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“But a dining-time ’twixt us and our confusion”: 

The Preoccupation with Time in Ford’s ’Tis Pity She’s a Whore 

 

 

The bell strikes one. We take no note of time 

But from its loss. 

—Edward Young, Night Thoughts on Life, Death, and Immortality 

 

Ah! the clock is always slow; 

It is later than you think. 

—Robert W. Service, “It is Later than You Think” 

 

I: Introduction 

Since its earliest days, humanity has been preoccupied with the notion of time. 

Cavemen watching in awe as the sun rises and sets; nomadic tribes following the seasonal 

migration of their prey; the earliest civilizations developing agriculture in accordance with 

the annual cycle of the seasons; origin myths from countless cultures in which the older 

deity obsesses over his or her possible removal at the hands of a younger deity; all of these 

represent humanity’s earliest notions of time.  

 The passage of time is part of the natural world that surrounds us, and a 

preoccupation with time itself has been ingrained within humanity’s consciousness from 

the very beginning. As the world has become more complex, our awareness of time has 

increased, and different periods throughout history reflect different perceptions of time. 

While we cannot generalize and state that any single period shared a single perception of 

time, we can realize that one generation shares many similar characteristics, all of which 

can create a handful of interpretations of time, all of which share similar characteristics as 

well, forming perceptions that are distinctly different from those of our own period.  

 Like almost all cultures of all periods, the people of seventeenth-century Europe 

shared a common preoccupation with time, specifically a sense of urgency. New 
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intellectual and technological advancements all contributed to an increased awareness of 

the rapid and often chaotic progression of time. Furthermore, people were more aware than 

ever of how much time they truly lacked, and the art, literature, and theology of the time all 

reveal a preoccupation with the need to make “good use” of one’s time.  

 One such work is John Ford’s tragedy, ’Tis Pity She’s a Whore, first published in 

1633. Ford’s drama, set in Parma and centered on the love affair between a brother and 

sister, has been the focus of several various critical studies during the past twenty years. 

While the play itself reveals a concern with several various themes, many critics have 

focused upon the notion of time within the play. Some have argued that this awareness of 

time is actually representative of a deep-set paranoia of unexpected death while others have 

claimed that the concern with time’s passage is a byproduct of the subgenre into which this 

play falls. However, none of the critics have tried to specifically categorize John Ford’s 

view of time as expressed in this work.  

 In her book, The Map of Time, Achsah Guibbory analyzes the ways in which 

various seventeenth-century poets explored the notion of time. She generally notes three 

different perspectives that appeared during that century: time as an endless cycle of 

improvement and degeneration, time as an opportunity for progress, and time as a finite 

and linear movement toward decay (5). Before entering the theatrical world, Ford dabbled 

in poetry, but he is primarily known for his work as a dramatist. Because Guibbory’s book 

focuses primarily on poets rather than dramatists, she does not mention John Ford or ’Tis 

Pity. However, I believe that, using her definitions of these three categories and her 

observations of various poets who were contemporaries to Ford, I can categorize Ford’s 

notion of time as one of linear decay within a finite horizon.  
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I will argue against the conflation of death and time, claiming that the play is, in 

fact, preoccupied with time’s passage rather than with death’s inevitable arrival. For every 

individual, death is the unavoidable result of time’s progression, but this work, and the 

people of the period, focus less on the approach of death and more on the proper use of 

limited time. Furthermore, I will argue that ’Tis Pity is not merely a reflection of a 

particular subgenre but that it reveals the author’s and the period’s obsession with a lack of 

time. Finally, I will argue that Ford’s work suggests a notion of time within a finite and 

linear scale of degeneration.  

 

II: Notions of Time in the Seventeenth Century 

The European people of the seventeenth century shared an undeniable 

preoccupation with time. While almost all cultures of all periods have revealed some 

inevitable concern toward the movement of time, the seventeenth century saw major new 

developments in the areas of mathematics, cartography, physics and astronomy, all of 

which caused a shift in people’s perception of time.  

Developments in mathematics and physics made possible the Copernican 

Revolution, challenging the geocentric interpretation of the universe, which posited that the 

earth was surrounded by increasingly perfect spheres progressing outwards. Because the 

earth was seen as the most fallible sphere, it was considered the least constant and so the 

sphere most affected by time (Guibbory 18-19). Susan Kuretsky explains Aristotle’s 

geocentric view of time as “the measure of motion according to before and after,” stating 

that time is dependent upon “observable changes in the physical world as manifested in the 

movements of the celestial bodies” (“Dutch” 40).  
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 However, once the Copernican view of the universe began to gain support, people 

could no longer conceive of heavenly spheres surrounding the earth and signaling the 

movement of time. Instead, the earth had become one of those moving spheres while the 

sun, formerly the predominant signal of time’s passage, was revealed to be the stable object 

of the galaxy. The Copernican Revolution disrupted the views of those like Aristotle 

toward time. In contrast, they supported a more Augustinian view of time, which stated that 

time is not a physical entity but only exists within impressions of memory. Since people’s 

notions of past, present, and future exist only in the mind, Augustine pondered how such 

concepts could be quantified. Because he observed that “resting bodies and moving bodies 

may occupy equal temporal intervals, and that time may seem to pass slowly or rapidly 

under different circumstances,” he concluded that time is not based upon the movement of 

any body (Kuretsky “Dutch” 40). Because of the Copernican Revolution, time was no 

longer based upon predictable spherical movements but upon the shifting powers of human 

perception. 

The advancements in mathematics affected notions of time not only through 

astronomy but also through the practical matter of how to observe and measure time itself 

(Kuretsky “Dutch” 39). In 1656 Constantijn Huygens, invented the first pendulum clock. 

Susan Kuretsky explains the significance of this invention: “Large clocks driven by 

weights had existed in Europe since the early fourteenth century, but the invention of 

mechanical timepieces capable of measuring minutes and seconds only occurred later and 

is credited to Huygens” (“Dutch” 40). Furthermore, this development led to the eventual 

creation of portable timepieces for sailors, a concept that would soon spread to almost the 

entire European population (Kuretsky “Dutch” 41). Not only did Huygens allow the 
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European peoples to accurately dissect time down to the moment, but he also made this 

ability portable and thus applicable within all contexts. With this new development came 

an almost inescapable awareness of time’s inexorable passage and thus a desire to make 

“good use” of that time which was passing so rapidly.  

