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A Textual Note 

 

Unless stated otherwise, all Shakespearean quotes are from: 

Clark, W.G. and Wright, W.A. (1865) The Works of William 

Shakespeare (Globe Edition), Cambridge and London: Macmillan.  

Available at: 

http://www.opensourceshakespeare.org/views/plays/plays.php 

(accessed 12.09.2010) 

 

Macbeth:  

The complete works of William Shakespeare [electronic resource] 

Created by Jeremy Hylton; Operated by The Tech., Cambridge, 

Massachusetts (From Grady Ward’s Moby Shakespeare). Available at: 

http://shakespeare.mit.edu/macbeth/index.html (accessed 

10.08.2011) 

  

The Romeo and Juliet Transcription: 

based on the First Folio (1623) from the Electronic Text Center, 

University of Virginia Library. Available at:  

http://web.archive.org/web/20080504221015/http://etext.lib.virgi

nia.edu/toc/modeng/public/ShaRJF.html (accessed 24.06.2010) 
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Evidence in Shakespeare’s Works to illustrate the Transcription Policy 

 

Evidence of this transcription policy in practice is illustrated by the 

transcription of As You Like It in Appendix 2.  

 

Here follows a comparison of the use of OPR (the regular version) and 

OPA (the conservative version), according to the transcription policy, in 

Sonnet 20. For illustrative purposes it has been transcribed in both styles 

in order to highlight the similarities and differences. This transcription 

serves as a model for the different modes of speech which might be used 

in a production. The OPA version might be used to represent rustic, 

regional, low-born or uneducated characters, or the older generation, 

and could also be used for comic effect. 

 

Sonnet 20 PDE: 

 

A woman's face with Nature's own hand painted  

Hast thou, the master-mistress of my passion;  

A woman's gentle heart, but not acquainted  

With shifting change, as is false women's fashion;  

An eye more bright than theirs, less false in rolling,  

Gilding the object whereupon it gazeth;  

A man in hue, all 'hues' in his controlling,  

Much steals men's eyes and women's souls amazeth.  

And for a woman wert thou first created;  

Till Nature, as she wrought thee, fell a-doting,  
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And by addition me of thee defeated,  

By adding one thing to my purpose nothing.  

But since she prick'd thee out for women's pleasure,  

Mine be thy love and thy love's use their treasure.  

 

Sonnet 20 OPR: 

 

1  A woman's fɛ:ce with Nɛ:təɹ's o:wn hand pɛ:nted  

2  Hast thəʊ, the mǎsteɹ-mistress of mɪ pasjən;  

3  A woman's gentle hǎɹt, bγt nǒt akɛ:nted  

4  With shiftin’ chɛ:nge, as is fǎlse women's fashjən;  

5  An əɪ mo:ɹe brəɪght than thɛ:ɹs, less fǎlse in ro:llin’,  

6  Gildin’ the ǒbject hwɛ:ɹeupǒn it gɛ:zeth;  

7  A man in hue, ɒ:ll 'hues' in his contro:llin’,  

8  Mγch ste:ls men's əɪs an’ women's so:ls amɛ:zeth.  

9  An’ fo:ɹ a woman wəɹt thəʊ fəɹst crɪɛ:ted;  

10 Till Nɛ:təɹ, as she wrɒ:ght thee, fell a-do:tin’,  

11 An’ bəɪ addisjən me ə thee defe:ted,  

12 Bɪ addin’ o:ne thing to mɪ pʊɹpose no:t’in’. 

13 But since she prick'd thee əʊt fəɹ women's pleazəɹ,  

14 Məɪne bɪ thɪ lγve an’ thəɪ lγve's use thɛ:ɹ treazəɹ.  

 

Sonnet 20 OPA: 

 

1  A wo:man's fɛ:ce with Nɛ:təɹ’s o:wn ‘and pɛ:nted  

2  ‘ast thəʊ, the mǎsteɹ-mistress of mɪ pasɪən;  
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3  A wo:man's gentle ‘ǎɹt, bγt nǒt akɛ:nted  

4  With shiftin’ chɒ:nge, as is fɒ:lse wo:men's fashɪən;  

5  An i: mo:ɹe brəɪght (or brɪght) than thɛ:ɹs, less fɒ:lse in ro:lling,1  

6  Gildin’ the ǒbject (ǒbjec’) hwɛ:ɹeupǒn it gɛ:zeth; 

7  A man in hue, ɒ:ll 'hues' in ‘is contro:lling,  

8  Mγch ste:ls men's i:s an’ wo:men's so:ls amɛ:zeth.  

9  An’ fo:ɹ a wo:man wɛɹt thəʊ fɪɹst crɪɛ:ted;  

10 Till Nɛ:təɹ, as shɪ wrɒ:ght the: , fell a-do:ting,  

11 An’ bəɪ addisjən me: of the: defe:ted,  

12 Bɪ adding o:ne thing to mɪ pʊɹpose no:t’ing.  

13 But since shɪ prick'd the: əʊt fəɹ wo:men's pleazəɹ,  

14 Məɪne bɪ thɪ lu:ve an’ thəɪ lu:ve's use thɛ:ɹ treazəɹ. 

 

‘Acquainted’ in line 3 shows the feature common in words of French or 

Latin origin in syllables beginning ‘qu’, where the ‘w’ sound is omitted, as 

in ‘banket’ for ‘banquet’. In line 4 the word ‘change’ in OPA shows the 

use of late ME au ( [ɒ:] ) to represent ǎ before a nasal consonant such as 

‘m’ or ‘n’, probably already a conservative pronunciation in Shakespeare’s 

day. The OPR version uses the [ɛ:] vowel which was common in the 

seventeenth century. The [ɒ:] vowel is also used on ‘false’ but an archaic 

variant with [ɛ:] could be used as an alternative. This variant may also be 

seen in unusual pronunciations of ‘half’ as [hɛ:f], given by the orthoepists 

Coote, Coles and Poole. The last syllable of ‘fashion in OPR shows the 

unusual use of [ʃ] followed by [j]. Evidence of this is given by both 

                                                 

1 Or simply ‘ro:llin’’ 
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Bullokar (1580) and Gil. In line 5 the Northern variant [i:] for eye is used, 

which has a possible use in comedic scenes.  

 

The use of [ç] for ‘gh’ in line 5 helps to give the pronunciation an archaic 

sound. In this case the vowel could also be short but a form is used here 

where the vowel is lengthened and diphthongised but ‘gh’ [ç] is sounded. 

This sounding of the ‘gh’ continued well into the seventeenth century and 

was favoured by Sherwood (1632) in the word ‘light’ even as late as 1632. 

The version with the diphthong and ‘gh’ was less common but is a 

possibility and is described by Gil (1621). In this case a glide following ǐ 

may have caused lengthening in late ME. This would then have been 

subject to the same diphthongisation as ī, resulting in [əɪç]. This form is 

chosen for the archaic version, rather than the variant with the short 

vowel, as it is more easily understood by a modern audience. 

Shakespeare is unlikely to have sounded ‘gh’; his usage shows plenty of 

evidence of silent ‘gh’, as in ‘write:bright’ (Sonnet 21, 9-11), ‘white:light’ 

(Loves Labour’s Lost, II,1), ‘night:quite’ (Othello, V,1). 

 

Line 5 shows an example of final ‘g’ being sounded, which was common 

practice in the 16C and, therefore, used here as a conservative form. At 

that time [n] followed by ‘g’ was an allophone of [ŋ] and remained so just 

as long as the final ‘g’ was pronounced. Line 11 in OPA shows the 

unraised vowel [e:] in ‘me’ and ‘thee’. By Shakespeare’s time the vowel 

would have been [i:] but it is possible that some speakers of the older 

generation might still have used this. In both versions the long vowel and 
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medial ‘t’ on ‘nothing’ are needed to make the rhyme with ‘a-doting’ and 

the common practice is followed of dropping the final ‘g’ in the OPR 

version. In the OPA version the words ‘wert’ and ‘first’ on line 9 are given 

conservative pronunciations which were normal before ‘er’ and ‘ir’ 

coalesced. 

 

One aim in devising the orthography for the transcription was not to 

mark any words where the pronunciation is the same as in PDE. 

Occasionally there is a temptation to show preference for a weak stress in 

a word like ‘but’ so inevitably there will be a few extraneous symbols. In 

blank and rhyming verse the transcription shows one interpretation of the 

scansion. However, the actors should be free to re-interpret the verse and 

add their own colouring to the prose. In order to do so it is necessary for 

the performer to acquire a degree of understanding of the mechanics of 

the pronunciation.  

 

It is important to stress that this transcription policy sets down a possible 

sound map for Shakespearean pronunciation. It does not prescribe an 

absolute phonetic value for each sound but recommends a phoneme, 

within which there is a measure of tolerance and opportunity for diversity. 

This allows the actors to accommodate their own regional varieties of 

speech to the OP in order to achieve individuality.  
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 Rhyme Evidence in the Poems of Sir Walter Raleigh2 

 

Rhyme in Walter Raleigh’s poems gives an indication of the conservatism 

of some of his pronunciation and demonstrates some of the common 

forms used in his day. 

 

In Dispraise of Love, and Lover’s Follies he rhymes ‘wind’ with ‘find’, a 

traditional rhyme also found in hymn lyrics of the period: 

 

Such is the peace that lovers find. 

Such is the life they lead. 

Blown here and there with every wind.  

 

This diphthongal pronunciation arises from the variation between long 

and short [i:] vowels in the word ‘wind’ in the Middle English (ME) 

period. As a result of the Great Vowel Shift (GVS) long [i:] was displaced 

and became the diphthong [əɪ]. This pronunciation, with a dipthong, 

was the usual one in ‘wind’ but it was eventually displaced in Standard 

English by the variant with short ‘ǐ’ [ɪ]. The same pronunciation is used 

in the poem A Defiance to Disdainful Love:  

 

What hast thou left wherewith to move my mind? 

What life to quicken dead Desire? 

I count thy words and oaths as light as wind; 

I feel no heat in all thy fire. 

and in ‘The Shepherd to the Flowers’: 

 

 

 

                                                 

 2 All quotations are from Hadow (1917) and Bridges (1814) 
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Upon the gentle wing of some calm breathing wind, 

That plays amidst the plain, 

If by the favour of propitious stars you gain 

Such grace as in my lady's bosom place to find. 

 

Another diphthong my be seen in Raleigh’s rhyming of ‘bound’ and 

‘wound’ (meaning injury) as seen in The Shepherd’s Slumber: 

 

My son doth shoot no shaft in waste; 

To me the boy is bound: 

He never found a heart so chaste. 

But he had power to wound. 

 

This would have been pronounced with the diphthong [wəʊnd], 

originating in ME long ū. The undiphthongised pronunciation of 

‘wound’, [wu:nd], was originally a vulgar variant but became common in 

the seventeenth century, eventually replacing the diphthong in this 

sense of the word.  

 

A further point of interest with regards to diphthongs may be seen in 

this couplet from A Description of the Country’s Recreations: 

 

Fly from our country pastimes I fly. 

Sad troop of human misery: 

 

In the era of highly unstable pronunciation, which was under pressure 

from a myriad of dialectal and regional variations, the poet had a far 

greater number of choices than today when seeking rhymes. The -y 

ending, for example, had several variants, one with [ɪ] or [i:] as today 

and an older diphthongal pronunciation with [əɪ]. Elizabethan poets 
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switched freely from one to the other and this accounts for a large 

number of ‘broken’ rhymes in Shakespeare. The example above is of 

particular interest as it is ambiguous. There was often confusion 

between the words ‘fly’ and ‘flee’ and the former was sometimes 

pronounced like the latter. As ‘fly’ above could be pronounced either 

[fləɪ] or [fli:] ‘misery’ could be given the pronunciations [mɪzəɹəɪ] or 

[mɪzəɹi:]. This is one of the most common sources of rhyme in the 

Elizabethan era. It can be seen in the following lines from Raleigh’s De 

Morte: 

 

Folly, and Vice are Actors: the first cry 

The Prologue to the ensuing Tragedy. 

 

and in this couplet from ‘The Nymph’s Reply to the Shepherd’: 

 

All to adorn and beautify 

Your lodging with most majesty. 

 

There is clear evidence in Raleigh’s work of his pronunciation of ‘ea’ as 

in ‘fear’. His rhymes show the conservative unraised vowel [ɛ:] rather 

than the raised [i:]. In order to establish a pronunciation, one must look 

at rhymes across different classes of words. The following example, 

from The Shepherd’s Slumber, tells us nothing as both rhyming words 

are of the same type: 

 

That down I laid me by a stream. 

With boughs all over clad: 

And there I met the strangest dream. 
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This, from A Description of the Country’s Recreations, however, is more 

useful: 

 

Quivering Fears, heart-tearing Cares, 

Anxious Sighs, untimely Tears, 

 

‘Cares’ generally would have been given the vowel [ɛ:] in this period. 

‘Tears’ has two possible pronunciations, the more advanced one has the 

raised vowel [i:] and the conservative one the unraised [ɛ:]. Raleigh’s 

conservative pronunciation produces a rhyme here, while the other 

would not rhyme at all. This assumption is borne out by cross-

referencing this rhyme with other examples. In An Heroical Poem 

Raleigh rhymes ‘fear’ with ‘bear’:  

 

Then I, that now perceiv'd his needless fear. 

With heavy smile began to plead my cause: 

“ In vain," quoth I, “ this endless grief I bear;”  

 

In PDE (Present Day English) ‘bear’ has a similar pronunciation to the 

Elizabethan one, although then it was a simple monophthong without 

the end-glide it is given today (which replaces the rhotic ‘r’). The word 

‘fear’ here presumably uses the conservative, unraised vowel [ɛ:]. 

 

A similar pattern is evident in these lines from The Shepherd’s Praise of 

his Sacred Diana: 

In heaven Queen she is among the spheres; 

She mistress-like makes all things to be pure; 

Eternity in her oft-change she bears; 

 

The vowel in ‘spheres’ would be given the quality [ɛ:].  
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Clues about shortening may be seen in this rhyme from A Vision Upon 

the Fairy Queen: 

 

Oblivion laid him down on Laura's hearse: 

Hereat the hardest stones were seen to bleed. 

And groans of buried ghosts the heavens did pierce. 

 

Hearse would be given short ‘ě’ here, which would rhyme with the short 

pronunciation of pierce [pɛɹs], a variant in Elizabeth’s day. The following 

example serves also to shed light on another common rhyme in 

Elizabethan poetry which does not rhyme for the present day reader. In 

A Nymph’s Disdain of Love we find the following lines: 

 

To which what maids gave ear. 

Embracing gladly endless harms.  

Anon enthralled were. 

 

The modern pronunciation of ‘were’ represents a re-stressing of an 

older unstressed form. The original stressed form was [wɛ:r], rhyming 

with ‘there’. This makes a perfect rhyme with ‘ear’ above. A similar 

rhyme, in this couplet from Dulcina, with a word from a different class, 

proves the point: 

 

Tho' ne'er so fair 

Her speeches were, 

 

This line from The Shepherd’s Slumber is significant: 

 

And when I yield myself a slave, 

To thee, or to thy son. 

Such recompence I ought not have. 
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The rhyme depends on the original stressed form of ‘have’, which was 

[hɛ:v] and was therefore given the identical vowel to ‘slave’. Our modern 

word is derived from the shortened, unstressed form. The same usage 

can be seen in The Night before His Death: 

 

Even such is Time, that takes on trust 

Our youth, our joys, our all we have, 

And pays us but with age and dust; 

Who in the dark and silent grave. 

 

The original pronunciation of ‘shall’ may be heard in this line from The 

Shepherd’s Slumber: 

 

The substance of the sights I saw,  

In silence pass they shall; 

Because I lack the skill to draw 

The order of them all; 

 

The old, stressed form of ‘shall’ was probably pronounced [ʃɒl] or [ʃɒ:l] 

(or even [ʃɔ:l]). [ʃɒ:l] would naturally rhyme with ‘all’.  

 

The following unlikely-looking rhyme from The Nymph’s Reply poses a 

problem for the modern reader: 

 

Whose nice perfections in Love's play 

Shall tune me to the highest key. 

 

‘Key’ was sometimes given the pronunciation [kɛ:] from ME ‘ē’,̨ which 

rhymes with ‘play’ above. However, it had a northern variant [ki:], which 

eventually became the dominant form. 
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 The ‘a’ vowel in Raleigh’s speech was rather different from today’s. 

Vowels were shortened more frequently then, as they often are in 

northern PDE. This can be seen in this extract from The Shepherd’s 

Praise of his Sacred Diana where ‘placed’ (plac’d) and ‘cast’ clearly 

should rhyme: 

 

Time wears her not; she doth his chariot guide; 

Mortality below her orb is plac'd; 

By her the virtues of the stars down slide; 

In her is Virtue's perfect image cast! 

 

One type of rhyme lost in modern pronunciation may be seen below. 

The prevocalic rounding effect of ‘w’ is seen clearly in the [ɒ] 

pronunciation of modern words such as ‘swan’, ‘wasp’, ‘war’ and 

‘warm’. This phenomenon had not begun to take effect in Elizabethan 

English, except in the case of ‘was’ (or ‘wast’) and ‘what’, which could be 

paired with ‘wot’. The vowel, therefore, in ‘awarded’ and ‘regarded’ in 

the quote from Thirsis, The Shepherd, to His Pipe below would be the 

same (approximately [a]) 

 

Were nought esteem'd, if for these pains awarded, 

My faithful love by her might be regarded. 

 

Evidence of shortening is shown by the rhyme ‘most’-‘cost’ in The 

Farewell: 
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Tell those that brave it most,  

They beg for more by spending; 

Who in their greatest cost 

Seek nothing but commending. 

 

A further example, from the same poem, shows the short vowel ‘a’, as in 

‘cat’, in use in two words which each have a different long vowel today: 

 

Tell Age it daily wasteth; 

Tell Honour how it alters; 

Tell Beauty that it blasteth; 

Tell Favour that she falters. 

 

Rhymes such as ‘love’ and ‘prove’ were traditional and used by all 

Elizabethan poets. Raleigh’s writing shows this usage in A Nymph’s 

Disdain of Love:  

 

Disguis'd in name of love; 

A jealous hell, a painted show. 

So shall they find that prove. 

 

And in The Silent Lover: 

 

Since, if my plaints were not t' approve 

The conquest of thy beauty. 

It comes not from defect of love, 

 

There is a strong case for believing that these words were still 

pronounced alike in that era. Ben Jonson reveals in the preface to his 

English Grammar (1604) that ‘prove’ shares the short vowel with ‘love’, 

pronounced “[i]n the short time more flat, and akin to u…”. There is also 

a case for pairing ‘love’ with ‘move’. Shakespeare may well have used a 
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type of speech where the vowel in ‘love’ was a darker, more central and 

neutral vowel than that used today ([γ] rather than [ʌ]), more akin to the 

northern PDE pronunciation of ‘love’.  

 

A similar case occurs in The Shepherd’s Praise of His Sacred Diana, 

where the following rhyme can be found: 

 

Prais'd be her nymphs, with whom she decks the woods; 

Prais'd be her knights, in whom true honour lives; 

Prais'd be that force by which she moves the floods! 

Let that Diana shine, which all these gives! 

 

Although ‘woods’ would be pronounced as today, ‘floods’ would be 

given the same central, dark vowel as ‘love’. This generates a near-

rhyme on ‘woods’-‘floods’.  

Vowel shortening is evident in A Vision upon the Fairy Queen: 

 

If thou hast formed right true Virtue's face herein, 

Virtue herself can best discern, to whom they written been. 

 

In unstressed positions ‘been’ was commonly shortened to [bɪn].  

Three examples of the lengthened forms of ‘says’ and ‘said’ may be 

found in one poem, Dulcina: 

 

So deep, that for a farther boon 

The nymph he prays; 

Whereto she says, 

"Forego me now, come to me soon!"  
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Which she denies; "Night's murky noon 

In Venus' plays 

Makes bold," she says, 

“Forego me now, come to me soon!"  

 

Accepts he night, or grants she noon? 

Left he her maid. 

Or not? she said, 

“Forego me now, come to me soon!"  

 

The shortened version which is popular today was also used. Secondary 

stress, for the purposes of rhyme, can be found in words ending in ‘-

age’ such as ‘marriage’. The following example is from His Pilgrimage: 

 

My gown of glory, (Hope's true gage) 

And thus I'll take my Pilgrimage. 

 

From the wealth of Elizabethan poetry one can build a significant body 

of evidence for the pronunciation of English in this period. Much of it 

will understandably be contradictory, given the variations in the 

language at that time, but there will be many common factors. This 

evidence is invaluable to the study of Shakespeare’s pronunciation and, 

when put together with other types of evidence, it gives us a possible 

sound map of the language heard on the stage of the Globe Theatre four 

hundred years ago.  
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Workshop 1, Actor’s Booklet, Introduction to the Workshop 

 

When Shakespeare’s plays are performed today, certain inadequacies 

which arise owing to the changes of pronunciation over time are 

generally accepted without question. These anomalies are often 

reflected in rhyming couplets which no longer rhyme, metre which does 

not scan and puns and word play which make no sense and tend to slip 

by unnoticed. With a little training in the art of Shakespearean 

pronunciation, actors and directors would have the means to repair the 

inadequacies.  

