Aolaslo] £yle] AW ER uls 4B

F

N

Adasiel 2o F25 shobgel] glolA] Agslojof s AL 4o
718 T2 okellA Ae] del, olmlA g §3} @Al Aete] ¥
EAE wile odolch 4, 4, 4, 29 Tz} %P 58A9 JE £

olr
ofs
ok
fr
N
iy
ol
ok
o clr

£ 2ol

FE Adasiolr} &4

3 Qlohe BAF:e gl 9el sigleo @ A== sequencedl &
A9 =24 oulAdlel 8o 45 Adte] ulwlslA UYojum YL u
Ak o] 4vlE AT o Ao (FE)] sl oln|z] A oo
olf et vlFo] 4ol sloto] wl=x] W] = AloAle LuE oo
A9 FAE Yoke A€ AVY34A s 26 Willine Halls o434
e e delx ok

The evaluation of a poem’s sound and diction must take into account, above
all else, the poem as a whole. We do not discuss the structural principle of a
poem by analyzing sound and diction technically, and we do not always
discover what is truely structural simply by responding to words as
emotionally expressive elements. Some such elements are used to create
texture, to make the poem “sound good,” but not to direct its meaning in any
strategic way. And, furthermore, the expression of emotion may not be the

most important principle behind a poem which uses this expression.?

* g afokel e (32 F).
1) Willine Hall, The Living Record : Aesthetic Structure in Shakespeare's Sonnets (Ann Arbor,
Michigan : University Microfilms International, 1976), p.13.
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wekd aule] SR (foot) s EAE wlx A9 ojulel A FA At
FAA = AL B
ade Aelavle] AAle] gol Bd AL Sonmetsol 4 EP ot A=

FEol $29 BAE B

If Icould write the beauty of your eyes.
And in fresh numbers number all your graces.

.........

And stretched metre of an Antique song. (17:5—6, 12)?

o714 “number” i metre9} counting$ ¢ @] 8t puno k. numbere] i
BAge EERRAE AV QAL 28 FAQE WA o = A
& A7 AE “d A9 Fg" FH@"olgn dFska e stretcheds]
s she ojulst o 4o YF Aol EEolxn 349 deA T
o] antique”} antic3# antique® Aol ¢n]3}7] $13 wordplay-& A &
4 011:1_

2ot s Aldde A A7k “Wetd Asae B ok

Why is my verse so barren of new pride,

So far from variation or quick change?(76:1—2)

“chobgh m4rolt WG WH'HE AL T AAdaold metreo]
24 Fdoz osHch a5t A9 ou)E Sseln Ao FHH
AN £8L olmiA EdPez o]8E AUAE Fu A AL T

AsA "k

o A Adasdolr $Ast A9 WFE A FAdn U=
c2ish oHE WA BFole 5 B LA AL 2A A=
294 gemA A4sty 97Y WE AR 2 E3E Az A& 2

Ao,

2) Stephen Booth ed., Shakespeare’s Sonnets (New Haven and London : Yale University
Press, 1977), p.19. o] % Sonnetss] Q142 o Aol4 v WAFEA 919 elsh ol
¥71%.
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Wrighto] 73] & So]y =)

As the feelings in Shakespeare’s sonnets are, on the whole, more subtle and
quietly ambivalent, the meter is more restrained and yet more flexible ; it
proceeds by way of small differences, quiet additions or withdrawals of
emphasis. The phrasing is extremely various ; that is, we hardly ever find the
same phrasing-patterns in successive lines(except for diliberate echoes), and
the movement form line to line and quatrain to quatrain permits us to savor a
great many line-forms. The midline break appears in different places, and the
successive phrases establish remarkably varied groupings of syllables and

stresses.”

of EEelAL A% 52AY AL B chol4 Adaselst HA A9
Julg EuolAl Ht FAZA o WHE FAYEAE Wiln, 297

Wt slule 724 AAS olWA AW, ZHo} YEAE Aol FozA
Aol aslolsh £dol Ble W2 AL ARn 229 Bhol YolA®

& e A2 A HE A Sdg AFHnA @k

ol

I.