 The notion of how to make best use of one’s time was the subject of several 

treatises. It is worth noting that the people of the seventeenth century had a far different 

definition of time well-spent than that of contemporary Western culture. Modern culture 

tends to view the most significant aspects of one’s day as the time spent working, 

occasionally interspersed with periods of rest, just enough to allow further intervals of 

work. In contrast, the seventeenth-century notions of work and rest were based upon a 

much more equal dichotomy of otium and negotium. Otium is the Latin word which 

roughly translates to “peace,” referring to physical, mental, emotional, or spiritual periods 

of calm or rest. Meanwhile, negotium is quite simply the negation of these concepts, 

meaning periods of unrest or periods of labor. It is significant to note that the root word is 

the word for “peace” or “rest.” It is the base word to which a prefix must be added, 

signaling that for the people of the seventeenth century—for whom these concepts were 

very much a part of their everyday lives—the status of otium was the natural status while 

negotium reflected a lack of this natural harmony. 

 This concept should not imply that people of the seventeenth century were 

constantly idle. It simply reflects their ideology concerning how time should responsibly be 

divided. As I have said, these people were almost painfully aware of time’s constant 

motion and so were aware of the need to use this time both for industry and for their own 

well-being. However, due to the technological advancements of the period, fewer people 
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could afford the time for rest and meditation. In response to the limited time allowed for 

such exercises, a new interest in the occasional meditation sprang forth during this period 

as well. Marie-Louise Coolahan explores the rise of this revolutionary religious practice, 

quoting Edmund Bury’s 1677 The Husbandmans Companion: “Time is such a precious 

jewel, that it should not be squandred away, and I know not well how it may be better 

improved then by Meditation” (124).  

 Other such works of the period advise common workers to measure their day 

according to periods of spontaneous meditation or ejaculatory prayer, pondering God 

throughout their everyday activities (Coolahan 127). Coolahan explains the significance of 

the occasional meditation, which she defines as a “means of redeeming time for spiritual 

purposes; it aims to capture the transient moment, and to convert it into a parcel of eternity” 

(124-25). Thus, such methods reflect the manner in which people of the seventeenth 

century divided time into two distinct sections: periods of planned worship and reflection 

and periods discovered spontaneously within one’s everyday life for sudden meditation and 

adoration.  

 The seventeenth century’s constant interest in time’s rapid and unavoidable passage 

is evinced most clearly in the art of the period, works which reveal a preoccupation with 

time matching that of John Ford in ’Tis Pity. Countless paintings, engravings, and sketches 

focused on both time’s rapid progress and its inexorable effect upon the physical world, 

using as subject matter ancient ruins, natural disasters, and even personifications of time 

itself. Not only did these works focus on the slow, natural progression of time and decay, 

but they also examined “the instantaneous physical transformations that can occur when 

destructive forces—natural or human—are suddenly unleashed” (Kuretsky “Dutch” 26).  
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 Landscapes were just gaining popularity during this period, and many artists saw 

such compositions as opportunities to remark upon the slow and inevitable progression of 

time as an agent of decay. However, many works seek to compress time, such as Pieter 

Saenredam’s 1629 painting Church of Santa Maria della Febbre, Rome (Appendix A) in 

which Saenredam seems to pile surface upon surface in an accumulation of different eras 

representing an accumulation of time itself (Kuretsky “Dutch” 31-32). Similarly, Cornelius 

van Poelenburch’s 1620 painting, Roman Landscape (Appendix B) accumulates time by 

reducing the boundary between past and present. The work reveals the degeneration of both 

manmade and natural structures while simultaneously testifying to the significant place 

such structures continue to occupy even within the context of time’s passage (Kuretsky 

“Dutch” 31).  

Along with depicting the effects of time, countless artists depicted time itself within 

their works. The desire to personify time was already a long-standing tradition, but artists 

toward the end of the sixteenth century and throughout the seventeenth century began 

depicting time in innovative ways. For the most part, their personifications of time 

remained the same: that of an old man in a classical toga or robe with long white hair and 

beard carrying an hourglass and a sickle and usually bearing wings. However, the 

innovation in these works is the role that the figure of time plays in each work.  

Most likely, the Western European personification of time is a descendant of the 

Roman personification, Saturn, whom the Romans adopted centuries earlier from the Greek 

Khronos. According to Greek myth, Khronos was a Titan and the son of Ouranos, the sky. 

He castrated his father with a sickle and took his place as lord of the universe. However, 

Khronos himself was later castrated and replaced by his own son, Zeus. Zeus himself was 



Blom 8 

 

plagued with fears of being deposed by his own children, afraid that the cycle would 

inevitably continue. In this way, Khronos began the chain of events that ended the original 

state of harmony that had existed in the universe, thus beginning the motion of time. 

Furthermore, the cycle of son replacing the father represents the inevitable result of time’s 

passage, that of the new replacing the old, be it generations, years, seasons, or merely 

moments.  

The actual word “khronos” is Greek for “time,” thus providing the root for such 

words as “chronology.” It is likely that the figure of Khronos provides the earliest and 

normative figure for the Western world’s notion of time, a superhuman male armed with a 

sickle, almost always dressed in a classical toga or wrap. Furthermore, the figure of time 

almost always has wings upon his back or wings upon one of his tools, since wings are an 

instrument of flight, and humanity almost universally attributes the gift of flight to anything 

superhuman. The hourglass itself, not widespread until at least the fourteenth century 

(Kuretsky “Dutch” 27), was the most reliable portable device for measuring time until the 

advent of the pendulum clock in the seventeenth century. For this reason, it is easy to see 

how the hourglass had become the necessary and classic instrument for Time himself to 

carry.   

This image had been maintained for centuries and continues within works of the 

seventeenth century. However, Time’s interaction with the other aspects within each 

artwork provides new themes and new representations of time and its passage. Crispijn van 

de Passe the Elder’s 1570 series of engravings titled The Use and Abuse of Time, 

specifically Numbers One and Four in the series (Appendix C), reflect the growing 

preoccupation with making good use of one’s time. Passe the Elder’s depiction of time is 
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typical, but his interaction with the other two figures is what reflects the new preoccupation 

with managing time well. In these two engravings, time is depicted as a benevolent partner 

to those who make good use of their time but as a violent adversary to those who fail to do 

so (Kuretsky “Dutch” 43).  

Similarly dated is Raphael Sadelaer I’s late sixteenth-century engraving Time and 

Labor (Appendix D), in which Father Time, with his wings outstretched, stands between 

two peasants, one indolent and one industrious. Susan Kuretsky notes the significance of 

the backgrounds behind each of the peasants: “The dilapidated farm buildings and dead 

trees behind the slothful reclining figure form a telling contrast to the well-maintained 

barns and healthy trees behind the diligent farmer with his shovel” (“Rustic” 154). 