 

This does not necessarily mean performing a whole play in original 

pronunciation, known as OP. The restoration could simply be applied in 

situations where the director wished to restore a rhyme, bring out a quip 

or pun or repair a line of pentameter to scan as originally intended. The 

original pronunciation is not so far removed from present day English 

that audiences will fail to understand the language. Our ears are very 

used to a plethora of accents and our readiness to accept a broad 

spectrum of variant pronunciations is evidenced by our ability to 

understand the many varieties of English spoken around the globe 

today. You will recognise in O.P. echoes of many present day English 

dialects.  

 

Let’s look at an example of broken rhyme. This passage contains four 

rhyming couplets. However, none of these rhyme in today’s accent, 

although one could describe them now as visual rhymes ‘eye rhymes’. In 
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Shakespeare’s day these couplets formed perfect rhymes. Let’s read 

Puck’s lines on handout 1 in present day English and hear how it 

compares with O.P.: 

 

A Midsummer Night’s Dream, Act II, Scene II, 65-72: 

 

PUCK: 

Through the forest have I gone, 

But Athenian find I none, 

On whose eyes I might approve 

This flowers force in stirring love. 

Night and silence: who is here? 

Weeds of Athens he doth wear: 

This is he (my master said) 

Despised the Athenian maid. 

 

In O.P. the rhymes are evident: 

 

Through the fôrest ‘ave əɪ go:ne, 

Bγt Athe:njan fəɪnd əɪ no:ne, 

ôn whose əɪyes ə məɪght apprγve 

This flo:ɹs fo:ɹce in stərrin’ lγve. 

Nəɪght an’ səɪlence: who is hɛ:re? 

Weeds əf Athɪns he dγth wear: 

This is he, mɪ mâsteɹ sɛ:d, 

Dɪspəɪsɪd the Athe:nian mɛ:d. 

 

This passage was quoted by Roger Lass in, Reading Shakespeare’s 

Dramatic Language: a Guide (2001), as evidence that Elizabethan English 

would be largely incomprehensible to a modern audience. This is 

untrue. There are many other examples in Shakespeare where rhymes 

do still work today. Lass’s assumption fails to take account of the fact 

that our ears are attuned to the sounds of a variety of English accents. 
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The sounds of O.P. simply tap into our knowledge of the varied ways in 

which the phonemes can be pronounced. It takes very little to 

acclimatise our ears to a new accent, perhaps a little more concentration 

at first.  

 

Boy in North-East England is sitting by a river, crying. Passer by asks 

what's up.  

Boy says 'Me mate fell in the water'.  

'Oh - that's terrible, how did it happen?'  

'Fell right out of me sandwich.’ 

 

The pronunciation mate for meat is Shakespearean as well as Geordie.  

 

If proof were needed of an audience’s adaptability to accents then we 

have some at our disposal. The Globe Theatre Company in 2004 devoted 

three days of their run of Romeo and Juliet to performances in O.P. 

These proved immensely popular with both the audience, who appeared 

to be able to follow the pronunciation with no difficulty, and the cast, 

who felt liberated and inspired by the language. The whole experience is 

described by the production’s language consultant, David Crystal, in his 

book ‘Pronouncing Shakespeare’ (2005), Similar productions were 

staged in 2010 at the Circle in the Square Theatre School on Broadway 

and at the University of Kansas, directed by Paul Meier. 
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What the audience would notice is the differences in vowel sounds, a 

faster pace with fewer accented syllables and a less formal feel, with 

dropped letters and elisions. OP is completely accessible for today’s 

audiences and it can provide the actor and director with an extra tool for 

characterisation. 

 

In order for you to judge for yourselves, I would like to read part of 

Oberon’s speech from Act II: 

 

I know a bank where the wild thyme blows, 

Where oxlips and the nodding violet grows, 

Quite over-canopied with luscious woodbine, 

With sweet musk-roses and with eglantine: 

There sleeps Titania sometime of the night, 

Lull'd in these flowers with dances and delight; 

And there the snake throws her enamell'd skin, 

Weed wide enough to wrap a fairy in: 

And with the juice of this I'll streak her eyes, 

And make her full of hateful fantasies. 

Take thou some of it, and seek through this grove: 

A sweet Athenian lady is in love 

With a disdainful youth: anoint his eyes; 

But do it when the next thing he espies 

May be the lady: thou shalt know the man 

By the Athenian garments he hath on. 

Effect it with some care, that he may prove 

More fond on her than she upon her love: 

And look thou meet me ere the first cock crow. 
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In O.P. this speech may be transcribed thus: 

 

əɪ kno:w a bank hwɛ:ɹ the wəɪld thəɪme blo:ws, 

Hwere ôxlips an’ the nôdding vəɪlɪt gro:ws, 

Qwəɪte o:veɹ-canopɪd with lγscious woodbəɪne, 

With sweet mγsk-ro:ses an’ with eglantəɪne: 

Thɛ:ɹre sleeps Titanja sγmetəɪme əf the nəɪght, 

Lγll'd in these flo:ɹs with dânces an’ deləɪght; 

An’ there the snɛ:ke thro:ws ‘er enamell'd skin, 

Weed wəɪde enγgh to wrap a fɛ:ɹry in: 

An’ with the jɒɪce ə this ə'll stre:k ‘er əɪyes, 

An’ mɛ:ke ‘er full əf ɛ:teful fantasəɪs. 

Take thou some of it, and seek through this gru:ve: 

A sweet Athenian lɛ:dy is in lu:ve 

With a disdɛ:nful yʊth: anəɪnt ‘is əɪyes; 

Bγt do it hwen the next thing ɪ espəɪs 

Mɛ:y bɪ the lɛ:dy: thəʊ shɒlt kno:w the mon 

Bɪ the Athe:nian ga:ɹments ɪ ‘ath on. 

Effect it with sγme cɛ:ɹe, that ‘e may prγve 

Mo:ɹe fônd on ‘er than she upôn ‘er lγve:  

An’ look thəʊ meet me ɛ:ɹe the fərst côck cro:w. 

 

A dramatic example of a situation where a rhyme is waiting to be 

restored can be found at the end of Macbeth (See handout 1). 

 

Macbeth, End of Act V: 

 

MALCOLM: 

Who, as ‘tis thought, by self and violent hands 

Took off her life - this and what needful else 

That calls upon us, by the grace of grace 

We will perform in measure, time, and place. 

So thanks to all at once, and to each one, 

Whom we invite to see us crowned at scone.  
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Even in a regular production of Macbeth there is a good argument for 

adopting the O.P. pronunciation to make this couplet work.  

 

Why did this pronunciation change occur? Much of it can be attributed to 

a linguistic phenomenon known as the Great Vowel Shift which occurred 

roughly between 1450 and 1750 and mainly affected the long vowels. 

The shift was still progressing in Shakespeare’s time. The diagram on 

the handout shows the position of the vowels in the mouth. The Great 

Vowel Shift caused the position of the vowels to be moved upwards. This 

may have started with the uppermost vowels which had nowhere higher 

to go and so became diphthongs. The other vowels were then pulled 

into the vacant positions.  

 

The whole process took around three hundred years. In some dialects 

the raising did not occur. This accounts for the Scottish house [hu:s] and 

cow [ku:] pronunciations, which remained pure vowels, as in Middle 

English, and never became diphthongs. Working backwards, meat [i:] 

was once [me:t], moon was once mo:n, stone was once [stɔ:n] and so on.  

 

When you add other influences into the equation, such as the existence 

of doublets and dialectal pronunciations still used in Shakespeare’s day, 

the effect of lip-rounding on the vowels (swan/war) the lengthening of 

some vowels, such as the a in father and regard, and the shortening of 

others such as the ea in bread and head, the changes to the language 

are quite significant. 
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Before we look at some texts in detail, I would like to leave you with 

some Shakespearean puns which are generally lost on modern 

audiences. 

 

Romeo and Juliet Prologue: 

 

From forth the fatal loynes of these two foes, 

A paire of star-crossed lovers, take their life. 

 

Lines and loins are both pronounced [ləɪns].  

 

Henry 4th, Part 1: 

 

POINS:  

Come, your reason Jack, your reason. 

FALSTAFF:  

What, upon compulsion? ... Give you a reason on compulsion? If 

reasons were as plentiful as blackberries, I would give no man a 

reason upon compulsion, I. 
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A Midsummer Night’s Dream, Act III, Scene 1, Phase 13 

 

[The wood. TITANIA lying asleep.] [Enter MECHANICALS] 

 

BOTTOM: 

Are we all met? 

 

QUINCE: 

Pat, pat; an’ ‘ere's a marvellous convenient place 

for əʊr rehearsal. This green plot shall be əʊr 

stage, this ‘awthorn-brake əʊr təɪrin’-əʊse; an’ we 

will do it in action as we will do it before the duke. 

 

BOTTOM: 

Peter Quince, --  

 

QUINCE: 

Hwat sayest thəʊ, bully Bottom? 

 

BOTTOM: 

There are things in this comedəɪ of Pyramus an’ 

Thisby that will never please. First, Pyramus mus’ 

draw a sword to kill ‘imself; hwich the ladies 

cannot abəɪde. ‘əʊw answer you that? 

 

                                                 

 3  An extract is printed here as an illustration. The workshop booklet 

 reproduced the whole scene. 
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SNOUT: 

Bəɪ'r lakin, a parlous fear. 

 

STARVELING: 

əɪ believe we mus’ leave the killin’ əʊt, hwen all is done. 

 

BOTTOM: 

Not a hwit: əɪ ‘ave a devəɪce to make all well. 

Wrəɪte me a prologue; an’ let the prologue seem to 

say, we will do no ‘arm with əʊr swords, an’ that 

Pyramus is not killed indeed; and,1 for the more 

better assurance, tell them that əɪ, Pyramus, am not 

Pyramus, but Bottom the weaver: this will put them  

əʊt of fear. 

 

QUINCE: 

Well, we will ‘ave such a prologue; an’ it shall be 

written in eight an’ six. 

 

BOTTOM: 

No, make it two more; let it be written in eight an’ eight. 

 

SNOUT: 

Will not the ladies be afeard of the ləɪən? 

 

STARVELING: 

əɪ fear it, əɪ promise you. 
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BOTTOM: 

Masters, you ought to consider with yourselves: to 

bring in -- God shield us! -- a ləɪən among ladies, is a 

mos’ dreadful thing; for there is not a more fearful 

wəɪld-fəʊwl than your ləɪən livin’; an’ we ought to 

look to 't. 

 

SNOUT: 

Therefore another prologue mus’ tell ‘e is not a ləɪən. 

 

BOTTOM: 

Nay, you mus’ name ‘is name, an’ ‘alf ‘is face mus’ 

be seen through the ləɪəɪn's neck: an’ he2 ‘imself 

mus’ speak through, sayin’ thus, or to the same 

defect, -- 'Ladies,' -- or 'Fair-ladies -- əɪ would wish 

you,' -- or ' əɪ would request you,' -- or ' əɪ would  

entreat you, -- not to fear, not to tremble: məɪ ləɪfe 

for yours. If you think əɪ come ‘ither as a ləɪən, it 

were pity of məɪ ləɪfe: no əɪ am no such thing; əɪ am a 

man as other men are; an’ there indeed let ‘im name 

‘is name, an’ tell ‘em plainly he is Snug the jəɪner. 
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A Midsummer Night’s Dream, Act III, Scene 1, Phase 24 

 

[The wood. TITANIA lying asleep.]   [Enter MECHANICALS] 

 

BOTTOM: 

Aɹe we ɒ:ll3 met? 

 

QUINCE: 

Pat, pat; an’ ‘ɛ:ɹe's a mǎɹv’llous conve:nient plɛ:ce 

fo:ɹ əʊɹ reheaɹsal. This gre:n plot shall be: əʊɹ 

stɛ:ge, this ‘ɒ:tho:ɹn-brɛ:ke əʊɹ təɪrin’-əʊse; an’ we 

will do it in action as we will do it befo:ɹe the dju:ke.4 

 

BOTTOM: 

Pe:teɹ Quince, --  

 

QUINCE: 

Hwat sɛ:yest5 thəʊ, bully Bottom? 

 

BOTTOM: 

Thɛ:ɹe a:ɹe things in this comedəɪ6 of Pyramus an’ 

Thisby that will neveɹ ple:se. Fiɹst, Pyramus mus’ 

drɒ:w a swo:ɹd to kill ‘imself; hwich the lɛ:dies 

cannot abəɪde. ‘əʊw answeɹ you that? 

 

 
                                                 

 4  An extract is printed here as an illustration. The workshop booklet 

 reproduced the whole scene. 
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SNOUT: 

Bəɪ'ɹ lɛ:kin,7 a pa:ɹlous fɛ:ɹ. 

 

STARVELING: 

əɪ bele:ve we mus’ le:ve the killin’ əʊt, hwen ɒ:ll is done.  

 

BOTTOM: 

Not a hwit: əɪ ‘ave a devəɪce to mɛ:ke ɒ:ll well. 

Wrəɪte me a pro:logue;8 an’ let the pro:logue se:m to 

sɛ:y, we will do no: ‘a:ɹm with əʊɹ swo:ɹds, an’ that 

Pyramus is not killed inde:d; and,9 foɹ the mo:ɹe 

betteɹ assju:rance,10 tell them that əɪ, Pyramus, am not 

Pyramus, but Bottom the we:veɹ: this will put them 

əʊt of fɛ:ɹ. 

 

QUINCE: 

Well, we will ‘ave such a pro:logue; an’ it shall be 

written in ɛ:ght an’ six. 

 

BOTTOM: 

No:, mɛ:ke it two mo:ɹe; let it be written in ɛ:ght an’ ɛ:ght. 

 

SNOUT: 

Will not the lɛ:dies be afɛ:ɹd of the ləɪən? 

 

STARVELING: 

əɪ fɛ:ɹ it, əɪ promise you. 
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BOTTOM: 

Masteɹs, you ɒ:ght to consideɹ with youɹselves: to 

bring in -- God shi:ld11 us! -- a ləɪən among lɛ:dies, is a 

mo:s’ dreadful thing; foɹ thɛ:ɹe is not a mo:ɹe fɛ:ɹful 

wəɪld-fəʊwl than yu:ɹ ləɪən livin’; an’ we ɒ:ght to 

look to't. 

 

SNOUT: 

Thɛ:ɹefo:ɹe anotheɹ pro:logue mus’ tell ‘e is not a ləɪən. 

 

BOTTOM: 

Nɛ:y, you mus’ nɛ:me ‘is nɛ:me, an’ ‘ɒ:f12 ‘is fɛ:ce mus’ 

be se:n through the ləɪən's neck: an’ he:13 ‘imself 

mus’ spe:k through, sɛ:yin’ thus, o:ɹ to the sɛ:me 

defect, -- 'Lɛ:dies,' -- o:r 'Fɛ:ɹ-lɛ:dies -- əɪ would wish 

you,' -- o:ɹ ' əɪ would request you,' -- o:ɹ ' əɪ would  

entre:t you, -- not to fɛ:ɹ, not to tremble: məɪ ləɪfe 

foɹ yu:rs. If you think əɪ come ‘itheɹ as a ləɪən, it 

weɹe pity of məɪ ləɪfe: no: əɪ am no:14 such thing; əɪ am a 

man as otheɹ men a:ɹe;' an’ thɛ:ɹe inde:d let ‘im nɛ:me 

‘is nɛ:me, an’ tell them plɛ:nly ‘e: is Snug the jəɪneɹ. 

A Midsummer Night’s Dream, Act III, Scene 1, Phase 3 

[The wood. TITANIA lying asleep.]   [Enter MECHANICALS} 

 

BOTTOM: 

əɹe15 wɪ ɒ:ll met? 
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QUINCE: 

Pat, pat; an’16 ‘ɛ:ɹe's a ma:ɹv’llous17 conve:nient plɛ:ce 

fəɹ əʊɹ rehɐɹsal.18 This gre:n plǒt shɒll bɪ əʊɹ 

stɛ:ge, this ‘ɒ:tho:ɹn-brɛ:ke əʊɹ təɪrin’-əʊse; an’ wɪ’ll 

do it in acsɪən19 as wɪ’ll do it befo:ɹe the dju:ke. 

 

BOTTOM: 

Pe:teɹ Quince, --  

 

QUINCE: 

Hwat sɛ:y’st thəʊ, bully Bǒttom? 

 

BOTTOM:  

Thɛ:ɹe əɹe things in this cǒmedəɪ of Pyramus an’ 

Thisby that will ne’eɹ ple:se. Fəɹst, Pyramus mus’  

drɒ:w a swo:ɹd to20 kill ‘imself; hwich the lɛ:dies 

cannot abəɪde. ‘əʊw ǎnsweɹ21 yə that? 

 

SNOUT: 

Bəɪ'ɹ lɛ:kin, a pa:ɹlous fɛ:ɹ. 

STARVELING: 

əɪ bele:ve22 wɪ mus’ le:ve the killin’ əʊt, hwen ɒ:ll is dγne.23 

 

BOTTOM: 

Nǒt a hwit: əɪ’ve a devəɪce to mɛ:ke ɒ:ll well. 

Wrəɪte mɪ a pro:logue; an’ let the pro:logue se:m to  

sɛ:y, wɪ will do no: ‘a:ɹm with əʊɹ swo:ɹds, an’ that 
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Pyramus is nǒt killed inde:d; and, fəɹ24 the mo:ɹe 

betteɹ assju:rance, tell ‘em that əɪ, Pyramus, am nǒt 

Pyramus, but Bǒttom the we:veɹ: this will put ‘em əʊt ə25 fɛ:ɹ. 

 

QUINCE: 

Well, wɪ will ‘ave sγch a pro:logue; an’ it shəll bɪ  

written in ɛ:ght26 an’ six. 

 

BOTTOM: 

No:, mɛ:ke it two mo:ɹe; let it bɪ written in ɛ:ght an’ ɛ:ght. 

 

SNOUT: 

Will nǒt the lɛ:dies bɪ afɛ:ɹd ə the ləɪən? 

STARVELING: 

əɪ fɛ:ɹ it, ə27 prǒmise yə. 

 

BOTTOM: 

Mǎsteɹs,28 you ɒ:ght to consideɹ with yəɹselves: tə 

bring in -- Gǒd shi:ld us! -- a ləɪən amγng lɛ:dies, is a 

mo:s’ dreadful thing; fəɹ thɛ:ɹe is nǒt a mo:ɹe fɛ:ɹful 

wəɪld-fəʊwl than yəɹ ləɪən livin’; an’ wɪ ɒ:ght tə 

look to't. 

 

SNOUT: 

Thɛ:ɹefo:ɹe anγtheɹ pro:logue mus’ tell ‘e is nǒt a ləɪən. 
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BOTTOM: 

Nɛ:y, yə mus’ nɛ:me ‘is nɛ:me, an’ ‘ɒ:f ‘is fɛ:ce mus’ 

bɪ se:n through the ləɪən's neck: an’ ‘e ‘imself 

mus’ spe:k through, sɛ:yin’ thγs, o:ɹ to the sɛ:me 

defect,29 -- 'Lɛ:dies,' -- o:r 'Fɛ:ɹ-lɛ:dies -- ə would wish 

yə,' -- o:ɹ ' ə would request yə,' -- o:ɹ ' ə would  

entre:t30 yə, -- nǒt to fɛ:ɹ, nǒt to tremble: məɪ ləɪfe 

fəɹ yu:rs. If yə think ə cγme ‘itheɹ as a ləɪən, it 

weɹe31 pity of məɪ ləɪfe: no: əɪ am no: sγch thing; əɪ am a 

man as γtheɹ men a:ɹe;' an’ thɛ:ɹe inde:d let ‘im nɛ:me 

‘is nɛ:me, an’ tell ‘em plɛ:nly ‘e is Snγg the jəɪneɹ. 
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A Midsummer Night’s Dream, Act II, Scene I, Phase 15 

 

[A wood near Athens.]  [Enter, from opposite sides, Fairy, and PUCK] 

 

PUCK: 

How now, spirit! whither wander you? 

 

FAIRY: 

Over hill, over dale, 

Thorough32 bush, thorough brier,  

Over park, over pale,  

Thorough flood, thorough fire, 

*I do wander everywhere,33   * denotes lost rhymes 

*Swifter than the moon's34 sphere;  

And I serve the fairy queen, 

To dew her orbs upon the green. 

The cowslips tall her pens’ners35 be: 

In their gold coats spots you see; 

Those be rubies, fairy favours, 

In those freckles live their savours: 

I must go seek some dewdrops here 

And hang a pearl in every cowslip's ear. 

Farewell, thou lob of spirits; I'll be gone: 

Our queen and all our elves come here anon. 

                                                 

 5 An extract is printed here as an illustration. The workshop booklet 

 reproduced more of this scene. 
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A Midsummer Night’s Dream, Act II, Scene I, Phase 26  

 

[A wood near Athens. Enter, from opposite sides, FAIRY and PUCK] 

 

PUCK: 

Həʊw nəʊw, spirit! Hwither36 wǎnder you?  