Sonnetsoll &= k7 5874 0] JdAsA FAFT 9

“Of hand, of fate, of lip, of eye, of brow” (106 ; 6)+= 7} AP AHq En 7|
o AL F FH Aelol A<l A4 (stress), & F(quantity),
paral]elism, 2.9 %71 FA(caesura)ol]l o84 AA=Ed 24 S5 Hol B

F FA7t 2= A9 Cdlve 553 Ao

e Yol A AF3 viel Fo] e d o) HA 3 wsst o
o] Wb 7}<FA (trochee), 2FeFA (pyrrhic), 7737 (spondee), 27327 (am-
phibrach) §& =5 Z 4 A4sicizts Az 3% 5 94 ¥+ 4

3) George T. Wright, Shakespeare's Metrical Art (Berkeley and Los Angeles : University of
California Press, 1988). p.78.
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= feminine ending& A A&l &8 A ZFAZG dlelels iambs+
95%¢9] o] &tclx Ramsey+ t©}

oo
A
m
o
o
e
¥2
i

Only 5% of the feet are trochees, a percentage that the six pyrrhics and
three spondees leaves at 5% for substitutions.(It literally raises 5.0% to 5.1%,
but I rounded off because one’s conclusions cannot be more accurate than one’s
data. If one counts the feminine endings as parts of emphibrachic feet, then the
percentage of substitutions of feet would be 6% minimum, 8% maximum. At
the least then, 92% of the feet are iambs, and by the normal method of
scanning in which a feminine ending does not occasion a substituion, 95% of

the feet are iambs.®

£ 25 5% 48l bolA A A7 s
o A fibE 55 R, Ao sA 4z Fehe A

How like a winter hath my absence been

From thee, the pleasure of the fleeting year!

What freezings have I felt, what dark days seen!
What old December’s bareness everywhere! (97:1—4)

1, 288ell= 27 A 3F ol pyrrhice] gl By o] F P& 139 A
wj2lo]] 23+ trochee$} 4J7] %] 7|(enjambment) & Q3|4 =1 c}& FE&
ZA "ok o] AR = & A FHe] 1, 28eq FesA dtn FHelst

€ 79 7H=2 F AYE Aekgxn ok v]E “my absence been”}
“the fleeting year”7} u]%3dl A F=2E 7} TAol7lE& 3|x beeno] 7A
7} efsta beeng T3 FHL 280 dojoixm glE bl yeare
A7 de FAE Bl Q7] wWEel o] ¥ 7AL Ad dEA &=k
3,482 1, 28§ B oix o] 47} ofFsf At 389 spondeet 4|9 o] F&

4) Paul Ramsay, The Fickle Glass : A study of Shakespeare's Sonnets(Ne‘w York : AMS Press,
1979), p.94.
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A sha, 48-& 71AHE 283 barenesso] ol2 = AT AR g
&x 2 £Aolgrt A7 A dne vk gl ever'ywhere"i Eoyo)
7 Rike 1A e A5EA H, 28olA4e A2gd FHol 23, 384
£ A6EA Fol Besl 2o, 4ol E ATEA cheel 2AT o F ik
+ A HEAgE F=9d Bolch. =Eol spondeed} trocheeo] 7hagh
R4A $eo2e At HE 49 23T 2ol =Y B ol4e
2 3A £8 J7E 2784 g+ Axolch x| A freezingd} fleeting
o] iz} felto} seene] dix=& JellxE g4 3joh. o] quatraine
scanstd o+g3} ol 2 Aelch

uuuuuuuuuu

37 FA9 Aol el wet gebd 4= gleh et of quatraing]
§4E uM A T4 3AE H2 AEA, ® 2 FREE AR
o #fTez 23FA TAH UEAE RAFAF gojok T Aojrh

¥ AEE EFAoln nlRIA o] Fo
X=X

Whén in | disgrace with fér | tline | #nd men’s éyes,
Tall | &léne | béwéep my ot | cést state,

And trol | blg deaf | hedven with | my bbot | l&ss cries,
And léok | Upon | mysélf | &nd clirse | my fate
Wishihg | mé like | t6 éne | more rich | in hope,
Féatur'd | like him, | with friends | pdsséss’d,

Dési | ring this | man’s art, | and that | man’s scope,
With what | Tmést | &njéy | contént | &d léast ;

Yét in | th&se thoGghts | mysélf | Almdst | déspising,
Haply | Ithink | onthée, | &nd thén | m¥ state,
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Like t5 | thélark | &t bréak | of day | arising
From sl | 18n earth, | sings hymns | &t héa | vén’s gate,
Fér thy | sweet love | rémém | b’réd sich | wealth brings,

Thét thén | Iscorn tS change | my state | with kings. (29)

