KING RICHARD IIL [Act V.

113f. Shakespeare habitually softens the brutality of murder and
brings it in some sort into the sphere of poctry, either by givinga
certain refinement and beanty to the character of the murderer (as in
Macteth, where the “murderers’ are men ‘“weary with disasters,
tugg’d with fortune”, iii. I. 112; cf. scene 3), or by making them
repent after the deed (as in Réckard 77/ i. 4- 278-286 (the second
murderer of Clarence); iv. 3- 1-20 (Tyrrel's description of the mur-
derers of the princes); and here.

Scene 6.

The scene consists of three divisions, each in appearance contri-
buting to seal the success of the new king. The conspiracy has been
sternly put down; the Abbot of Westminster, ‘the grand conspirator’,
has died; and finally Richard, the ‘buried fear’, has been removed.
The last, thongh seemingly the climax in the ascending scale of
trinmph, at once changes the key fo a tragic minor, and the drama
closes on a solemn and bodeful note which leaves us mindful of Car-
lisle’s prophecy that the * woes are yet to come’.

8. Spencer. The Quartos give Oxford, perhaps written origin-
ally through an oversight, no such conspirator being mentioned by
Holinshed or elsewhere. Nothing seems gained, in such a case, by
rejecting the Folios’ correction given in the text.

22. abide, ‘endure’, *undergo’, a common sense of O.E. dbfdan;

not to be confused with abide= “to pay for’ (with the offence as
object), in the phrase ‘dearabideit’, from O. E. d-éycgan, M. E. a-éien,
thence through the analogy of meaning aéide.

24 f. The pardon of Carlisle once more emphasizes Bolingbroke’s
freedom from malignity.

3o0f. Compare the more elaborate version of the same motive in
King Jokn, iv. 2. 203 f; and with Bolingbroke’s reply, that of John
(lines 208 {):
€1t is the curse of kings to be attended

By slaves that take their humours for a warrant

To break within the bloody house of life,

And on the winking of authority

To understand a law,...

Hub. Here is your hand and seal for what I did”, &c.

But John draws back out of fear; Bolingbroke ont of genuine peni-
tence for his rashness.

32. Exton, who embodies a wish in an action, clothes the report
of it in extravagant phrases.

40. Thus Bolingbroke himself admits at last the charm of his fallen
rival.

48. incontinent, immediately.

49. This forms the motive of the opening scene of 7z Henry IV.
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InTrRODUCTORY.— Blank verse’, the normal metrical form of the
Elizabethan drama, is a rhythmic sequence of (commonly) five
stressed and five unstressed syllables, commonly alternating without
rhyme. Its principal source of effect lies in the intrinsic beauty of
the »%ythsm, of which there were many recognized and varied types
found in all the dramatists, and many others specially characteristic
of one or other of them. To the full appreciation of these rhythms
the only guide is a fine ear. But since they are based upon, and
largely controlled by, the natural rhythm of the words as pronounced
and accented in ordinary speech, the study of this is both the best
preparation, and the first condition, of the comprehension of Shake-
speare’s verse. Thus, a verse is felt to be rougk, if the ten syllables
on which it is built, and the five stresses which it distributes among
them, depart beyond a certain degree from the number of syllables
customarily pronounced in the given words, and their common
accentuation; that is, if the »2y/m can only be had at the cost of
unrecognized contractions or expansions, or of laying sfress where
there is no natural accenf. But in Elizabethan talk, there was still
greater elasticity than now, as to the treatment both of sy/lables and
of accents; syllables now slurred only in dialect were suppressed, in
rapid talk, by choice speakers; others now always contracted into
one (e.g. the termination -f707z) were often treated as two (see below,
I. § 4); while the accent, fixed in the simple word, could be shifted
readily from one syllable to another, in many compounds and deriva-
#1zes.  The two following sections will describe the material of
Shakespeare’s verse, as it was affected by (1) syllabic variation, (2)
accent variation. The third will describe the zerse sbructure itself.

I. SYLLABIC VARIATION.

§ 1. A syllable consists of a zowel or vowel-like (i.e. I, m, 9, 7)
together with such neighbouring consonants as can be pronounced
with the same continuous effort. Hence a change in the number

1 For a more precise account of the syllable see Sievers’ Phonetik, § 26 £ a
classic which should be in the hands of every student of versification. Also
Sweet, History of Engiish Sounds, § 1gf The term * vowel-like’ is borrowed
from the latter.
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of syllables in a word means a change in the number of separate
efforts required to pronounce it. This may come about in various
ways. Sometimes an entire syllable is dropped, or inserted ; more
often, two groups of sounds pronounced by separate efforts are made
continuous, or a continuous group i1s broken up into two. The
syllable thus lost or gained is always without accent.

There are three principal cases: (I) vowel + consonant; (2) vowet
+ovwel-like; (3) vowel+wowel. All of them are abundantly exem-
plified in Elizabethan pronunciation, double forms of a word often
existing side by side, the one supported by phonetic instinet, the
other by #radition. In what follows, a circle under a ‘vowel-like’
(Z 7, &c.) 1s used to mark that it has syllabsc walue; a dot under
any letter (¢), that it is suppressed or slhurred.

& 2. Vowel and Consonant.

A vowel is often lost before a consonant, in any situation.

(1) At the beginning of a word.

This especially affected the prefixes of Romance words, and was
an ingrained habit of M. E. Hence such double forms as *stzoy—
destroy, ’stonish—astonisk, &c. (Abbott, § 460); and probably
nointed (iil. 2. 55) with amoinfed (i 2. 38, &c.); “szst (iv. 1. 148)
with the common 7esisz.

