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ESSAY ON METRE.

§ 1. Introduction.—The play of 4 Midsummer-Night’s
Drean is written partly in prose and partly in verse, and the
verse, again, is partly rhymed and partly unrhymed. The
present essay 1s intended to explain the meaning of these
distinctions and to point out the way in which Shakespeare -
used the various modes of expression at his command.l

§2. Stress. The possibility of verse depends mainly upon
that quality of speech which is known as siress oY accent.
Speech is made up of a succession of syllables, that is, of
sounds or groups of sounds, each consisting of a vowel, or of
a vowel accompanied by one or more consonants, and pro-
nounced by a single muscular effort. This succession is
broken up by pauses, which range in length from the slicht
pause after each word to the important pause at the end of a
sentence.  Syllables differ amongst themselves in various
manners, which depend upon variations in the complicated
physical processes by which sounds are produced. We are
here only concerned with two of these differences, namely
graniity and stress. The guantity of a syllable is measired
by the time which the effort of pronouncing it takes. Syllables
are classified according to quantity as long ot short. Nearly
all Latin and Greek metres rest upon this distinction, but in
English it is of secondary importance(see 8§ 8. (i), (111), (wiii); 12.

1'The student who wishes to pursue the subject of Shakespeare’s metre further
may find the following books and essays, amongst many others, useful.  Goswin
Konig, Der Vers in Shakspere's Dramen (a mine of learning by a German
who cannot scan Englis J. B. Mayor, Chaplers on English Metre (on the
whole, the most suggestive introduction to the subject); E. A. Abbott, Skade-
earian Grammar (8§ 452-515); Henry Sweet, History of English Sounds;
Sidney Lanter, ¥/ke Science of Encicsk Verse: J. A Symonds, Blank Verse:
J- Schipper, Enelische Metrik 1881-1888), Grundriss zu Englischen Metrik
180s); A. J. Ellis, Early Englisk Pronunciation (E.E.T.S }; Robert Bridges,
Milton's Prosody (1894): C. H. Herford, Oxiline of Skakespeare’s Prosody in
Rickard IT. (Warwick Series): N. Delius, Dir Prosa in Skakespeare’s Draswesn
(in. Fakrbuck der Deutschen Shakespeare Gesellschaft, v 227); J. Heuser, Der
Coupletreim in Shakespeare's Dranien (Fahrinck, xxviil. 177; Xxix.—xxx. 235):
harpe, Prose in Shakespeare's Plays | Transactions of the New Shakespeare
Society, 1880-1882, p. 523). The ““verse tests” are dealt with in N. 5. Soc. Z7anse
actions for 1874 (passim); F. G. Fleay, Skakespeare Mannal (1875), Metrical
Tests applied to Shakespeare (in Ingleby’s Shakespeare, the Man and the Book,
partii, 1881, p. 50); K. J. Furnivall, /ntroduction to Gervinus' Commentaries:
W. Hertzberg, Metrisches, Grammatisches, Chronologisches zu Shakespears's
Dramen (Fakrbuck, xiii 248); H. Conrad, Mefrische Unlersuchungern zur

Festellung des Abfassungzeit von Shakespeare's Dramen (Fakrbuck, xxxi.
318), and G. Konig, 04 cit. ch. vii.
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(iii)). The séress of a syllableis the amount of force or impulse
with which it is uttered. Every syllable of course requires
some of this force or impulse to be audible at all; but it 1S CUS-
tomary to speak of syllables which have more of it as sHessed,
and of those which have less as unmstressed.  Thus in the
word Oberon, the first syllable is stressed, the last two are
unstressed. .S#ress is sometimes called accer’, and is con-
veniently denoted by a (), thus, O'beron. Most words other
than monosyllables have a normal stress on one or more
syllables, and it is a tendency of English, as of all Teutonic
languages, to throw this stress as near the beginning of the
word as possible. (See, however, § 10.) Long monosyllables
are also normally stressed. Short monosyllables, however,
and some dissyllables have no normal stress, but are capable
of receiving one, if the meaning they convey 1s of importance
ia the sentence. This deliberate imposition of a stress for
the purpose of bringing out a meaning is called emphasts.
[N.B.—Some writers distinguish not merely between unstressed and
stressed syllables, but befween unstressed, lightly or weakly stressed, and
strongly stressed syllables. As a malter of fact, the degrees of stress
which a syllable is capable of receiving are more numerous than either
of these classifications implies; and on this fact much of the beauty of
verse depends. But, for the purposes of scansion, the important thing
is not the absolute amount of stress, but the relative stress of the syl-
lables in the same foot (cf. § 3). The introduction of light stress appears
to me only to confuse matters, because if you use the threefold classifi-
cation, no two readers will agree in the amount of stress to be put on
particular syllables: it is hard enough to get them to do so with the
twofold division. Moreover, iu practice, the notion of light stress has
led many metrists to disregard level rhythms, such as the pyrrhic or the
spondee, altogether. Yet such assuredly exist. This is not the place
to discuss the subject at length, but it is right to explain my departure
from usage. But let me repeat, that the limits of variation both in
stress and rhythm are much beyond what any system of scansion can
comprehend. |

§3. Rhythm. Stress isa quality of speech, alike in prose
and verse; and, moreover, alike in prose and verse, when
stressed and unstressed syllables follow each other in such an
order as to be pleasing to the ear, the result is riythm. But
the rhythm of verse is much more definite than that of prose.
Verse consists of feef arranged in Zizes; that is to say, its
rhythm depends upon a series of groups of syllables, in each
of which groups the stress is placed according to a recognized
law, while the series is broken at regularly recurring intervals
by a pause. And the various kinds of rhythm, or sefzes, may
be classified according to (&) the number of feet or syllables
in the line, and (&) the position of the stress in the foot. The

the fashion amongst the court writers of tragzedy
gedy,
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by names adapted
They are these:—

t]_J‘nm‘:ipal kinds of feet are best known
rom the classical quantitative metres.