 

FAIRY: 

O:veɹ37 hill, o:veɹ dɛ:le, 

Thorough bush, thorough brəɪəɹ, 

O:ver pǎɹk, o:ver pɛ:le, 

Thorough flγd, thorough fəɪɹe, 

əɪ do wǎnder ev’ryhwɛ:ɹe, 

Swifteɹ than the moonɪs sphɛ:ɹe;  

An’ əɪ sɐrve the fɛ:ry que:n, 

Tə dew38 ‘ər o:ɹbs upǒn the gre:n. 

The cəʊwslips tɒ:ll ‘ər pens’ners be: : 39 

In thər go:ld co:ts spǒts yə se: ; 

Tho:se bɪ rubies, fɛ:rəɪ fɛ:vouɹs,  

In tho:se freckles live thər sɛ:vouɹs:  

əɪ mγs’ go: se:k some dewdrǒps ‘ɛ:ɹe 

An’ hang a pəɹl in ev’ry cəʊwslip's ɛ:ɹ. 

Fɛ:rewell, thəʊ lǒb ə spirits; əɪ'll bɪ gǒne: 

əʊɹ que:n an ɒ:ll əʊɹ elves cγme hɛ:ɹe anǒn.  

  
                                                 

 6 An extract is printed here as an illustration. The workshop booklet 

 reproduced the whole scene. 



- 37 - 

A Midsummer Night’s Dream, Act II, Scene 1B Phase 1, Rhyme & Metre7 

 

OBERON: 

I know a bank where the wild thyme blows, 

Where oxlips and the nodding violet grows, 

Quite over-canopied with luscious woodbine, 

With sweet musk-roses and with eglantine: 

There sleeps Titanja40 sometime of the night, 

Lull'd in these flowers41 with dances and delight; 

And there the snake throws her enamell'd skin, 

Weed wide enough to wrap a fairy in: 

And with the juice of this I'll streak her eyes, 

And make her full of hateful fantasies.42 

Take thou some of it, and seek through this grove:43 

A sweet Athenian lady is in love  

With a disdainful youth: anoint his eyes; 

But do it when the next thing he espies 

May be the lady: thou shalt know the man44 

By the Athenjan garments he hath on. 

Effect it with some care, that he may prove45 

More fond on her than she upon her love: 

And look thou meet me ere the first cock crow. 

 

  

                                                 

 7 An extract is printed here as an illustration. The workshop booklet 

 reproduced the whole scene. 



- 38 - 

A Midsummer Night’s Dream, Act II, Scene 1B Phase 2 

 

(This fixes rhyme and metre as well as showing OP vowels, consonants 

and dropped letters.) 

 

OBERON: 

I know a bank hweɹe the wild thyme blows, 

Hweɹe ǒxlips an’ the nǒddin’ violet grows, 

Quite oveɹ-canopied with lγsɪəs46 woodbine, 

With sweet mγsk-roses an’ with eglantine: 

Thəɹ sleeps Tita:nja sγmetime of the night,  

Lγll'd in these floweɹs with dances an’ delight; 

An’ theɹe the snake throws heɹ47 enamell'd skin, 

Weed wide enγgh to wrap a faiɹy in: 

An’ with the juice of this ə'll streak ‘eɹ əɪs, 

An’ make ‘eɹ full of hateful fantasəɪs. 

Take thou səme of it, an’ seek through this grove: 

A sweet Athenjan lady is in love  

With a disdainful youth:48 anoint ‘is eyes;  

But do it hwen the next thing he espies   

May be the lady: thou shɒlt know the mon49 

Bə the Athenjan gaɹments he hath ǒn. 

Effect it with sγme caɹe, that he may prγve 

Moɹe fǒnd on heɹ than she upǒn ‘eɹ lγve: 

An’ look thou meet me eɹe the fəɹst cǒck crow. 
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A Midsummer Night’s Dream, Act II, Scene 1B Phase 3 

 

(This adds the long vowels and diphthongs. [i] used for see) 

 

OBERON: 

Ə kno:w a bank hwɛ:ɹe the wəɪld thəɪme blo:ws, 

Hwɛ:ɹe ǒxlips an’ the nǒddin’ vəɪəlɪt gro:ws, 

Qwəɪte o:veɹ-canopied with lγsɪəs woodbəɪne, 

With sweet mγsk-ro:ses an’ with eglantəɪne: 

Thəɹ sleeps Tita:nja sγmetəɪme of the nəɪght,  

Lγll'd in these flo:ɹs with dɒ:nces an’ deləɪght; 

An’ thɛ:ɹe the snɛ:ke thro:ws ‘eɹ enamell'd skin, 

Weed wəɪde enγgh to wrap a fɛ:ɹy in: 

An’ with the jəɪce50 of this ə'll stre:k ‘eɹ əɪs, 

An’ mɛ:ke ‘eɹ full of hɛ:teful fantasəɪs. 

Tɛ:ke thəʊ sγme of it, an’ seek through this gru:ve: 

A sweet Athé:nján lɛ:dy is in lu:ve 

With a disdɛ:nful youth: anəɪnt ‘is əɪs;  

But do it hwen the next thing he espəɪs 

Mɛ:y be the lɛ:dy: thəʊ shɒlt kno:w the mon 

Bə the Athé:nján ga:ɹments he hath ǒn. 

Effect it with sγme cɛ:ɹe, that he mɛ:y prγve 

Mo:ɹe fǒnd on hɐɹ than she upǒn ‘eɹ lγve: 

An’ look thəʊ meet me ɛ:ɹe the fəɹst cǒck cro:w. 
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Henry Vth, Prologue, Phase 1 

 

CHORUS: 

O for a Muse of fire, that would ascend  

The brightest heaven of ìnvéntìón,51 

A kingdom for a stage, princes to act  

And monarchs to behold the swelling scene!   5 

Then should the warlike Harry, like himself,  

Assume the port of Mars; and at his heels,  

Leash'd in like hounds, should famine, sword and fire  

Crouch for employment. But pard’n, and gentles all,  

The flat unraiśed spirits that have dared    10 

On this unworthy scaffold to bring forth  

So great an object: can this cockpit hold  

The vasty fields of France? or may we cram  

Within this wooden O the very casques  

That did affright the air at Agincourt?     15 

O, pardon! since a crooked figure may  

Attest in little place a millìón;  

And let us, ciphers to this great accompt,  

On your imagináry forces work.  

Suppose within the girdle of these walls    20 

Are now confined two mighty monarchies,  

Whose high uprearèd and abutting fronts  

The perilous52 narrow ocean parts asunder:  
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Piece out our imperfections with your thoughts;  

Into a thousand parts divide one53 man,    25 

And make imaginary puissance;  

Think when we talk of horses, that you see them  

Printing their proud hoofs i' the receiving earth;  

For 'tis your thoughts that now must deck our kings,  

Carry them here and there; jumping o'er times,   30 

Turning the accomplishment of many years  

Into an hour-glass: for the which supply,  

Admit me Chorus to this history;54  

Who prologue-like your humble patience pray,  

Gently to hear, kindly to judge, our play. 
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Henry V, Act I, Prologue, Phase 2 

 

CHORUS: 

O: for ə Muse ə fəɪɹe, that would ascend  

The brəɪghtest heaven ǒf invensɪ̀ón,55 

A kingdom fər a stɛ:ge, princes to act  

An’ mǒnarchs tə beho:ld the swellin’ sce:ne!   5 

Then should the wa:ɹləɪke Harry, ləɪke ‘imself,  

Assume the pǒrt ə Ma:ɹs; an’ at ‘is ‘eels,  

Le:sh'd56 in ləɪke həʊnds, should famine, swo:ɹd an’ fəɪɹe  

Crəʊch fəɹ emplɒɪment. Bγt pǎrd’n, an’ gentles ɒ:ll,  

The flat γnrɛ:śɪd spirits that ‘ave dɛ:ɹed    10 

On this γnwʌrthy scaffold to bring fo:ɹth  

Sə gre:t an ǒbjɪct: can this cǒckpit ho:ld  

The vǎsty fields ə Frɒ:nce? əɹ mɛ:y wɪ cram  

Within this wooden O: the very cǎsques  

That did affrəɪght the ɛ:ɹ at Aginco:rt?    15 

O:, pa:rdon! since a crookɪd figure mɛ:y  

Attest in little plɛ:ce a millíón;  

An’ let us, cəɪpheɹs to this gre:t accompt,  

On yu:r57 imaginɛ:ry fo:ɹces wʌɹk.  

Suppo:se within the gərdle əf these wɒ:lls    20 

Əre nəʊw confəɪned two məɪghty monaɹchəɪs,  

Whose həɪgh uprɛ:ɹɪd and abγtting fronts  

The pɐɹlous narro:w o:cean pa:ɹts asγnder:  



- 43 - 

Piece əʊt əʊɹ impeɹfecsɪəns with yər thɒ:ghts;  

Into a thəʊsan’ pa:ɹts divəɪde o:n man,    25 

An’ mɛ:ke imaginɛ:ry puissance;  

Think hwen wɪ tɒ:k ə ho:ɹses, that yə see ‘em  

Printin’ thɛ:ɹ prəʊd hoofs i' the rece:vin’ ərth;58 

Fəɹ 'tis yu:ɹ thɒ:ghts that nəʊw mγs’ deck əʊɹ kings,  

Carry them hi:ɹe an’ thɛ:ɹe; jγmpin’ o:ɹ təɪmes,   30 

Tʌɹnin’ th’accγmplishment ə mǎny yi:ɹs  

Into an əʊr-glǎss: fo:ɹ the hwich sγppləɪ,  

Admit me Cho:ɹus to this ‘istərəɪ;  

Who pro:logue-ləɪke yəɹ ‘γmble pɛ:sɪənce prɛ:y,  

Gently tə hɛ:ɹ, kəɪndly to jγdge, əʊɹ plɛ:y. 
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 Transcription Policy (for the workshop 1 transcriptions above) 

 

The type of pronunciation used in the transcriptions represents that 

found around 1600 in London. A contrast has been shown between a 

conservative and a newer style of speech. When necessary, to highlight 

the conservative style of speech, I have shown the vowel in fleece and 

meet in it’s un-raised state [e:] and the same sound is used in sea and 

mead. The conservative vowel sound in the group fear, tear and dear is 

represented by [ɛ:]. The consonant group gh is pronounced and 

transcribed as front [ç] or back [x] in the conservative style of speech.  

 

The most important decisions taken with regard to the transcriptions for 

this workshop result in the adoptions of the following pronunciations: 

 

The diphthongs used are clearly defined, with [əɪ] used to represent the 

relex of ME ī  in words like time and ripe as well as those oi  words 

which commonly took this vowel. The diphthong [ɒɪ] is used in words 

such as boy and joy, and [əɪ] in words such as join and voice, following 

the most common usage of Shakespeare’s day. [əʊ] represents the 

house and crowd  lexical set from ME ū and ou. 

 

After the diphthong [əɪ] and before ‘r’, diphonemisation often occured 

and can be heard in the scansion of Shakespeare’s verse. I have not 

transcribed the glide vowel [ə] unless the spelling shows it, as it is 

provided by the rhotic ‘r’ (until this was later lost). Thus the glide [ə] is 
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not shown in fire and tire, although it was undoubtedly heard and 

sometimes syllabic. It is shown in briar. 

 

The Identity of ME ę̄ and ɑ̄ as [ɛ:] is assumed as in hear and name. The 

Identity of the above and ai, as in fairy is assumed. Either [e:] or [i:] is 

used in see, depending on whether a conservative or advanced 

pronunciation would enhance characterisation or differentiation between 

character types or allow a rhyme. Use of dropped letters is allowed, 

particularly in the speech of down-to-earth characters. The diphthong 

[əɪ] is used on -y endings where there is a secondary stress. This may 

occur where the secondary accent is separated from the main one by at 

least one unstressed syllable. Short ‘e’ is raised to ɪ after ‘y' in words 

such as yet, in accordance with common practice around 1600. 

 

Short a and o before r  plus consonant and before final r have been 

lengthened in words such as hark, harm, corn, war and warm. This is in 

keeping with the developing tendency to lengthen these two vowels in 

this position in the seventeenth century. In reality this practice was not 

fully established until the later seventeenth century, especially in respect 

of the a before a final r. As both long and short variants would have 

been heard side by side during this period a mix of vowel lengths is, 

nevertheless, authentic. [a:] is not yet rounded to [ɔ:] after w in war and 

warm. Vowel lengthening before s, f, and th is a late seventeenth 

century practice, such as in path, last, laugh, and ask. Therefore, I have 

kept these short. 
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Unstressed syllables which are pronounced the same as today, such as 

to, the and a, are generally not transcribed. Unstressed forms are found 

in all types of speech.  

 

The ME /ɛr/ and /ar/ doublets are generally given the /ar/ vowel, in 

accordance with contemporary usage around 1600, which is shown as 

[ɐɹ] in words such as certain, serve, servant, herd and err.  

 

ǐr and ěr are assumed to have coalesced under [əɹ] but ǔr is kept 

separate as [ʌɹ]59 in accordance with the practice around 1600.  

 

ME au, as in law and call, is transcribed as [ɒ:] and this vowel is also 

used for the au, representing au before l plus consonant in such words 

as half and calm. This vowel also represents au before n  in haunch and 

staunch. Lastly, [ɒ:] is used to represent a conservative au before n in 

words such as change, dance, danger and strange, as seen in 

Shakespeare’s rhymes. The same vowel shows the levelling of ME au and 

ou in ought and naught. 

 

The short e, i and u  vowels are essentially as today except the vowel in 

love, move and dove, shown as [γ], which was similar to [ə] but slightly 

further back.  

 

An unrounded o shown by ‘ǒ’ represents the common vowel sound 

approaching GA o in hot (but short), such as in the rhyme crab - bob.  
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The symbol ‘ǎ’ is used to remind the actors to give words such as swǎn 

and wǎtch a short unrounded ‘a’ vowel and to use a short vowel in ǎny, 

mǎny, bǎth and fǎther.  

 

The use of [u:] in words like moon and shoe as well as in poor and tour 

is straight-forward, as is the [o:] vowel found in home and load as well 

as sword and form. [o:] and [ɔ:] are treated as allophones, or variations, 

of the same phoneme. I have, therefore, used [o:] in every case, even 

though the actual vowel may have been something approaching [ɔ:] in 

some cases, especially when a following r exerts a lowering influence. At 

a later period, with loss of r, these two sounds became separate 

phonemes. 
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Illustration 1: 

 

A Midsummer Night’s Deam, Act II, Scene II, 65-72: 

 

PUCK: 

Through the forest have I gone, 

But Athenian find I none, 

On whose eyes I might approve 

This flowers force in stirring love. 

Night and silence: who is here? 

Weeds of Athens he doth wear: 

This is he (my master said) 

Despised the Athenian maid. 

 

Macbeth, End of Act V: 

 

MALCOLM: 

Who, as ‘tis thought, by self and violent hands 

Took off her life - this and what needful else 

That calls upon us, by the grace of grace 

We will perform in emasure, time, and place. 

So thanks to all at once, and to each one, 

Whom we invite to see us crowned at scone.  
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Illustration 2: Common Weak and Strong Forms in OP 

 

 PDE  OP, Weak  OP, Strong 

 a  ə   ɛ: 

 and  ən   as today 

 are  əɹ   ɛ:ɹ 

 as  əs   as today 

 be  bɪ   bi:, be: 

 been  bɪn   as today, be:n 

 being  bi:n   as today 

 by  bɪ   bəɪ 

 do  də   as today or [do:] 

 for  fəɹ   fo:ɹ, fɔ:ɹ 

 have  əv   hɛ:v  

 he  hɪ   hi:, he: 

 her  əɹ   as today (with rhotic r) 

 him  ɪm   as today 

 his  ɪz   as today 

 hither  hɪəɹ   hɪthəɹ 

 I  ə   əɪ  

 my  mɪ   məɪ 

 no  nə   no: 

 of  ə, əf   of, ôf 

 shall  shəll   shɒll, shɒ:ll 

 she  shɪ   shi:, she: 

 their  thəɹ   thɛ:ɹ 

 them  əm    as today 

 thither thɪəɹ   thɪthəɹ 

 thy  thɪ   thəɪ 

 to  tə, tʊ   as today 

 we  wɪ   wi:, we: 

 were  wəɹ(e)   wɛ:ɹ 

 you  yə   as today 

 your  yəɹ   yʊɹ, yu:ɹ 



- 50 - 

Illustration 3: O.P. Diphthongs Found in the Workshop Extracts: 

əɪ    

abəɪde abide Wrəɪte write 

ahwəɪle awhile   

bəɪ by əʊ  

brəɪər briar abəʊt about 

comedəɪ comedy dəʊwn down 

devəɪce device əʊr our 

əɪ I əʊt out 

əɪy Ay fəʊwl fowl 

fəɪre fire həʊnd hound 

fəɪnd find (h)əʊse house 

fləɪ fly (h)əʊw how 

frəɪght fright rəʊnd round 

Hwəɪ why thəʊ thou 

hwəɪte white   

jəɪner joiner ɒɪ  

ləɪən lion nɒɪse noise 

ləɪfe life   

ləɪke like   

məɪ my   

moonləɪght moonlight   

nəɪght night   

shəɪne shine   

signifəɪ signify   

sometəɪme sometime   

təɪrin’ tiring   

təɪre tire   

thəɪ thy   

thəɪne thine   

trəɪumphant triumphant   

vəɪce voice   

wəɪld wild   
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Warm-Up Exercise 1: Rhyming Couplets in Original Pronunciation 

(Workshop 1) 

 

HELENA: 

No, no, I am as ugly as a bear; 

For beasts that meet me run away for fear: 

 

Therefore no marvel though Demetrius 

Do, as a monster fly my presence thus. 

 

But who is here? Lysander! on the ground! 

Dead? or asleep? I see no blood, no wound. 

 

LYSANDER: 

Where is Demetrius? O, how fit a word  

Is that vile name to perish on my sword! 

 

PUCK: 

I led them on in this distracted fear, 

And left sweet Pyramus translated there: 

 

When in that moment, so it came to pass, 

Titania waked and straightway loved an ass. 

 

OBERON: 

About the wood go swifter than the wind, 

And Helena of Athens look thou find: 
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Flower of this purple dye, 

Hit with Cupid's archery, 

Sink in apple of his eye. 

When his love he doth espy, 

Let her shine as gloriously 

As the Venus of the sky. 

When thou wakest, if she be by, 

Beg of her for remedy. 

 

PUCK: 

Then will two at once woo one; 

That must needs be sport alone; 

(NB: alone = all-one) 

 

DEMETRIUS: 

Lysander, keep thy Hermia; I will none: 

If e'er I loved her, all that love is gone. 

 

OBERON: 

Then crush this herb into Lysander's eye; 

Whose liquor hath this virtuous property, 

 

PUCK: 

Thou coward, art thou bragging to the stars, 

Telling the bushes that thou look'st for wars, 
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HELENA: 

O weary night, O long and tedious night, 

Abate thy hour! Shine comforts from the east, 

That I may back to Athens by daylight, 

From these that my poor company detest: 
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Warm Up, Swearing and Insults 

 

Example: “God’s mercy, thou art a  

fen-sucked maggot pie!” 

 

God’s mercy 

God’s light 

God’s me life 

By God’s sonties 

‘Od’s me little life (may God save my little life) 

By’r lakin 

By me faith 

By me honour 

By me troth 

By yond clouds 

Upon me life 

Gog’s wounds 

‘Od’s lifelings (dear life)  

 

thou art a … 

 

fen-sucked maggot-pie 

rump-fed horn-beast 

milk-livered  pignut  

crook-pated varlot 

clay-brained pumpion 
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tickle-brained  foot-licker 

full-gorged harpy  

idle-headed flap-dragon 

folly-fallen puttock 

tardy-gaited strumpet 

half-faced canker-blossom 

boil-brained nut-hook 

doghearted coxcomb 

clapper-clawed codpiece 

motley-minded skainsmate 
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Elizabethan Greetings 

 

Good day at once 

Good morrow, sweet Lord 

The good time of day to you, sir. 

Hail to your Grace 

You are well met, sir 

How now master/mistress 

How dost thou, sweet Lord/Lady 

What cheer master/mistress 

God bless your worship 

Give you good morrow, sir 

 

Name Calling: 

 

Hedgepig, pumpion, dewberry, Varlot, ratsbane, scut, giglet, haggard 

flirt-gill, harpy, miscreant, maggot pie, measel, joithead, nut-hook, 

clack-dish, bladder, barnacle, bum-bailey, jolt-head, basket-cockle, 

popinjay, scullion. 
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Short Shakespearean Quotes: 

 

Macbeth, Act IV, 1: 

WITCH 2: Eye of newt and toe of frog,  

 

Richard III, Act V, 4 

KING RICHARD: A horse, a horse! My kingdom for a horse! 

