22D, LB bOBIGEAY L OFii /2By F % RH S
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HTW5,

7o K7 =R IHBIZLTED, BhoBsr, fAITL X 9 ? | (‘what says my brave captain, male and
female?’ (Scene 7, 186)) & WITICIES X 512, B/ ITERENHEIE &\ 5 BLE 0 DITAEES WIS L7 ST
GO RN S, a2 =7 4 ITEABRNLREDY MMOBH AW T-bIcTmats LRT Z iz ko T,
FHZA12=T A 2O bOOEGEFEL LTORETOHRET, * 8T v T K7 —3HFbd Ltk
EEVICL, 77 A MCARIIIMERICEVWF > THREAMIZE 5 Lot HEEE&ETHS7Z2H Y
D HHFOHEIZESRDOVIZAGORIZHINTLE >, ZIUTENLVOEMEZGETH25mMTH Y |
X TeEbBRIbHOD L) LBEST LR, TME T @EbdizLy) EhbbblzLowis, HizL
DPBHETFIZTD L) LFWVHD,

Laxton: | ask thee pardon.

Moll: ’m your hired whore, sir!

Laxton: | yield both purse and body.

Moll: Both are mine and now at my disposing. (Scene 5, 120-24)

ENE, BOBZEOREBMOMAGILZZENTEDL NN THDL Z L&, MOBFAMT-HIZHALICL
THED, DR FIL, KERD 5 BITER A il & TRV 5 ZR BRIt IS H > T, e DB
BICT D, O 20H LY = ¥ — a2 BRIRET D LD THD,

EBICEME, FEROICEARAT ATV EAT U —DORERESE D0 HE O, kA
FEEREETH S, BITOEAN, HronEHLTEWES B —mIZRUNRNT L 2o
WC, Kahn (3R X 9 IdEfii L T\ 5,

In a more serious vein, the play often makes a point of the disparity between Moll’s reputation for

whorishness and thievery, and her actual chastity and uprightness. (724)

b OIEAREZITZHZ2E LT LAIER - HUKRYy b, IEA-FT 4L hr—FREWn
STEHEDaI2=T A IIBTLI2EGE ML THD, ZORBMEZ, AENICERTHLIOIZED
LROMMEND | T 2 =T T DHEREIEIEZE O b O~ W AR AUBIZITRE DT 5, BV
B TENIBRI ARG ER OIS Z LA TR L, 2o TRYIZRIND Z ERRVATEN
Bl LB, HLOSEIHFORGANY DR GT, BENBELD W TEFM R LM<
HEM SO HRLSCI B EEHLTAE LD TH D,

Moll: ’tis impossible to

know what woman is thoroughly honest, because she’s

ne’er thoroughly tried. (Scene 3, 331-33)
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COEDICEVHEOHLIE, a2 =7 1B DEMEAREEL, ERLOF v v 7BV TILOR
ST BICR L THAELZEICED, HE—FEDOHMMESLZENTND, HEEEKDE DRI
RTEWVIRT, HLIEZZITHRID, FF L LTOREEZRZL TV D, ZhboRiik, 5

EOENENSL ZEZFVHDOZ LR TELORE, ZHUTH X 5 £ Willeford 238D KIEIZDWTTR
Me LIeATAMAREREZ G0N, I Th b 2B L RO —>0 Y = ORICHET 5 )
(‘chaotic and disproportionate elements but sometimes brings them together within a balanced and harmonious
pattern’) L IR TW B D & [F AR & H 2 R T L D TH D, (15-16)

23 2=F 4 OBKRS

BISZERE, BEESICBOW TRl SN, 27— S-Sz s oS 2 840
BEICT D E WV I HREZ Ff o T D, BIOH THIEDEANMOIRIG A= 5 &0 KT 5 HRES,
Wl PR~ DBFNL, BB S LAMEOIRED £ THIUE, £ SICZ OARENHIE T 5 LtErkich
FEPHRFT20ICE o T, e b EBBLEHHETERISELTHAI, HDHWIFE, Hicala
=7 4 OB E RS, RSN TLEIICTERY, EME, FEMICELETHE 2 L 521
HNILTEEFEREEZTDHLICL ST, BEOII 2=T I8 D MR AREICERTH D
TlE, RRBICES ECRHIE TS, Heller iE, X KA MAET v —DZ OBIN, EKfEiX
BRI E O TR D b, FEARMIZIE, HaofbiNastd 2 BISGEEE ORI 2 F > T\Wb 2
LR LTV D,