It*was also very common in unemphatic monosyllables, like #7,
as, for’t, on’ (still known to good talkers in the eighteenth century,
see Boswell's foknson, passim): so “I’ll hammer’t (it) out™ (v.

- 5). So we still use ’s for s, kas, us.

(i1) A? the end of a word.

This (except in the cases described below) belongs chiefly to
Shakespeare’s later plays, where it becomes common, as in this line,
written in 1607-3:

Even to £k court, the heart, to & seat o’ 24’ brain.—Coriolanus, 1. 1. 135.

Tt is chiefly found in ##e (compare the present North-Midland
dialectic 7% lad, t% man, &c.Y), mostly after a vowel. In Coriolanus
it occurs 105 times, in our play 3 times: e.g. ““Jack o’ th’ clock™
(v. 5. 60).

In some common words a final -y was either partially suppressed,
or became the consonantal y: e.z. marry (i. 4. 16); Harry (iii 3.
20) (both monosyllabic); so elsewhere, ézsy. In Chaucer Caurnler-
bury appears to be so treated.

(iil) Within a word. [*Syncope.’]

This takes place in a variety of cases.

(a) 272 the inflexion. The unaccented ¢ of the verb and noun
inflexions was 1n the sixteenth century gradually becoming sup-
pressed (where no sibilant preceded). The process was, however,
much more advanced in some of them than in others. We can
divide these inflexions into three sfrafe, or layers, in the first of

1 Ellis, E. Eng. Pronunciation, vol. v. (D. 21, &c.).
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which it is virtually complete in Shakespeare’s time, in the second
far advanced, in the third incipient or partial. Thus:

(@) -es (3 pers. sing.), -es (gen. sing.). A few traces of the latter
occur in early plays; but no case of the former is found in un-
doubtedly Shakespearian work. Awnockes (r Henry VI L 3. 5),
provokes (2 Henry V. iv. 7. 08) need not be Shakespeare’s. We
must therefore by no means admit mzsiakés in our play (. 3. 9)
{with Abbott). Itis accounted for by the pause (cf. below, 1L § 4).

(B) -cth, -est. Contraction is here practically universal in the later
plays, and common in our play. The examples of son-contraction
are 6°1 of the whole in 2 Henry V1., 2°6 m r Henry IV., and
4°6 in our play:' e.g appeardth (1. 1. 26), Zi2th (1. 2. 4), comiest
(L 3. 33)-

In the superlative, -es? is oftener retained, and always in the early
plays. But we have skor#st (v. 1. 80), common’st (v. 3. 17), and, in
the same line, sfrorzg’st and surest (i 3. 201).

(y) -24 (past tense and participle).

The uncontracted forms, e.g in redoubled (i. 3. 80), fosterdd
(1. 3. 120).

(b) 272 the last but one syllable.

Words of three syllables with an accent on the first and a
secondary accent on the third, often suppressed the unaccented
second, wholly or partially. This was commonest where a vowel-
like preceded or followed the unaccented vowel (see below, § 3),
but also happened in other cases. It has become fixed in such
words as Leicester, business.

Se: prodizal (iii. 4. 31), but prddied! (i. 3. 256); Worcester {ii. 3.
22), but Worcest’r (. 2. 58); majesty (ni. 2. 113, 3. 70, &c.), but
mdjesty (. . 295).

§ 3. Vowel and ¢ Vowel-like’.

Much more various and interesting are the syllabic variations
anising from the relation of vowels to ‘vowel-likes’. The letters
Z, m, n, and probably » stood in Elizabethan English, as in ours, for
two ways of using each sound. Each might (and may) have the
function either of a consonant (combining with a vowel) as i “ball’,
or of a zowel (combining with a consonant) as in * baub/e’ (=baubl).2
We have examples of both in the word ‘little’ (z.e. “1it]’).

Through this doubleness of nature we easily see how the presence
of a vowel-like may quite alter the syllabic guality of a word. We
must distinguish the following different cases:—

(i) By passine from ils consonant (non-syllabic) fo ils wvowel
(syliabic) valice, the © vowel-like’ may jorm a new syllable.

1 Komig, Vers in Skakespeares Drameen, p. 5

2 The syllabic I, wm, m are expressly recogmzed by the orthoepist Bullokar
(x580). Salesbury (1547) writes thwndr, which Sweet (Hist. Eng. Sounds, § go3)
takes to be 7 follow an indistnct vowel Yet when Salesbury means a
vowel he commonly writes it.
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Thus the word enfrasnce (Lat. intra-re) became ent-r-ance (thence

en spelt ent-er-ance)- ; e o e
Oﬁln olur play we have Eng-l-and (iv. 1. IT: cit_'. Rzﬁrfﬁ,fh‘,"sf‘r]‘wﬂ
4 263); redoubled (i. 3- 8o: ck resemb-l-¢th, four syllabies,

3); reaouii

~ntlemen, i. 3- 34)- el : =
(“;n zh‘i: f:r:,i ﬂasu and some others the extra .s‘_\-lhblt, hadl ‘aflﬁlﬁb
basis :\f F. Engelond, ck marshal=F. maréchal) ; but this pro y