However, in a subtler but more powerful contrast, Father Time is turned away from the 

lazy farmer, negligently offering him withered twigs. In his other hand, he offers the hard-

working peasant an open book, a dagger, and a crown, seemingly representative of the 

knowledge, power, and authority that are the rewards of time well-spent.  

One of the most interesting depictions of time is Jan Wierix’s 1577 engraving titled 

“Ruyne (Old Age)” from Theatrum vitae humanae (Appendix E). Time appears in typical 

form, with the exception that, rather than muscular, he is emaciated and distraught. More 

interestingly, Death is also personified within this same work. Because time inevitably 

leads to decay and death, the conflation of time and death is tempting, but for the sixteenth 

and seventeenth centuries, they were two distinct—albeit similar—concepts.  

In Wierix’s engraving, both Father Time and Death are emaciated, although Death 

is a pure skeleton—already dead—while Father Time still has flesh, long white hair, and a 

beard. Although he is aged and tired, Time still lives, still affecting the living as they live. 
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Meanwhile Death has no effect upon the living world except for ending lives, opening the 

doorway from life to death. Both are adorned in classical togas and carry tall scythes. Both 

carry hourglasses as well, although Death’s is winged, to match the wings on Father Time’s 

back. However, Time’s wings seem more like those of a bird or angel while the wings on 

Death’s hourglass are more like those of a bat. The distinction between the wings seems 

significant. Time is angelic, an agent of the divine, whereas Death is demonic, an agent of 

the damned. Time deals with those who live, while Death comes to transform the living 

into the dead. Since death is inevitable, especially in a world of such quickly passing time, 

the figure of Death is standing, triumphantly grinning, while Time sits and watches from 

his vantage point above the scene, seemingly in despair and exhaustion. Wierix’s work 

reflects the distinct notions people of the period had concerning Death and Time, who are 

depicted respectively as dead, powerful, and malignant or living, exhausted, and benevolent 

(Kuretsky “Dutch” 35).  

However, it is because of Time’s rapid and inevitable progression that Death is 

triumphant. The benevolent aspects of time appear more in the rewards for making good 

use of the little time one has. Still, though, the art of the period reflects a preoccupation 

with time’s destructive effects, even when juxtaposed with the more directly destructive 

figure of Death.  

 

III: ’Tis Pity She’s a Whore, A Critical Background 

In 1633, John Ford published his best known drama, ’Tis Pity She’s a Whore. 

Throughout his career as a solo-dramatist, Ford would write eleven independent plays. 

However, only eight have currently survived, and only three have received any kind of 
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widespread critical acclaim, those being ’Tis Pity, The Broken Heart, and Perkin Warbeck. 

Of these three, there is no question that ’Tis Pity has received more attention from critics 

and scholars, and the play has actually been one of the most frequently performed non-

Shakespearean works of the period (Neill 2-3). Almost all scholars of John Ford agree that 

’Tis Pity is both Ford’s most popular and most successful work, specifically because of 

what Colin Gibson calls “the integrity of conception and unity of design, clearly evident in 

the poetic and imaginative structure of the play” (62). 

 Several critics have analyzed the role of incest within this drama while others have 

scrutinized the religious imagery that is prevalent throughout the text. Still, some have 

taken a more narrow approach, focusing on some of the most memorable and significant 

scenes of the play, such as the banquet scene for Soranzo’s birthday or the removal of the 

eyes of Annabella’s servant, Putana. Several more have considered the implications of 

Giovanni’s cutting out the heart of his sister and lover. Critics have discovered parallels 

between this work and countless others including Romeo and Juliet and Othello (Neill 5-8). 

These have been the predominant areas of scholarship regarding ’Tis Pity, and now I’d like 

to turn to a less popular area of focus concerning this play’s critical background, Ford’s 

treatment of the concept of time.  

 Many critics have noted the preoccupation with time that is evinced by almost the 

entire cast of characters in ’Tis Pity. Some of these have declared that such references to 

time are actually representative of a deep-set fear of an unexpected death rather than an 

obsession with time’s rapid passage.  

 Colin Gibson, in his study on images of mortality in Ford’s poetry, will serve as an 

adequate example of those critics who conflate Ford’s concern with time and Ford’s 
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concern with death. Gibson’s study delineates the various motifs Ford uses to depict death, 

a lengthy list that includes the fading of fireworks, a sleep or rest, darkness, cold, captivity, 

a wrestler throwing men down, a military conqueror, a thief of human breath, a starving 

creature that feeds upon mortals, a race to the grave, a labyrinth of error, and the final and 

suicidal destruction of the Phoenix (Gibson 55-59).  

 Gibson does more than merely focus on the poetry of John Ford, though. Drawing 

from Ford’s earlier work as a poet, Gibson claims that these images reveal a preoccupation 

with death that also appears in Ford’s later work as a dramatist. In particular, Gibson draws 

upon the image of death “in the medieval guise of a spearman whose dart ‘hits home still to 

the heart,’ an idea that was to become central to the alter tragedies ’Tis Pity She’s a Whore 

and The Broken Heart” (55). Along with the recurrence of death as a medieval spearman, 

Gibson points out the recurrence of the image of the hour-glass within Ford’s poetry. 

Despite the fact that, in most allegorical artworks of the period, Father Time holds an hour-

glass rather than Death, Gibson automatically associates the glass with the end of life rather 

than with the passage of time during the course of a life, citing the hour-glass as “one of the 

commonest emblems of mortality in the period” (61). For Gibson and the critical tradition 

he represents, the significance of time in works such as ’Tis Pity lies only in the fact that 

time is a necessary agent of death. According to Gibson’s interpretation of Ford, concern 

over time is only justifiable insomuch as it reflects the rapid approach of death.  

 In this way, Gibson interprets Ford’s notion of time as subordinate to that of death, 

focusing on the prominence of death within the play. The prospect of death is constantly 

mentioned throughout the play, even during the most joyous of vows. Because he is 

believed to be dead, Richardetto is able to observe Soranzo’s affair with his wife, 
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Hippolita. When Annabella first begins to exhibit the pains of pregnancy, Giovanni 

automatically fears that she is dying. Over the course of the last three acts, seven of the 

fifteen named characters of the play die: Bergetto, Hippolita, Annabella, Florio, Soranzo, 

Giovanni, and Putana. The eighth casualty is Annabella’s anonymous and unborn child. 