 

Antony and Cleopatra V, 2: 

CLEOPATRA: Give me my robe, put on my crown; 

 

Twelfth Night, I, 1: 

DUKE ORSINO: If music be the food of love, play on, 

 

Romeo and Juliet, II, 2: 

JULIET: O Romeo, Romeo, wherefore art thou Romeo? 

 

Macbeth, V, 1: 

LADY MACBETH: Out, damn'd spot! out, I say! 

 

Romeo and Juliet Prologue: 

CHORUS: A pair of star-cross'd lovers take their life; 
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Macbeth, Act IV, Scene 1  

 

FIRST WITCH: Rəʊnd abəʊt the cɒ:dron go: ;  

In the pəɪson'd entrɛ:ls thro:w.  

To:d, that γndeɹ co:əld sto:ne   

Dɛ:ys an’ nəɪghts ‘as thəɹty- o:ne  

Swelteɹ'd venom sle:pin’ gǒt,  

Bəɪl thəʊ fəɹst i' the chǎɹmɪd pǒt.  

 

ALL: Dγble, dγble təɪl an’ trγble;  

Fəɪɹe bʊɹn,60 an’ cɒ:dron bγbble.  

 

SECOND WITCH: Fillet of a fenny snɛ:ke,  

In the cɒ:dron bəɪl an’ bɛ:ke;  

əɪ of newt an’ to: of frǒg,  

Wool of bat an’ tong of dǒg,  

Addeɹ's fo:ɹk an’ bləɪnd-wʊɹm's sting,  

Lizaɹd's leg an’ əʊwlɪt's wing,  

Fo:ɹ a chǎɹm of po:ɹful trγble,  

Ləɪke a hell-brǒth bəɪl an’ bγbble.  

 

ALL: Dγble, dγble təɪl an’ trγble; etc. 

 

THIRD WITCH: Scɛ:le of dragon, tʊth of wolf,  

Witches' mγmmy, mɒ:w and gγlf -  

Of the ravin'd sɒ:t-se: shǎɹk,  

Root of hemlǒck digg'd i' the dǎɹk,  
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Liveɹ of blasphe:min’ Jew,  

Gɒ:ll of go:t, an’ slips of yew - 

Silveɹ'd in the moon's eclipse,  

No:se of Tʊɹk and Tǎɹtaɹ's lips,  

Fingeɹ of bəɹth-strangled bǎb  

Ditch-deliveɹ'd bəɪ a drab,  

Mɛ:ke the gruel thick an’ slab:  

Add thɛ:ɹeto a təɪgeɹ's chɒ:dron,  

Fo:ɹ the ingre:dients of o:ɹ cɒ:dron.  

 

ALL: Dγble, dγble təɪl an’ trγble; etc. 

 

FIRST WITCH: Cool it with a baboon's blγd,  

Then the chǎɹm is fəɹm an’ good.  

 

SECOND WITCH: Bəɪ the prickin’ ə mɪ thγmbs,  

Sγmethin’ wicked this wɛ:y cγmes.  

o:pen, lǒcks,  

Whoeveɹ knǒcks!  

[Enter MACBETH]  

 

MACBETH: How now, you secret, black, and midnight hags!  

What is't you do?  

 

THIRD WITCH: A de:d withəʊt a nɛ:me.  
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MACBETH: I conjure you, by that which you profess,  

Howe'er you come to know it, answer me:  

Though you untie the winds and let them fight  

Against the churches; though the yesty waves  

Confound and swallow navigation up;  

Though bladed corn be lodged and trees blown down;  

Though castles topple on their warders' heads;  

Though palaces and pyramids do slope  

Their heads to their foundations; though the treasure  

Of nature's germens tumble all together,  

Even till destruction sicken; answer me  

To what I ask you.  

 

FIRST WITCH: Spe:k.  

 

SECOND WITCH: Demǎnd.  

 

THIRD WITCH: We'll ǎnsweɹ.  

 

THIRD WITCH: Sɛ:y, if thəʊ'dst rǎtheɹ hɛ:ɹ it from əʊɹ məʊths,  

o:ɹ from əʊɹ mǎsteɹs?  

 

MACBETH: Call 'em; let me see 'em.  

 

FIRST WITCH: Po:ɹ in səʊw's blγd, that hath ɛten  

Heɹ nəɪne farrə ; gre:se that's swɛten  
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From the mʊɹd’reɹ's gibbet thro:w  

Into the flɛ:me.  

 

ALL: Cγme, həɪgh o:ɹ lo:w;  

Thəɪself an’ ǒffice deftly sho:w!  

[Thunder. First Apparition: an armed Head]  

 

MACBETH: Tell me, thou unknown power,—  

 

SECOND WITCH: He kno:ws thəɪ thɒ:ght:  

Hɛ:ɹ his spe:ch, but sɛ:y thəʊ nɒ:ght.  

 

FIRST APPARITION: Macbeth! Macbeth! Macbeth! bewɛ:ɹe Macdγff;  

Bewɛ:ɹe the thɛ:ne ə Fəɪfe. Dismiss me. Enγgh.  

[Descends]  

 

MACBETH: Whate'er thou art, for thy good caution, thanks;  

Thou hast harp'd my fear aright: but one  

word more,—  

 

THIRD WITCH: He will nǒt be commǎnded: hɛ:ɹe's anγtheɹ,  

Mo:ɹe po:tent than the fəɹst.  

[Thunder. Second Apparition: A bloody Child]  

 

SECOND APPARITION: Macbeth! Macbeth! Macbeth!  

 

MACBETH: Had I three ears, I'ld hear thee.  

 



- 62 - 

SECOND APPARITION: Be blγdy, bo:ld, an’ resoljute; lɒgh to sco:ɹn  

The po:ɹ of man, fəɹ no:ne of woman bo:ɹn  

Shall hǎɹm Macbeth.      [Descends]  

 

MACBETH: Then live, Macduff: what need I fear of thee?  

But yet I'll make assurance double sure,  

And take a bond of fate: thou shalt not live;  

That I may tell pale-hearted fear it lies,  

And sleep in spite of thunder.  

[Thunder. Third Apparition: a Child crowned, with a tree in his hand] 

What is this  

That rises like the issue of a king,  

And wears upon his baby-brow the round  

And top of sovereignty?  

 

FIRST WITCH: Listen, but spe:k nǒt to't.  

 

THIRD APPARITION: Be ləɪən-mettled, prəʊd; an’ tɛ:ke no: cɛ:ɹe  

Who chɛ:fes, who frets, o:ɹ hwɛ:ɹe conspəɪɹeɹs ɛ:ɹe:  

Macbeth shall neveɹ vanquish'd be: until  

Gre:t Bəɹnam wood to həɪgh Dγnsinɛ:ne hill  

Shəll cγme agɛ:nst ‘im.     [Descends]  
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A Midsummer Night’s Dream, Colour-Annotated Script, Example 

 

Act 1, Scene 2,   [Athens. QUINCE'S house.] 

 

[Enter QUINCE, SNUG, BOTTOM, FLUTE, SNOUT, and STARVELING]  

 

QUINCE:   Is all our company here?  

BOTTOM:   Ya were best to call them generally, man be man, according 

to the scrip. 

QUINCE:   Here is the scroll of every man's name, which is thought fit, 

through all Athins, to play in our interlyude before the duke and the 

duchess, on his wedding-day at night. 

BOTTOM:   First, good Peter Quince, say whɑt the play treats on,101 

then read the names of the actors, and so grow to a point. 

QUINCE:   Marry, our play is, The most lamentable comedy, and most 

cruel death of Pyramus and Thisby. 

BOTTOM:   A very good piece of work, I  assure ya, and a merry. Now, 

good Peter Quince, call forth yer actors be the scroll. Masters, spread 

yerselves. 

QUINCE:   Answer as I  call ya. Nick Bottom, the weaver. 

BOTTOM:   Ready. Name whɑt part I  am for, and proceed. 

QUINCE:  You, Nick Bottom, ar e set down fer Pyramus. 

  



- 64 - 

Key to Colour Symbols 

 

ɛ:    Sarah  Rose 

e:  Amy  Lime 

γ   Snug    Tan 

əɪ  Ida Pale Blue       Ida      weak form/unstressed 

əʊ  Snout    Light Yellow 

o:   Oberon Light Turquoise  

ɒ:  Austen Light Green      Short (shall): a 

i:  Delia 

ǎr  Arabella    Grey 25%     Arabella      weak    

   form/unstressed 

o:r  Orla    Light Orange     Orla    weak form/unstressed  

  

ir/er  Bernard Turquoise/Yellow pattern  

ur  Lorraine Orange/Yellow 

ɐr  Derby   as ǎr  

u:  Lulu    

i:r  Indira (i:r) 

ɒɪ  Roy 

ʊ  Mustafa 

ə   Adele (shwa ə) 

ɪ   Kitty  

ɛ   Bess  

a  Harry  

ɑ   Bɑrt    (what, was, wast) 

ǒ (short) on   

ǎ  (short) water 

ɹ   r (bold) 

j   y 

 

Silent Letters/Dropped Letters Grey 25% 
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Discoveries made when transcribing material for Workshop 4 

 

During the transcription process for workshop 4, the Radio Project, 

some unusual pronunciations came to light. These were implied by the 

rhyme or metre. In order to clarify the implications inherent in the text, I 

attempted to establish a precedent for each each one, either in the 

works of Shakespeare of of other poets and playwrights.  

 

Toward (Act III, Scene 1):  

 

PUCK: 

What hempen home-spuns have we swaggering here,  

So near the cradle of the fairy queen?  

What, a play toward! I'll be an auditor;  

An actor too, perhaps, if I see cause. 

 

In the extract above, ‘toward’ appears to occur in a line of hexameter. 

However, occuring in a passage where the verse is otherwise regular one 

might look for an alternative reading. It is perfectly possible that 

‘toward’ is a mono-syllable. This results in a regular scansion with two 

stresses prior to the caesura and three after it. This might demonstrate 

how the use of OP enables the actor or director to consider line readings 

from a new angle when analysing scansion.  

 

Shakespeare uses this feature in the final couplet of Sonnet 9: 

 

‘No love toward others in that bosom sits  

That on himself such murderous shame commits.’  

 

And in Venus and Adonis he appears to use the same form in ‘coward’ 

as well: 
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Perverse it shall be where it shows most toward.  

Put fear to valour, courage to the coward. 

 

Kokeritz refers to a similar monosyllabic pronunciation of the name 

‘Howard’ amongst the nobility (1953, 246). 

 

This usage can be seen in the following verses of pentameter from John 

Donne:  

 

Sir; though (I thanke God for it) I do hate 

Perfectly all this towne, yet there's one state 

In all ill things so excellently best. 

That hate, toward them, breeds pity towards the rest.  

 

Hence is't, that I am carryed towards the West 

This day, when my Soules forme bends toward the East.  

 

Both verses are from Donne’s Good Friday, 1613 (Grierson, H, 1912).  

In the first example, it seems unlikely that Donne intended the last line 

to contain twelve syllables.  

 

The second verse shows an instance of the shortened form of ‘east’, 

rhyming with west.  

 

Fly/flee:  the word ‘fly’, as used here, may be pronounced ‘flee’.  

 

QUINCE: 

O monstrous! O strange! we are haunted. Pray, masters! fly, 

masters! Help! 
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Bullokar (1580) marks the vowel in ‘fly’ as short, according to Dobson 

(1957). It is possible that this short variant escaped diphthongisation to 

[əɪ] then at some stage was relengthened to [i:], making it a homonym 

of ‘flee’. The Oxford Dictionary (Matthews 2007) gives ‘flee’ as the 

archaic variant of ‘fly’ and Peter Levins, in his rhyming dictionary, gives 

‘flee’ as the verb ‘to fly’ (Levins, 1597). 

 

In Macbeth V, 7 there is a possible rhyme with ‘he’: 

 

MACBETH: 

They have tied me to a stake; I cannot fly,  

But, bear-like, I must fight the course. What's he  

That was not born of woman? Such a one  

Am I to fear, or none.  

 

Philip Sidney’s verse below may intend the pronunciation ‘flee’: 

 

Willed me, these tempests of vain love to fly; 

And anchor fast myself on Virtue's shore." 

Alas, if this the only metal be 

Of love new coined to help my beggary : 

Dear! Love me not, that ye may love me more! 

 

  From Sidney’s Astrophel and Stella (Lee, S, 1904) 

 

In the lines below there may be a rhyme intended as Charles exits after 

the line: 

 

CHARLES, KING OF FRANCE: 

Sound, sound alarum! we will rush on them.  

Now for the honour of the forlorn French!  

Him I forgive my death that killeth me  

When he sees me go back one foot or fly. Henry VI Pt 1, Act1, S2 
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And in this line by the Earl of Surrey: 

 

Nor are such graces spent, but when She thinks that he, 

A wearied man, is fully bent such fancies to let fly. 

 

  From Thomas Clere by Henry Howard, Earl of Surrey (Arber, E, 

  1900). 

 

And this by H Constable: 

 

When night approacheth wherefore do you fly? 

Time is so short, beauties so many be, 

As I have need to see them day and night, 

That by continual view my verses might 

Tell all the beams of your divinity; 

Which praise to you and joy should be to me, 

You living by my verse, I by your sight; 

 

  Diana, Henry Constable (1896).  

 

Whether:  

 

The line below does not scan in pentameter unless one adopts a 

monsyllabic pronunciation of ‘whether’. In fact the syncopation of 

medial ‘th’ was quite common in such a word, especially in poetry, in 

the same way that ‘even’ and ‘heaven’ could be monosyllables.  

  

Act 3, S1: Thou shalt remain here whether thou wilt or no:  

(Thəʊ shɒlt61 remɛ:n hi:ɹe, hwɛ:ɹ thəʊ wilt əɹ no:)  

 

These verses of John Donne imply a similar usage: 
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Of that short Roll of friends writ in my heart 

Which with thy name begins, since their depart, 

Whether in the English Provinces they be. 

Or drinke of Po, Sequan, or Danubie, 

  To Mr I.L. 

 

This joye brings this doubt, whether it were more  

To have enjoy'd it, or have died before?  

 

  An Elegie to Miss Boulstred 

 

Both the above are taken from Grierson, H (1912). 

 

Amiable:  

 

Under secondary stress, the word amiable has an stress pattern which is 

quite unfamiliar today: 

 

TITANIA:  

Come, sit thee down upon this flowery bed, 

While I thy amiable cheeks do coy, 

 

However, this pattern was not uncommon in poetry of Shakespeare’s 

day. The same word is rhymed with ‘able’ by Barnaby Barnes: 

 

That there, with beauty's excellence unable, 

To write, or bear, my pens, and books refuse ; 

Thine endless graces are so amiable ! 

Passing the spirit of mine humble Muse.  

 

  Barnaby Barnes, Sonnets (1593, Lee, S. 1904). 

 

The secondary stress is implied in this line from Much Ado About 

Nothing (V, 4): 
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BENEDICK: Bull Jove, sir, had an amiable low;  

And some such strange bull leap'd your father's cow,  

And got a calf in that same noble feat  

Much like to you, for you have just his bleat.  

  

And also in Spenser’s line from The House of Friendship: 

 

But therein sate an amiable Dame,  

 

  Spenser, E, The House of Friendship (Smeaton, O., Ed, 1906). 

 

Shade: 

 

The instability of vowel lengthening is demonstrated by the rhyme in 

this line: 

 

OBERON:  

Then, my queen, in silence sad, 

Trip we after the night's shade: 

 

Although this may perhaps be attributed to analogy with ‘shadow’, we 

find a similar instance of shortening in Spenser with the word ‘made’, 

although this was a variant and not his customary usage: 

 

So all the world by thee at first was made, 

And dayly yet thou doest the same repayre; 

Ne ought on earth that merry is and glad, 

Ne ought on earth that lovely is and fayre,  

   

  Spenser, The House of Friendship (Smeaton 1906) 

 

Woo: 

 

This man, with lanthorn, dog, and bush of thorn, 

Presenteth Moonshine; for, if you will know, 
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By moonshine did these lovers think no scorn 

To meet at Ninus' tomb, there, there to woo. 

 

At first glance the rhyme between ‘know’ and ‘woo’ seems puzzling. 

However, there was a dialectal pronunciation [wo:], which Shakespeare is 

drawing on to make the rhyme. This usage may be seen in extracts from 

Robert Green’s and George Wither’s poems below: 

 

A bonny lass, quaint in her country 'tire. 

Was lovely Phillis, Coridon swore so; 

Her locks, her looks, did set the swain on fire. 

He left his lambs, and he began to woo; 

He looked, he sighed, he courted with a kiss. 

No better could the silly swad  than this. 

 

  Robert Green, Phyllis and Corydon, (Bullen, A.H., Ed, 1890) 

 

If she love me, this believe, 

I will die ere she shall grieve ; 

If she slight me when I woo, 

I can scorn and let her go; 

 

  Wither, G, The Scorner Scorned, from The Golden Pomp, (Quiller 

  Couch, A., ed. 1895) 

 

Lose: 

 

Tongue, lose thy light; 

Moon take thy flight: 

 

The transcription uses the vowel [o:] in the word ‘lose’ above.  This was 

the original pronunciation before [u:] was adopted by analogy with 

‘loose’. 

 



- 72 - 

This pronunciation is found in the following rhyme from Hamlet: 

 

PLAYER KING: 

What to ourselves in passion we propose,  

The passion ending, doth the purpose lose. 

 

It is also evident in Levins rhyming dictionary, where he groups ‘lose’ 

with ‘close’ and ‘nose’ (Levins 1597). 

 

Spenser uses the same vowel in the two extracts below from Phaedria 

and Acrasia: 

 

With that the other likewise up arose, 

And her faire lockes, which formerly were bound 

Up in one knott, she low adowne did lose, 

Which flowing low and thick her cloth'd around, 

 

And: 

 

Yet swarved not, but kept their forward way 

Through many covert groves and thickets close, 

In which they creeping did at last display 

That wanton Lady with her lover lose, 

 

  The Poems of Spenser (Smeaton, O., ed., 1906) 

 

Henry Howard, Earl of Surrey uses it here: 

 

A valiant Corpse, where force and beauty met, 

Happy, alas ! too happy, but for foes, 

Lived, and ran the race that Nature set ; 

Of manhood's shape, where she the mould did lose.  

 

  The Surrey and Wyatt Anthology, (ed, Arber, E. 1900) 
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And Samuel Daniel uses the same form in his sonnet To The Right 

Honourable The Lady Mary Countess Of Pembroke: 

 

Soon doth it fade that makes the fairest flourish, 

Short is the glory of the blushing rose, 

The hue which thou so carefully dost nourish, 

Yet which at length thou must be forced to lose.  

 

  From the Sonnet Cycle: DELIA (Daniel, S. 1896)  

 

Tongue: 

 

Shakepeare’s usual pronunciation of this word was undoubtedly with 

short ‘o’ as these rhymes demonstrate, although he could occasionally 

use ‘u’, as today: 

 

You spotted snakes with double tongue, 

Thorny hedgehogs, be not seen; 

Newts and blind-worms, do no wrong, 

Come not near our fairy queen. 

 

Now to 'scape the serpent's tongue, 

We will make amends ere long;  

(A Midsummer Night’s Dream) 

 

Wyatt uses the same vowel here: 

 

And if that [an] Eye may save, or slay, 

And strike more deep than weapon long ; 

And if an Eye, by subtle play, 

May move one more than any tongue;   

Wyatt T (Arber, E. 1900) 
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And Ben Jonson uses it here: 

 

Loser-like, now, all my wreak 

Is, that I have leave to speak. 

And in either prose, or song. 

To revenge me with my tongue; 

Ben Jonson, A Celebration of Charis, (Bell, R. 1868) 

 

Stress Patterns: 

 

An actor with an awareness of OP will often notice significant stress 

patterns when studying line readings. For example, the obvious 

differences in stress between PDE and OP on the words ‘certain’ and 

‘sinister’ should not be ignored. ‘Certain’ exhibits secondary stress and 

‘sinister’ was commonly stressed on the second syllable in this period, 

although Levins makes an accent on the first syllable in his rhyming 

dictionary (Levins 1597).  

 

PROLOGUE:  

Gentles, perchance you wonder at this show; 

But wonder on, till truth make all things plain. 

This man is Pyramus, if you would know; 

This beauteous lady Thisby is certain. 

 And this the cranny is, right and sinister, 

Through which the fearful lovers are to whisper.   