In ascending rhythm.
i;wz?f. Non-stress + Stress, as, apa
zapaest. Non-stress+no s ithet
Non-stress+ non-stress + stress, i’ 5
JIn descending rhythm. A el
g}ro;:"z;:’. Stress + non stress,
zcfyl.  Siress+non-stress 5
£ SS -+ Non-stress + non-stress
In level thythm. =1
Spondes.  Stress+stress,
Lysrhic. Non-stress. non-stress

happy.

dowager.
stép-dame.

. - in the.

Most kinds of English verse can be scanned, that is, metri-

cally analysed, as ¢ inati
cally sed, as combinations o ;
in lines of different ]ength‘. ge ey o O

. Rh ali i
prgs“mt inyr}}:e. : ri\nc.nlncr quality, which may or may not be
Dresent st;L‘sz.ig’dlbh ]\]c;;sle is 7/yme. This is produced when
essed syllables of two o = nel i i
ot : ‘ : & more neighbouring 1i
e 1-]1:-}1];e5;i]:1:1$rtn?ar!y]t'h? same sound. The ordinary f(!]:‘fl?
) 5 that i which the same vow ]
ot at in € s vowel and final -
SOHng:% Zounfi; are accompanied by a different initial gﬁ:l
ekl i;?‘nl ; as zung, sing.  Where there is no such
e I_i]m _%onsonant, the rhyme is called identical (cf
ca 3,{:‘; il.l,ci;,g,\. ! W her!o all the consonantal sounds
> y the vowel sound is the same, as in sino. 27
then assonance and not rhyme is producef:l s A
5. Bl — T Drinci .
spga:;'e isatrli '_Ver;&;: —The principal metre used by Shake-
Slieare 1ambic decasyllable or Zeroic line. This co
sew;ld z;nt]ra]ll)d, i_of five iambic feet, with a pause after llf:é
= aird foot as well as at the end of the line: thus:
] r ~5 | 3 = ! : .
n wheat” | is green’, | when haw’ | thorn buds’ | appear’ (i. 1. 18 )
Rhym 7 4 - -
ties} S:em;)lm: r{my not be present. On the rhymed varie-
e 75 Eut far more important for the study of
ks ..E;, : ;intw unrhymed variety, generally known as
e 0; gs:.” ! lank verse was first used in English by the
Surrey in his translation of the Aeneid. It became
who thought
as to be classical ; and
ma by Marlowe in his

with Sidney that to eliminate thyme w
was introduced into the popular dra
}?:ﬁzéur&ﬁw. (

ut th ) me { i
it ]_te :Oegtn r?t»itfe pLOY ed so suitable for dramatic purposes
S oo d(., egated rhyme to a quite secondary position’
: 6 rama is practically a blank-verse drama ;
have.s;l;etg':rpe of Blank Verse and its Varieties.— We
t a blank-verse line is normally composed of

Nash satirize £ 1
atirized the “drumming decasyllabon?,
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five iambic feet, with a middle and a final pause. But to
compose an entire poem of lines rigidly adhering to this
ctructure would involve two difficulties. In the first place
it would produce a terrible monotony of effect; and in the
second place it would be an intolerable restraint upon expres-
cion. It would be impossible so to arrange words that they
<hould fall into sections of exactly equal length and exactly
similar stress, and should yet convey adequately the poet’s
meaning. Therefore all writers of blank verse have allowed
themselves to deviate very considerably fyom the normal type,
within the limits of this general principle, that the variations
must never extend so far as to prevent that type from being
easily recognizable as that of the verse as a whole. The in-
terpretation of this principle depends, of course, upon the ear
of the particular writer; cach handles his blank verse in a
different and individual fashion. In the case of Shakespeare
we may go further and say, that his fashion of handling
blank verse was constantly changing from the beginning fo
the end of his poetic career. Therefore it is pecessary to
examine each play separately; and to determine for each the
limits within which Shakespeare’s car allowed him to vary
his metre at the time when he wrote it. In doing this it is
well to remember that the results can only be approximate
and not scientifically precise; for this reason, that just as
Shakespeare wrote by ear and not by a prioré rules, so the
ear of the reader—the educated ear of the cultivated reader
_is the only ultimate criterion of how any individual line is
to be scanned. And though in the main such readers will
agree, there will always be certain lines which can be read in
two ways, one of which will sound best to one ear, one to
another. See ez §§ 8 (ii), (0), (¢); 12 (111).

§ 7. Variations in the Materials of Verse.— But before we
proceed to inquire what varieties of blank verse Shakespeare
permitted himself in 4 Midsummer-Night’s Dream, we have
to consider another question hardly less important. In all
verse the problem before the writer is to accommodate to a
given type of metre words of varying stress and a varying
number of syllables. Where difficulties arise, twWo Courses are
open—either to modify the metre or to modify the words. For
both are alike capable, within limits, of modification. The
normal pronunciation of any word is that which an educated
reader of careful enunciation would give toitin reading prose.
But this normal pronunciation, especially as regards the num-
ber of syllables, is often modified : (a) dialectically, (&) collo-
quially.  Thus we say e for then, and even, I am afraid,
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3
c
itzi-l;{}\:'tblgm{{d- ; And poetry has at all times claimed for
mo.di)ﬁc'lni‘cl:: <.Lr\t$1|n cu};s.tonll)ary bounds, a still larger license of
2 1. 1at has been said so far : 1€5 :
. = r applies to modern
?ﬁv\\gtljluagqu1_zab;t!lm_n poetry. But it must be added that
= bx?' s of this license were very much wider for an
tionaf"'l: 1421_thab11 ]tllmy are for us. Elizabethan pronuncia
» ike Ehzabethan grammar, was i =
e : al 1 ar, was in a transifion stag
I(I)]E; comparative uniformity in the matter had been by tf::;
. nr‘-]in:,rr;;.cd att. fl'.w:n the normal pronunciation differed
any respects from ours. Thus Shakespear
: = ct ours. shakespeare regularly
sald perséver (. 2. 23 / ‘LP S
séver (iil. 2. 237) where we say persevére, and, pro-
- r o, (11 ) - . : ! s
i):b[lfl"'-m :1&2’ (i11. 2. 204) where we say zeedle. But in .'1d:iiltjiun
ol i?,tl;:lul": 1\»&1&, many obsolete pronunciations which
tho %() ! ey had (i:{!d:f_*d to be normal, were still living cnougii
ey ﬁcfrl.ll: ;) }ﬁi_sul:e in pc:_(i;u'y. Without distinguishing
: enses which are and those which are st
el getscmhich ate ! are not still pos-
tizojjkut? }fs_m VErse, we w;ll consider what amount of v;?ria-
[)rw-it.f_a\e to.allow for in reading A Midsumner-INight's
£7zaz from our own normal prose pronunciation. A d thi
(@) as regards ¢l : o e
e ﬁ s the number of syllables in a word; (&) as
< 2ads the position of stress. After which we can go on to
1€ varieties of metre itself. : =