However, Gibson notes not just the quantity of deaths within the play but also the intensity, 

stating that “most of these deaths are remarkable for their gruesome physicality or intensity 

of emotional suffering, and in each play the characters’ hectic progress towards a 

premature and tragic end is highlighted against a background of natural aging, and 

inevitable mortality” (62). Once again, Gibson notes the “hectic progress” of time within 

the play but only in the context of the even more significant preoccupation with impending 

death.  

  The amount of scholarship concerning notions of time in ’Tis Pity is fairly limited, 

but critics like Colin Gibson reveal an eagerness among many scholars of this play to 

reflect upon notions of death rather than time alone. However, some critics have focused 

merely on the perceptions of time as more than merely an agent of oncoming death. Verna 

Foster, for instance, observes how Ford combines the obvious characters and events of a 

tragedy with the environment typical of the city comedy. Indisputably, the play is meant to 

be seen as a tragedy, but the urban environment and social pressures usually found in 

comedies of the time transform ’Tis Pity into what Foster coins the experimental “city 

tragedy.” According to Foster, the rapid pace of the play and the preoccupation with time 

evinced by the characters is less a conscious attempt to communicate notions of time and 

more a result of the relatively new subgenre into which this play falls.  
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 Foster focuses both on the rapid pace of the play and the importance that the 

characters place upon time, using these characteristics to support her claim that ’Tis Pity 

represents an innovative dramatic subgenre. According to Foster, “The main plot of ’Tis 

Pity has the schematic leanness of a tragic morality. The play’s complexity depends to an 

extraordinary degree on its subplots” (189). The play itself can be broken down into four 

interconnected plots, and although a complex interweaving of plots might be common to 

comedies of the period, the complexity and sheer busyness created by this combination is 

rare for a tragedy (Foster 189).  

 Throughout the play, the scenes maintain a fast pace, with characters constantly 

arriving and departing. Furthermore, the four plots, while distinct from each other, are also 

causally related and thus dependent upon one another, adding another level of complexity 

and a sense of chaos and suspense to the work as a whole. As presented in Foster’s 

discussion of the play, ’Tis Pity is immensely complicated and chaotic from open to close, 

especially for a tragedy. The rapid succession of entrances and exits and the constant 

introduction of new characters and new intrigues are much more similar to that of the city 

comedy, which was designed to match the chaotic life of the European city during the 

seventeenth century (190).  

 The writers of city comedies often took advantage of the inevitable confusion and 

distraction of the hectic city life to create comedic confusion among their characters, 

usually through humorous intrigues, the adoption of disguises, or simple cases of mistaken 

identity. According to critics such as Verna Foster, John Ford is introducing the city 

tragedy, taking advantage of the same chaos and confusion to create disaster for his 

characters while also using those notions of chaos to reveal the corruption of the city and 



Blom 15 

 

that corruption’s painful effects upon the protagonists. For instance, Foster notes how Ford 

takes the common motif of seventeenth-century comedy, that of the wedding or birthday 

feast, normally festivities that “promise renewed life to the individual and his society,” and 

completely reverses their function within the play, transforming them into “tragic 

ceremonies of death and destruction” (192). 

 In a similar reversal, the chaos and rapidity of the city transforms from an 

opportunity for comedic confusion into an inevitable cause of corruption and destruction. 

The flaws of the city of Parma provoke the tragedy of Giovanni and Annabella, for they 

have been taught to love only what is noblest. The fact that their love turns to one another 

is a judgment upon the society in which they live, for the corrupted city offers them no 

other alternatives if they are to follow the teachings that the very city has thrust upon them. 

The disruption caused by their tragedy, in turn, can potentially destroy the very community 

that spawned the tragic events in the first place by bringing all of the vice of the city to a 

crisis point (Foster 181-83). Ultimately, the fallibility of the city is revealed in that 

Giovanni and Annabella, by following the teachings of their society, have no choice but 

turn to one another, simultaneously adhering to and defying the conventions of their 

environment. They have no choice but to both support and attack the world around them, 

the world that forced them into this position, the very world that will respond to their love 

by causing their demise (193-94). 

 Just as in the case of how the people of the seventeenth century viewed the notion 

of time, we cannot generalize concerning how all or even most critics view Ford’s ’Tis Pity 

She’s a Whore. However, the majority of studies on Ford’s perception of time as evinced in 

’Tis Pity tends to focus on time in one of two ways. Many of these critics, like Colin 



Blom 16 

 

Gibson, interpret Ford’s time not as a preoccupation in and of itself. Instead, they view it as 

a symptom of an interest in and concern with death. For these critics, time is simply the 

necessary agent pulling humanity toward its demise. Meanwhile, other critics such as 

Verna Foster see Ford’s time as a way to emphasize the chaos of the city life in order to 

introduce the dramatic subgenre of the city tragedy. These studies are well-informed and 

represent a wide range of critics, but I believe they reduce Ford’s own preoccupation with 

time too far and they fail to attempt to categorize Ford’s actual vision of time. I believe that 

Ford’s time in ’Tis Pity can and should progress on its own. 

  

IV: Decay and Linear, Finite Time in ’Tis Pity 

 Ford’s notion of time is that of an agent of decay but something that can, in the face 

of this decay, be used wisely. According to Achsah Guibbory, the notion of time for the 

majority of people during the seventeenth century was a linear and finite time moving 

toward decay. Theirs was not a time of an infinite horizon. Nor was it a cycle of 

improvement and degeneration or an opportunity for constant progress (27).  

 This notion of time is what Joanna Hodge refers to as “a finite time of moral 

dilemmas, which acquire their distinctive character by virtue of some series of time 

constraints and mutual exclusions in a sequence of possible activities and consequences” 

(110). Because these characters are acting within a finite scale of time, their time is limited, 

thus forcing various choices upon them concerning how best to use their time, a 

preoccupation I have already mentioned concerning both religious treatises and artworks of 

the period. Hodge explains that there is “a distinction between finite time, as found in the 

exercise of human understanding, and the nonfinite time of reason” (111) or what Hodge 
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later distinguishes as “the time of human intentions and the time of divine revelation” 

(114). The people of the seventeenth century, for the most part, operated on a very limited 

view of history and were concerned with viewing their own actions from the perspective of 

the mortal and limited scale of earthly time rather than from the divine eternity beyond 

their existence and their understanding. Those who adopted this view of time considered 

the world as rapidly degenerating along a limited line rather than offering hope of renewal 

or progress. Ford’s play does the same.  