 

Shakespeare stresses ‘sinister’ in a similar fashion elsewhere as shown 

below: 

 

HECTOR: 

Were thy commixtion Greek and Trojan so  

That thou couldst say 'This hand is Grecian all,  

And this is Trojan; the sinews of this leg  
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All Greek, and this all Troy; my mother's blood  

Runs on the dexter cheek, and this sinister  

Bounds in my father's;' by Jove multipotent… 

Troilus and Cressida IV, 5 

 

EXETER: 

'Tis no sinister nor no awkward claim,  

Pick'd from the worm-holes of long-vanish'd days, 

Henry V, II,4 
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The Rhythm of Macbeth - Introduction 

 

The object of this short book is to enable actors with no previous 

experience of original pronunciation to read Shakespeare’s lines in as 

close a metrical fashion as possible to the actors of his day. It is not the 

intention to use the techniques described below to force an unnatural 

regularity onto the dialogue but rather to replicate the informal, 

conversational style that was used on Shakespeare’s stage, just as it was 

in everyday conversation. Shakespeare’s verse does not consistently 

resemble the high poetical style of Ben Jonson, with its high degree of 

adherence to the iambic pentameter it (although it frequently does). A 

character who is emotionally charged or physically distressed will reflect 

their condition in their speech. It is important to realise that some words 

or syllables were very lightly stressed, almost skipped over in OP, and 

the overall pace of the dialogue was faster than today.  

 

The first folio (F1) text is frequently referred to in this study as it holds 

valuable clues in its spellings and lineation, but modernised spelling has 

been used in all quotations. Attention is only drawn to subtleties of 

pronunciation which affect the scansion; broader considerations of 

original pronunciation are beyond the scope of this book as they require 

more in-depth study.8  

 

                                                 

 8  Any mention of the author accepts the fact that the text handed down to us is    

   the product of many hands and is often the ‘acting text’. Stephen Orgel      

   considers the acting text, prepared for performance, to be the authentic text    

   (Orgel, S. 2002, 237). 
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A little knowledge of original pronunciation is beneficial to every 

Shakespearean actor and can avoid attempting to justify line readings 

with such descriptions as ‘floating stress’ and ‘trisyllabic feet’. Those 

employing F1 acting techniques may benefit from this study. First Folio 

actors discover directorial information in the irregularities of the metre 

and the lineation. However, many apparent irregularities only manifest 

themselves as a result of pronunciation change. Many of these 

‘irregularities’ disappear when the original metrical pronunciation is 

reconstructed. This process reveals the lines which are truly irregular 

and which may contain the sought-after directorial information.  

 

In order to keep this book concise, only short quotes are given, 

incomplete lines in some cases; line numbers, which vary from edition to 

edition, are not quoted.9  

 

                                                 

 9  All Shakespearean quotations are taken from Clark, W.G. and Wright, W.A. 

 (1865) 
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Techniques of Reduction and Expansion 

 

Conversational language in the time of Shakespeare often resulted in a 

reduction in the number of syllables in a word. An impression of the sort 

of pronunciation heard on the Elizabethan stage is given by David 

Crystal when he says “[t]he general style of speech - compared with 

today’s typical stage articulation - was very casual. Sounds were left out, 

and words run together…most words were affected to some extent” 

(Crystal 2005e). Henry Cecil Wyld (1920, 101) wrote that “features which 

we should now consider ‘vulgarisms’, or too slipshod even for colloquial 

use, were in the sixteenth century current in Court English” and “works 

of first-rate literary importance.”  

 

The most common form of reduction is known as ‘syncope’. This 

describes the omission of a syllable from the middle of a word. This 

practice is still used today but was formerly far more widespread. We 

might say today, ‘secret’ry’, in three syllables, rather than ‘sec-re-ta-ry’ 

with four, or ‘conf’rence’ with two rather than three syllables. This 

tendency to simplify words goes back hundreds of years. The modern 

words for ‘head’ and ‘lord’ are syncopations of the Old English words 

‘heafod’ and ‘hlaford’. Doublets have arisen from syncopations of some 

words like ‘procurator’ (‘proctor’) and ‘courtesy’ (‘curtsey’).  

 

Some examples of this technique may be seen in the spellings of the 

text, for example when Banquo says ‘At your kind'st leisure.’, giving 

‘kindest’ just one syllable (Macbeth, II,1). However, in general, 
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syncopations were not shown in the spelling but would be used 

routinely by the actors in many words; in verse, the syncopation is 

generally evident in the metre of the line.  

 

Other types of reduction are discussed below. 

 

The opposite effect is known as expansion. One type of expansion was 

‘resolution’, a poetic device which was widely used in Shakespeare’s day. 

It arises from the system of secondary stress, which was common in 

Chaucer’s day but was dying out in early modern English (EME). Most 

often found at the end of lines, the example below provides a fifth 

syllable by stressing the final ‘on’, thus supplying the missing foot.  

 

SERGEANT: 

Disdaining fortune, with his brandish'd steel, 

Which smoked with bloody ex-e-cu-ti-on,  I, 2 

 

(Pronounced ex-e-cu-si-on) 

 

The following chapters describe the informal techniques used by 

speakers in Shakespeare’s day, giving numerous examples of 

occurences in Macbeth.  

 

 

 

 

 



- 80 - 

REDUCTION: 

Elision: 

 

This is a common form of reduction familiar to actors today and used in 

our everyday speech. However, the elisions are not always shown by the 

orthography (the written text) and often need to be deduced from the 

scansion of the lines. Shakespeare’s actors would have elided the words 

naturally so there was no need to show this in the text.  

 

The lines below do not scan well unless ‘I am’ is elided to ‘I’m’: 

 

MACBETH:  

Stay, you imperfect speakers, tell me more: 

By Sinel's death I know I am thane of Glamis; I, 3 

 

LADY MACBETH: 

Do mock their charge with snores: I have drugg'd their possets, 

II, 2 

 

MACBETH: 

I have done the deed. Didst thou not hear a noise? II, 2 

 

The following lines have an elision on ‘They’ve’ as well as the one on ‘I 

have’: 

LADY MACBETH: 

They have made themselves, and that their fitness now 

Does unmake you. I have given suck, and know 

How tender 'tis to love the babe that milks me: I, 7 

 

In the following line ‘he is’ may be elided but not ‘I have’: 
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LENNOX:   

For certain, sir, he is not: I have a file V, 2 

 

Similar elisions may be found in the following: 

 

MACBETH: 

Yet, when we can entreat an hour to serve, 

We would spend it in some words upon that business,   II, 1 

 

MACBETH: 

We will keep ourself till supper-time alone:   III, 1 

 

MACBETH: 

Then comes my fit again: I had else been perfect, III, 4 

 

MACBETH: 

More shall they speak; for now I am bent to know,  III, 4 

 

MACBETH: 

I had lived a blessèd time; for, from this instant, II, 3 

 

The second stress on the word ‘blessed’, which creates an extra syllable, 

was a very common poetic device in Shakespeare’s day. These are not 

marked in the text as the actors would adopt them naturally.  

 

These two dialogues might show an elision in the murderers’ 

continuation of Macbeth’s half-line: 

 

MACBETH: 

And beggar'd yours for ever? 

FIRST MURDERER: 

We are men, my liege. III, 1 
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MACBETH: 

Who wear our health but sickly in his life, 

Which in his death were perfect. 

SECOND MURDERER: 

I am one, my liege, III, 1 

 

The passages below show elisions of a different sort. In the first 

example, the text of F1 shows the elision ‘t’appease’, which is omitted 

by some editors. Likewise, F1 gives ‘doo’t’ for the second example. In 

the third example the ‘h’ on ‘his’ would be dropped and so ‘To_’is’ may 

be given just one syllable. Alternatively this may be read as a disyllabic 

thesis.  

 

MALCOLM: 

To appease an angry god. IV, 3 

 

MESSENGER: 

I should report that which I say I saw, 

But know not how to do it.  V, 5 

 

DUNCAN: 

To his home before us. Fair and noble hostess,  

We are your guest to-night.     I, 6 

 

LADY MACDUFF: 

Whither should I fly? 

I have done no harm. But I remember now 

I am in this earthly world; where to do harm  

Is often laudable, to do good sometime 

Accounted dangerous folly: why then, alas,  

Do I put up that womanly defence, 

To say I have done no harm?  IV, 2 
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Syncope: 

 

The syncopation of medial vowels was extremely common in 

Shakespeare’s day and his plays are full of this type of reduction. In Lady 

Macbeth’s speech above ‘dangerous’ is highlighted as an example of 

medial syncopation. The scansion seems to hint that this should be 

given two syllables. The examples below show the lines where 

syncopation is most likely in Macbeth. Many of these words are 

commonly syncopated in other plays of Shakespeare and by other 

playwrights of his day. The examples show how common medial 

syncopation to two syllables is.  

 

Medial ‘i' 

 

Reduction to Two Syllables: 

 

LADY MACBETH: 

And take my milk for gall, you murdering ministers,   I, 5  

 

MACBETH: 

Canst thou not minister to a mind diseased, V, 3 

 

BANQUO: 

The air is delicate. 

Enter LADY MACBETH 

DUNCAN  

See, see, our honour'd hostess!  I, 6 

 

LADY MACBETH: 

What cannot you and I perform upon 

The_unguarded Duncan? what not put upon 
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His spongy officers, who shall bear the guilt 

Of our great quell? I, 7 

 

The apparent syncopation of ‘officers’ may also be found in Coriolanus, 

I, 5 

 

LADY MACBETH: 

The doors are open; and the surfeited grooms  II, 2 

  

MACBETH: 

Macbeth does murder sleep', the innocent sleep, II, 2 

 

MACBETH: 

Chief nourisher in life's feast,-- 

LADY MACBETH:   

What do you mean? II, 2 

 

MACDUFF:  

I'll make so bold to call, 

For 'tis my limited service. II, 3 

 

MACBETH: 

Ere we will eat our meal in fear and sleep 

In the affliction of these terrible dreams III, 2 

 

MACBETH: 

Present him eminence, both with eye and tongue: III, 2 

 

MACBETH: 

Scarf up the tender eye of pitiful day; III, 2 

 

MACBETH: 

Thou art too like the spirit of Banquo: down!  
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MACBETH: 

Was he not born of woman? The spirits that know 

All mortal consequences have pronounced me thus:     V, 3 

 

‘Spirit’ was often a monosyllable in Shakespeare and other poets. This 

would have been pronounced ‘sprite’ (sometimes spelled that way), 

‘sprit’ or perhaps ‘spirt’.  

 

MALCOLM:   

But I have none: the king-becoming graces, 

As justice, verity, temperance, stableness,  IV, 3 

 

ROSS:   

When I came hither to transport the tidings, 

Which I have heavily borne, there ran a rumour IV 3 

MALCOLM: 

Let's make us medicines of our great revenge, IV, 3 

 

CAITHNESS: 

Meet we the medicine of the sickly weal,    V, 2 

 

MENTEITH: 

Excite the mortified man. 

ANGUS:   

Near Birnam wood V, 2 

 

MACBETH: 

Cleanse the stuff'd bosom of that perilous stuff    V, 3 

 

‘Perilous’ is commonly syncopated to two syllables and is sometimes 

spelled ‘parlous’ This spelling reflects both the reduction and the 

common pronunciation of ‘er’ as ‘ar’. Queen Elizabeth I would habitually 
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use spellings such as ‘sarvant’ and ‘swarve’, betraying her 

pronunciation.  

SIWARD:   

We learn no other but the confident tyrant V, 4 

 

Reduction to 3 Syllables: 

 

MACBETH: 

And with thy bloody and invisible hand III, 2 

 

MALCOLM: 

All continent impediments would o'erbear IV, 3 

 

The above is significant as the text shows the syncopation of medial ‘v’.  

 

MACBETH: 

Your patience so predominant in your nature III, 1 

 

Note that ‘patience’ is itself a reduction, with which we are very familiar 

today.  

 

Reduction to 4 Syllables: 

 

LADY MACBETH: 

Which fate and metaphysical aid doth seem 

To have thee crown'd withal. I, 4 

 

MACBETH: 

The multitudinous seas incarnadine, 

Making the green one red. II, 2 
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Medial ‘e’  

 

As was the case with medial ‘i', words of three syllables with an 

unstressed medial ‘e’ are commonly reduced to two syllables. Examples 

with more than two syllables are less common. 

 

Reduction to Two Syllables: 

 

DUNCAN:   

No more that thane of Cawdor shall deceive 

Our bosom interest: go pronounce his present death, 

And with his former title greet Macbeth.  I, 2 

 

The above is a syncopation we readily accept today.  

 

MACBETH: 

The interim having weigh'd it, let us speak 

Our free hearts each to other.   I, 3 

 

LADY MACBETH: 

Against those honours deep and broad wherewith 

Your majesty loads our house: for those of old, I, 5 

 

MACBETH:   

You know your own degrees; sit down: at first 

And last the hearty welcome. 

LORDS: 

Thanks to your majesty. III, 4 

 

LENNOX  

Good night; and better health attend his majesty! III, 4 

 

MACBETH: 

Strong both against the deed; then, as his host, 

Who should against his murderer shut the door, I, 7 

 



- 88 - 

MACBETH: 

For ruin's wasteful entrance: there, the murderers, II, 3 

 

MALCOLM:   

This murderous shaft that's shot 

Hath not yet lighted, and our safest way… II, 3 

 

LENNOX: 

Was feverous and did shake. 

MACBETH:   

'Twas a rough night. II, 3 

 

LADY MACDUFF: 

Accounted dangerous folly: why then, alas, IV, 2 

 

MACBETH: 

Direness, familiar to my slaughterous thoughts      V, 5 

 

MACBETH: 

But how of Cawdor? the thane of Cawdor lives, 

A prosperous gentleman; and to be king 

Stands not within the prospect of belief,   I, 3 

 

MACBETH: 

Who can be wise, amazed, temperate and furious,  II, 3 

 

MACBETH: 

Whose execution takes your enemy off, III, 1 

 

MACBETH:   

Both of you know Banquo was your enemy. III, 1 

 

LADY MACBETH: 

Using those thoughts which should indeed have died 

With them they think on? Things without all remedy III, 2 
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BANQUO:   

O, treachery! Fly, good Fleance, fly, fly, fly!  III, 3 

 

LENNOX: 

May soon return to this our suffering country III, 6 

 

DOCTOR: 

Foul whisperings are abroad: unnatural deeds V, 1 

 

MACDUFF: 

No, not to live. O nation miserable,   IV, 3 

 

Reduction to 3 Syllables: 

 

LADY MACBETH: 

From thence the sauce to meat is ceremony;  III, 4 

 

MALCOLM: 

Than such an one to reign. 

MACDUFF:   

Boundless intemperance  IV, 3 

 

Medial ‘o’ 

 

All the examples of medial ‘o’ syncopation from this play cause a 

reduction from three to two syllables. 

 

LORD: 

He did: and with an absolute 'Sir, not I,' III, 6 

 

MALCOLM: 

I speak not as in absolute fear of you. IV, 3 

 

DUNCAN: 

He was a gentleman on whom I built 

An absolute trust.    I, 4 
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LADY MACBETH: 

Your hand, your tongue: look like the innocent flower,  I, 5 

 

MALCOLM: 

To offer up a weak poor innocent lamb IV, 3 

 

MACBETH: 

Our innocent self: this I made good to you III, 1 

 

MACBETH: 

Be innocent of the knowledge, dearest chuck, III, 2 

BANQUO: 

Against the undivulged pretence I fight 

Of treasonous malice. 

MACDUFF:   

And so do I. 

ALL:   

So all.  II, 3 

 

HECATE: 

There hangs a vaporous drop profound; III, 5 

 

BANQUO: 

I must become a borrower of the night III, 1 

 

BANQUO: 

Were such things here as we do speak about? 

Or have we eaten on the insane root 

That takes the reason prisoner? 

MACBETH:  

Your children shall be kings.    I, 3 

 

MACBETH: 

Mark Antony's  was by Caesar. He chid the sisters III, 1 
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In the above example the syllabic ‘t’ would be reduced to a ‘stop’ as in 

present day Cockney speech.  

LADY MACBETH: 

Authorized by her grandam. Shame itself! III, 4 

 

MACBETH:  

I am settled, and bend up 

Each corporal agent to this terrible feat.  I, 7 

 

ROSS:  

The king hath happily received, Macbeth, 

The news of thy success; and when he reads 

Thy personal  venture in the rebels' fight,    I, 3 

 

MACBETH:  

Into the air; and what seem'd corporal  melted 

As breath into the wind. Would they had stay'd!  I, 3 

 

SECOND APPARITION: 

Be bloody, bold, and resolute; laugh to scorn 

The power of man, for none of woman born  IV, 1 

 

Words such as ‘power’, ‘flower’ and ‘bower’ could have one or two 

syllables. With one syllable, as above, the pronunciation would sound 

rather like ‘pore’. A glide vowel before the ‘r’ would give a second 

syllable. These words could also be pronounced with a diphthong.  

 

MALCOLM:  

Let us seek out some desolate shade, and there 

Weep our sad bosoms empty.    IV, 3 
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Medial ‘w’ 

 

A reduction from two syllables to one in the word ‘toward’ or ‘towards’ 

by the syncopation of the medial ‘w’ is very common and the usage 

persists to the present day in some types of American speech. The 

syncopated form is more generally used than the full form. It may be 

seen in the well known ‘floating dagger’ speech below.  

 

MACBETH: 

Is this a dagger which I see before me, 

The handle toward my hand? Come, let me clutch thee. II, 1 

 

MACBETH:  

Give me your favour: my dull brain was wrought 

With things forgotten. Kind gentlemen, your pains 

Are register'd where every day I turn 

The leaf to read them. Let us toward the king. 

Think upon what hath chanced, and, at more time,   I, 3 

 

MACBETH: 

Which do but what they should, by doing every thing 

Safe toward your love and honour. 

DUNCAN:  

Welcome hither:   I, 4 

 

MACBETH: 

With Tarquin's ravishing strides, towards his design    II, 1 

 

SIWARD: 

But certain issue strokes must arbitrate: 

Towards which advance the war.   V, 4 
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MESSENGER:  

As I did stand my watch upon the hill, 

I look'd toward  Birnam, and anon, methought, 

The wood began to move.    V, 5 

 

MACBETH: 

Do come to Dunsinane:' and now a wood 

Comes toward Dunsinane. Arm, arm, and out!   V, 5 

 

LENNOX: 

To dew the sovereign flower and drown the weeds. 

Make we our march towards Birnam.  V, 2 

 

Other Medial Syncopations: 

 

MACBETH: 

Seize upon Fife; give to the edge o' the sword 

His wife, his babes, and all unfortunate souls IV, 1 

 

MALCOLM: 

A good and virtuous nature may recoil IV, 3 

 

In the word ‘virtuous’ the first ‘u’ may be omitted altogether or 

consonantised to [j] (pronounced like ‘y’) 

 

MALCOLM: 

From over-credulous haste: but God above IV, 3 

 

MALCOLM: 

Be like our warranted quarrel! Why are you silent? IV, 3 

 

The following speech shows just how much of the scansion may be 

repaired by elision and syncopation when the text is reconstructed: 
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MALCOLM:  

'Tis call'd the evil: 

A most miraculous work in this good king; 

Which often, since my here-remain in England, 

I have seen him do. How he solicits heaven, 

Himself best knows: but strangely-visited people, 

All swoln and ulcerous, pitiful to the eye, 

The mere despair of surgery, he cures, 

Hanging a golden stamp about their necks, 

 

The syncopation of ‘swollen’ is shown in the spelling but the other 

instances in the same line are not. This type of reduction, where the ‘n’ 

loses its syllabic function may be found on the words ‘fallen’ and 

‘stolen’ elsewhere in Shakespeare. The syncopation is not always shown 

in the text.  

 

Medial ‘th’ and ‘v’ 

 

We are familiar from hymn singing and poetry with the syncopation of 

words like ‘heaven’ and ‘even’, where the medial ‘v’ is omitted, leaving 

the word with one syllable. The was very common in stage-speech in 

Shakespeare’s day and it applied to other words as well. Like other 

forms of syncopation, this reduction was well-known to the actors and 

was often not shown in the text. However, it can be identified by the 

scansion. 

 

The first examples have a familiar ring to us today: 

 

LADY MACBETH: 

Nor heaven peep through the blanket of the dark,  I, 5 

 



- 95 - 

BANQUO: 

By his loved mansionry, that the heaven's breath 

Smells wooingly here: no jutty, frieze, I, 6 

 

MACBETH: 

It is concluded. Banquo, thy soul's flight, 

If it find heaven, must find it out to-night. III, 1 

 

MESSENGER: 

Which is too nigh your person. Heaven preserve you! IV, 2 

 

MACDUFF 

Fell slaughter on their souls. Heaven rest them now! IV, 3 

 

A similar effect can be seen below on the word ‘seven’, which was 

pronounced se’en’: 

MACBETH: 

Let every man be master of his time 

Till seven at night: to make society  III, 1 

 

The actor would expect to syncopate ‘even’ to monosyllabic ‘e’en’ in the 

lines below: 

 

OLD MAN: 

'Tis unnatural, 

Even like the deed that's done. On Tuesday last, …  II, 4 

 

MACBETH: 

Even to the disposition that I owe, III, 4 

 

MACBETH: 

Even till destruction sicken; answer me IV, 1 
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MALCOLM:  

Perchance even there where I did find my doubts.  IV, 3 

 

MALCOLM: 

Before we reckon with your several loves, 

And make us even with you. My thanes and kinsmen,    V, 8 

 

DUNCAN: 

The sin of my ingratitude even now 

Was heavy on me: thou art so far before 

That swiftest wing of recompense is slow 

To overtake thee. Would thou hadst less deserved, 

That the proportion both of thanks and payment 

Might have been mine!   I, 4 

 

The above also shows an instance of medial ‘v’ syncopation which is not 

shown in the orthography (o’ertake).  