£

— oX O

& oox 2

o] &yl AAE FdHA metres THfFolA HAHQ Atz
ol&ks] glm H44Foll4], 3] quatrain®} coupletr} Tk F7oll A&
ol HejE FEole: AL WAF 4 Slch Al quatrainol A B
9] trochee, pyrrhic, spondees Z&A}7)x At 282 H A=A
A < A8z gz A oAt spondeente 2 FHA FHFo W
Z3 gl 382 18t} o H#s wolua =h-FE o] “heaven”oll 4
Eol7b AsatnlA o] SrRolA T $Ao| 2 b FAEE AFd=
o shtel FAE BuwElc F oA FAE AAAIE ol R
trocheeF el = £ @} 2Polx BF3n o] Fdkx el o]
HIEA 7|2 E2be] 8778 A7 el EA oz Alasiolst of 3
A AT Qe AR £2S +g¥EE Jehed Jldqstn 3l 4
o] wl¢ FAA YPFo 2 FHEolr}t dE AL, o &vle mAE &
AQlel Aupzkg oulel AZ WHaks BAAAA 2Lz € o
23 Yo} B g Aolch 2 o] B Aol 634
= %-8o] trocheer} £xut el FaRAHo g Auo] o]FolAz T8+
5ol 419} 7] spondeer} &t} 882 o AulolA A A AL dalH,
AQle] wgwtn o2 S AR o A A= dFE gtk
9ol & =rje] o] FAo] yetehe FL3 AL o3 Frixln ok
Z 7ol trocheert Uz uhA|ahell Likio]l o= 108 S= o] oA
trochee7} 2t} 93§19 3l trochee ¢]|& = th 27 FxA FA] F3H
Helog Eof2 Aut o] sequence?] HAHQ A EAoA & FHY
=8, & Bz F§2 uld X3 £03H 4L oA gk

2
—n

fr
Lo au 0 o B 2

R odo b

dlo
|

Yét in | these thoughts myself | &lmdst | déspising,
Haply---

o] £&2f HtE Qe deF AAld] R $7bg nEe AF7AA
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%0}4% EF4E dech 22y 1089 ofxlat 47 FHoA FHH &

= AL #AfgolA AHI] pod $3 H5E o o4
'3]-7‘] ik 238 2L B3 1184 Az, THHes JAR
it BT D@ A9 A DG FE 27e 2AUG. Lde AE
9] trochee, 9 4-F, HAX7 S22 A Lx7k QA 1282 ojojxch
128& F 79| spondeed A 93t FHAo2 Hoglh rMe A A
9] A<y 7AlSAdoe] oy yelydrl. Z “one more rich” “this man’s art”
“that man’s scope” “earth, sings hymns” Z-9ld] o] A &Heo| olg} E7o

Heh7t 1386l 4 T chal ehdeh o714 2ol s} spRAx 2 &Fe

£ A oap

A4e o o4 BRHA @n AR A8 2Agen Sue) ok zow
239 F44 A% ojold ek ARAez o addlA st 2R

i
]

[

B
T AL A AL 2 o= uFA 2 Wi $EE 2 F2E uEn
o ApAolch Wrights o] 34 ek ek

¥

Shakespeare has provided a metrical structure whose most significant
component figures change color as the poem changes its tone ; like most sound
effects in poems, they reinforce whatever mood or feeling the poet is
expressing, but what is remarkable here is the poet’s power to make the same

metrical effects convey quite opposite feelings as the poem’s outlook alters.”

AgAA AL o] ek Adaslelst £3¢ FARE e

#4549 st A patternolvh 24 5o AL AL Ao
o 43he Woltk o AL s & A Sud F A 4 e o=y
of B A 24 AY & 4 g¢ FEE UAY AN+ A
S A AN G SINE oA 2 AANE T A

f
¥

23d il &ylo| A9 &4 (speech—tone)& A2 AAY =43 A3t
oA A9 F4Er) Feg 5 3o] Afdte ¥ AdAuldE 2
< Ad A48 AE A== v|u]get

5) George T. Wright, op. cit., p.81.
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Take all my loves, my love, yea take them all :

What hast thou then more than thou hadst before?