 The play itself is permeated with language that reveals a preoccupation with the 

concept of time. From the opening to closing scenes, Ford constantly reminds the audience 

that time is running out, revealing his own notions of a linear and finite time of decay. All 

of the characters exhibit this concern. As the plot progresses, the stakes for all of the 

characters increase, and the pace of the play rises quickly. Despite Colin Gibson’s focus on 

Ford’s preoccupation with death, he also notes the rapid pace of the play: 

In ’Tis Pity, the passage of time loses its normal pace. The characters 

continually express their impatience at time’s slowness or regret its 

swiftness as it hurries them to their confusion. The friar hastens back to 

Bononia to shun the coming blow; Grimaldi attacks too soon and kills the 

wrong man; despite the warnings of Richardetto, the marriage between 

Soranzo and Annabella is hurried through. (63)  

Verna Foster also notes the busy pace of the play, evident in the multiple subplots 

and interwoven character relationships. The busyness of the many subplots in which each 

character is involved forces each character into a dilemma of how to choose how to wisely 

invest one’s time, since time is lacking. Furthermore, these subplots also create an added 
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busyness upon the stage, compressing many events and plots into few moments (Foster 

190), compressing time in much the same way as Kuretsky notes a compression of time in 

countless seventeenth-century landscapes concerned with time’s inevitable progress 

(“Dutch” 31-32).  

The play itself opens during a discussion between Giovanni and the Friar 

Bonaventura during which Giovanni admits his incestuous love for his sister, Annabella. 

From the very opening scene, the audience can see the major conflict of the play and can 

already predict some kind of tragic outcome, for incest is not to be tolerated and nothing 

good can possibly come from this desire. Inevitably, this play will concern secrets and 

deception, probably followed by revelation, shame, and violent punishment. Since no good 

can come from this desire, the progression of the play must be one of degeneration and 

decay. Near the end of their conversation, the Friar struggles to turn Giovanni from the 

error of his ways, relying upon repetition of religious penitence, which itself relies upon 

specific allocations of intervals of time: “Weep, sigh, pray / Three times a day, and three 

times every night. / For seven days’ space do this, then if thou find’st / No change in thy 

desires, return to me: / I’ll think on remedy” (I.i.76-80). The Friar’s suggestion reveals the 

period’s obsession with dividing time into intervals of careful use.  

 The Friar Bonaventura is keenly aware of time’s rapid passage. Having been 

counselor and mentor to Giovanni, he is amazed at how quickly his formerly innocent pupil 

has become captured by an incestuous obsession with his sister. Upon learning of 

Giovanni’s dark secret, the Friar asks, “Art thou, my son, that miracle of wit / Who once, 

within these three months, wert esteem’d / A wonder of thine age, throughout Bononia?” 

(I.i.47-49). In a relatively short period of time, at least in the Friar’s eyes, Giovanni has 
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been transformed from a wonder of his age into someone who cares little for divine law 

and has instead fallen into the snares of incestuous love. Within only a minute, the time 

during which he learns the secret of his pupil, the Friar’s entire opinion of Giovanni has 

been transformed, and Bonaventura is aware of the significance a single moment can have 

upon a life as he laments, “I’m sorry I have heard it; would mine ears / Had been one 

minute deaf, before the hour / That thou cam’st to me” (II.v.3-5). For the Friar, as for 

Giovanni, time moves all too quickly, and so one must act quickly within that time.  

However, the Friar maintains his hope that he can prevent the siblings from 

continuing their journey toward damnation. Even within his own attempts toward salvation 

for the couple, though, he reveals a concern over time’s forward passage. His desperation 

to save at least one of the two lovers reveals his own awareness of how quickly time is 

pulling them toward disaster. Bonaventura later advises Giovanni: “Why, leave her yet; / 

The throne of mercy is above your trespass, / Yet time is left you both— (II.v.63-65). He is 

reminding Giovanni that the couple still has time to give up their sinful ways, repent, and 

be saved. However, the statement “time is left you both” also implies that the couple has 

enough time to be saved only if they take advantage of that time immediately. The 

implication is that time is running out, and if they do not cease their affair soon, then they 

will no longer have enough time to be saved.  

The Friar warns Giovanni that his decision will lead to suffering, inevitable as the 

passage of time: “Thou it come late, it will come sure” (II.v.11). According to the Friar, 

even if this doom does not come soon, it is already slowly approaching. From this 

perspective, even though he emphasizes the fact that some misfortune may come “late,” the 

very implication of its approach makes the trouble all the more present.  
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This misfortune does not come late but instead arrives quite rapidly, presenting 

itself when Giovanni decides to attend Soranzo’s birthday feast, which both he and the 

Friar recognize as an obvious trap. Ultimately unable to prevent the continuation of the 

incestuous affair, the Friar despairs, leaving Parma as he realizes that for this couple, the 

forward movement of time leads to nothing but decay and degeneration. Though he can 

hope for Annabella’s salvation, he recognizes Giovanni’s determination to continue his 

affair and, as a result of this, Annabella’s probable doom as well as Giovanni’s. In the 

Friar’s failure and despair, Ford once again underscores the hectic movement of time and 

the degeneration of the world.  

 Like the Friar, all of the other characters within the play reveal a keen awareness of 

time’s inexorable movement forward, and all are concerned with making the best use of 

that time or they lament those who have not done so. Florio is concerned over his 

children’s proper allocation of their own time, such as when he finds his daughter speaking 

with Putana, her tut’ress: “So hard at work? That’s well, you lose no time” (II.i.56). 

Ironically, the two have been discussing Annabella’s love for Giovanni, a love that Putana 

does not admonish.  

 Later in the play, upon choosing Soranzo to marry Annabella, Florio decides that 

the two should be wed immediately, and his own language reveals his sense of urgency: 

“Once, within these few days, will so order’t / She shall be married ere she know the time” 

(III.iv.10-11). Florio is speaking of his intentions to Richardetto, who agrees with Florio’s 

strategy to marry the girl quickly, stating “Soranzo’s wise, he will delay no time” 

(III.iv.22). Richardetto defines wisdom as not delaying or wasting time, and Florio agrees 
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with this definition, a parallel repeated during their various laments over those who have 

run out of time.  

 The image of the hour growing late is often used in such laments and recurs 

throughout the play to remind the characters and the audience of how little time they have. 