Ictttgr'gvl'_ait is §omctimesl‘cmn\'cnfem to mark a suppressed or slurred
) apostrophe (#%), or by a dot underneath it (¢} ; a separately-

i?ﬁggliﬁ ﬁ;l!{ng}fm}gﬂzx(f@rﬁjs () on the vowel, and two merged
:m%i Sﬁoiﬁnz?filzx‘i‘;fsia\t?on._:‘:j:l The unstressed e of the verb
L
iget]:i?ﬁ‘z?ggfrf Otll‘;]alrs inl the mtfr plays, but }’nsfurs'ue :;(r]li:nt%cl)}r
e e exceptioz.a. L}hsl?él:lt the sounded ¢ is the rule, in

{a) - 'S S
o 'H)e)zf-j (ig,/}_mm S. suig‘), The_uru:omr;mled form is only found in Erockés
pc:sciblvyun klhlﬂ\se Bl, prozokss :E: Henry V1., iv. 7. 8), both of which are

sibly un-Shakespearian; and peepés ( Winter's Tale, iv :

7 ‘ ’f rs Lale, 1v. 4. 148).
ob';o)fe'f;'{%m-oi;??:]);» 1Hu{a. too, the uncontracted form i-g pi‘tcticaliy
e & ay has two instances—moonés (ii. 1. 7), an 2
U‘l-cl- 93;. and there are a few others in early plays. i e
!aéei‘/z—:i' (3 pers. sing.). Contraction is the rule.  But we have mis-
el 1]. L_f_,zj, sf.e_;rm?. \LL. I. IG0), constrainéth (ui. 2. 428) (f'm:‘mé‘.ﬂl

(‘d:' !,2‘,‘ - iu}re are similar exceptions in all the early plnvs'.

il \ta pers. sing.).  Always contracted in this play, although the

‘ ontracted form is found in other early plays. e 2
nori: -'iﬂ t‘supeﬂ.}.‘ Here, on the contrary, the uncontracted form is
onl\']]l:c; Sibf}ntract:o;’l is found in some of the later plays; in ours, the

y possible example is skallowest (iii. 2. 13) s bl
be read skallowest (ef. (ii) 7). t ket car s Hobbhis
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(7) -ed(perf.). Contraction is the rule: but we have raished (il. T. 78)-

(£) -ed (part.). Both contracted and uncontracted forms are freely
used, though the former are the most numerous.

(%) -en (part.). Always contracted in stolen (i 1. 32, &c).

[ V. B.—These rules do not apply to cases of sibilants before -e5, -€5¢,
or of dentals before -e?%, -ed, where the e is necessarily sounded. ]

(ii) An unaccented short vowel coming between two con-
sonants may be elided or <lurred in almost any place. This
is especially so when the vowel is followed by 7, #, or 7
Fhese consonants, with 72, are known as liguids or vowel-
liFes. When a vowellike follows anether consonant, it
makes the very slightest difference in the pronunciation,
whether a vowel sound is interposed or not. This may be
tested by comparing the pronunciation of able (so written,
but pronounced abe/) and ably. Instances of such elision
or slurring in our play are:

(a) Before [ —privilege (ii. i. 220), devslisk (iii. 2. 129), changeling (V-
1. 56). But the same word is pronounced changeling (. L. 23). In the
case of perslons, the contracted form was often spelt parlons (il 1. 12},
and became almost a distinet word.

(#) Before n—ewening (V- I. 39) pensioners (penshuners) (i 1. 10) ;
but usizess (i. 1. 124). In 1 2. 292 the same word is pronounced in
both ways :

And with | her pers | onage, her | tall per | sonage.
The contraction is found in fzilen (iil. 2. 417) and stolen (i 1. 32, &c.);
(on this see also § 8 (i) (#)); and in Feaven (i, 1. 243, &¢.), gizen (i. 1. 28,
&c.), even (iil. 2. 68, & seven (1. I. I59), though the last three words
might be treated as geen, een, Zen (as in sen-night) under §8 (¥.).

(¢) Before r—aithering (1. T 6), torturing (v- 1. 37), mulberry (v. 1.
147), distemperature (ii. 1. T06 preposterowsly (N 2. 121), promorlory
(L. 1. 149), sovereignly (i. T. 82); but Junerals (i. 1- 14), forgéries (ii. L.
81), and, of course, auste, ity (i 1. go), where the vowel is stressed.  In
fi. 1. 123 we hLave vofaress, in ii. 1. 163 probably @oiaress. The word
spirit presents di Genliies. It ocecurs altogether ten times in the play-
In eight of these it is not contracted, two insta i. T 211 and iii. =
4) falling under § 13. But in i. 1. 14, and prol ¢ in ii. I. I, contrac-
tion is mecessary. Fhis cannot take the form spirit, because the first
syllable is stressed. Some metrists think that in such cases the alterna-
tive form sprife should be used. This form in any case occurs Imil. I.
33 and v. 1. 307, 379, where it is needed for the rhyme, and where it is
so spelt by the Qq. F 1, except that Q 2 F 1 spell speret in ii. I. 33.
Others would treat the second 7 as elided before #, and read spirit.