 

It is not immediately obvious that ‘together’ is syncopated (to togi’er) in 

this next line but this is a strong possibility, giving a masculine ending. 

 

SERGEANT: 

As two spent swimmers, that do cling together   I, 2  

 

The words ‘devil’ and ‘evil’ are very often monosyllables in Shakespeare 

and would have been pronounced ‘di’el’ and ‘i’el’ (sounding rather like 

‘deal’ and ‘eel’). 

 

ROSS: 

For it is thine. 

BANQUO:  

What, can the devil speak true?   I, 3 
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LADY MACBETH: 

That fears a painted devil. If he do bleed, II, 2 

 

YOUNG SIWARD:  

The devil himself could not pronounce a title  

More hateful to mine ear.    V, 7 

 

The example below includes syncopations of both words in consecutive 

lines: 

MACDUFF:  

Not in the legions 

Of horrid hell can come a devil more damn'd 

In evils to top Macbeth.   IV, 3 

 

A similar effect is seen in the syncopation of medial ‘th’ in ‘whether’ and 

‘either’ below. These are pronounced as monosyllables ‘whe’er’ and 

‘e’er’.  

 

ANGUS: 

But under heavy judgment bears that life 

Which he deserves to lose. Whether he was combined…   I, 3 

 

ROSS: 

Whether it was his wisdom or his fear. IV, 2 

 

LADY MACBETH: 

That death and nature do contend about them, 

Whether they live or die. 

MACBETH:  

[Within] Who's there? what, ho!  II, 2 

 

MACDUFF: 

I cannot strike at wretched kerns, whose arms 

Are hired to bear their staves: either thou, Macbeth, V, 7 
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The omission of the ‘v’ in ‘given’ allows a monosyllable which is 

pronounced ‘gi’en’ (or perhaps ‘gin’ or ‘geen’) 

 

MACBETH: 

Cannot be ill, cannot be good: if ill, 

Why hath it given me earnest of success,    I, 3 

 

MACBETH: 

Given to the common enemy of man,  III, 1 

 

LADY MACBETH: 

What hath quenchèd them hath given me fire.    II, 2 

 

LADY MACBETH: 

'Tis given with welcome: to feed were best at home; III, 4 

 

MALCOLM:  

'Tis his main hope: 

For where there is advantage to be given, 

Both more and less have given him the revolt,        V, 4 

 

Apocope: 

 

This relates to the omission of an unstressed letter or syllable at the end 

of a word.  Hamlet says: Season your admiration for awhile With an 

attent ear (I, 2). ‘Attent’ here stands for ‘attentive’. In Romeo and Juliet, 

Shakespeare uses the nomenclature ‘Capels’ for ‘Capulets’. This 

technique includes the omission of the vowel in unstressed be, by, my, 

so, the, and to. It is shown in the orthography in the case below, and in 

many more places in F1 than editors have adopted subsequently: 
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MACBETH: 

Cancel and tear to pieces that great bond 

Which keeps me pale! Light thickens; and the crow 

Makes wing to’th’ rooky wood:  III, 2  

 

LENNOX: 

New hatch'd to’th  woeful time: the obscure bird II, 3 

 

MACBETH: 

Why do you show me this? A fourth! Start, eyes! 

What, will the line stretch out to the crack of doom?   IV, 1 

 

MACDUFF: 

Bestride our down-fall'n birthdom: each new morn IV, 3 

 

MACBETH: 

Is fall'n into the sear, the yellow leaf; V, 3 

 

In the two examples above, syllabic ‘n’ is suppressed, causing the 

reduction of a syllable. This syncopation is shown by the orthography 

here but this is not always the case. This type of pronunciation is to be 

found in ‘stolen’, swollen’ and ’fallen’ 

 

Synaeresis: 

 

This is the reduction of two syllables into one by the suppression of the 

second vowel of a pair. It is known to us today in words such as 

‘diamond’, ‘violence’, ‘dial’ and ‘cruel’. In Shakespeare it may also be 

found in the endings of words such as ‘holiest’, ‘mightiest’ and in words 

like ‘doing’ and ‘being’. In the last two words the final ‘g’ would also 

have been dropped.  
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MACBETH: 

The service and the loyalty I owe, 

In doing it, pays itself. Your highness' part 

Is to receive our duties;   I, 4 

 

In the extracts below, ‘being’ would have been pronounced like ‘been’. 

 

MACBETH: 

Unreal mock[e]ry, hence! 

GHOST OF BANQUO vanishes 

Why, so: being gone, 

I am a man again. Pray you, sit still.  III, 4      

 

MACBETH: 

We still have judgment here; that we but teach 

Bloody instructions, which, being taught, return 

To plague the_inventor: this even-handed justice  I, 7 

 

BANQUO: 

In measureless content. 

MACBETH:   

Being unprepared,  II, 1 

 

MACBETH: 

Though Birnam wood be come to Dunsinane, 

And thou opposed, being of no woman born,      V, 8 

 

BANQUO:  (The modern trend of synaeresis in ‘diamond’ is 

undone here) 

This diamond he greets your wife withal,  II, 1 

 

LENNOX: 

Lamentings heard i' the air; strange screams of death, 

And prophesying with accents terrible II, 3 

 

The effect of synaeresis seen in the above may also be found in ‘crying’, 

‘dying’, ‘doing’ and ‘tying’. 
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BANQUO: 

And when we have our naked frailties hid,    II, 3 

 

ROSS:   

Let not your ears despise my tongue for ever,  

Which shall possess them with the heaviest sound    IV, 3  

In the above, ‘heaviest’ may be pronounced ‘heavist’ and below 

‘sorriest’ would probably be ‘sorrist’ (Kökeritz 1953, 288-9). 

 

LADY MACBETH 

How now, my lord! why do you keep alone, 

Of sorriest fancies your companions making, III, 2 

 

FIRST WITCH  

Lesser than Macbeth, and greater. 

SECOND WITCH  

Not so happy, yet much happier.  I, 3 

 

‘Happier’ has two syllables here and would be pronounced happir (or 

perhaps ‘happyer’). 

 

MACDUFF 

Lest our old robes sit easier than our new! II, 4 

 

‘Easier’ is given two syllables and pronounced ‘easir’ (or perhaps 

‘easyer’). 

 

Synezesis: 

 

Synezesis is the process whereby ‘i' or ‘e’ became consonantal j (which 

is pronounced like ‘y’). By this process, a syllable is lost. 

 

DUNCAN 

O valiant cousin! worthy gentleman!   I, 2 
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ROSS 

Nor would we deign him burial of his men  I, 2 

 

MALCOLM 

In an imperial charge. But I shall crave your pardon;  IV, 3 

 

MACBETH  

[Aside] Two truths are told, 

As happy prologues to the swelling act 

Of the_imperial theme.--I thank you, gentlemen.   I, 3 

 

MACBETH 

Fleance his son, that keeps him company, 

Whose absence is no less material to me III, 1 

 

MACBETH 

Direness, familiar to my slaught[e]rous thoughts   V, 5 

 

DUNCAN  

True, worthy Banquo; he is full so valiant, I, 4 

 

MACBETH 

And pity, like a naked new-born babe, 

Striding the blast, or heaven's cherubim, horsed 

Upon the sightless couriers of the air,   I, 7 

 

In the above ‘cherubim’ may be syncopated to 2 syllables. 

 

LADY MACBETH 

That such a hideous trumpet calls to parley  II, 3 

 

MACBETH 

There's nothing serious in mortality: II, 3 
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MACBETH 

According to the gift which bounteous nature III, 1 

 

MACBETH 

Returning were as tedious as go o'er: III, 4 

 

BANQUO 

The harvest is your own. 

DUNCAN  

My plenteous joys, I, 4 

 

MACBETH 

And with some sweet oblivious antidote    V, 3 

 

CAITHNESS 

To give obedience where 'tis truly owed: V, 2 

 

MACBETH 

As honour, love, obedience, troops of friends, V, 3 

 

MACBETH 

My Genius is rebuked; as, it is said,  III, 1 

 

MALCOLM 

Luxurious, avaricious, false, deceitful, IV, 3 

 

MACDUFF 

The_untimely emptying of the happy throne IV, 3 

 

MACBETH 

Told by an idiot, full of sound and fury, V, 5 

 

Synalepha: 

 

Omitting one of two vowels which occur together at the end of one word 

and the beginning of another; a contraction of neighbouring syllables. 
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This is commonly found when a word like ‘the’ or ‘to’ is followed by a 

word with an initial vowel. The F1 spellings such as ‘th’inhabitants’ and 

‘th’earth’ show the loss of the first vowel.  

 

BANQUO 

How far is't call'd to Forres? What are these 

So wither'd and so wild in their attire, 

That look not like th’ inhabitants o' the earth, 

 

Here, the word ‘raven’ loses its second syllable as it becomes fused to 

the first syllable of ‘himself’. The latter word would have begun with a 

vowel as the ‘h’ would have been dropped.    

 

LADY MACBETH 

He brings great news.  (Exit Messenger) 

The raven himself is hoarse    I, 5 

 

LADY MACBETH 

Stop up the access and passage to remorse,   I, 2     

 

 ‘Access’ is stressed on the second syllable here.  

 

MACBETH 

And champion me to the utterance! Who's there!  

 

THIRD WITCH 

Add thereto a tiger's chaudron, 

For the ingredients of our cauldron.   

 

MACDUFF 

The untimely emptying of the happy throne IV, 3 
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MACBETH 

I pull in resolution, and begin 

To doubt the equivocation of the fiend     V, 5 

 

MACDUFF  

Hail, king! for so thou art: behold, where stands 

The usurper's cursèd head: the time is free: V, 8 

 

A similar effect may be heard at the end of ‘consider’, where the final 

syllable is fused with ‘it’: 

 

LADY MACBETH  

Consider it not so deeply. II, 2 

 

If the first word ends in unstressed [ɪ] and second begins with a vowel: 

the [ɪ] may be consonantised to [j] as in the example below:  

 

DUNCAN  

This castle hath a pleasant seat; the air 

Nimbly and sweetly recommends itself 

Unto our gentle senses.    I, 6 

 

Aphaeresis: n 

 

This refers to the omission of a vowel or syllable at the beginning of a 

word of two or more syllables. For example, we have ‘squire’ from 

‘esquire’, ‘pothecarie’ from ‘apothecary’, ‘atomy’ from ‘anatomy and 

‘spittal’ from ‘hospital’. In some cases the doublet acquires a subtly 

different meaning over time. Cases of aphaeresis tend to be shown in 

the orthography, such as in the example below: 
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LENNOX 

But, peace! for from broad words and 'cause he fail'd     III, 6 

 

However, the reduction may result in a new variant word as in this case 

from Macbeth: 

 

LADY MACBETH 

Shall be a fume, and the receipt of reason 

A limbeck only: when in swinish sleep 

Their drenchèd natures lie as in a death,    I, 7 

 

‘Lymbeck’ stands for ‘alembic’: a still used in alchemy. 

 

EXPANSION:  

 

The opposite effect of the various types of syncopation described above 

may be seen in a process known as expansion. The commonest form is 

known as resolution. This most frequently occurs at the ends of lines 

and has its roots in the Middle English secondary stress system. Poets 

frequently use resolutions as a means of generating an extra syllable or 

a rhyme.  

 

Resolution: 

 

In the line below the extra foot is gained by making a secondary stress 

on the -ion ending, rendering it ex-e-cu-si-on in five syllables rather 

than four.  

 

SERGEANT 

Disdaining fortune, with his brandish'd steel, 

Which smoked with bloody execution,   I, 2 
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A similar effect is heard below, where ‘reflection’ and ‘composition’ have 

four syllables and ‘preparation’ has five. 

 

SERGEANT  

As whence the sun 'gins his reflection I, 2 

 

ROSS   - that now Sweno,  

The Norways' king craves composition:    I, 2 

 

LADY MACBETH 

Is not thy master with him? who, were't so, 

Would have inform'd for preparation.   I, 5 

 

Another sort of expansion involves the use of the possessive ending.  In 

the line below ‘doom’s’ appears to be disyllabic. This can be explained 

by the phrase ‘the great doom his image’ (or ‘the image of the great 

doom’), where the ‘h’ on ‘his’ would be dropped. The First Folio spelling 

is ‘doomes’ This construction can also be seen in ‘Twelfth Night’ where 

the line reads: 

 

  ANTONIO: 

  Once, in a sea-fight ‘gainst the Count his gallies  

  (meaning ‘the count’s galleys’).   (III, 3) 

 

MACDUFF 

The great doom's image! Malcolm! Banquo! II, 3 

 

ROSS 

Till he disbursèd at Saint Colme's inch     I, 2 

 

The above probably stands for ‘Saint Colme his inch’ ( [ko:mɪz] ) and is, 

in any case, disyllabic. 
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There are several instances in Macbeth where ‘Glamis’ is pronounced 

with two syllables, as the lines below illustrate: 

LADY MACBETH 

To cry 'Hold, hold!' 

Enter MACBETH 

Great Glamis! worthy Cawdor!   I, 5 

 

MACBETH  

Still it cried 'Sleep no more!' to all the house: 

'Glamis hath murder'd sleep, and therefore Cawdor…   II, 2 

 

There are other instances in the play where Glamis’ is only given one 

syllable.  

 

Epenthesis: 

 

This refers to the addition of a letter, sound, or syllable to the middle of 

a word. In its simplest form it may be seen in words such as ‘fire’, where 

a glide vowel develops before the ‘r’ and the word can be given either 

one or two syllables: 

 

ALL  

Double, double toil and trouble; 

Fire burn, and cauldron bubble. IV, 1 

 

 

A similar effect can be seen in the word ‘hour’ which may take one or 

two syllables: 

 

ROSS  

That of an hour's age doth hiss the speaker: IV, 3 
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Sometimes the extra syllable stems from the words etymology, as do the 

extra syllables in ‘monstrous’, ‘remembrance’ and ‘entrance’: 

LENNOX 

Who cannot want the thought how monstrous III, 6 

 

MACBETH  

So shall I, love; and so, I pray, be you: 

Let your remembrance apply to Banquo;  III, 2 

 

LADY MACBETH 

The raven himself is hoarse 

That croaks the fatal entrance of Duncan  I, 5 

 

The disyllabic pronunciation ‘damned’ in this line (possibly ‘damid’) 

shows that Shakespeare was still able to draw on pronunciations extant 

from the older inflected form of the language. This pronunciation is 

common in his plays. 

 

LENNOX 

To kill their gracious father? damned fact!  III, 6 

 

Diaeresis: 

 

Diaeresis is where one syllable is divided into two, especially where two 

contiguous vowels are each pronounced. This is shown in Malcolm’s line 

below: 

 

DUNCAN 

The newest state. 

MALCOLM  

This is the sergeant   I, 2 
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Of greater interest is this instance, where a glide develops between the 

‘o’ and ‘l’ in ‘cold’ and is given an extra syllable: 

FIRST WITCH  

Round about the cauldron go; 

In the poison'd entrails throw. 

Toad, that under cold stone 

Days and nights has thirty-one… IV, 1 

 

A glide vowel may account for disyllabic ‘weird’ below. The word stems 

from Old English ‘wyrd’ meaning ‘fate’ but the pronunciation may 

possibly be influenced by ‘wayward’; it was common for a ‘w’ in that 

medial position to be silent and so would be pronounced ‘way’ard’. 

 

ALL (WITCHES) 

The weird sisters, hand in hand, 

Posters of the sea and land,    I, 3 

 

MACBETH  

Saw you the weird sisters? IV, 1 

 

BANQUO 

I dreamt last night of the three weird sisters:  II, 1 

 

Length and Stress: 

 

On occasions it is worthwhile considering how length affects the rhythm. 

In Shakespeare’s day there were many words which had long and short 

variants as the language was still changing at a fast pace. In the lines 

below ‘heath’ and ‘babe’ would have been given a short vowel and ‘are’ 

a long one, as the rhyme betrays.  
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FIRST WITCH 

Where the place? 

SECOND WITCH 

Upon the heath. 

THIRD WITCH 

There to meet with Macbeth.   I, 1 

 

THIRD WITCH 

Finger of birth-strangled babe 

Ditch-deliver'd by a drab, 

Make the gruel thick and slab: 

 

HECATE  

Have I not reason, beldams as you are, 

Saucy and overbold? How did you dare 

To trade and traffic with Macbeth 

 

Secondary stress, an important feature of ‘resolution’, may also occur in 

the middle of lines, as it does on the words ‘intelligence’, ‘fantastical’ 

and ‘capital’ below. This affects the vowel sound as well as the 

accentuation.  

 

MACBETH 

You owe this strange intelligence? or why 

Upon this blasted heath you stop our way     I, 3 

 

BANQUO 

Things that do sound so fair? I' the name of truth, 

Are ye fantastical, or that indeed 

Which outwardly ye show? My noble partner…   I, 3 

 

ANGUS 

But treasons capital, confess'd and proved, 

Have overthrown him.   I, 3 
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The English stress system was profoundly affected by the adoption of 

words from French, Latin and other languages over a period of time. It 

took a while for these words to be accommodated to the English stress 

system and while that process was underway there would be some 

unfamiliar stress patterns in use.  

 

The first three examples are stressed on the first syllable: 

 

ROSS 

The which no sooner had his prowess confirm'd 

In the unshrinking station where he fought,  V, 8 

 

SECOND WITCH  

Cool it with a baboon's blood, 

Then the charm is firm and good.   IV, 1    (Initial stress on 

‘baboon’s’) 

 

LADY MACBETH 

That I may pour my spirits in thine ear; 

And chastise with the valour of my tongue    I, 5 

 

The following are stressed on the second syllable: 

 

MACBETH  

Time, thou anticipat’st my dread exploits:     IV, 1 

 

MALCOLM 

Bounty, perseverance, mercy, lowliness,  

 

‘Persev’rance’ is also syncopated. 

 

The aim of this metrical analysis of Macbeth is not to force an unnatural 

regularity onto all the lines which do not scan well, but to reconstruct as 
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much of the original, regular metre as possible in order to expose those 

truly irregular lines which may contain stage directions and methods of 

delivery encoded in the text.  
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Introduction 

 

It is evident to any reader of Shakespeare that many of the couplets 

which were clearly intended to rhyme no longer do so. This is 

particularly evident in the poems and plays which exploit rhyme, such as 

‘A Midsummer Night’s Dream’ and ‘As You Like It’. This unfortunate 

state of affairs is largely the result of a linguistic phenomenon known as 

‘the great vowel shift’ (GVS) which had a profound effect on the English 

language and occurred between approximately 1450 and 1750. This 

mainly affected the long vowels but there were other changes in 

pronunciation, some of which affected the short vowels and consonants. 

It is beyond the scope of this essay to examine the mechanics of the 

GVS, which are covered in detail in the literature. The list of examples 

below is not exhaustive but shows the type of sound changes which 

affected Shakespeare’s rhyme and metre. Armed with this knowledge, 

the actor and director may make their own decisions about whether to 

continue with a modern pronunciation and ignore the intended rhyme, 

to restore the original pronunciation or to make a compromise, perhaps 

meeting half way. 

 

These line readings are intended to highlight particular pronunciations 

which have deviated from Shakespeare’s but may easily be restored. It is 

important to remember that Shakespeare would often draw on dialectal 

pronunciations or doublets to make a rhyme. Therefore, a word will 

sometimes have two or even three different pronunciations. A close 

examination of the context will generally help identify the correct usage. 
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For the examples, groups of words have been chosen whose 

pronunciation has changed significantly since Shakespeare’s day. A little 

knowledge of these changes can make a great deal of sense when 

reading the lines. In order to keep this book actor-friendly, the use of 

phonetics has been avoided; instead, a generalised pronunciation has 

been suggested for each word. All Shakespearean quotations are taken 

from Clark, W.G. and Wright, W.A. (1865). 
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RHYME: 

 

One, Alone, Gone:  

 

Words like ‘one’, and ‘none’ were often pronounced exactly as the 

spelling suggests, to rhyme with ‘bone’.  ‘Gone’ generally follows this 

pattern but it may also be pronounced as today.  

 

PUCK:  

Then will two at once woo one;  

That must needs be sport alone;      

MSND, III, 2 

 

DEMETRIUS: 

Lysander, keep thy Hermia; I will none:  

If e'er I loved her, all that love is gone.   

MSND, III, 2 

 

For having traffic with thyself alone, 

Thou of thyself thy sweet self dost deceive.  

Then how, when nature calls thee to be gone, 

What acceptable audit canst thou leave?  

Sonnet 4 

 

That use is not forbidden usury,  

Which happies those that pay the willing loan; 

That's for thyself to breed another thee, 

Or ten times happier, be it ten for one;   

Sonnet 6 

 

FIRST WITCH:  

Round about the cauldron go;  

In the poison'd entrails throw.  

Toad, that under cold stone  

Days and nights has thirty-one  
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Swelter'd venom sleeping got,  

Boil thou first i' the charmed pot.       