At one point, Florio summons his daughter to dinner, saying “Come, ’tis supper-time / And 

it grows late” (II.vi.124-25). However, immediately prior to this statement, Florio mentions 

Giovanni, and the association between his two children and the hour growing late signifies 

how quickly time is moving toward tragic ends for the entire family. Richardetto uses this 

same image of lateness when lamenting over the death of Bergetto: “He’s dead indeed. / 

’Tis now too late to weep” (III.vii.35-36). In similar fashion, Florio advises Donado to seek 

retribution upon Grimaldi rather than wasting his time in grief: “What is done, is done. / 

Spend not the time in tears, but seek for justice” (III.ix.2-3). For these characters, grief is a 

luxury that the rapid movement of time will not allow them to enjoy.  

Meanwhile, Putana constantly laments over the fate of her charge, Annabella. When 

considering the disaster approaching, Putana realizes how quickly time is moving: “’Tis too 

late / to repent now. Heaven help us” (III.iii.7-8). Like the Friar, Putana recognizes the 

danger of the present moment and recognizes how much can change in the smallest interval 

of time. When revealing to Giovanni that Annabella is pregnant, she laments, “O that ever I 

was born to see this day!” (III.iii.4), which she repeats in Act Four to Vasques just before 

confessing everything to him and confirming his suspicions (IV.iii.178). Time is moving 

more rapidly than Putana can endure, bringing increasing complications into the 

relationship of Giovanni and her charge. Unable to control herself anymore, Putana 

confesses everything to Vasques, admitting “I have known their dealings too long to belie / 
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them now” (IV.iii.220-21). Unable to bear the rapid progression of time upon her 

shoulders, Putana confides in Vasques, an act that will lead to her own torture and 

execution and the death of her charge and her charge’s father and brother.  

 Richardetto, like Putana, laments the metaphorical lateness of the hour, how time 

changes all things. When Bergetto is eager to marry Philotis and suggests the two be wed 

that very night, Richardetto answers, “Tonight? Why, best of all!” (III.v.33). When Philotis 

reports back to Richardetto on Annabella’s love interests, revealing that she has little 

interest in Soranzo or any other man, Richardetto replies, “There’s mystery in that which 

time must show” (II.iii.23). Richardetto is aware of time’s destructive influence upon all 

things, and he understands that time’s inevitable passage will eventually reveal Annabella’s 

secrets. In the larger scheme of the play, Ford is suggesting to the audience that time will 

destroy all attempts of the two lovers to keep their affair clandestine, and so time will lead 

to the shame and doom of the two lovers.  

 Meanwhile, Richardetto’s wife plots revenge upon Soranzo after he discards her 

and begins courting Annabella. Like the majority of the cast, she, too, recognizes the need 

for urgency, although she realizes that her only opportunity to kill Soranzo will be on his 

wedding day. For that reason, she is impatient for that day to arrive. When Vasques 

informs her that the wedding will not take place for another two days, she reveals her 

eagerness to have her vengeance: “Two days! Why, man, I would but wish two hours / To 

send him to his last and lasting sleep” (III.viii.5-6). Despite this impatience, however, 

Hippolita is aware of how quickly time moves and how little space actually exists within 

two days, gloating that Soranzo “now hath but a pair of days to live” (III.viii.20). 
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Ironically, Hippolita and not Soranzo, dies on the wedding day, as part of Vasques’s own 

plot to protect his master.  

While all of the characters have some preoccupation with time, not all of them 

choose a sense of urgency when dealing with time. There are only a few characters in the 

play who refuse to acknowledge time’s significance or the need for urgency. However, 

their foolish or villainous natures undermine this notion of time. Like the rest of the cast, 

these characters share a preoccupation with time, although theirs is one of leisure and 

complacency.  

Bergetto, nephew to Donado and foolish suitor to Annabella, provides perhaps the 

only true comedic relief of the entire play and is certainly the fool of the text. His comical 

ignorance parallels his happy indifference to time’s rapid passage, and so he is frustratingly 

ignorant of any need for urgency. After Bergetto is dismissed by Florio, Annabella’s father, 

Bergetto quickly shrugs off his failure, obviously apathetic to own fate: “Mistress, farewell, 

mistress: I’ll come / again tomorrow. Farewell, mistress” (II.vi.116-17). Later in the text, 

Bergetto falls in love with Philotis, niece to Richardetto. During their own plans to be wed, 

Richardetto, urges Bergetto to hurry, warning him that “Time runs apace” (III.v.48). Once 

more, however, Bergetto reveals no concern over the passage of time, replying “Time’s a 

blockhead” (III.v.49). Bergetto genuinely loves Philotis and desires to marry her, but even 

in moments such as these, he shows no impatience to be wed and no concern over the rapid 

movement of time, going so far as to even insult the very notion of time itself.  

 Only two scenes later, however, on the way to be wed, Bergetto is mistaken for 

Soranzo by Grimaldi, who stabs him with a poisoned blade. True to Richardetto’s warning, 

time moves fast, Thus, he is struck down by accident and dies. Bergetto is the first 
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character to die in the play and the only character to die in Act Three. Furthermore, his 

death is hardly mourned and has almost no real consequence. Richardetto sends his 

grieving niece away to become a nun, but when Florio, Donado, Richardetto, and Poggio 

follow Grimaldi to seek justice, they find him under the protection of a Cardinal of Rome, 

who waves off their accusations. Bergetto refuses to acknowledge time’s significance and 

ends up dying in the street, the victim of an accidental murder which shall never be 

punished. In this way, Ford undermines the foolish Bergetto’s statements concerning time 

and reinforces the other characters’ sense of urgency concerning time’s hectic movement.  

 Meanwhile, the Cardinal himself signifies corruption and decay. Because of his ties 

to Grimaldi, he abuses his religious power to protect him from being punished for his 

crime. When Florio and the others knock on his door to seek retribution, the Cardinal 

complains of the late hour for their visit. Despite the fact that a man has just been murdered 

and that the murderer is present, the Cardinal refuses to admit any need for urgency, 

answering his door with a complaint: “What such haste / Is yours as that it cannot wait fit 

times?” (III.ix.32-33). As the innocent fool of the play, Bergetto is inevitably an object of 

pity for the audience, which marks both Grimaldi and his corrupt protector, the Cardinal, as 

villains. Just as Ford associates Bergetto’s notion of time with his foolishness, he associates 

the Cardinal’s notion of time with his corruption, effectively undermining both characters’ 

views.  

 Like most of the other characters, Vasques shares a preoccupation with time’s swift 

movement. After his suspicions of Giovanni’s love for his sister are confirmed by Putana, 

Vasques sees Giovanni approaching Annabella’s chamber and exclaims, “Giovanni! As I 

would wish; my belief is strengthen’d, / ’tis as firm as winter and summer” (IV.iii.240-41). 
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Here, he compares the truth of his suspicions to the passage of time from winter to summer, 

revealing his concrete belief in the inevitable passage of time.  