No love, my love, that thou mayst true love call ;

All mine was thine, before thou hadst this more. (40:1—4)

714 27t AASAS v ZAAEE Aloldl A FAE 4 e ¥, 49
8 a7], Ax 59 AolEE £ V| F=FIY B 2L Figuel
A A3 gk A Al ade] £Ayle)4 & Sideny? “O how for joy he
leaps, O how he crows”(17:12)v} “Fly, fly, my friends, I have my death
wound ; fly”(20:1), &< Leare] “Blow winds, and crack your cheeks ; rage,
blow”(King Lear, 3. 2. 1) 53 & ZTi3le o A¥ & 4 ¢ich o
B oz 22 FAUA A ARE & Slv U Z}°] g 1%, &/
At v Al AA7] gigich

53] Adavele pyrrhiceRe F=gu FoHd olFrgE ol
& Yevl Wrighte AlQlave]st 271& Spenserofl A4 wifle #
ES

Z8m glch

=

4%
o8

If Shakespeare learned form Sidney the art of emphatic speech as a medium
for troubled feeling, from Spenser he probable learned the softness and musical

grace that result from the skillful use pyrrhic feet.®
Pyrrhice] &35 #& o|&3lx gle ol & wAk

Nor did [ won | dér &t | the lily’s white.

Nor praise the deep vermi | lion in | the rose ;

They were but sweet, but fi | glires 6f | delight.

Drawn after you, you pat | t&rn &f | all those. (98:9—12)

714 £ o & S19 FA= o Fue A 93 o] % F=xsHa
BAsl = 27elch waklE o] oA AL AlFfe] pyrrhice wlE 2 9
Al wf £ol lily, rose, delightol] F=2] & EA| dc} 48oll A& F2 o]l pat-

6) Ibid, p. 82.
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tern®] A SA-el Fola M ZANA FH A F L3 spondeeTH “all
those” 2 o]o]z] 3 Q). Al HldAmf o} AmlAel gle]A] pyrrhic &3

2 FE7F & A3 & Yo e FReA ASHz
€ & 5 $49 ust FAFTAS AA RS ZE shvde AWl A
az2Ae 71%5& oA Aok o 2 AAE A & 7Y Bl &
£ FusHAl Sln o] FAE FRAC o) EAHH, wetd R} SR

T2 EA Abeloll A odoid & AT

ool ool A el A4S &+ Uk

1. Lo thus by day my limbs, by night my mind (27:13)
2. Than this rich praise, that you alone, are you (82:2)
3. As his triumphant prise proud of this pride (151:10)
4. If thou coudst answer, This fair child of mine (2:10)
5. To withness duty, not to show my wit (26:4)
6. Hath motion, and mine eye may be deceived (104:12)
7. Pitiful thrivers, in their gazing spent (125:8)
8. Shaking their scratch’d ears, bleeding as they go (Vand A ; 924)
9. Ere beaut’s dead fleece made another gay (68:8)
10. And the firm soil win of the wat’ry main (64:7)
11. By praising him here who doth hense remain (39:14)

#ol olgl AdAg o= spondeed} trochee® AL Z&3F 59 ol
A 85 ZEen ok 4l 1162 AdAgole] ¢¢r|ES M A B

373 gloh

Lét mé | néttd | the mar | ridge 6f | true minds

Admit imped | iménts, | love is not love

Which al | t8rs whén | it alteration finds,

Or bends | with thé | remo | vér t§ | remove.

O no, | it 15 | an ever fixed mark

That looks on tem | pésts and | is never shaken ;

It is | the star to every wand’ring bark,

Whose worth’s unknown, | &lthSugh | his height be taken.
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Love’s not Time’s fool, though rosy lips and cheeks
Within his bending sickle’s compass come,
Love al | ters not | with his | brief hotrs | and weeks,
But bears it out | éventd | the edge of doom :

If this be er | r8r &nd | upon | me préved,

I never writ, nor no | man é | ver loved. (116)

o] AlollA 8 7tx] 2 ol A, 2 Hol A ZAdel FAA e B
pyrrhic 2& o] &ylo] witux d& Z&ne U oJ=2E ey
2 Qleh 74 3, 4delA wE Aol £ee] AAFe Anzld ol
gL #AR + gt Aolth o 24 HEE not to(1), it is(5,7) 5
o B FAE 94 pymhics] £Eo2 Zgdcke A¢ Adn ek
Z48 pyrrhics}t 3 A9l iamb Afo] o] R o] Alel4] o] FolAx U,
B9 nAaw Aelel 2%, ARk ‘AT dAglel ARe vhz o
ARAE Tk s B3-S e sl gl

pyrrhic2 =3k 1889 “true minds”¢} 113)¢] “brief hours”¢} 7 ==
spondees FHFSla itk o] 9 H$ wgA=E I FLEA “true”9
“brief”e] §-& ol 2+ pyrrhicol] 93} AstElm Qlch 2 A Al
Agel A4 RS AFFA St BY AL Beahe Aoleh

et Aol ot oleld el KEE 2ol ofuch 14 o F
o vl g dadrizs st& 3k Fx ol 93§ 2] “Love’s
not Time’s fool” & 27]9] trochee® ¢|& 4% )3, trochee, iambo 25 ¢
% 4 dohn 2a Aol FRnA i Alekel A4 B4 el A
ool A Alcle] A8 TR AHYE A GOk ool Al 2ol
£ iamb) W welA A WHEe oA A9 oujs FRAes
ABAA L Yn 2dlel deht P& BAHE VA HA 23E o) 2 9ok

£

i
rO
_(,Jl_g

e afy
173
o ©
ol

Im.