Asis (. B. SHS 7

id not influence the change. it &) : iy
dhf\q a point of dis inction between 57'1!;\}3. peare’s and ML-L{]I:'&?‘;S
s-"au;‘inn note that Aowbray’s name 1s 1 Shakespeare twWo sy €S,
in & 7 . syllables (z.e. Momwb-r-ay)-

n Edward I1. three syllables (z.e. . -0 : :
o li; y;";‘y passing from s oowel (syllabic) o zls ‘mnsc'v::m;;! (s2om
5y (’.v"zf‘}z'.'.)' value, the “Dowel-like’ may cause the loss u,; ;1 s'?‘{‘i(‘: b le); S

I . ; s ations -able, -ible (.. -abl, -1bl), bE

"hus often in the terminations -2k, 2 L, -ibl
v.D}vI:;h :f <clet it be tén | able in | your silence still “U{am!&'{),
rowel: e.2 ¥ E e st :
where —aﬁf-r'n (three syllables) becomes f{!)-un_ (two n)l}a :lhuz).mrlia

“his, like al! -r kinds of contraction, IS rarer m _

This, like all other kinds o 1  Taret ! e
slays. hile the later avoid the full reckoning of 551:;11;_}.,? w?n‘i[‘lr xe
Iﬁml-’z.;f. in worinkle tn, 1. 3. 230 (wrink- | lin); ére&ée as, 1v- 1.
288 (britt | -1-as). ; - ot

SiEnilariiv.-lhc syllables -e, ¢/, -¢72, and \,vc-anm :tl’r::-izhz:ntgduced
in rapid talk were pronounced 7, £, #) were O ten dl R
before a vowel, though probably pot to the same degree
above cases.

Thus: He- | groer and, iv. 1-68 (nearly lie-give | r-and) ; 674tk | er-

- 5 £ y o
in-law and, v. 3. 137 (bro-the-rin-law’nd); nibdel our firm, 1. 4. 4
- | V. 3. 2-Tin:

e, 1 <8 (ove-r(h)im); wzllain ere, Y-
(mode-lour-firm) 5 dzer heme, 1. 1. 253 (ove-r(h)im); willazn ere,

g s?l-ni}ar]v within 2 word, a vowel-like facililnlnsig:i)nil;a‘:}}?r. :
E Soeres i - £ rentt {i. 1. 103); pelzcan (Lirg Lear,
E.g. soveretgn (L. 1. 2Q); L2 I- 103 i A

o4 775 fican, three syllables, in our play, il L. ;
Herer [:?— :)::*‘w{:&:ﬂré"-vfe‘m'(('s'L ii. 1. 2503 flowrishing, 1. 2. 135
?;{rf‘ﬁr‘; (;l ‘zc‘lg " Ini 2 73 we have in immediate succession
fIESITIIESy 1. - - -

iolate, desplate. THE T

dcs:‘q::”eéotxit:-z.ry to present usage, we have Beésizndss, il 1. 2175 but
So, 3

business, . 2. 75- . sia sl o
Go. in words of two syllables: belike {5{'[_:,{‘:?)_(_111. 3 :‘,0}'. A]_,ahl
yrds ore e syllables: génerally (n- 2- l‘,z)_. pro y

words of more than ﬂlrt} sylial ; 2" Yoy, stoercionty (iv- I- 251) 5

masinary (ii. 2. 27), fmagery (V. 2. y soveresgniy | s

Zm{al‘e mfw\g hand : aistomary (four sylial?l;rs, 111. I. 1lt!};:-) s hbnourabi
i ¥y (ii. 3. £35) (with slurred y}).

iv. 1. 91); and pérsonally (1. 3. I35 b £ Bk

: (i) ?\r'rzwel-iikm often. however, underwent a .-,tfll f\‘xlli‘xh;r‘dn. e

tion, analogous to the suppression or slumog of vowels, q

disti'nct from the conversion into consonant fn?rlmn.l_ R
Thus -1, r, representing older -¢/, 27, r:uul-.lf)e p(c:;r.s }Sakgf qessek

2 e b -
before a consonant, e.g. wcie: ,U“C}:’ m’d ofes kS lpeavﬁ,
comfortable words”, 1. 2. 76 cousin: We do de rsel

cousin, do we not”, il 3. 127; remember, 1. 3. 209
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A somewhat violent example is: *“be valiant and live”, i. 3. 83,
where either the /or the # of *valiant’ is thus reduced.

But zecdle in v. 5. 17 is not an instance of this, as it' was pro-
nounced (and often written) zeeid.

(iv) The ‘vowel-like’  often added to the syllabic value of 2 word
in a way peculiar to itself; by causing a preceding long vowel to
become a d#phthong out of which, in its turn, two syllables were
developed. Thus: £ozr is commonly “ow-ar’ (i. z. 7). Similarly:
Jire (V. 1. 48); Jreland (ii. 4. 103); perhaps fzér (iv. 1. 304); and
probably fourtk (iv. 1. 212).

CE i 2. 44, and note to 1i. 3. 2I.

§4. Vowel and Vowel.

Two adjacent vowels often lose their separate syllabic value, in a
variety of ways (technically distinguished by the terms elzsion,
apocope, crasis, synizesis, synaeresis). We cannot always decide
which process is actually assumed in a given passage of Shakespeare,
but contemporary spelling is often a valuable clue. As before, the
earlier plays tend to permit, and the later to exclude, the treatment
of adjacent vowels as separate syllables.

(i) Z%e adjacent vowels occur in different words.

Here the final vowel of slightly stressed words like #%¢ and % was
probably altogether suppressed, as in 7% oze (ii. 2. 113, v. 2. 18),
(pron. #%on, not thaun); ¢ otker (ii. 2. 113, but 2ke other v. 2. 18);
2k abundant (i. 3. 257); % earl (iL. 2. 58); f insinuate (iv. 1. 165,
tinsinuate)s lo have ledrned (ii. 3. 24).