Later in the play, it is Vasques who invites Giovanni to Soranzo’s birthday feast. 

The very mention of the birthday is a reminder of time’s passage and the effects of that 

passage, aging and decay. Ford chooses Vasques to bear the invitation, in order to increase 

his involvement in Giovanni’s doom. Furthermore, his language emphasizes the notion of 

time’s passage: “My lord, according to his yearly custom keeping this day a / feast in honor 

of his birthday, by me invites you hither” (V.iii.42-43). The birthday itself is an annual 

event, but Vasques must emphasize this by mentioning the yearly custom of holding a 

birthday in honor of the event. Furthermore, the audience is already aware of Vasques’s 

involvement in planning this event as a trap with which to catch the two lovers. Thus, the 

reminder of a progression of time will also be a scene of death and tragedy, an ironic twist 

on the celebratory nature of the event.  

 Vasques’s notion of time is one of time’s rapid passage, although he often supports 

this notion by deceiving others into viewing time from an opposite perspective in order to 

take advantage of them. When plotting Giovanni’s downfall with Soranzo, Vasques says, 

“Give him time enough, let him have your chamber / and bed at liberty” (V.iv.30-31). 

Vasques understands the need for urgency, as does Soranzo. However, they want to allow 

Giovanni to be with Annabella at leisure so that they have more time to act and so that 

Giovanni’s ultimate downfall is all the worse.  

Even more significant concerning Vasques’s notion of time is his treatment of 

Hippolita in Act Two. Hippolita, having enjoyed an extended affair with Soranzo, now 

believes her husband, Richardetto, to be dead and expects Soranzo to marry her. Instead, 
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Soranzo reveals regret for his sinful affair and now wishes to court Annabella for marriage, 

disdainfully discarding Hippolita. After this confrontation, Soranzo leaves, and Hippolita 

swears to revenge herself on him. Vasques, however, remains and urges Hippolita to be 

patient, gaining her trust and promising, “Tomorrow you shall find him / a new man” 

(II.ii.116-17). This statement suggests that Vasques, like the Cardinal, has little sense of 

urgency. According to his explanation, time will improve Soranzo’s opinion of her. 

However, this discussion quickly leads to Vasques’s supposedly agreeing to betray his 

master and help Hippolita gain her revenge upon Soranzo. Later in the play, though, 

Vasques’s true deception is revealed. Instead of betraying his master, he is actually plotting 

Hippolita’s demise. Thus, his notion of patience rather than urgency is used as a means to 

protect his master and deceive Hippolita. Had she ignored Vasques and taken immediate 

revenge upon Soranzo, she could have avoided Vasques’s plot and could have prevented 

her own death. 

 Vasques manipulates others into adopting a leisurely notion of time only to deceive 

them and to delay their actions, giving himself more time to act. He is aware of the need for 

urgency since he uses the opposite notion of time to weaken others. Furthermore, the fact 

that he chooses to delay the actions of others in order to give himself more time also 

reveals his awareness of time’s rapid passage.  

The most significant notions of time and its rapid movement, however, appear 

during the discussions between the two tragic lovers, Annabella and Giovanni, particularly 

in the final act of the play. The opening lines of the act are Annabella’s, during which she 

laments time’s quick passage, realizing that she is almost out of time: “Pleasures, farewell, 

and all ye thriftless minutes / Wherein false joys have spun a weary life! / To these my 
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fortunes now I take my leave. / Thou, precious Time, that swiftly rid’st in post / Over the 

world, to finish up the race / Of my last fate, here stay thy restless course, / And bear to 

ages that are yet unborn / A wretched, woeful woman’s tragedy” (V.i.1-8).  

 Annabella fears that she has wasted too much of her life, but she hopes that 

“precious Time” will pause for a moment to carry her story to others in the future. She is all 

too aware of the process of degeneration and destruction that is approaching its end, but she 

desperately hopes that time’s movement will mean the movement of her story into the 

future. Ultimately, though, the focus is on her own tragedy and hopelessness, and even 

Annabella seems to have little hope that time will actually fulfill her request.  

 Giovanni makes a similar reference to pausing time later in the act, during his 

confrontation with Annabella for marrying Soranzo. He claims that she is a “faithless 

sister” (V.v.9) and condemns her actions: “I hold fate /  Clasp’d in my fist, and could 

command the course / Of time’s eternal motion, hadst thou been / One thought more steady 

than an ebbing sea” (V.v.11-14). While Giovanni is aware of time’s constant progression, 

he claims that the power of his love could have paused such movement if only Annabella 

had not been so weak. However, his very language reveals the impossibility of such 

declarations. The etymology of the word “time” partially stems from the word “tide” 

(Harper). When Giovanni condemns his sister’s faithlessness and instability with a 

reference to “an ebbing sea,” he is reminding the audience of time’s own associations with 

the sea and its continual motion. In Giovanni’s eyes, Annabella has become as inconstant 

as the sea, the sea that never stops moving just as time never stops moving. Even when he 

declares the awesome magnitude of his love for Annabella, he simultaneously reminds the 
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audience that no love of any magnitude can prevent time’s destructive forces from crashing 

down upon the world.  

Annabella, however, must remind Giovanni of this fact, for she is painfully aware 

of how little time the two lovers have left. She warns him, “There’s but a dining-time / 

‘Twixt us and our confusion: let’s not waste / These precious hours in vain and useless 

speech” (V.v.17-19). Again, Annabella is concerned with making good use of the little time 

allotted to them, for she has already sensed their impending doom. Giovanni agrees to 

dispense with such talk, saying “Should I here repeat / The story of my life, we might lose 

time” (V.v.52-53). At another point in the scene, Giovanni makes another reference to 

time, and this reference not only highlights the rapid movement of time but also the finite 

definition of time that permeates Ford’s work. When Annabella warns him that the coming 

banquet will bring death, Giovanni remarks “The schoolmen teach that all this globe of 

earth / Shall be consum’d to ashes in a minute” (V.v.30-31). Throughout the text, Ford has 

been preoccupied with notions of decay, which signify a finite and linear progression of 

time. However, this passage is more than a mention of time’s rapid movement or an image 

of decay. It is an explicit reference to Armageddon or Judgment Day, the end of the finite 

timeline.  