(d) Before m—ceremony (v. i. 55); but possibly the first syllable in this
word was sometimes prnm)um:i’fl ceer-, as in cere-cioth, and cerement.

() Before & in words ending in _ble—undistinguiskable (1. 1. 100;
iv. 1. 184), and perhaps admirable (v 27} but here we may also scan
admirabie (ii. d), or by reading Rowsaer for hewsoever (ix.), puttng &
trochee for an iamb (§ 12 (i) ), and altering the stress of admirable (§ 10
(i) ), we may get—

But, how’ | soe'er’, | strange’ and | admir” | able.

ESSAY ON METRE. 17
7
Perhaps in all these cases w
% e5€ © e should treat the ¢ of ~ /) as eli
[n.{;’}. éh?urgh this.is not the modern way of S]](’rl(itll;;ﬂ'é{iiiéi[)):? 2y
,) efore c—innocence (1. 2. 45), medicine (iil. 2. 264) z‘mr’:':(:rsf (v. £
, fragy 2

fg) i:59&31’3 P —cancpied (il

) opied (ii. 1. 257);

PC’(SE;OE v%va_\'s e l(hc line.al). but see note ad Zoc. as to other
7) Before s—cozrtesy (il. 2. 77), but cousrtzsy (iii
LJ} %Cfffn‘e r—spirst {seie (c) albfjj\:t-}.m sgenlls w)
7) Before zo0—fo/iow:: il = iii

but s:zeair.[r'P-'l.tm's{:c,'nm‘g (LT 13755 UL = 82)7 sheligwest (il 2. 13);

(iif) Similarly, a sh
ﬁ“;’ “;5211{2‘;1,1};]\{, a short, u a;e;tresscd vowel sound is occasion
efore a vowel-like, so : Create i
e ey , SO as to create an additional
:gl) Ee{ore —juggieller (iii. 2. 282).
efore 7—au 17 7 5 '
7 ond|elrous (v. 1. 50).  The forms through, thorougk

now confined to different sens i
~F i SENSES, AT 5 discrimi r x
speare. CF ii. 7. 3; ii. L. 106. re used indiscriminately by Shake-

es;\)l(,:c)ia?iin:fh:-\;ﬁrgs« su‘r!.er the elision of an unstressed prefix
Sy when t]lni C{‘;H,SISRS I?} a :"ou‘el unaccompanied b)?
‘nointed for (l.ﬂ?()!‘i?f:"zf‘Pi}i} :c";""‘e’ o e i
lide for betide (v. 1. 202), and, )'I?-yaﬂfﬁ.c f.m. exiape W o )
A 2 e possibly, ot for about (iii. 1.
oY t?l :n;} eit!fmr scan yeu ’bouf or
prefix has been normally lost. H?ts‘i%()gzwf;;‘j s‘\"?[(tlysa.tzuclj;}a

. » s

(-
(v) Many common wor
V) 3 ) N - rlia Tt ¥
oo Xany: comnion ﬁ_mds, pronouns, auxiliaries, preposi-
s and o es suffer mutilation in various ways, and
ft??‘?g ;/:“‘ €o {)qmal{ combinations. Thus we have r's’.", be't
S Ske's; were. In 1. 1. 27 we shou = : ;
o) ild, I think X
/s ‘ 25 : : scan Z/zs
o ina;ﬁf}:s This iv{mz”{ﬁ; I kad rather in iii. 2. 64 should
I e7; and in 1. 1. g6 you abourt m: conts
i , nd i ; 7¢f may be contracte
eVt.::) ¥ aétjr{f. Similarly Zze becomes 77 before a vowel 'u{u{:%
en sometimes before a consonant, as perhaps in: =
I know | a bank | where th” wild | thyme blows (ii. 1. 249)

-

Brl:;'t sge‘thc note on this line, together with § 12 (iii). The
Empg.:‘ltu;gs ctm, o/, n]z become &, 77, as in zfaith (iii 2 284)
is shortening does not affect th e Sylionie

2 ortening : affect the number of syllables.
hese colloquial contractions are singularly few in our c;']i)acv-

in the later plays they become very numerous
1) y 3- = =F 1 :
: (v1) Two adjacent unstressed vowels are often merged into a
;:l?tg}-i j;]]a_l_)_le‘ - Thus recreant (i1, 2. 409), empiying (i 1. 216);
confusion (1. 1. 149), amiable (iv ) , this merging
. ; j ble (iv. 1. 2). Often this merg
k . 2ble (| ) in
is due to the consonantal affinities of certain vowels, %hug
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1. 37), warrior (ii. 1. 71), India (i 1. 69), sparniel (?i. L. 203},.
and so with e in deauteous (i 1. 104). Theﬁcombll_natlon i)
produces a sound resembling 57, as i patiently (1. 1. 141_3_)-,
wexation (i 1. 22), nuptial (i 1. 1), but we have also nuptial
(v. 1. 75). With forms in -#7oz, -sion, the contraction appears
to be normal, except before a marked pause.

7 readily becomes y, as in companion (1. 1. 15), obeazence (i.

(vii) Similarly an unstressed vowel is often absorbed into
an adjacent stressed vowel or diphthong:

Thus prdyers (i- 1. 197), skéwers (i- T. 245), freiier), (it T. 5), SE
(ii. 1. 131) : - (iii. 1. 69), &fing (iii. 2. 6g), /zor.vr}i.,l._“]). on (L. I.
I5h bu': T.'dyage' {ii. . 134), z7on (1€m) (1. 1. 196), cozwara (UL 2. 421).