While other final vowels rather formed a dZphtkong with the initial

S ==
vowel/,_‘a.s thy anointed (i. 1. 93), sorrow and grief (iii. 3. 183);
Henry of (v. 5. 102).

(1) Zrz the same word,

As the vowel-like nature of the sonants 7, 7, 72, # leads to the
absorption of syllables, so the consonant affinity of certain vowels
may have the same result.

Thus 7 easily passes to y, # to w, and a combination such as 74,
#-0 may acquire the value of one syllable while still retaining clear
traces of two.

£.z. such words as cordzal (still three syllables in modern English),
marriage, conscience, &c. are regularly dissyllabic in Shakespeare.

Other words vary: e.g. miscreant (1. 1. 30), but miéscreant (r Henry
VJ,'. Ul 4. 44); récreant (Rickard I1. 1. 3. 106, 111); réreant (1. 2.
53)

Other examples are: followers (iv. 1. 224), studying (v. 5. 1); but
droits (v. 2. 26).

The retention of -zo2 as two syllables at the end of verse is com-
mon throughout Shakespeare! : admonitidn, ii. 1. 137 ; fncisidn, 1. I

1 Even far into the 17th century -si-on (two s recogni
nunciation. It is given %y W'zlk.inrsy{u':éaJ. (lsau{}lf‘?fﬁirywijzngk}& ﬁﬁﬂ:

§or15. =
(88) N
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155 ; #matdtidn; ii. 1. 23; but sdfion, i 1. 22. This was regularin
M. E. -cioin (in Chaucer, &c.). Less common is -zaz astwo syilables,
.. musicians (1. 3. 288), physician (L. 1. 154). The same holds of
forr, where the -z- is not original, but derived from a preceding
French 7 or gn: as in comparnion, usually three syllables, butinv. 3. 7
scanned -20n.

Again, when a stressed vowel is followed by an unsiressed, the two
may have the value of one syllable: ¢.g. Cortol (three syllables, or four),
Hermione (three syllables, or four), jezwel (one syllable, Henry FIII
v. 1. 34; but two syllables in our play, i 3. 270); fiery-red (i 3. 58);
being (v. 1.91), but dozmg (two syllables)v. 2. 21 ; theatre (King fokn,ii.
1. 375, but three syllables in our play, v. 2. 23). So weyage (two
syllables), v. 6. 49; grayers (two syllables regularly, £.8- ¥- 3- 101).

(iii) Lastly, we may notice here one remarkable case of contraction
of vowels, viz. where this follows or accompanies the loss of an
intervening consonarnt; which is, in all clear cases, either % or z.
The second vowel is followed by > or 7.

Thus even (adv.) is 2 monosyllable in 85 cases out of 100,} and the
frequent spelling ez shows that the z was then syncopated, not
slorred.  So probably in i. 3. 208, which might be explained also by
ii 1. (But the adj. zzen is always two syllables, and wnz-czen three;
ii. 3. 4.) So, cver, never, over, often wrillen er, neer, oer (or
Zre, &c.), e.go iv. L. QI3 il 2. 143, 3- 335 1. 2. 725 but ¢zer in
v. 3.3 Seven,—se’en (cf ‘sennight’), probably in i 2. 11-14 (four
times).

The -zk- is usually lost in whether (often written where), rather
(iv. 1. 15), whither, cither. But we have whither as two syllables
in v. 1. 85. The contraction of the auxiliaries, */d, °d, for wonld,
kad, as now, need hardly be noticed. In v. 2. 103, we must assume
<uch contraction for the written frou wouldst. _

I1. ACCENT VARIATION.

In Shakespeare’s time the word-accent was in the main fixed;
even Romance words exhibit only few traces of the conflict between
Romance and Germanic accentuation which gave variety o the
language of Chaucer.

There was still, however, fiuctuation (as even now) in the accentuna-
tion of eompounds and prefix-derivatives of both Germanic and
Romance ongin. In the first case the fluctuations arose from the
componnd or derrvative being felt, now as 2 single word (with accent
usually on the first syllable), now as a group of words, with accent
on the most zmportant, which was usually not the first.

§1. Germanic Words.—Thus we bave such varying stresses as
pantind and mdnkind, straightwdy, strafghtway, and in our play
Bedrt-blood (iii. 2. 131) and Aeart-bidod (iv.1.28); wélcome (iil. 1. 31);
and probably melcdme (ii. 3. 170).

1 Konig, p- 29-
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So, in pronominal, adverbial, and prepositional compounds: Zidre-
fore and zherefdre are common; tkérein and thereln; somewhat and
somewhdl.  Besides the common sémetfiing we have probably to
recognize something in Ropreo and Juliet (v. 3. 8), ““ As signal that
thou hear'st something approach”. e 5

; As cases of de;ivstives, e.g- 1n verbs, besides the common accentua-
tion en’riin, ,g.amséy, Jorgtoe, unciirse, &c., we have oidipray (.
109); forbid (il 1. 200); #nfolds ( Winter’s Tale, iv. 1. 2). &

Participles with #7- have commonly the stress on sin- when used
altributively, on the participle when used predicatively, as in #z-
éa»'fz’ (u). 2. 10), but wnbdrn (. 3. 88); wnkingd (iv L. 220), but
::m::ni 74 (l.'I:L 5- 37):5 I;ut[ihis rule is not absolute: cf. such a line

s, -~ But where wmzbri ] i 2 mn>
) sed youth with znstuff d brain > (Remeo and

§2. Romance Words.