Aldaslols £ylolA anapest® 8432 ¥ Yz = ALY pyr-

7) Ibid., p. 86.
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rhics} spondeed 79| 2] 9km 97| w ol &ylol4 iambg chAlsE
Bl-& & trocheeZ AokEich ollA A7k A73 ubel Zo] trochee: &&
AA L] 5% sjtsta At o]o] F wWztE Z Aoz el gl
trochee 2| Au~ Alefe] &ulollA £3] AgEz e 23y o 7
Ale] FEE}AEL trocheeZ jambg wHAlshe AL 432 g A 2ok
® Campion& <7}Zz¢] #o|A] trocheed AFE3lz Q& o3 F AQE5L |y}
3k v} 9lc}h?

ABE o] & A T iamb3ellA] trocheed w§ 3k FA] Ui
= A3 9 Aoz Bolch Aldadel: 22y Danield s £3 of2
Al E R}t 238 o] o W3lE o] &3n g

A He AL 259 Uk R0l FAH AAE Fdl olA
ARl Qo] ofd FRE Az Y=ol sl ol wirl A
dohe Aotk £ule g o oo F& AHAEQ ZAldle ::7417} sl
ot 2y FAAN A ZAel] thslE A7) 7 o'k A FE W
A A ARl Al ol 52 AlE g gkl maba, T2 A9 fu} 4
el 7o wiglel] whebr dulEx|
< olot W2 +&¢ FAHse ASw dutEA 3

= trocheed A|41& o of/|E & o ofg EAE
A 47 G 83 HFo2H FHo| FH3

Ramsay+ o}5-3 o] #3lzn it

fr

Of

7}535}7] ) &0l iamb-& trochee®, &
}~ O]I:]-
Sl gt e 543

4= slohe Aolok

mlo

e oﬁL

English pronunciation has strong phrasal patterns but patterns which include
alternative ; and our sense of rhythm, of shades of meaning, and of emphasis
affect with syllable in a group gets the primary stress and which syllables what

degree of lesser stress, within the limits of what is idiomatically allowable.'®

8) T.S Omond, English Metrists(1921 : rpt. New York : Phaeton Press, 1968), p.29. 3%

9) Thomas Campion, Observation in the Art of English Poesie (1602) in The Works of Thomas
Campion, ed. Walter R. Davis, (Garden City, New York : Doubleday, 1967), pp.294—5.
7} A1) E9] trochee A4S FRA 3 & FoB Hopa AEe] A A4z A}
FERA L ATAEL 2R HEHA gt A4S v Fo] AR £ gl

10) Remsey, op. cit. p. 70.
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oheba ool gl 24 FANY A £3
o 274 WA A9 olsl, BE 5 23] s
Wgol A A 4 Yddez $AHA gEch

o2, 3013} 304014 B uhsh Zo] oK% LAFo
& 23 g o A9 Aol AAA BAF
A dAA oA ZeAA Hok 300004 A Ads

==

“WHEN to the SESSion of SWEET Sllent THOUGHT.”

Heha oldle] g EAL x/xshx/so/xs/0] Ak Leirk dAHA Ay
A Aol 9Ae NEqo AAS] AL SHREA BLAL sv/orfon)rx/x

[ B oaefouprofo /2 BAR £ el 2 olfE “—ions of’2
pyrrhics} iamb% o] Hoju} & 4 glz, “sweet si—"+ HAAHQ 70“113‘
FA =™ trocheee] 7] wlE-olcl “sweet” “si—-"= & o ZspA gt
ol & “sweet”7} B Zajeth 30404 & o9 o FAS et

“AND with OLD WOES NEW WAILE my DEARE TIMES WASTE.”

olas] SEEAL 1o s /2E B 4 Th “OLD"$} “NEW":&
2 ozk 9 —‘?—"l.?oﬂxi £ o “WOES”$} “WAILE”®.c} o7k o
. =g o] P& kel FAMHE Fobd s ovlrelorfo o