(viii) By a converse process, a long vowel or d_l[?hthu(;lg is
sometimes split up into two syllables, one e}jrcs&cd and jonc
unstressed. Thus Zoazrd becomes fodrd (iv. 1. 33)- Ihf.
word farzy is generally treated as a dissyllable a0 the p]lal}l :
but in ii. 1. 53 it is a trisyllable, going back to what is really
the older pronunciation, /@&y (see Glossary).

(ix) Certain consonants can be elided when they come be:
tween two vowels, and the vowels then coalesce into a single
syllable. These consonants are z and 7%

3 = e el e s nder and
(¢) . In accordance with this principle zever becomes #eer,

over becomes o'er; possibly also we get een for eten, s¢en for seven (as
i totet) Lven of. (i), ()-
in sen-zight), and gi'en for grvern; but cf. (11), (0). i 3

(3) ¢ The mist usual example is wketker, which must be pro
nounced wheer in i 1. 69; iii. 1. 137; iii. 2. 81; but we also appear to
have another in ezffer (ii. 1. 32; i1 2. 150). ;

[V. B.—(1) Contrac s of all kinds are far more NUMErous in lhl;?
later plays, when Shakespeare was trying to cram as much thought ‘?:.
he could into his lines. In the present play contracted furmi_ge:nemr y
oecur in the middle of the line, open forms at the emlenf the 11{:3 or >_.e-
fore a2 pause. The license of the feminine rhythm (5 13) accounts in

art for this. y S :
P (2) I have not distinguished between elision and sturring. In i}n,
one case the sound is completely dropped; in the ofhcr":t is pgt.;:-:;l o‘;fcrl
so rapidly as to be barely appreciable.  But in hoﬂ? lm;es it 1‘5 regar ;-_n
s non-exis f ;. I should add that a large num-
as non-existent for metrical pur . e
ber of syllables which Konig and others treat as slurred, I regard as

1 isyllabic f. § 12 (iii). ¥
forming part of trisyllabic feet. Cf. § ) : g

(3) flge\ spelling of the Qq. If. gives very hittle help in determining the
more difficult questions of contraction. They only mark ﬁ‘fcw ghslon;.)
and those not consistently. Nor are such excellent modern editions
the Cambridge Shakespeare quite faultless in this respect. |
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§ 9. Proper Names.—These are generally the occasion of
many irregularitics, but they do not present any difficulty in
out play. We have Demdtrins and Demétriiis, Hérmia and
Hermia, Hélena, Helena and Hélen; Titénia and T Zldnia,
but always O'beron and not Oberon. Philostrate is a tri-
syllable, the ¢ being mute. Pesigenia (ii. 1. 78) should, I
think, be pronounced Pé7eénia. The most anomalous words

_are Teseus and FEgeys; according to Greek usage they
should both be dissyllables, Zgeus, Thésens. but Shakespeare
always has Egszs, and 77/éseics at least twice (ii. 1. Fh v
38). Chaucer has ZZéseics regularly in e Knichtos Tale.

§ Io. Stress Variation.—The normal prose stress of cer-
tain words was, and to some extent still is, variable in-verse.

(i) In words of Romance origin this is often due to the
conflict between the pronunciation suggested by the analogy
of Latin, and that suggested by the Teutonic tendency,
aiready spoken of (§ z), to throw the siress as near the
beginning of the word as possible. _Thus we have revénue
(L 1. 158) as well as sdwenne (i. 1. 6), and we have edict
(- I. 151), exsle (ill. 2. 386), sojosrned (iii. 2. 171), with pos-
sibly admirable (v. 1. 27) and Jusciows (ii. 1. 251), instead of
the normal édzct, érile, sdjourned, ddmirable; liscious. In
zhewmatic (ii. 1. 105), on the other hand, the Teutonic pro-
nunciation is the abnormal one. Courfeséy (ii. 2. 77) is ex-
ceptional, and somewhat awkward.

(ii) In some compound words which are still felt as made
up of two parts, the stress may fall on cither part, according
to the emphasis desired. Thus we have lack-ldve (ii. 2. 770
misprised (il 2. 74), mistake (v. 1. 9o}, instead of the more
normal /dck-love, misprised, mistdke.

(1) The pronunciation of sinfster (v. 1. 162) to rhyme with
whisper, and of certdin (v. 1. 129) is burlesque.

[V. B.—(1) Owing to the conflict between the Romance and Teutonic
pronunciation, even the normal Elizabethan stress does not always
agree with ours. Shakespeare always has gersfver (iii. . 237), gener-
ally dntic (v. i 3).

(2) In some cases where the Elizabethan stress was variable, we retain
both forms in different senses, thus: dn/ic, anligue, ard himarn, fumdne. |

3 11. Varieties of Metre.—So much, then, for the possible
variations in the materials which have to be disposed into
metre ; we come now to those of metre itself. These may
take the form of (@) variations upon the iambic character of
the foot; (8) variations due to the insertion of supernumerary
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extra-metrical syllables; (¢) variations due to‘mutdatll'on offz;
3 T =3 =)

foot; (&) variations in the number of feet in the line; (g

variations in the number and position of the pauses.

§ 12. Non-Iambic Feet. it 1
G) Spondee and Pyrrhic. Lines containing th?cort\w{?he;ﬁ
number of five iambic feet are comparatively ate s
several of these occur together, they produce i}s; eSL}‘;uke-
recular rise and fall which is stiff and unnatural -
sp%arc reserves this rhythm for the burlesque.
'] di ‘ou’, | whose gen' | tle hearts’ | do fear’ :
¥oisda] dicyory L% i‘“.%k =4 se’ | that creeps’ | en floor’,
The small’ | est mon’ | strous mouse : oo
May now’ | perchance’ | both quake’ | and tn:ln i! blcr}\:-_rt.,
I 7 e 19 ac aont roa
When Ii | on rough’ | in wild" | est rage | doth “(\)‘ S
ural rhythm
In order, therefore, to produce a more fnat Thatyis =
Jewel stress is introduced into one or more ect.} bar
cav. the unstressed and stressed syllables of the 1:1.1:1 s;ed
re}’Jiaced by two stressed syllables (spondee), or two unstre
syllables (pyzric) : thus— :
And the | quaint’ ma’ | zes in | the wan’ | ton green’ (ii. 1. gg)-