In Md. E. the influence of Latin has often thrust the stress back
to its original place, while in Shakespeare it could fall on the i;lT‘St
i}:}]:?ble, 'aCC;’U;dmgd to English accentuation. Thus: séure and
ective, complete and compléte, éxtre £r e iC.;

i ;zw{m, e 2{;0)., éxtreme and extréme, &c.; ot récord
_ Regularly we find aspic? (i 3. 127), exdle (i. 3. 151); sepulchre
(1. 3. 196), but sépulchre (ii. I. 55). On the other hand, re; lar]
ddverse, })u»t adoérse (1. 3. S2). g
- In dms!{se (. 3. 104) the M. E. and O. F. accent (ckastisen, chas-
tien, ;'I':_a.stwr) is retained, as always in Shakespeare. The n;od z
accent is due to the analogy of Greek words in -i{w., o

In derivations from verbs the accent usually, as now, agrees with
Ehat of the simple verb; but occasionally a final -o7, -:'z*::' -able fwhich
in O. E. had the chief stress) bears a secondary stress, as often in
Chaucer. Thus: défestable, delectable (1i. 3. 7), and jﬂfrz:‘;:::)r (Macbeth
L s. 22—"“To be his plrveyor™); but conedyer (iv. 1. 317); al

perlspectz‘z’rs (ii. 2. 18). Sl

n the sentence as in the word there is a normal ge
accents; Whl_(.‘h in O. E. was wholly unlike that of ;‘Ir(lia%tn;f;:l‘ [‘Jf
Shakespeare’s time did not entirely correspond. 5 %

Thus it is probable that both prepositions and the definite articl
often bore a stronger aceent than now. 5

III. VERSE STRUCTURE.

§1. Normal Verse.—The essential structure of Shakespearian
blank ¥eIse; as already stated, is a series of ten syllables bearing five
stresses.t In the earliest English blank verse, and still ofté’n in
Sihakespcarc, the sfresses alternate with nen-stresses; (e.g) “F
time hath set a blot upon my pride * (iii. 2. 81). =5 &

1 v
anthl;:?:“ ur‘:is .Sl'[f”éﬂ and zon-stress are here used for the metrical 7cfus, or beat
pause between. It is essential to distinguish the series of sfresses a‘nci

non-stresses which form the rhythm - i
R wuchlomthe ythm, from the word- and sentence-accents which
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Such verses, however, occurring in masses, as they do, .¢:, in the
first blank-verse tragedy Gorboduc (1563), would l'_;e msufferahly
monotonons.  The beauty of Elizabethan verse is gained chiefly by
several well-marked variations which became Zypical.

§z. Normal Variations.

(i) Stress variation. Thus, the stresses may vary in degree; syl-
lables which bear a very slight natural accent being placed o a
normally stressed placé. Thus— |

To scarlet indignation, and bedéw (i 3- 99)-
With n6 less térror than the élemeénts i 3. 550

Such lines are not to be regarded as a departure from a type, but
as examples of a new fype of great beauty. Hence their melo-
dious effiect. There were limits, however, to this variation. E.g. two
aweak stresses rarely come ftogether; nor are there ever, in the five-
stressed verse, more than two weak stresses.

(11) Stress inwersion. Then, but also within limits, _the alternate
order of séress and non-siress may be inverted. As this causes two
stresses to come together, and as two stresses can only be pronounced
in succession when a slight pause intervenes, this inversion commonly
coincides with a pause in the sense, and is thus found most often
(1) at the beginning of a line, (2) in the 3_rd or 4th foot, sense-
pauses commonly occurring in these places. Z.g, in the varous feet:

{z) Péardon | is &ll | the stit | T have | in hiad (v. 3. 130)-
(3) Sheuld dy’ | ing mén | fifitter | with thése | that live (ii. =. 88).
{4) Unléss j he d6 | proféne, | steal or | usirp GiL 3. 81).

In the second foot it is much less usual:! ez
High birth, | vigour | of béne | desért | in sérv | ice

(Trotius and Cressida, i 3. 172).

In the fifth the inversion has hardly become typical (Z.c. when it
acenrs it is felt as unrkythmical). It is found very rarely, and only
after a marked pause. At times, however, a strlkmg effect is pro-
duced by the use in the fifth place of syllables of which the natural
accentuation is variable: €.g-

Nor I’ | nor 4n | y mén | that bit | masn 5 {v. 5. 30}
where ‘man’, being repeated, is unemphatic, so that the three words
Fut man is have approximately equal accentuation.
Two inversions may occur in the same line: ¢.£-
(r, 3) ©1d John | of Gaint | time-hon | our'd Lé&n | caster {i. 1. 1).
(r, 4) Spedk with | me, pit | y me, | 6pen | the dodr (v. 3- 77k

But we rarely find #zz0 inversions in succession and never Zkree.
Hence in the first of the above lines the second foot must have a
stress in the second place. Note that this gives us a means of dis-

1 K 8pig has reckoned that it occurs 34 times in Shakespeare, in the znd place,
against ¢. 500 in the 3rd, and c. 300 in the 1st
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tinguishing a shifting of (word) accent from an inversion of (verse)
Stress.

(iii) Pauses. One of the most potent sources of varied and beautiful
rhythm is the distribution of the pauses. It is necessary to distinguish
carefully between (1) the mefrical and (2) the seuse pause.  The first
is that assumed by the structure of verse to take place in passing from
one line to the next, just as in prose from one paragraph to the next,
and in strophic verse also from one stanza to another. A slighter
metrical pause occurred within the verse (czesura), in the older five-
stressed verse regularly at the end of the second foot, where in MSS.
and old texts it is often marked by a line or space.