2 g2 5= 3k A FHE 4 2 AF2HAT iambez ¢ 5 3
o, “AND"& A% ol 71 45 x AA A 45 U Thofo]7]
o & o] o}

olFA Fx F W FEEA AAS JIFe] el AMA fle Aoz
258 £E JAAT FA7 S Qe trocheed] H$EL P33 AR
o 953 <7 A3 jambo 2% trochee2® ZHEF+ ¢ AY

o 2 TR Z1RAd AL, Adadels A FHU dREALE
(caesura) HojAlul trocheed & E3sln glonh = e F7kxe ol
golA wlA 2 Eyo| A& trocheed HAF AL3hx Pxm glekE Aok

11) Dorothy L. Sipe, Shakespear's Metrics(New Haven : Yale University Press, 1968), P.322}
Baastian A.P.Van Dam and Cornelis Stoffel, William Shakespeare . Prosody and Text
(Leiden : E.J. Brill, 1900), p.199. =.

12) Enid Hamer, The Meters of English Poetry, 4th ed.(London : Methuen, 1951), p.11.



Aelasiel 49 SAMEH ool 44 29

o] F7holl FElx trocheed 7HA 2w ZA$v A9 ik
Wright+= o| ¥ A =3tz Qo)

Shakespeare is not prodigal of medial trochees in either his poems or his
plays ; initial trochees appear at least once in all but nine sonnets, but medial

trochees are reserved for more special uses and places.'®

the-o] ALo4 BE upel o] & F7kel]l 2E trocheer £33 49
Fuptol A vehd gles 1, 2 quatrainell 4 Fobdl FEsF F 443 F2
wha] sheherotol HE dw AxE FAFsia Yot

And see the blood warm when thou feelst it cold (2:14)

Yet do thy worst, old time ; despite thy wrong,
My love shall in my verse ever live young. (19:13-14)

Or, if they sing, tis with so dull a cheer,
That leaves look pale, dreading the winter’s near. (97:13—-14)

A7A Seldlol s AL FUEAY 4A soldh Campione
caesura® T} 3] breathing—place® 7}+F 33 9oy Ramseyys 28 coln
ule & 4 gictm A = o] 2] “---Our sense of phrasal completeness
may be met even when there is no actual stop.” o] gtz A A 3}z t}S3 o]

Relx gleh

That sense of completeness involves pausing or syntactical sense or kinds of
juncture, and I cannot furnish a simple definition. As with substitution,
different correct verse—pauses are sometimes possible within a line.

Nonetheless we

13) Wright, op. cit., p.79.
14) Walter R. Davis ed., The Works of Thomas Campion, p.299.
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can in most instances see clearly enough wheter a verse—pauses is required or
not.'®

237 gl FLEAT 454 FAY Gl Lon wohiE @
ot

ol 2, “Of publike honor and proud titles boast”(25:2)ol4] &7+ F-A+=
“honor” Hel| 3}t o3, “—tles"Helx 4 & 4 Uk 2} “of”
“proud” “tit—"9} FHoA= AF € 47} ¢k = “Then happy I that love
and am beloved”(25:13)oll 4] = “I"9} “love”?] o] 3ZE: Z 2o o § T
Hell doind 4 ok zev offlE FAE= AAUAY ZE oo 2tin
B 4 9r}. “Like to the lark at break of day arising/From sullen earth”(29:
11-2)o A AE Ao 550l F & dojo] AUx Ao HaZe F
AE =72 4 9t ole} Fo] FFA 7L Aol HlE = Ramseyol <3}
M 4, 5 653 FHolA Holx 76%7F doludtizm FHch!® Yol A AFI vl
o}zko] trochee= °1315P FFA Aol A 7 wol doldel 2EY ¥
74 9ol trocheer= F7}1§A] vl2 Hol| 22X &= &=

“And see thy blood warm when then feel’st it cold”(2'14)°1] A “warm”-&
“When” 9] FZHA wjFol “blood”9} F&|E 47} g ¥ub ol
“When” ¥ ¢} 893 747 o ¢lch wtebA] “warm when”-& trochee”} =
=9

=, “Then what could death do if thou should’st depart”(6:11)¢}] 4] “death”
o “do”s, oW WAL I HFr) A georn “do"& “if"rrcie £93
vl stk mkek “if7o] ZFAE Fobd AAe] oule] Eakg FA A=
F gk 28 B2 trocheer “doif’9] A 3-&RollA Udojtbi FF=R FHol
2AE g

“Nor draw no lines there with thine antique pen”(19:10) 3} “That wear this
world out to the ending doom.”(55:12) = u}x7}x]e] A2 77| 3819
4] trochees} Ao 2 A FFAE 2 ol TRz Uk