Here the second foot is a spondee, the first and third are
srrhics. == i ! i :
pyThc principle which limits all variations in blank ‘FrS%ES
that the general character of the rhyt}hm must.not k)e ﬂ;

stroyed. Too many pyrrhics or spondees would n}m eF
yerse altogether too light or too heavy. As a rui.e, there O.r%’
we do not find more than six or less than three s{:;}es&e
syllables in a line, nor more than three unstressed sylla ?S
together. An excess of spondees occurs i solemn passages,
as in Theseus’ judicial address—

What' say’ | you’, Her’ | mia? be | advised’, | fair’ maid’ (i. . 46);

or in Hermia’s declaration,
So’ will | I grow”, | so’ live/, | so’ die’, | my lord’ (i. . 79)-
When the third foot is a pyrrhic, the rest of the I‘llllc is
divided into two equal parts, and thus a markedly antithetic
rhythm is readily produced, as in
Vour biis- | kin'd mis- | fress and | your w 4r- | rior 16ve (ii. 1. 71).
By pa’ | ved foun” | tain or | by rush’ |-y brool’ (il. T. 84).
* A pyrrhic is very common in the last foot, where the pause
to some extent supplies the place of a stress.
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(ii) 7rockee. Frequently the normal order of non-stress
and stress is inverted, that is to say, a #reskee replaces the
lamb. This substitution is made most easily after a pause,
and therefore it is by far the most common in the first foot,
and next to that in the third and fourth, after the mid-line
pause. It is rare in the second and fifth feet.

LsZ foof. Chant'ing | faint’ hymns’ | to the | cold’ fruit’ | less moon’

(i. . 73).
2nd foor. As wild’ | geese’ that | the creep’ | ing fowl’ | er eve’
: : . (i1l 2. z20).

3#d foof. With feign’ | ing voice” | ver'ses | of feign’ | ing love

(i. 1. 31).

42k foof. Met' we | on hill’ | or dale’, | for'est | or mead’ {ii. x. 83).

Our play affords no instance of a trochee in the fifth foot.

Two trochees often occur in one line, but rarely in sucees-
sion. More than two would tend to obscure the iambic
character of the rhythm.

Therefore | the winds’, | piping | to us’ | in vain’ (ii. 1. 88).

(iii) 77Zsyllabic Feef. 1In his later blank verse, Shake-
speare frequently allows the stress to carry with it two un-
stressed syllables instead of one only ; that is, he substitutes
an anapaest for the iamb. In such cases the unstressed
syllables are always kept as short in quantity as possible.
‘Thus, in Macbet’h —

‘Whiit & haste’ | looks through’ | his eyes’. | So’ should | he’ look

(1. 2. 46).

Thoughts spe’ | ciilative' | their un’ | sure hopes’ | relate’ (v. 4. 1g).
Possibly a dactylor even a Zrzbrach (three unstressed syllables)
may occasionally be used in the same way.

It should be noted that in many cases it must be a matter
of choice whether we scan a line by means of such a foot, or
by elision. Thus in the second line given from Machezf, we
might scan, ‘ Thoughts spéc | ulative?’ (§ 8 (ii) (2) ). But in the
later plays there is a certain percentage of cases which no
elision or slurring will satisfactorily account for, and once the
principle of trisyllabic feet is admitted, it becomes a matter
of opinion how far it should be extended. The present play
does not appear to me to afford any c/ear instance of a tri-
syllabic foot. A Aosséble instance is—

L know | a bank | whére thé wild | thyme blows (ii. 1. 240).
But see the note on this line, together with § 8 (v).

-

§13. Feminine Rhythm.— Sometimes an extra-metrical

unstressed syllable is added after the stress, before a pause.
(3236 M
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77 i mon
The result is known as fezinize thythm. It 1s most com
at the end of the line, thus— = o
’s beau | ty 1 row | of E (gypt) (v. T. IT).
Sees len’s beau | ty in | a brow 1 o 5 y
bE'EI"?chgo‘ | et's eye, | in a | fine fren | zy rol(ling) (v. 1. 12).
ini i are
In the larger part of our play, femmm}ep“endlalgrs “-‘ixh
markedly rare. In two passages, however, t ey ?Cand it
comparz{[ive frequency. These are il 2. 1?*{'3’4{,3“65 .
oz. Possibly this may be a sign that these pa.s; ge e
;ew.l'is%.d or rewritten at a later date than the rest o 't La]i: gé
but, in iii. 2 177-343 at least, the n‘regulant{\?hrr;n_ i
'\cc,mmtcd for by the excitement of the scene. e
;vllables which admit of contraction occur E:'Eraction Lo
line, and there is an alternative between (_Ul_l' o
femininc rhythm, the latter appears in so eatly a p
the preferable mode of reading. e
[ 1l ¢ | th | on (
Have with | our needles [nee/ds] | crea | ted 1 | o

i = line 1S v € in
Feminine rhythm in the middle of the line is very rar
the play. We have only two instances— oEee
is, | ad( 5| | ver, all | as fre
After 2nd foot. That is, | the mad{man): | the lo | ve | Gt
y fai ci . | Fairies, | away!
After 3rd foot. Not for | thy fair | y king{dom). | el
ated

d syllable of one foot. The

§ 14. Monosyllabic Feet.— Occasionally a line is mutil

s the omission of the unstresse o e
];Yaze of this syllable may generally be cqt‘ld?;—%}t;{;rbircgu-
up by a gesture or dramatic pause. Li L‘na—
larities, this is rare in our play. It occursi =