Therefore, even though the explicit purpose of The Roaring Girl is to provide venery and lagughter, one
implicit purpose is a defense of the theater, particularly against the charges of sodomy, extending what has

been started with the portrayal of Thomasine in Michaelmas Term. (Heller, 152-53)

BINZRITDEADZD XS REENL, RIIMOBEHEAMTLOB® S 4 bIFE VI LTS,
WA= BT, AWV E I TREEITEEDOEEZFY DO TWARWRY 2 L, HBY7= 7%
R EYTHFEEL LRI S LD, ENFOBEKRARBGRIZ, ELVOFEICL ST, K/ R0 E
BEINoD, a3 32=F7 1 OHPTIEINRT U AZELET TS, T ZIZ, city comedies & L TD
HAS, BESOmBNRZT OS5, BHAWTBIX, REOICIEIARTZHE L TREE 21T 72<
TIERLRN, R, TOARELEL, HH0aI2=F A IZBWVWTHREZLTRENARLDORODNT
DOLR, EAPKRDEIICE IR, BRIIED T, BobRala=T 4l Tty ie L
TVWALDDTREESICKINENDIDTH D,

TENBRIEEZAMS>TNDET T, bRIEHHEAEZEL DRI TTRLRNDTLE 2N? /HE
EZE, BELLENRT, KEEBEMIEINTLESTATT L, /HBRREMD 2 L THBER
DARERF DIBIRA EAUE END Z &h ! /AT E DD FIRICAHTNFE S Nz, HIRAR ENIE
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EWVNBIEN! « o« cBNLLEWVWSARITENLS T, STt IO LEFIRELRNTTES
W, BIEREERE EMEENZ WL DIZ, BIRENLRILZR0N?

Moll: must you have
A black ill name because ill things you know?
Good troth, my lord, | am made Moll Cutpurse so.
How many are whores in small ruffs and still looks?

How many chaste whose names fill slander’s books?

Good my lord, let not my name condemn me to
You or to the world; a fencer, | hope, may be called a
Coward: is he so for that? (Scene 10, 353-67)

(R 7DD EFRE ) 7200 E VIRV EFR U & 91, BIEMD R TV =01, roaring girl 7> cutpurse
D, B LIEEHDVIESTE) —F—DnE WV, iKbb, TONTRTY
HO VTN THRWEER, ZOBICBITHELENI AWEERESIT TN D,

bz —F—TFTALUAVREVNSILIRF VR —

PlED Xz, EAVOBENZELDICTIBGNDT-HDY = 0 X — W EOBEHERMEN, YD =
R2=T A4 FDOLODBEHREEZRLUH L TS &3, RRICH EOBHRELZ IR N TE 555
W, 2 bRBIETH o7, Ty —E I R RURBAIY EFEEE EOTLOFEEL, HEEO
cross-dressing ~DHLHNE N BBGFHEENT KT U, BEGRFFOWREMEAZ 7 B — L3 5 —fFDO L VA& R
OIRERSTZEZEZD,HEHIF. I 2=2T BTV = A —OMERENBRTHDH Z L %,
BRI VWIOBTIRARLTCAELDOTH S, BRI H - B aE2EA N LEL L0 ET, BESH
DRELOTIER, BISFEERR E DD Z LiX, TOL I RBWERZHLO A v 2—U 2
LERICMLHENTHWDZ LDV EDORNEMIRTE D,

kAREIL, AARFESCESTEMETE 68 [MIks (Y IRBEEKRT, 2015410 A 24 A) 2BV
THEERE LZFRICNEBEEZLZ LD TH 5,

77 A @5 A%, Gary Taylor and John Lavagnino eds, Thomas Middleton: The Collected Works (Oxford:
Clarendon Press, 2007) ZffH L7z, HAFERIZELR,
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5 Avistotle )22 R84 L 5, (737)

3 Kahn,724-25. Zimmerman, 180-87.
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