Unable to endure the thought of his love with another man or the thought of his love 

being shamed once the incestuous affair is made public, Giovanni determines to kill his 

sister. Raising his dagger to strike, Giovanni begs the sun to dim its light and turn noon to 

night in order to hide the horror of his actions (V.v.79-80). During the next scene, when he 

enters the banquet hall with his sister’s heart upon his dagger, he describes the murder 

using nearly the exact same terms (V.vi.22-23). This emphasis upon the sun once more 
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reminds the audience of time’s constant motion. Furthermore, it reflects upon Giovanni’s 

own attempts to usurp agency over time both in his request for day to turn to night and in 

the fact that his murder of Annabella ends the marriage between his sister and Soranzo and 

halts the development of the baby in Annabella’s womb.  

Joanna Hodge’s exploration of the linear view of time as an agent of decay offers a 

possible insight into Giovanni’s violent and shocking actions upon his lover. Since this 

notion of time is one of unavoidable degeneration, she states: “Because there must be 

death, there is contingency only in the ethical sense. Whatever I do, the other will die; there 

is contingency not with respect to whether, but only with respect to how that death takes 

place” (126-27). Annabella is already doomed, and the only control these two lovers have 

concerns how and when her doom falls upon her. Again, Giovanni can choose the time at 

which she dies, a choice he considers as a way to gain agency over time.   

 Despite this attempt, Giovanni is unable to halt time’s movement, and, following 

his murder of his sister, Giovanni must confront Soranzo at the birthday feast. Giovanni’s 

dramatic entrance into the banquet hall and the revelation of his affair with his sister 

concluded by his murdering Annabella leads to Florio’s immediate death and an open 

battle. Giovanni slays Soranzo only to be slain by Vasques. As he bleeds and weakens, 

Giovanni ponders his own mortality and the speed with which he is destroyed: “O, I can 

stand no longer! Feeble arms, / Have you so soon lost strength?” (V.vi.83-84). Despite his 

attempts to halt the progression of time in order to maintain union with his love, Giovanni 

is instead forced to murder his sister and then dies at the hands of those against whom he 

would be revenged.  
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By the end of the play, all hopes for renewal have been lost. The wedding feast, a 

scene of regeneration, is the scene of Hippolita’s demise. The birthday feast, another 

typical setting for celebration and the renewed affirmation of life, becomes a 

slaughterhouse. Verna Foster’s depiction of the final scene reveals the notions of time as a 

linear process of decay: “The tragedy of Giovanni and Annabella bears no regenerative 

fruit for their city. The society that remains at the end of the play is sterile. The richness of 

life has gone from it” (198).  

By the close of the play, every character involved in a love affair, who offers some 

chance of regeneration, some hope to turn this process of decay toward a cycle of renewal, 

has departed in one way or another. Richardetto was believed to be dead and only reveals 

himself during the play’s closing, although he has lost all those whom he once loved. His 

niece, Philotis, has fled to a nunnery, and her fiancé Bergetto has been slain accidentally. 

Richardetto’s wife, Hippolita, in an attempt to slay her former lover, has been deceived into 

poisoning herself while Soranzo is killed by Giovanni. Giovanni cuts out the heart of his 

lover and sister, Annabella, and is then killed by Vasques. Florio’s line will not continue, 

and upon learning of his children’s incest, he dies of shock and shame. Putana, loyal to her 

charge, has her eyes cut out and is burned to death. And finally, the corrupt Cardinal 

confiscates all of the wealth of Florio’s estate, closing the play with a final condemnation 

upon the only possible symbol for regeneration, Annabella, who has died with a child in 

her womb. In the end, time—not love—conquers all.  
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V: Conclusion 

 For Ford, time is not a cyclical rise and decline. His tragedies such as ’Tis Pity 

suggest nothing regenerative about the future, no lesson learned, no justice gained. Nor is 

time for Ford an opportunity for progress. People should act quickly and make good use of 

their time not in an attempt to rise above time’s agency but in an attempt to live best with 

the little time they have, to achieve whatever goals they have before it is too late since all 

are doomed to feel time’s decaying effects. Ford’s notion of time as an agent of inevitable 

decay means that progress or transcendence is hopeless.  

Seventeenth-century developments in astronomy, cartography, mathematics, and 

technology destabilized people’s notions of a fixed time, formerly defined by the 

movement of the heavenly spheres. Meanwhile, the association between the earth and the 

fallible sphere of decay remained rooted in the consciousness of the people. More than 

ever, devices for measuring time increased people’s awareness of the significance of the 

smallest moment and of time’s rapid and inevitable movement. People sought to allocate 

their time wisely, be it for work or meditation. Artists depicted the unavoidable 

consequences of time’s passing, that of destruction and decay. However, they also focused 

on the proper usage of time, depicting Father Time as an enemy to those who waste their 

hours and as an assistant to those who would use their time wisely.  

Despite the fact that views of time as cyclical or regenerative and views of time as a 

forward progression from barbarism toward civility gained influence during the 

seventeenth century, the view of time as one of decay maintained its dominance throughout 

countless works of theology, philosophy, art, and literature (Guibbory27).  
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Time is limited for the people of Ford’s tragedy, just as time was limited for the 

people of the seventeenth century. They saw time as finite and linear, leading from a 

moment of earthly paradise toward an inevitable and destructive decline that would only 

end in the earth’s annihilation during Judgment Day. Despite the presence of cyclical and 

progressive notions of time during this period, Ford is the product of the influence of the 

third notion of time, that of decay, as evident throughout ’Tis Pity. However, he not only 

reveals his period’s own preoccupation with time but also continued to influence it through 

his best-known work, a work that, hopefully, will not fall victim to time’s destructive 

forces any time soon.  
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Appendix A: Pieter Saenredam, Church of Santa Maria della Febbre, Rome, 1629,  

  painting  (Kuretsky “Dutch” 31-32) 
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Appendix B: Cornelius van Poelenburch, Roman Landscape, c. 1620, painting (Kuretsky 

  “Dutch” 31) 
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Appendix C: Crispijn van de Passe the Elder, The Use and Abuse of Time, Nos. 1 and 4, 

  1570, engravings (Kuretsky “Dutch” 43) 

 

 No. 1 

 

 No. 4 
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Appendix D: Raphael Sadelaer I,  Time and Labor, late sixteenth-century, engraving  

  (Kuretsky “Rustic” 154) 
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Appendix E: Jan Wierix,  “Ruyne (Old Age)” from Theatrum vitae humanae, 1577,  

  engraving (Kuretsky “Dutch” 35)  

 

 
 

See enlarged areas of the above work below:  
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