—Ho, | ho, ho! | Coward, | why comest | thou not? (iii. 2. 421),

1 ivalent
where the laugh may be taken asa rough metrical equiva
for two whole feet; iIn—
For part | ing us, | —0, | is all | forgot? (iii. 2. 201),
| f : /] ; ently
where the third foot is filled out with a sob; and apparently
e Mel | ted as | the snow, | seems to | Die now (iv. 1. 163);
S S a1
but probably this line is corrupt (cf. note ad foc.) : ol
§ 15. Long and Short Lines.—Lines are sometimes foun
th 1 - 1 five feet.
i = rmal five :
/ith more or less than the no ‘ e =
“lgix-fuot lines, sometimes called A/exandrizes, OCCUL TWICE
«n the play. s
Therefore | be out | of hope, | of gues | tiom, | of doubt\!m{. 2104Cr;
Uncon | ple in | the wes | tern val | ley; let | them go (iv. T. )
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There are also a few shorter lines of various lengths. Here,
t0o, a pause, or something of the kind, may often be regarded
as filling-up the gap.

Zzvo feet.  And kill | me too (iii, . 49)-

Tlree feet. Takes it | in might, | not mer{it) (v. *. g2).

Four feet. I know | a bank | where the wild | thyme blows

(i 1. 249).
Short addresses, commands, and ejaculations can be treated
in plays where they abound as extra-metrical altogether.

On the three four-foot lines ii. 1. 14, 42; iii. 2. 100, cf. § 16.

In iv. 1. 189, 190 we have—

Hel. Mine own, and not mine own.
Den. Are you sure
That we re awake. Tt seems to me.

Here the irregularities must be explained, if the fext is
correct, as due to the confusion of a man yet only half-
awake.

§ 16. Varieties of Pause.—The ty pical heroic line has a
well-marked pause at the end, and a less-well-marked one
in jthe middle, after the second or sometimes the third foot
These are of course sense pauses, as well as metrical pauses.
Shakespeare modifies this original type in two principal
ways—

(i) He varies the mid-line pause at w ill, omitting it altogether,
or making it as slight as possible, or doubling it, or putting it
after the first or fourth foot, or in the middle of a foot.

[N.B.—Some writers call the mid-line pause a caesura. This is, of
course, hopelessly incorrect. The classical coeszrz was a slight pause
1n the middle and not at the end of a foot. |

(if) He reduces the importance of the end-line pause, which
can never altogether disappear, by putting the two separated
lines in close syntactical connection. Such a connection is
called an ezjambement, and the first of the two lines is said to
be 72 on, as opposed to end-stopped. Consider, for instance,
V. I. 12-17—

The poet's eye, in a fine frenzy rolling,

Doth glance from heaven to earth, from earth to heaven:
And as imagination bodies forth

The forms of things unknown, the poet’s pen

Turns them to shapes and gives to airy nothing

A local habitation and a name.

Here the last line and the first two are end-stopped, the =
third, fourth, and fifth run on. Of course it is largely a matter
of degree; the enjambement is more or less marked, according
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as it is affected by various conditions, the weight of the
syntactical parts separated, the closeness of the syntactical
connection, the presence of feminine thythm, and the like.
The effcct of this redistribution of pauses is to destroy the
independence of the single line by making it a member of an
harmoniously-arranged group, a period or verse-paragraph.
Through this a less monotonous rhythm becomes possible.

The varicty of the pauses is much greater in the later than
in the ecarlier plays. In A4 Midsummer-Night’s Dream there
are comparatively few enjambements, and where there is a
mid-line pause, it generally follows the second or third foot:
In the later plays Shakespeare preferred to end a speech in
the middle rather than at the end of a line. In our play, this
is only done thirty-two times. In the matter of pauses, as in
that of feminine rhythm, iii. 2. 177-343 and v. 1. 1-105 show
signs of later work than the rest of the play.

In this and other early plays we geta special use of end-
stopped lines, in which a rapid dialogue is carried on; by
each speaker confining what he has to say within the limits
of a single line. This is the stickomuthia of Greek tragedy,
and, whether rhymed or unrhymed, has a lyrical antiphonic
offect.  See e.g- 1. 1. 136-140, 194-201; if. 2. 84-87.

§ 17. Rhyme! _About a third of A Midsummer-INight's
Drean is written in tThymed verse. This large proportion is
no doubt due to the influence of the masque, 2 species of
drama to which the play has many affinities (cf. Introduc-
tion, pp. 13, 18)- More than one kind of rhymed verse is
employed.

(i) The commonest is the whymed herots, composed, like
blank verse, of decasyllable iambic lines, but with the last
accented syllables rhyming. This is scattered about in single
couplets and longer passages amongst the blank verse, and
it is not always possible in this play, as it usually is with the
far rarer rhymed verse of later plays, to assign a definite
reason for its use in any given place. But it appears to be
used —

(@) In single couplets to finish off a scene or speech, or
section of a speech, of blank verse. Rhyme was used by
Shakespeare for this purpose almost to the end of his career.
>robably it pleased the actors, who liked an effective ‘curtain’.
and it may even have served to call attention to the ‘cues’

1Cf. J. Heuser, Der Coupletreim in Skakespeare's Dramer. Shakespeare:
Falerbruch, vols. xXVill. P. 1775 XXIX.—XXE. D 235.1
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As examples, see v TV 5 i
o lp S, see V. 1. 104, 1055 V. 1.7353, 354. Sometimes
or three successive couplets are so used.

t[b,f In markedly lyrical or emotional passages. Thus in
ai: i.rrscf.- I, th.? entry of Helen, at 1. 180, coincides with a
change from blank verse to rhyme, and so with the more
passionate love-scenes throughout.