Macbeth,  IV, 1 

 

LORD TALBOT/EARL OF SHREWSBURY: 

Where is my other life? mine own is gone;  

O, where's young Talbot? where is valiant John? 

Henry VI Pt I, IV, 7 

 

‘ea’, as in Reason: 

 

In many words spelled ‘ea’ the vowel was often pronounced as in 

modern ‘raise’. This is exemplified by plays-on-words below, which only 

work if ‘reason’, ‘raising’ and ‘raison’ are pronounced alike. The final ‘g’ 

on ‘raising’ would generally be dropped. A handful of words such as 

‘break’ and ‘steak’ still preserve this original vowel. (The Elizabethan ‘ai’ 

vowel was nearer to that in modern ‘Sarah’ but close enough to ‘ea’ to 

be accepted in rhyme.) 

 

EARL OF WORCESTER: 

And 'tis no little reason bids us speed,  

To save our heads by raisin(g) of a head;   

Henry IV Pt 1, I, 3 

 

MIRANDA: 

Heavens thank you for't! And now, I pray you, sir,  

For still 'tis beating in my mind, your reason  

For raising this sea-storm?     

Tempest, I, 2 
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FALSTAFF: 

What, upon compulsion? 'Zounds, an I were at the  

strappado, or all the racks in the world, I would  

not tell you on compulsion. Give you a reason on  

compulsion! If reasons were as plentiful as  

blackberries, I would give no man a reason upon  

compulsion, I.     

Henry IV Pt 1, II, 4 

 

'Tis not enough that through the cloud thou break,  

To dry the rain on my storm-beaten face, 

For no man well of such a salve can speak 

That heals the wound and cures not the disgrace:  

Sonnet 34 

 

MALCOLM: 

Merciful heaven!  

What, man! ne'er pull your hat upon your brows;  

Give sorrow words: the grief that does not speak  

Whispers the o'er-fraught heart and bids it break.    

Macbeth,  IV, 3 

 

And for a woman wert thou first created; 

Till Nature, as she wrought thee, fell a-doting,  

And by addition me of thee defeated, 

By adding one thing to my purpose nothing. 

Sonnet 20: 

 

‘Nothing’ was commonly pronouced ‘notin’ as the rhyme above shows. 

 

Blood: 

 

The word ‘blood’ sometimes appears in rhyme paired with words such 

as ‘good’ and ‘stood’. This was probably not a perfect rhyme but the 

vowel in blood would have been more central and nearer to that of good 

in Shakespeare’s day. 
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SECOND WITCH: Cool it with a baboon's blood,  

Then the charm is firm and good.    

Macbeth,  IV, 1 

 

And in his blood that on the ground lay spill'd, 

A purple flower sprung up, chequer'd with white, 

Resembling well his pale cheeks and the blood  

Which in round drops upon their whiteness stood. 

Venus and Adonis 1187 

 

Rome: 

 

‘Rome’ was sometimes pronounced like ‘room’ as the first two rhymes 

below demonstrate. However, it was also pronounced as in present day 

English (PDE).  

So fares it with this faultful lord of Rome,  

Who this accomplishment so hotly chased;  

For now against himself he sounds this doom,  

That through the length of times he stands disgraced: 

Rape of Lucrece 766 

 

And never be forgot in mighty Rome  

Th' adulterate death of Lucrece and her groom.  

Rape of Lucrece 1690 

 

The above pronunciation is also revealed in the following word-play, 

where ‘Rome’ and ‘room’ are homonyms. 

CASSIUS: 

When could they say till now, that talk'd of Rome,  

That her wide walls encompass'd but one man?  

Now is it Rome indeed and room enough,  

When there is in it but one only man.   

Julius Caesar,  I, 2 
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Come: 

 

The normal pronunciation of ‘come’ was with the same vowel as in 

‘love’. This was a central vowel somewhere between the present day 

northern and southern sounds (without lip-rounding). 

 

KATHARINE: 

Not so, my lord; a twelvemonth and a day  

I'll mark no words that smooth-faced wooers say:  

Come when the king doth to my lady come;  

Then, if I have much love, I'll give you some.   

Love’s Labour’s Lost,  V, 2 

 

THIRD WITCH: 

A drum, a drum!  

Macbeth doth come.      

Macbeth,  I, 3 

 

However, it is possible that a variant with a long vowel was sometimes 

intended.  

 

RICHARD II: 

Thou chidest me well: proud Bolingbroke, I come  

To change blows with thee for our day of doom.  

Richard II,  III, 2 

 

Not mine own fears, nor the prophetic soul 

Of the wide world dreaming on things to come, 

Can yet the lease of my true love control, 

Supposed as forfeit to a confined doom.       

Sonnet 107 
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In the following instance, the vowel in ‘tomb’ may be short:  

 

Who will believe my verse in time to come,  

If it were fill'd with your most high deserts?  

Though yet, heaven knows, it is but as a tomb  

Which hides your life and shows not half your parts. 

Sonnet 17 

 

‘er’ as in ‘Serve’ and ‘Mercy’: 

 

The short ‘er’ sound was often pronounced ‘ar’ in the way that ‘Derby’, 

‘clerk’ and ‘sergeant’ still are in PDE. This is shown in the rhymes below: 

(The ‘r’ was sounded, American style.) 

 

CORIOLANUS: 

Most sweet voices!  

Better it is to die, better to starve,  

Than crave the hire which first we do deserve.  

Why in this woolvish toge should I stand here,  

To beg of Hob and Dick, that do appear,    

Coriolanus,  II, 3 

 

Against that time do I ensconce me here  

Within the knowledge of mine own desert,  

And this my hand against myself uprear,  

To guard the lawful reasons on thy part:    

Sonnet 49 

 

As fast as thou shalt wane, so fast thou growest 

In one of thine, from that which thou departest; 

And that fresh blood which youngly thou bestowest 

Thou mayst call thine when thou from youth convertest. 

Sonnet 11 

 

'All which together, like a troubled ocean,  

Beat at thy rocky and wreck-threatening heart,  
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To soften it with their continual motion;  

For stones dissolved to water do convert.   

Rape of Lucrece 640 

 

Tongue: 

 

This could be pronounced as today but was more commonly an ‘o’ 

sound, as these rhymes show: 

 

OBERON:  

Like to Lysander sometime frame thy tongue,  

Then stir Demetrius up with bitter wrong;    

MSND,  III, 2  

 

So should my papers yellow'd with their age 

Be scorn'd like old men of less truth than tongue,  

And your true rights be term'd a poet's rage 

And stretched metre of an antique song:   

Sonnet 17 

 

Short ‘a’: 

 

The normal Shakespearean pronunciation of ‘water’, with a short, 

unrounded ‘a’, is shown in these verses, where ‘matter’ and ‘flatter’ 

have the same pronunciation as today.  

 

ROSALINE: 

O vain petitioner! beg a greater matter;  

Thou now request'st but moonshine in the water. 

Loves Labour’s Lost, V, 2 

 

So Priam's trust false Sinon's tears doth flatter,  

That he finds means to burn his Troy with water.   

Rape of Lucrece 1606 
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A short ‘a’ is also found in other words which take a long vowel (or a 

rounded ‘o’ sound) in PDE. There is a perfect rhyme in ‘granting’-

‘wanting’ below: 

 

For how do I hold thee but by thy granting?  

And for that riches where is my deserving? 

The cause of this fair gift in me is wanting, 

And so my patent back again is swerving.   

Sonnet 87 

 

In the above lines ‘deserving’ and ‘swerving’ would be pronounced with 

‘ar’, as above.  

 

Even the word ‘father’ would have had a short ‘a’, as here: 

 

If my dear love were but the child of state, 

It might for Fortune's bastard be unfather'd' 

As subject to Time's love or to Time's hate, 

Weeds among weeds, or flowers with flowers gather'd. 

Sonnet 124 

 

Then, were not summer's distillation left, 

A liquid prisoner pent in walls of glass,  

Beauty's effect with beauty were bereft, 

Nor it nor no remembrance what it was:   

Sonnet 5 

 

The above implies an unvoiced ‘s’ in ‘was’, which was the original strong 

form. The words ‘ward’ and ‘guard’ used the same short ‘ar’ sound 

before the effects of lengthening and lip-rounding took hold after 

Shakespeare’s time:  
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Prison my heart in thy steel bosom's ward, 

But then my friend's heart let my poor heart bail;  

Whoe'er keeps me, let my heart be his guard; 

Thou canst not then use rigor in my gaol:   

Sonnet 133 

 

The short ‘a’ is used in both these words (under the effects of secondary 

stress in ‘ignorance’; see the section on metre): 

 

But thou art all my art and dost advance 

As high as learning my rude ignorance.    

Sonnet 78 

 

‘-ear’: 

These examples of ‘-ear’ (rhyming with ‘bear’) are very common in 

Shakespeare (although the vowel in ‘near’ and ‘appear’ can also be 

similar to that in ‘beer’): 

 

If thy soul cheque thee that I come so near, 

Swear to thy blind soul that I was thy 'Will,' 

And will, thy soul knows, is admitted there; 

Thus far for love my love-suit, sweet, fulfil.  

Sonnet 136 

 

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 every where!  

Sonnet 97 

 

My love is strengthen'd, though more weak in seeming; 

I love not less, though less the show appear: 

That love is merchandized whose rich esteeming 

The owner's tongue doth publish every where.  
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Sonnet 102 

 

Far from the purpose of his coming hither,  

He makes excuses for his being there:  

No cloudy show of stormy blustering weather  

Doth yet in his fair welkin once appear;            

Rape of Lucrece 164 

 

In the line above ‘hither’ would rhyme with ‘weather’ with a short ‘e’. 

This was a common variant. The line below shows the old strong form of 

the word ‘were’ (rhymes with ‘bear’) which makes a perfect rhyme with 

‘appear’. The last couplet ‘here-fear’ might alternatively be pronounced 

as today: 

 

'Think but how vile a spectacle it were,  

To view thy present trespass in another.  

Men's faults do seldom to themselves appear;  

Their own transgressions partially they smother:     

Rape of Lucrece 682 

 

LYSANDER:  

She sees not Hermia. Hermia, sleep thou there:  

And never mayst thou come Lysander near!      

MSND, II, 2 

 

HERMIA:  

[Awaking] Help me, Lysander, help me! do thy best  

To pluck this crawling serpent from my breast!  

Ay me, for pity! what a dream was here!  

Lysander, look how I do quake with fear:     

MSND, II, 2 
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-ough/augh: 

 

The ‘-ough’ in enough and the ‘-augh’ in ‘laugh’ were sometimes given 

a short ‘o’ as these lines demonstrate (although it could be closer to 

American ‘a’ in ‘hot’): 

 

POET: 

Having often of your open bounty tasted,  

Hearing you were retired, your friends fall'n off,  

Whose thankless natures—O abhorred spirits!—  

Not all the whips of heaven are large enough:      

Timon of Athens, V, 1 

 

PUCK: 

Sometime for three-foot stool mistaketh me; 

Then slip I from her bum, down topples she,  

And 'tailor' cries, and falls into a cough;  

And then the whole quire hold their hips and laugh,    

MSND, II, 1 

‘Laugh’ is given a short ‘a’ and ‘enough’ a short ‘u’ as shown here: 

MISTRESS PAGE: 

We do not act that often jest and laugh;  

'Tis old, but true, Still swine eat all the draff.    

Merry Wives of Windsor, IV, 2 

FIRST APPARITION: 

Macbeth! Macbeth! Macbeth! beware Macduff;  

Beware the thane of Fife. Dismiss me. Enough.   

Macbeth,  V, 1 
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Wind: 

 

‘Wind’ was always given a diphthong and rhymed with ‘mind’, as here: 

 

OBERON: 

About the wood go swifter than the wind, 

And Helena of Athens look thou find:   

MSND, III, 2 

 

That I have frequent been with unknown minds  

And given to time your own dear-purchased right 

That I have hoisted sail to all the winds 

Which should transport me farthest from your sight. 

Sonnet 118 

 

SONG: 

Blow, blow, thou winter wind,  

Thou art not so unkind,      

As You Like It, II, 7 

DUMAIN: 

Through the velvet leaves the wind,  

All unseen, can passage find;   

Love’s Labour’s Lost, IV, 3 

Wound: 

‘Wound’ was also a diphthong (as in PDE ‘wound’ up a clock) even when 

it meant ‘injury’: 

SIR STEPHEN SCROOP: 

Have felt the worst of death's destroying wound  

And lie full low, graved in the hollow ground.    

Richard II, III, 2 
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HELENA: 

But who is here? Lysander! on the ground!  

Dead? or asleep? I see no blood, no wound.  

MSND, II, 2 

 

BOTTOM: 

Come, tears, confound;  

Out, sword, and wound  

The pap of Pyramus;      

MSND, V, 1 

 

Devil and Evil: 

 

These two words, when not syncopated (shortened), may have taken a 

short ‘i’ vowel, rhyming with ‘civil’: 

 

Win me soon to hell, my female evil     

Tempteth my better angel from my side, 

And would corrupt my saint to be a devil, 

Wooing his purity with her foul pride.      

Sonnet 144 

 

And the dire thought of his committed evil  

Shape every bush a hideous shapeless devil.           

Rape of Lucrece 1023 

 

ANTONIO: 

Virtue is beauty, but the beauteous evil  

Are empty trunks o'erflourish'd by the devil.   

Twelfth Night, III, 4 

 

Yet and Yes: 

 

These two words would be pronounced with an ‘i’ vowel (New Zealand 

style) as the rhyme below shows: 
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FRIAR LAURENCE: 

The sun not yet thy sighs from heaven clears,  

Thy old groans ring yet in my ancient ears;  

Lo, here upon thy cheek the stain doth sit  

Of an old tear that is not wash'd off yet:    

Romeo and Juliet, II, 3 

 

Grief hath two tongues, and never woman yet  

Could rule them both without ten women's wit.      

Venus and Adonis 1025 

Lord, Word: 

The word ‘lord’ sounded something like ‘lowered’ (but with one syllable 

and a rhotic ‘r’) and ‘word’ would have been pronounced in a similar 

fashion. These would have rhymed with most other words ending with 

‘ord’ and ‘ord’.  

HERMIA: 

Lysander! what, removed? Lysander! lord!  

What, out of hearing? gone? no sound, no word?     

MSND, II, 2 

 

I think good thoughts whilst other write good words,  

And like unletter'd clerk still cry 'Amen' 

To every hymn that able spirit affords 

In polish'd form of well-refined pen.   

Sonnet 85 

 

Aches: 

 

The noun ‘aches’ could be disyllabic in Shakespeare (the verb, however, 

was as today): 
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PROSPERO: 

If thou neglect'st or dost unwillingly  

What I command, I'll rack thee with old cramps,  

Fill all thy bones with ach-es, make thee roar  

That beasts shall tremble at thy din. 

Tempest, I, 2 

 

APEMANTUS: 

So, so, there!  

Aches contract and starve your supple joints! 

Timon of Athens, I, 2 

 

TIMON: 

Commend me to them,  

And tell them that, to ease them of their griefs,  

Their fears of hostile strokes, their aches, losses, 

Timon of Athens, V, 1 

 

Secondary Stress: 

 

Secondary stress patterns were carried over from the Middle English (ME) 

period and persisted into Shakespeare’s age, particularly in verse. As 

well as generating some significant metrical features, secondary stress 

also restores certain rhymes which are not evident in PDE. For example, 

-y endings could be pronounced in three ways: short (as in PDE), as a 

long monophthong and as a diphthong. The pairs marked in bold in the 

following extracts would all have formed perfect rhymes in 

Shakespeare’s day: 

 

HERMIA:  

No? then I well perceive you all not nigh  

Either death or you I'll find immediately.       

MSND, II, 2 
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DEMETRIUS:  

So should the murder'd look, and so should I,  

Pierced through the heart with your stern cruelty:     

MSND,  III, 2 

 

Was sleeping by a virgin hand disarm'd. 

This brand she quenched in a cool well by, 

Which from Love's fire took heat perpetual,  

Growing a bath and healthful remedy   

Sonnet 154 

 

HELENA:  

O spite! O hell! I see you all are bent  

To set against me for your merriment:  

If you we re civil and knew courtesy,  

You would not do me thus much injury.      

MSND, III, 2 

 

OBERON: 

And sometime rail thou like Demetrius;  

And from each other look thou lead them thus,    

MSND, III, 2 

 

HELENA: 

I will go tell him of fair Hermia's flight:  

Then to the wood will he to-morrow night  

Pursue her; and for this intelligence  

If I have thanks, it is a dear expense:    

MSND,  I, 1 

 

OBERON: 

To the best bride-bed will we,  

Which by us shall blessed be;  

And the issue there create  

Ever shall be fortunate. 

MSND,  V, 1 
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HELENA: 

And sleep, that sometimes shuts up sorrow's eye,   

Steal me awhile from mine own company.                    

MSND, III, 2 

 

And having climb'd the steep-up heavenly hill,  

Resembling strong youth in his middle age, 

yet mortal looks adore his beauty still, 

Attending on his golden pilgrimage;   

Sonnet 7 

 

Vowel Shortening: 

 

During the Late Middle English and Early Modern English periods many 

words such as ‘death’, ‘breath’ and ‘bread’ were undergoing shortening 

and. as a result, two versions of some words were in use. This explains a 

number of rhymes in Shakespeare which do not make sense in modern 

pronunciation. In these lines, from A Midsummer Night’s Dream, all the 

following words are pronounced short, thus making perfect rhymes: 

‘bequeath’, ‘haste’, ‘east’ and ‘shade’. 

 

LYSANDER: 

And yours of Helena to me bequeath,  

Whom I do love and will do till my death.    

MSND, III, 2 

 

PUCK: 

My fairy lord, this must be done with haste,  

For night's swift dragons cut the clouds full fast,      

MSND, III, 2 
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HELENA: 

O weary night, O long and tedious night,  

Abate thy hour! Shine comforts from the east,  

That I may back to Athens by daylight,  

From these that my poor company detest:     

MSND, III, 2 

 

OBERON: 

Then, my queen, in silence sad,  

Trip we after the night's shade:      

MSND, IV, 1 

 

And this Macbeth extract shows that ‘babe’ could have a short vowel: 

 

THIRD WITCH:  

Finger of birth-strangled babe  

Ditch-deliver'd by a drab,  

Macbeth, IV, 1 

 

The lines below show a similar shortening on the words ‘waste’, ‘taste’ 

and ‘haste’. ‘Past’ and ‘fast’ were pronounced with a short vowel as in 

present day northern English.   

 

When to the sessions of sweet silent thought  

I summon up remembrance of things past,  

I sigh the lack of many a thing I sought,  

And with old woes new wail my dear time's waste:  

Sonnet 30 

 

JOAN LA PUCELLE: 

Good morrow, gallants! want ye corn for bread?  

I think the Duke of Burgundy will fast  

Before he'll buy again at such a rate:  

'Twas full of darnel; do you like the taste?  

Henry VI Pt1, III, 2 
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Thy registers and thee I both defy, 

Not wondering at the present nor the past,  

For thy records and what we see doth lie, 

Made more or less by thy continual haste.  

Sonnet 113 

 

Shortening on ‘releasing’, ‘fever’ and ‘greater’ restores the perfect 

rhymes in these lines: 

 

Farewell! thou art too dear for my possessing, 

And like enough thou know'st thy estimate: 

The charter of thy worth gives thee releasing; 

My bonds in thee are all determinate. 

Sonnet 87 

 

What wretched errors hath my heart committed,  

Whilst it hath thought itself so blessed never! 

How have mine eyes out of their spheres been fitted 

In the distraction of this madding fever! 

O benefit of ill! now I find true 

That better is by evil still made better;  

And ruin'd love, when it is built anew, 

Grows fairer than at first, more strong, far greater.  

Sonnet 119 

 

In Loves Labour’s Lost ( I,1) the word ‘boast’ would have been 

pronounced short: 

 

FERDINAND: 

Biron is like an envious sneaping frost,  

That bites the first-born infants of the spring.  

BIRON:  

Well, say I am; why should proud summer boast  

Before the birds have any cause to sing?  
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A similar shortening may be found in ‘engrossed’ in Sonnet 133: 

 

Me from myself thy cruel eye hath taken,  

And my next self thou harder hast engross'd: 

Of him, myself, and thee, I am forsaken; 

A torment thrice threefold thus to be cross'd. 

 

In Sonnet 146 ‘lease’ has a short vowel and rhymes with ‘excess’: 

 

Why so large cost, having so short a lease,  

Dost thou upon thy fading mansion spend? 

Shall worms, inheritors of this excess, 

Eat up thy charge? is this thy body's end? 

And in Venus and Adonis (line 111) ‘heat’ is short: 

 

Never did passenger in summer's heat  

More thirst for drink than she for this good turn.  

Her help she sees, but help she cannot get;  

She bathes in water, yet her fire must burn:     

 

Vowel Lengthening: 

 

Shakespeare appears to have used a variant of ‘upon’ with a long vowel 

in the case below. There is little other rhyming evidence of this word in 

Shakespeare. Other poets appear to show both both the long and short 

‘o’.  