In early Elizabethan blank verse (e.g. Gorbodic) the metrical
pause of both kinds coincides with a more or less marked sense-
pause: and examples of this (as of all other kinds of effect) are not
wanting in Shakespeare. Z.g. the following couplet:

Farewell my blood; | which, if to-day thou shed,

Lament we may | but not revenge thee dead (i 3. 57-8).
As Shakespeare proceeds, however, he shows a growing tendency to
avoid the monotony of such an effect by detaching the sewse-pauses
from the metrical pauses; making the end of one line syntactically
continuous with the beginning of the next, and distributing the
strong sense-pauses in a great variety of places throughout the line.
Such lines are called *unstopt’ or ‘run-on’ lines; and the non-
coincidence of sentence and line is called ‘ enjambement’.

Sense-pauses are, however, of very different degrees. It is only
in the later plays that we find closing the line those ®light endings’
or proclitic monosyllables which ¢ precipitate the reader forward” on
to the following words (.. the prepositions; while the aux#liaries
and personal pronouns (°weak endings’) thus used only become
frequent in these later plays.

The metre of Réickard 77. is that characteristic of Shakespeare’s
second period. It intermediates between the severely ‘end-stopt’
verse of the earlier and the bold enjambements of the later plays.
In attempting to classify the pawses admitted in the verse-end, the
following points must be noted. .

(1) The pause is diminished by close syntactic connection of the
parts separated by the verse-end.

But (2) while the syntactic connection remains the same, the pazuse
may be increased by

(@) The weight or length of the parts separated;

(8) Insertion of c/ausesorwords which interrupt the continuity of sense.

(¢) Inversion of the normal order.

Usually the quality of the pause is affected by more than one of
these at once. The end-pause may occur in Réckard I7.—

(b[l] Between subject and predicate, often without modification by
(45

1, For their Zove

Lzes in their purses {1 2. 129).

CL ii. 3. 51, &c.
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In
the other again
Is my kinsman (. z. x13),

“again’ increases the end-pause, by 2 (£). Examples of 2 (a2 J)
abound: 2.g.

And you that do abet him in this kind

Chensh rebellion 1L 3- 146).

(2) Between predicate and completion (verb and object, infin. and
object, auxil. and infin.). Rarely without modification :
Come, cousin, 7'
Dispose of you [ii. 2. 116).
Then true noblesse wonld
learn him forbearance .
The noble duke hath sworn his coming s
Bt for his own (il 3. 148k
But theirs is sweeten'd with the hope to kave
The present benefit which I possess (ii. 3. 13}
‘The king of heaven forbid our lord the king
Skould so with civil and unavil arms
(%) Be rushed upon lii. 3. 101).
So, when the object or completion grecedes, the enjambement being
softened by (¢):
Harry of Hereford, Lancaster and Derby
Am 1 (& 3- 35

(3) Clauoses and sentences beginning with tkan, as, so, or preposi-
tions regularly follow the verse-pause, however close their connection
with the preceding words may be: .2

It 1s no srere
Than my ponr life m answer (v. 2. 82)
<\ heavy n"r-! 7
As, though on thinking, &c {ii: 2. 30}
The champions are prepared, and stay
For nothing but his majesty’s approach (L 3 4)

to be upru_hl judge
Of noble Richard V. L. 11g).

retired himself
To Iraly (iv. 1. 97)

what thy soul holds dear, imagine it
To lie that way thou go'st (1. 3. 287).

(iv) Omission of syllables. Sometimes the number of syllables is
less than the normal ten, the stresses remaining fize. This happens
especially after a marked pause, and is thus found in the same situa-
tion as (1). Baut it hardly became a regular type. E.g

(1st foot).

Stay’, | the king’ | hath thrown' | his ward’ | er down! (i 3. 318}

Soi I. 20; iil 2. 2.

(3rd foot).

Yea, lookst’ | thou pale’t | —Let’ | me see’ | the wnting” (v. 2. 57).
So also iii. 3. 10, 103.
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(4th foot).
Of good’ | old A’ | braham®. | —Lords” | appellants (iv. 1. 103).

This, like all other irregularities, is commonest after a ckange of
:pcmf'ors (the most marked of all dramatic pauses). Cf Hamies,
il 4. 139—

This bodiless creation ecstacy
Is very cunning in
Hawutlet. Ecstacy !

(v) Exira syllables. The pause tends to break the metrical con-
tinuity of what precedes and follows it, and thus, as already shown,
occasions irregularity. But the irregularity may copsist in addzlion
as well as the Zoss of syllables. It i1s commonest immediately before
the verse-pause (f.e. at the end of the line).? In this place, indeed,
it is the most frequent of all deviations from the primitive type; in
the hands of Shakespeare and his successors it became a typical
variation; with Fletcher it tended to exclude the simpler type alto-
gether. Examples abound everywhere.? Z.g

To pay their awful duty to our presence (iiL 3- 76).

This is less common immediately af7er the pause (z.e. at the begin-
ning of the line): e.2.
And quite lost’-| their hearts’: the nobles hath he fined (. 1. 247).
So ii. 2. OI; iii. 2. 3.
Much less common are fmo extra syllables, where not explainable
by syncope or slurring, as:
And as I am a gentleman I credit him (i 3. 120}

An extra syllable also often accompanies the pause within the

zerse (“caesura’).® Thus:
To say King Rich | ard : alack’ | the hea | vy day’ (iiL 3. 8).
Sov. 2. 7I; V. 2. 10I; V. 5. 100.
And at a break in the dialogue:
P e 8
What says his maj’ | esty 7—Sor’ | row and grief | of heart’ (i 3. 183).