. @2 In}eplgrammati(_: or. pointedly humorous passages, e.¢
1in Puck’s witty description of Titania’s plight (iii. 2. 6—4.53
8 = & e} & > i : i
In 11‘.} 1. 268, l‘uc'L.‘_ caps’ a line of the interlude with a mock-
111}_,;_11 1_\'1_nc.h So Titania ‘caps’ herself in iii. 1. 181.
eroic thyme is generally arr od 1 i i
e ﬂﬂlb g‘?rtnlt_llflilx ‘llr}angtd in couplets, but in this
:  get (1) triplets, (2) quatrains or alternate rhyme
eg ii. I. 177-181; ii. 2. 35-40; L 2. 122-127), and (3)
se,sét:ngs or quatrains followed by clinching couplets (e.g. 111

i 2 s % s/ o = -
I.82-87; in. 2. 442-447). In iii. 1. 151-160 the same rhyme
is repeated ten times. ;

. Many of the variations described in §§ 7-16 occur also in
eroic thyme. Thus we have feminine rhymes; e.c.—
Were the ‘.I'.'m'lri_ mine, Demetrius being ba(ted),
The rest I'ld give to be to you transla(ted) (i. 1. Igo, 191}

In three passages, all spoken by Puck, we get a couplet
made up of a four-foot and a five-foot line; ¢.g.—

Lmust | go seek | some dew | drops here
nd hang | a pearl | in ev | ery cows | lip’s ear (ii. I. 14, 15)

Cf also il 1. 42, 43; 1iL. 2. 100, IOI.

(i1) Much of the speech of the fairies, especially the enchant-
sients, consists of short rhyming lines of various length in a
frockazc thythm. Thus— :

O'ver | hill’, | o'ver | dal¢/,
"F]mr’ough | bush!, | thorough | brier/,
@'ver | park’, | o'ver pale,
; Thor'ough | flood’, | thor'ough | fire/,
I' do | wan'der | ev'ery | where,
Swift'er | than’ the | moon'és | sphere’;
And’ I | serve’ the | fai'ry | queen’,
To dew’ | her orbs’ | upon’ | the green’.
Tl}e cows’ | lips tall’ | her pens’ | i:;;m:rs be":
In their | gold’ eoats | spots’ you | see’;
Those’ be | ru'bies | far'ry | fa'vours,
0 1 oar =
In’ those | freck'les | live’ their | sa'vours (ii. 1. 2-13).
This metre is specially used by Shakespeare (e.2. in Mac

beth) for the speeches of supernatural beings. It should be
nated that =




182 A MIDSUMMER-NIGHT'S DREAM.

(2) Iambic lines (e.g. ii. 1. 9, 10 above) are intermingled with
the trochaic ones, for the sake of variety.

(6) The final trochee is often cafalectic; that is, the un-
stressed syllable is wanting.

The trochaic metre is commonly a four-foot one. Puclk’s
speech in iii. 2. 448-463 begins with one-foot, two-foot, and
three-foot lines, and ends with a long doggerel line—

The man’ | shall have’ | his mare’ | again’, | and all’ | shall’ be | well’.

Such doggerel lines are common in the earliest comedies,
but soon disappear.

(ii1) When songs are introduced, as in ii. 2. g-24; iii. I. 114~
122, they are of course in various rhymed lyric metres.

§18. The Interlude.—The metres of the interlude, intro-
duced into act i. sc. 2, act iil. sc. I, act V. sc. I, require
separate mention.

They are—

(i) Rhymed heroics, in couplets, quatrains, or sextains.

(i) Two-foot and three-foot iambics (v. I. 266-277, 285—
296, 312-335).

(iii) Six-foot iambics (iii. 1. 82-85).

The latter two metres appear to be in parody of the cruder
pre-Shakespearian tragedies. In the same spirit the heroic
verse is made stiffand awkward. Itis, of course, dramatically
desirable to differentiate the style of the interlude from that
of the rest of the play.

§19. Prose.l—Shakespeare uses prose in his earlier plays
chicfly for comedy and for the dialogue of vulgar characters.
Where prose and verse are mingled, it is generally to point a
contrast between the persons speaking. Thus in iii 1. 10—
185, and in iv. I. 43, Bottom speaks in prose, Titania in
verse. The clowns speak throughout in prose, firstly because
they are clowns, and secondly to provide a background for
the interlude. For the sake of a similar background, even
Theseus and the wedding company speak in prose in v. I.
108346, returning to the statelier blank verse when the
Bergomask dance is over.

§ 20, Metre as an Evidence of Date.—Shakespeare’s man-
ner of writing was undergoing constant modification through-
out his life, and therefore the evidence of style, and especially
of metre, helps in some degree to determine the respective

1Cf Delius, Die Prose in Shakespeare's Dramen (Shakespeare-Fakrbuck,
wol. v. p. z27)-
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dates of the plays. As has been pointed out from time to
time in this essay, the metre of 4 Midsumper-INight’s Dyeam
is that of an early play. As compared with the later ones
it has few contractions (§ 8), feminine rhythms (§ 13), or en-
jambements (§ 16). Lines ofirregular length are rare fQ':‘I, 14,15)
and trisyllable feet are practically absent (§ 12 (iii) }.“:-I'llc!fr:éé

use of rhyme (§ 17), which is generally a mark of early work
does not prove much here, because Shakespeare would
probably at any time in his life have used rhyme in writine
what is pract_lcall_v a masque. On the other hand, the comiz
doggerel, which marks the very carliest comedies, is absent

Many attempts have been made to fix the dates of the
plays more precisely on metrical grounds, by estimating the
prevalence of particular metrical characteristics in cach. in
numerical terms. The fizures thus obtained, and the tests
based upon them, seem to me so very misleading, that I ha-.';:
not thought it worth while to give any of them here,!

1The student who wishes to pursue the matter may be referred to Konig,

Der Vers in Shakspere's Dram z 1

Derl: Shaksp ? ez, ch. vii., to H. Conrad’s paper in the Germs:

:;;‘}Iml.ek_pez-tre Society’s Fakrbuck, vol. xxxi, and to an e .z\" llj} [ilae Ij{to\E L;‘m&n
eay in \lingTe\by s Shalespeare, the Man and the Book, part ii. (1881 which

contains Mr. Fleay’s latest speculations on the subject. ; 2