“To shun the heav’n that leads men to this hell”(129:14)o] 4] “men”-& “to”
B}t Asla “leads” o} HeE]l=Ex £3vt “men to”E trocheer} E A wlE of

15) Ramsey, op. cit., p. 71.
16) Ibid., p.72.
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W A$E 3 ol FAL 24 ech(edr4 ‘heavne FE 1442
A gk}

gk el Adaslo]st 2ulo)4] jamb HAle] trocheed %
A 28 AY 44 $2 F olx spelA Agstn QEv)
%ol 2% A4S BATE 234 ge A= et 2
o ok £A= 2 trocheer} o™ FHo| Aol she Aad o
o2 Aee ww g3t ek
RAA, Fol A L v} o] ¢ AEHolw nuHel Ao
A ohe3} A SrolA trocheert HEH T Y olo] A FHE o] Fx
sleh F2FA thgel 2k ASE -

Yourself again after your self’s decease(13:7)

Or else of thee this I prognosticate(14:13)

& B XA 1004 7F Qla, AgRel 2= A=

Proving his beauty by succession thine(2:12)

Look in thy glass and tell the face thou viewst(3:1)

5¢ w4 Holx 3007 o] Aol ok

AL trocheert 444 ol & W FAFAS B H4sln Yok
oAl Lo 4] trocheed] AEA FHeoll FA7t 2rbe |t

Resembling strong youth/in his middle age(7:6)
For that same groan doth put this/in my mind(50:13)
And the firm soil win/of the watery main(64:7)
To shun the heav’n that leads men/to this hell(129:14)

o el A & wpsh o] &l FEEA R obETHE Aol
E olel@ §A 379 trocheed A9 oulsh ARAAA 93
o A4Ad LE S5 AL 2A 2 A4S Ao 3
gol Boalt 4@ E3E A7 918 0|43 A Aolch

And trouble deaf heav'n/with my bootless cries(29:3) (heav'n& 18-3)
Shall neigh no dull flesh/in his fiery race(51:11)
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q__g__g] 73_?_% trochee %‘—7‘_]_-0]] -#Z] 7]‘ L= 7}1% %% -~ ?ﬂ'}oﬂ ‘ilb%zéol
2x Aele

Let me not/to the marriage of true minds(116:1)
No. I am/that I am, and they that level(121:9)
Wound me not/with thine eye but with tongue(139:3)

1E A embsl Aol AAAA E A AHE AT AT AL

gk w]FAH o2 EYch o) -'?' A Aot FFAE Aol
= E0]3 trochee® 3 &3ctn 7behs] ajuialchy ﬁ]ﬂiﬁ AFE
ARt 28y 25 €49 F3AH 55E A= doiA etdd T+
€ Zx ke Aotk nld =LA A9 ou], AF 5o v]FH Friel
T de ol vl FAANE £ E FAoz BRa doke Aeleh
Let me not to(116:1) 9] 739, Wright+ trochee pyrrhice 2 FA1 3} 4] o]

]

aqleld EARE T4 e Bz olbdl oAE 2k AR B
Fdolohn BAHRA 2 o A7k Bmebr Aol AF olm Faol
A AAE o] gemd An gt Fran uvedd F3YL W

F3l7] A FARA sl sia ldkn B ek

“not to” & trochee® WA, pyrrhice® ® A7l ¢=Alate] Fats} ulA
Shkel] whel gebd 4 glvka ks o] A2 iambe] oA wisial
2t EEsle ol Wit F A A ou|Fxet 71UE AJAE 7P
A g, GAEE Al 2EE £F 7] AT HIslE &+ Sk

A g, £ulo] JelE trocheed = 311} 322 pyrrhic—spondeed]
A8lo| A} 7338k trocheer} 3 LH 1 ks ook o}A] Wit S kg
A Ho|& 7% trochees} -2ct.