So v. 2. 110; ii. E. I41.

In the later plays, extra syllables are freely introduced in other
places; and occasionally in our play:

Now by mine honour, by my life, by my troth (v. 2. 78).

So i. 3. 83; and probably iv. I. 329.
One class of extra- ~syllabled I1nc~s is found, however, indiscrimi-
nately in all periods, and especially in the English Histories: viz.

1 On the chronological value of double-endings, see Introduction, § 4.
2 This was common in the oldest (French) iambic verse, and in Chaucer, and
normal in Italian; but was almost entirely avoided by the first English wrniter of
bL'mk verse, \urer

3 This was common in the French epic iambic (Chanson de Roland), and
occasional in Chaucer.
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those composed of, or containing, proper names. They appear to be
ofien on principle extra-metrical, and in any case comply very loosely
with the metre ; e.g. ii. I. 279, 2834 (and note to the last passage).
§ 3. Less-usual Varnations.

(i) Omission of stresses. Occasionally, one of the five sfresses is
omitted, likewise in consequence of a strong pause.

Their fruits | of dut | y— | superfluous branches [iii. 4. 63).

At a break in the dialogue:

Ho! who' {i}s | within’ | there.—" | Sad'dle | my horse” (v. 2. 74).

And v. 2. 64 (fear as two syllables).

Many of the four-stress lines in Shakespeare come under this head,
and are to be thus regarded as irregular specimens of the ordinary
iambic rather than as genuine four-stress verses. But the presence
of these last is undoubted.

In all Shakespeare’s plays we find, scattered among the normal
five-stress 1ambics, short or fragmentary verses of from oze to four
feet. Those of one foot are often rather to be regarded as extra-
metrical; those of four feet are very rare. Except in the later plays,
these short verses are habitually marked off from the normal verses
in which they occur by decided pazses or breaks in the sense.

Two classes of short line may be distinguished, which we may
call the exclamatory and the znferrupted, respectively. In the first
class, the brevity of the verse marks the interjectional character of
what it expresses; in the second, it marks some abrupiness in the
dialogue, being incomplete merely because the next speaker begins
2 new verse.

1. Exclamatory.—Under this head we find a quantity of-expres-
sions ranging from the matter-of-fact o2der and the formal adaress,
to the gjacelation of high-wrought passion and pathos. ~The former
seems to be detached from the normal verse as being more prosaic
{just as formal documents, letters, &c., are commonly detached from
the verse), the latter to give them greater moment and distinction.

Thus we have:

(a) Matter-of-fact remarks, orders, &c.

*¢ Bring forth these men” (iii. 1. 1); ““Call forth Bagot” (iv. I. 1,
also iv. 1. 2); *“ But stay, here come the gardeners” (iiL 4. 24).

(b) Exclamations.

¢ Help, help, help!” (v. 5. 104); ““Amen” (i 4. 65); * Tut, tut”
(ii. 3. 86).

So v. 3. 41.

The exclamation 0% appears sometimes even to be intruded into
the body of a verse otherwise normal, as an extra-metrical syllable:
e.g- 1l 4. 55; cf. Abbott, § 512.

(c) Addresses or appeals.

Several striking instances occur in this play.

“(Rick.) Here cousin” (iv. 1. 182); “‘(Carl.) Marry, Ged forbid™
(iv. 1. 114); “(46.) My lord” (iv. 1. 326).
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b
The second gives weight to Carlisle’s bold protest, the third well
expresses the cautious hesitation of the Abbot.
CE also: ** Bol Carlisle, this is your doom” (v. 6. 24). °* Rzch.
Draw near” (i. 3. 123).
Of a simpler kind are ii. 3. 25 v. 1. 95; V. 3. 465 iil. 3. 31, &c.
2. Inferrupted.—The simplest cases of the line left incomplete by
anterruption is where the following speaker /Aas not heard it: e.g.
Bol. Have thy desire.
Vork. [Witkin] My liege beware ; look to thyself (v. 3. 38);
or converses with a defferent person than the first speaker.

Gard. That tell black tidings.—

Queen. O, 1 am pressed to death for want of speaking (ifi. 4. 71);
or more commonly, zenores the first speaker. So, in King Jokn,
ii. I. 276, the Bastard’s interruptions are ignored by the kings, whose
speeches begin fresh lines.

So York and the Duchess:
Duck. What is the matter, my lord ?
York. Who is within there?—Saddle my horse. ..
Duck. Why, whatis it, my lord ?
Fork Give me my boots, I say; saddle my horse (v. 2. 73}
Or the following speaker impatiently snzerrupts the former: .z
Boal. My gracious lord—
g Rick. Fair cousin, you debase your princely knee (iii. 3. 189);
and

Norik. f\vlr lord—

Rick. No

Thence it is used where a speaker znferrupts kimself; and thus

expresses the confused bewilderment of York in ii. 2. 98 £, .2
Dispose of you.
Gentlemen, go muster up your men (ii. 2. 118).

So, especially where a speaker éreaks off on the arrival of a fresh
person. E.g

Than your good words. But who comes here? {ii. 3. 20).

So ii. 3. 67.