To the wide world and all her fading sweets(19:7)

I summon up rmembrance of things past(30:2)

17) Wright, op. cit., p.85.
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upxale g, Hlo)Azo]E
ZA7E Qa2 g SAels o) Fale i JBL slxm glemdds
lambe 2 = = x| ¢k 7 $olt}h stresse] F 83k A&o] =7](loudness) 9}
A (pitch) 7} & Aol Fetn 32 A E3l Ath(quantity), -2 (timbre) 5
o] 2 o S&-olA Zsiohd o)A trocheer} Hch thge oA £ 4
ek

A2 k3 3= trocheed L3l A LA

Feed’st thy lights flame with self substantial fewell (1;6)
Guiding pale streams with heavenly alcumy (33;4)
Yet nor the laies of birds, nor the sweet smell (98;5)
Lov’s not Times fool, though rosie lips and cheeks (116;9)
ol gell A /A& trocheeeo = 270] +@ A<l iambg AmaE Aol
AR | FEAE A Stk 232 iambe 5L Az W3lde
o] feke Zolth pyrrhicol] o]ojA] 2+ trochee: ob7be] B &3 A3}
7 Wgol 293, Bals d¥o] A GE o] A4HE Aoz +

9 382 oolxE Y UL AdTh = FHEAS #A o
trocheet 219 W&ol glojA] ojul E=AAgl Fa), Hodz Tae el
71 918} Abgsa glos] 2FA @ Eo] o3 £33 trocheer T3] 35
o] glcth

a3 &ulo]+ trocheert Aol ol 797} ol8] gkz Ramsey
< o= Zo] ¥z glth

e

I count twenty six examples of two successive trochees, six examples of
three successive trochees, no example of four successive trochees, and one

disputable example of five successive trochees.'®

FA &2 MM AefAo] ALsHe Aol SlolA
A1 A7 trocheed] 7 o] {3EE Aoln 2¥A o
Az B Aol A5 594 e Gl @

irlo bt

18) Ramsey, op. cit., p. 78.
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Shgel A “my”sh “thy"e FAbAl ZA7 FolA Sy A folwh

Least guilty of my faults tfly sweet sélf prove(151:4)

o4

1ol A Absl e sheh o] 4ol A HAaHE Wshel FF% trocheesl ol
& Aolx HAY FHol 28l AAT AAeld Yolthm Yx 2
A4 oln|Fze} BANA B9 JAE Folop & Tel FolAx
. Remsey+ “One can not exclude nor entirely rely on aesthetic judgement
aking decisions about metricality.”? &gtz =3} 8} Q-=d Lo &7

) aAg AA SR slewt As o4 Aol RYHEE dlold
& Hdg o] &3lx ¢z 53] trocheer F83 9L sz Qloh

b o2 530§ W
m.m&;.:LrIou

[

v.

Aol asfo] Aol bA Sl 4
A 22 33 ole|g @
AggezA e 2ES A

st ool v w3

edsn 248 £ dehind @ dolt GobAde AEsL, A9
oz UBH 55 FER SAY FoE BAAAAY »4“:-} A ahe
HEe BEQA FWAI ANAE BBAL o g3t A, AL B
ol v} ulg Aol o] £HT Uee wkeh ol HAelA 4

52
St e gl Bele] Aol Aol kA A axz
__?_

Fo £ AE FURAE ZeE Fe0 s&u}. uw-l Lad A guel
F7kl FA7F 24 & RAolth

19) Ibid., p.81.
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Abstract

The interrelation of the metrical variations to the meaning in
Shakespeare’s sonnets.

This paper aims to study the aspect of metrical variations in Shakespeare’s
sonnets and its relation to the poetic meaning.

The basic rule of the sonnets is evident but not thereby trivial : one writes
five iams to a line, with exceptions. Shakespeare’s rules of metrical practice in
the sonnets are the following. 1)Shakespeare in the sonnets writes strict
iambics. 2) Feminine endings are allowed. 3)Only justified trochees are allowed.
There are rules for justifying trochees : trochees are allowed after verse-
pauses. trochees are allowed in the first foot. trochees with internal verse-
pause, when the trochee is preceded by a strong syllable, are allowed. trochees
are allowed in a pyrrhic-spondiaic situation.

The trochaic pattern in the opening foot is also a standard variation for
iambic pentametre. The initial variation is so common. The variations work not
only to give an attractive variety to the iambic line but to convey a greater
complexity, to hint at a wider range of feeling and a more richly patterned
world of social eventfulness than a stricter meter would register.

These variations from the strictly regular iambic foot are used in specific
passages and they can effectively represent the speech of characters under
stress or the feelings appropriate to different states of mind or visions of
reality.

In sonnet 116, all the usual variations of feet occur and sometimes in
unexpected combinations. The effect is to intensify the feeling with which the
speaker is testifying to the truth and passion of love.

In effect, Shakespeare_ hés provided a metrical structure whose most
significant component figures change color as the poem changes its tone ; like
most sound effects in poems, they reinforce whatever mood or feeling the poet
is expressing,but what is remarkable here is the poet’s power to make the same

metrical effects convey opposite feelings as the poems’ outlook alters.