Sometimes the want of continuity emphasizes the difference of rank
or of sfandpoint between two speakers, and serves to distinguish the
formal or business talk of a superior with an inferior from an intimate
conversation.

¥York. What is’t, knave?
Serv. An hour before I came, the duchess died {ii 2. 97)-

So in the dialogue between Richard and the groom (v. 5. 81):
and probably in that of the Queen with her lady (iii. 4. 3); the
Queen and Green (ii. 2. 61); Richard and Bushy (i. 4- 53); and,
perhaps, of Northumberland and Percy (ii. 3. 23 £); Bolingbroke
and Percy (v. 3. 12, 15).

The irregularity of the dialogue in v. 2. 53 f. seems to emphasize
the embarrassed behaviour of Aumerle. Note the two four-stress
VErses, v. 2. 53 and §5.

ord of thine, thou haught insulting man fiv. 1. 253).
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Instances of short lines imbedded in the verse, except under these
conditions, are very rare, except in the latest plays, where every
kind of licence is taken with lordly privilege. Richard’s

1 live with bread Like you, feel want,

Taste gricf, need friends: subjected thus (i 4. 175-6)
may perhaps (if anthentic) be an instance of brevity for emphasis.
At anyrate, no one with a fine ear will wish this impressive couplet
away. ;
A similar case 15 1. 3. 279.

(1) Extra stresses. Verses of six or more stresses are far rarer - but
their existence is unmistakable.

Commonly there is a decided pause after the third foot :

Found truth in all but one; 1 in twelve thousand none {iv. r. 171).

S0 V. 3. 10I; V. 3. 42; iL 1. 94; iv. I. 10.

In the following the pause is slighter, but still in the middle:

How dares thy harsh rude tongue sound this unpleasing news? (iii. 4. 74).

So 1. 3. 20.

Rarely, the pause is after the fourth foot, as in v. 2. 70; or there
1S no pause, as I 1. 4. O.

Usually the long verse serves, like some examples of the short
verse, to give weight and emphasis; the metrical isolation throwing
the thought so isolated into relief. A signal example of this is
Exton’s recital of Bolingbroke’s words:

Have I no friend will rid me of this living fear? {v. 4. 2).

§ 4. Rhyme.

As mnoticed in the Introduction, Rickard 11. stands alone among
the Histories, and resembles the early Comedies, in its free use of
rhyme. Shakespeare’s use of rhyme in these plays was not severely
consistent; and it would be a mistake to discover nice calculation
in every instance of it. But neither was it by any means wholly
arbitrary ; and we easily detect three principles which direct, without
absolutely determining, his use of it.

(i) Final —First, it is used, in a purely formal way, to cZse both
a scene and a speeck.  The former use Shakespeare retained to the
end of his career as a single couplet. In our play it may be several
couplets, asi. 1. 200 £; 2. 69 f. Of the latter we have examples in
i I 18-19, 43-6, 82-3, 107-8, &c.

Even, apparently, at the end of one division of a speech, as i. 3
65-9 (where Bolingbroke turns to address his father).

(1) Eprgrammatic.—The final couplet of a speech often cZinckes it
with an epigram;! and the first use is closely connected with the
extensive use of the couplet for epigrammatically pointed speech.

This is peculiarly common in the language of Richard, and is
used, like his word-play, with evident intention, to mark his

1 Note the Elizabethan fondness for this clinching final couplet, as shown by

the form assumed, in defiance of all Italian tradition, by the Shakespearian
sonnets.
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character. Thus it is used to point his retort to Mowbray (i. 3.
174-5), to Gaunt (ii. 1. 139-40), to York (ii. I. I45-6, 153-4);, to
Bolingbroke (iv. 1. 191-202, 317-18), and his selfmockery (il 3.
178-82).

Again, it points the epigrams of Gaunt in L. 3. 221-46.

Bolingbroke, who is throughout very sparing of rhymes (except of
the purely fornial first type), points with it his bitter comment (i. 3.
214-5) and his raillery (v. 3. 79-82).

(iit) Lyric.—The habitual use of rhymed verse for the 7yric, made
it natural to use it also in passages approaching the lyric in character,
i.e. expressing emotion ; especially plaintive and elegiac emotion.

Thus, it marks the parting of Richard and the Queen (v. 1. 86 £.),
the last words of Gaunt (i 1. £35-9), and of Richard (v. 5. 109-12});
Richard’s “sweet way to despair’, iii. 2. 200-19; iv. 2I4-21;
Mowbray’s grief, i. 3. 175 (but not his long speech, 1. 3. 154-173) 3
Carlisle’s lament (iv. 1. 322-3); Exton’s penitence (v. 5. 112 £);
and Bolingbroke’s (v. 6. 30-52). In the end of iii. 4 it niarks the
change from marrative to lamentation (* Queen. Come, ladies, go”,
&c., 1. 4. 96 £.). In the Duchess’ appeal (v. 3. 92 £) it probably
marks the plaintive rather than energetic passion of an old woman.
Shakespeare clearly did not mean the pleading of the *shrill-voiced
suppliant’ to be very pathetic.

On the other hand, rhyme is not used (except of the first type),
as a rule, in passages of

(1) Active movement or business-like discussion.

It is thus rare throughout the second act, and in the part of
Bolingbroke in general. Its use in v. 6. 6 is anomalous, and
perhaps marks the close of the play.

(2) Narrative: e.g. York's account of the entry into London (v.
2); the dialogue of the gardeners (iii. 4).

(3) Energetic and eloguent passion: e.g. the dying speech of Gaunt,
and in the more vigorous outbursts of Richard.