 

Who hateth thee that I do call my friend?  

On whom frown'st thou that I do fawn upon? 

Nay, if thou lour'st on me, do I not spend 

Revenge upon myself with present moan?    

Sonnet 149 
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The virtue of her lively looks 

Excels the precious stone ; 

I wish to have none other books 

To read or look upon. 

A Praise of His Lady, John Heywood (1497-1580) 

 

A midnight bell, a parting groan 

These are the sounds we feed upon : 

Sweet Melancholy, J Fletcher (1579-1625) 

 

The lines below show both lengthening and shortening. ‘Heaven’ and 

‘even’would have been given the same long vowel (pronounced like 

‘haven’) and ‘east’ a short vowel: 

 

And truly not the morning sun of heaven  

Better becomes the grey cheeks of the east, 

Nor that full star that ushers in the even 

Doth half that glory to the sober west,  Sonnet 132 

 

Strong Forms:  

 

A number of words have changed in pronunciation over time as a result 

of weak stress. 

 

CELIA:  

Heaven would that she these gifts should have,  

And I to live and die her slave.    

As You Like It, III, 2 

 

Your name from hence immortal life shall have,  

Though I, once gone, to all the world must die: 

The earth can yield me but a common grave, 

When you entombed in men's eyes shall lie.  

Sonnet 81 
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The word ‘have’, as the spelling suggests, was originally pronounced to 

rhyme with ‘slave’ and ‘grave’ as in the lines above.  

 

These lines from The Rape of Lucrece (line 682) show the strong form of 

the word ‘were’, which is a homophone of ‘wear’ (the same vowel is 

used here in ‘appear’, although the modern vowel was also used) and is 

still heard sometimes today: 

 

Think but how vile a spectacle it were,  

To view thy present trespass in another.  

Men's faults do seldom to themselves appear;  

Their own transgressions partially they smother: 

 

The stressed form of ‘are’ rhymes with ‘care’ and ‘prepare’ in the 

extracts below: 

 

HENRY VI: 

Sad-hearted men, much overgone with care,  

Here sits a king more woful than you are.   

Henry IV Part III, II, 5 

 

EDMUND OF LANGLEY:  

It may be I will go with you: but yet I'll pause;  

For I am loath to break our country's laws.  

Nor friends nor foes, to me welcome you are:  

Things past redress are now with me past care.  

Richard II, II, 3 

 

O, that you were yourself! but, love, you are 

No longer yours than you yourself here live:   

Against this coming end you should prepare, 

And your sweet semblance to some other give. 

Sonnet 13 
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Longer Readings: 

 

OBERON 

I pray thee, give it me.  

I know a bank where the wild thyme blows,  

Where oxlips and the nodding violet grows,  

Quite over-canopied with luscious woodbine,  

With sweet musk-roses and with eglantine:  

There sleeps Titania sometime of the night,  

Lull'd in these flowers with dances and delight;  

And there the snake throws her enamell'd skin,  

Weed wide enough to wrap a fairy in:  

And with the juice of this I'll streak her eyes,  

And make her full of hateful fantasies.  

Take thou some of it, and seek through this grove:  

A sweet Athenian lady is in love  

With a disdainful youth: anoint his eyes;  

But do it when the next thing he espies  

May be the lady: thou shalt know the man  

By the Athenian garments he hath on.  

Effect it with some care, that he may prove  

More fond on her than she upon her love:  

And look thou meet me ere the first cock crow.     

MSND, II, 1 

 

Secondary stress causes the ending of ‘fantasies’ to be diphthongised 

and thus to rhyme with ‘eyes. ‘Grove and ‘love’ may well have both 

shared ‘loves’ short vowel, although some readings of this line give 

‘grove’ and ‘love’ a long ‘u’ vowel. The unrounded short ‘o’ in ‘on’ 

would have sounded rather like an American ‘o’ and would have formed 

a half-rhyme with ‘man’. There may also have been a variant 

pronunciation of ‘man’ from one of the Old English dialects with an ‘o’ 
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vowel, ‘mon’. ‘Prove’ and ‘love’ would share the short vowel found in 

‘love’.  

FAIRY:  

Over hill, over dale,  

Thorough bush, thorough brier,  

Over park, over pale,  

Thorough flood, thorough fire,  

I do wander everywhere,  

Swifter than the moon's sphere;     MSND, II, 1  

 

‘Everywhere’ and ‘sphere’ would have both used the vowel found in 

‘bear’, although ‘sphere’ could also be pronounced with an ‘i’ vowel, 

rather like today.  

 

PUCK: 

In very likeness of a roasted crab,  

And when she drinks, against her lips I bob  

And on her wither'd dewlap pour the ale.  

The wisest aunt, telling the saddest tale,  

Sometime for three-foot stool mistaketh me;  

Then slip I from her bum, down topples she,  

And 'tailor' cries, and falls into a cough;  

And then the whole quire hold their hips and laugh,   

MSND, II, 1 

 

The unrounded ‘o’ vowel in ‘bob’ would have sounded American and 

would half rhyme with ‘crab’. ‘Laugh’ had an ‘o’ variant which would 

rhyme with ‘cough’.  
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STEWARD: [Reads]  

I am Saint Jaques' pilgrim, thither gone:  

Ambitious love hath so in me offended,  

That barefoot plod I the cold ground upon,  

With sainted vow my faults to have amended.  

Write, write, that from the bloody course of war  

My dearest master, your dear son, may hie:  

Bless him at home in peace, whilst I from far  

His name with zealous fervor sanctify:  

His taken labours bid him me forgive;  

I, his despiteful Juno, sent him forth  

From courtly friends, with camping foes to live,  

Where death and danger dogs the heels of worth:  

He is too good and fair for death and me:  

Whom I myself embrace, to set him free.        

All’s Well That Ends Well, III, 4  

 

Although ‘gone’ and ‘upon’ rhyme in PDE in the above speech, the 

pronunciation would possibly have involved a long ‘o’ sound in both 

words (rhyming with ‘bone’). ‘War’ and ‘far’ would have rhymed 

perfectly with a short ‘a’ sound and a rhotic ‘r’. ‘Forth’ and ‘worth’ 

would also have rhymed with a vowel like that in ‘foe’ and a rhotic ‘r’.  

 

PUCK: 

Through the forest have I gone.  

But Athenian found I none,  

On whose eyes I might approve  

This flower's force in stirring love.  

Night and silence.—Who is here?  

Weeds of Athens he doth wear:  

This is he, my master said,  

Despised the Athenian maid;  

And here the maiden, sleeping sound,  

On the dank and dirty ground.  

Pretty soul! she durst not lie  



- 142 - 

Near this lack-love, this kill-courtesy.  

Churl, upon thy eyes I throw  

All the power this charm doth owe.  

When thou wakest, let love forbid  

Sleep his seat on thy eyelid:  

So awake when I am gone;  

For I must now to Oberon.     

MSND,  II, 2 

 

‘Gone’ and ‘none’ here would both have been given a long vowel 

(rhyming with ‘bone’). Approve and love would have had a short vowel, 

approaching that in modern ‘love’ but leaning towards the vowel in 

‘pull’. ‘Here’ was given the older pronunciation, which rhymes with 

‘wear’ and ‘said’ was pronounced long (rather like ‘sayed’). With a 

secondary stress on the last syllable of ‘courtesy’, the resulting 

diphthong is the same as in ‘lie’.  

 

PUCK: 

My fairy lord, this must be done with haste,  

For night's swift dragons cut the clouds full fast,  

And yonder shines Aurora's harbinger;  

At whose approach, ghosts, wandering here and there,  

Troop home to churchyards: damned spirits all,  

That in crossways and floods have burial,  

Already to their wormy beds are gone;  

For fear lest day should look their shames upon,  

They willfully themselves exile from light  

And must for aye consort with black-brow'd night.  

MSND, III, 2 

 

At first glance there appears to be no rhyme in the first six lines above. 

However, the probable original workings of the rhyme may be restored 

with a little care. ‘Haste’ was often pronounced short and would rhyme 
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with ‘fast’, which had a short vowel. ‘Harbinger’, under secondary stress, 

could end with the same vowel used in ‘there’. In a similar fashion, 

‘burial’ would be given a secondary stress to rhyme with ‘all’.  

 

The rhyme of ‘stars’ and ‘wars’ below does not use either of the PDE 

vowels. Instead, both words rhymed with a vowel rather like that in 

modern German ‘Mann’ (and a rhotic ‘r’): 

 

PUCK: 

Thou coward, art thou bragging to the stars,  

Telling the bushes that thou look'st for wars,  

And wilt not come? Come, recreant; come, thou child;  

I'll whip thee with a rod: he is defiled  

That draws a sword on thee.      

MSND, III, 2 

 

The next speech, which would have rhymed perfectly throughout when 

performed in Shakespeare’s day, presents some problems for the 

modern actor as over a third of the rhymes are now imperfect.  

 

PLAYER KING: 

I do believe you think what now you speak;  

But what we do determine oft we break.  

Purpose is but the slave to memory,     2080 

Of violent birth, but poor validity;  

Which now, like fruit unripe, sticks on the tree,  

But fall unshaken when they mellow be.  

Most necessary 'tis that we forget  

To pay ourselves what to ourselves is debt.   2085 

What to ourselves in passion we propose,  

The passion ending, doth the purpose lose.  

The violence of either grief or joy  
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Their own enactures with themselves destroy.  

Where joy most revels, grief doth most lament;   2090 

Grief joys, joy grieves, on slender accident.  

This world is not for aye, nor 'tis not strange  

That even our loves should with our fortunes change;  

For 'tis a question left us yet to prove,  

Whether love lead fortune, or else fortune love.   2095 

The great man down, you mark his favourite flies,  

The poor advanc'd makes friends of enemies;  

And hitherto doth love on fortune tend,  

For who not needs shall never lack a friend,  

And who in want a hollow friend doth try,    2100 

Directly seasons him his enemy.  

But, orderly to end where I begun,  

Our wills and fates do so contrary run  

That our devices still are overthrown;  

Our thoughts are ours, their ends none of our own.  2105 

So think thou wilt no second husband wed;  

But die thy thoughts when thy first lord is dead.      

Hamlet, III, 2 

 

Lines 2078-9 show the Shakespearean pronunciation of the vowel 

represented by many ‘ea’ words. This is exemplified by the wordplay on 

‘raison’ and ‘reason’ in Henry IV, Pt 1, II, 4, where these two words were 

pronounced alike. The vowel found in ‘speak’ rhymes with our modern 

pronunciation of break (but a pure vowel). Lines 2086-7 also make a 

perfect rhyme. ‘Lose’ was originally pronounced as it is spelled, the 

same vowel as the second one in in ‘propose’. The modern 

pronunciation, which can also be found in Shakespeare, is by analogy 

with ‘loose’.  2090-1 rhymes as a result of secondary stress on the word 

accident, which emphasises ‘dent’ to rhyme with ‘lament’. The rhyme in 

2094-5 is most likely caused by a shorter vowel than today on the word 
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‘prove’, which would match the one used in ‘love’. This vowel was 

described by Ben Jonson in the preface to his English Grammar (1636) 

(the ‘love’ vowel described above). A further possibility is that the old-

fashioned long vowel is intended here (making love rhyme with modern 

‘move’) although this is less likely. At first glance, 2096-7 does not 

appear to rhyme. However, the effects of secondary stress (very common 

in verse) lengthen the end of ‘enemies’ and produce the same diphthong 

as in ‘flies’. This effect can be seen again in lines 2100-2101. Although 

lines 2080-1 rhyme in modern pronunciation, these should be 

pronounced in the same way as ‘flies-enemies’.  In the above passage, 

out of a total of fifteen couplets six will not rhyme if spoken in modern 

pronunciation.  

 

FOOL: 

This is a brave night to cool a courtesan. I'll speak a  

prophecy ere I go:  

When priests are more in word than matter;  

When brewers mar their malt with water;  

When nobles are their tailors' tutors,  

No heretics burn'd, but wenches' suitors;  

When every case in law is right,  

No squire in debt nor no poor knight;  

When slanders do not live in tongues,  

Nor cutpurses come not to throngs;  

When usurers tell their gold i' th' field,  

And bawds and whores do churches build:  

Then shall the realm of Albion  

Come to great confusion.  

Then comes the time, who lives to see't,  

That going shall be us'd with feet.  

This prophecy Merlin shall make, for I live before his time.        
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King Lear,  III, 2 

 

In the above speech ‘water’ is pronounced exactly like ‘matter’. In 

Shakespeare’s day this vowel was short and the ‘w’ did not yet exert a 

rounding effect; this occured at a later date. The same is true with other 

words such as ‘war’ and ‘swan’. The only words which were commonly 

rounded by the ‘w’ were ‘what’ and ‘was’ (and ‘wast’). In Shakespeare, 

‘tongue’ was most frequently pronounced with an ‘o’. Owing to 

secondary stress, the ending ‘-ion’ in both ‘Albi-o-n’ and ‘confusi-o-n’ 

would be articulated and the ‘s’ in confusion’ would be pronounced as a 

‘z’.  

 

FOOL: 

Nuncle Lear, nuncle Lear, tarry! Take the fool with thee.  

A fox when one has caught her,  

And such a daughter,  

Should sure to the slaughter,  

If my cap would buy a halter.  

So the fool follows after.    

King Lear, I, 4 

 

If we assume that the last five lines above all rhyme it throws up an 

unusual pronunciation of ‘after’, which one would normally expect to 

have a short ‘a’. Here it has the same long vowel as in ‘daughter’ which 

is either long ‘o’ (as in ‘hot’ but long) or the long ‘a’ of PDE ‘father’. The 

‘l’ is silent in in halter (as in ‘alms’) as is the ‘f’ in ‘after’ (the latter 

possibly contrived for the rhyme).  ‘Nuncle’ is derived from ‘mine uncle’ 
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The following extracts show that significant restoration of rhymes may 

be achieved with a little knowledge of Shakespearean pronunciation.   

 

HELENA: 

Then shalt thou give me with thy kingly hand  

What husband in thy power I will command:  

Exempted be from me the arrogance  

To choose from forth the royal blood of France,  

My low and humble name to propagate  

With any branch or image of thy state;  

But such a one, thy vassal, whom I know  

Is free for me to ask, thee to bestow.              

All’s Well That Ends Well, II, 1 

 

The vowel in command is a short ‘a’ here, as in northern PDE. Secondary 

stress causes the last syllable of ‘arrogance’ to be emphasised and this 

rhymes with ‘France’ (again with short ‘a’).  

 

HELENA: 

O, I am out of breath in this fond chase!  

The more my prayer, the lesser is my grace.  

Happy is Hermia, wheresoe'er she lies;  

For she hath blessed and attractive eyes.  

How came her eyes so bright? Not with salt tears:  

If so, my eyes are oftener wash'd than hers.  

No, no, I am as ugly as a bear;  

For beasts that meet me run away for fear:  

Therefore no marvel though Demetrius  

Do, as a monster fly my presence thus.  

What wicked and dissembling glass of mine  

Made me compare with Hermia's sphery eyne?  

But who is here? Lysander! on the ground!  

Dead? or asleep? I see no blood, no wound.  

Lysander if you live, good sir, awake.    

MSND, II, 2 
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The rhymes in about half of the above speech fail in PDE pronunciation.  

The vowel sound in ‘tears’ is much like the one in the modern 

pronunciation of ‘tears’ (‘rips’). This rhymes with the stressed form of 

‘hers’ which sounds like ‘hairs’ (with a rhotic ‘r’). The modern 

pronunciation of ‘hers’ is a re-stressing of a weak form. An identical 

vowel is used in ‘bear’ and ‘fear’ in the subsequent lines. Secondary 

stress in ‘Demetrius’ makes the rhyme with ‘thus’ (with the ‘love’ vowel). 

The word ‘wound’ in the context above was always pronounced to 

rhyme with ‘ground’ in Shakespeare’s day. Our modern pronunciation 

crept in to the language at a later date.  

 

HELENA: 

O weary night, O long and tedious night,  

Abate thy hour! Shine comforts from the east,  

That I may back to Athens by daylight,  

From these that my poor company detest:  

And sleep, that sometimes shuts up sorrow's eye,  

Steal me awhile from mine own company.   

MSND, III, 2 

 

The shortening of ‘east’ (to rhyme with ‘detest’) was possible in 

Shakespeare’s day and a secondary stress on ‘company’, causing the 

word to end with a diphthong, repairs the last couplet.  

 

The effects of secondary stress may be seen clearly in this passage, 

where every line ends with the same diphthong to create perfect rhymes: 
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OBERON: 

Flower of this purple dye,  

Hit with Cupid's archery,  

Sink in apple of his eye.  

When his love he doth espy,  

Let her shine as gloriously  

As the Venus of the sky.  

When thou wakest, if she be by,  

Beg of her for remedy.      

MSND, III, 2 

 

The argument for restoring the rhyming couplet at the end of Macbeth is 

persuasive. The final rhyme is set up by the penultimate couplet ‘Grace’ 

and ‘place’. When ‘one’ is pronounced with a long ‘o’ as the spelling 

originally signified (to rhyme with ‘bone’) the last rhyme is perfect:  

 

MALCOLM: 

Producing forth the cruel ministers  

Of this dead butcher and his fiend-like queen,  

Who, as 'tis thought, by self and violent hands  

Took off her life; this, and what needful else  

That calls upon us, by the grace of Grace,  

We will perform in measure, time and place:  

So, thanks to all at once and to each one,  

Whom we invite to see us crown'd at Scone.   

Macbeth, V, 8 
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METRE 

 

Certain conventions in speech in Shakespeare’s day caused the number 

of syllables to be reduced in some words and increased in others. 

During this period two different stress patterns were competing; one 

was our familiar modern system and the other was a system inherited 

from Middle English which included secondary stresses. In verse, poets 

would frequently use the Middle English stress patterns when it suited 

their aims. When a syllable is elided from a word it is known as 

syncopation; where a syllable is added it is called resolution or 

expansion.  

 

Syncopations, where an internal syllable is missed out, were very often 

not shown in the text. The actor would be familiar with these and 

making the line scan would be second nature. Since Shakespeare’s day, 

there has been a tendency to restore the missing syllables in many of 

these words. However, we do still syncopate some words such as 

‘secretary’, which often has three syllables, rather than four. Given that 

actors and directors will search for significance in the irregularities of 

the verse, it is clearly beneficial to identify the numerous places where 

the scansion was originally perfect.  

 

Medial ‘th’ and ‘v’: 

 

It is common in poetry to find spellings such as ‘e’en’ for ‘even’, which 

show a reduction from two syllables to one (as in hallowe’en). The 

omision of medial ‘th’ and ‘v’ are the most common cases of medial 
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syncopation. The effect is often to be seen in ‘either’ and ‘neither’, both 

of which are no longer syncopated. In the following lines, ‘either’ would 

be pronounced as the monosyllable ‘e’er’ and ‘neither’ as ‘ne’er’, both 

with a rhotic ‘r’ (pronounced at the end). This simple transformation 

repairs the scansion in all these cases: 

 

FAIRY: 

Either I mistake your shape and making quite,  

Or else you are that shrewd and knavish sprite  

Call'd Robin Goodfellow: are not you he  

That frights the maidens of the villagery;    

MSND I, 1 

 

MACDUFF:  

I cannot strike at wretched kerns, whose arms  

Are hired to bear their staves: either thou, Macbeth,  

Or else my sword with an unbatter'd edge  

I sheathe again undeeded. There thou shouldst be;     

Macbeth V, 7 

 

(It is also possible that Macduff’s second line above makes a line of 

hexameter) 

 

ANGELO: 

Takes note of what is done; and, like a prophet,  

Looks in a glass, that shows what future evils,  

Either new, or by remissness new-conceived,  

And so in progress to be hatch'd and born,  

Are now to have no successive degrees,  

But, ere they live, to end.          

Measure for Measure, II, 2 
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ROMEO: 

Now, Tybalt, take the villain back again,  

That late thou gavest me; for Mercutio's soul  

Is but a little way above our heads,  

Staying for thine to keep him company:  

Either thou, or I, or both, must go with him.      

Romeo and Juliet, III, 1 

 

ANGELO: 

Come, come, you know I gave it you even [e’en] now.  

Either send the chain or send me by some token.   

Comedy of Errors, IV, 1 

 

ANTONY: 

He shall but bear them as the ass bears gold,  

To groan and sweat under the business (bus-i-ness),  

Either led or driven, as we point the way;    

Julius Caesar, IV, 1 

 

ANTONIO: 

Thou know'st that all my fortunes are at sea;  

Neither have I money nor commodity     

Merchant of Venice, I, 1 

 

PISANIO: 

Nor hear I from my mistress who did promise  

To yield me often tidings: neither know I  

What is betid to Cloten; but remain  

Perplex'd in all. The heavens still must work.       

Cymbeline, IV, 3 

 

The word ‘having’ was sometimes syncopated to one syllable and 

pronounced rather like ‘hane’. (Refer to the old strong form of ‘have’ in 

the rhyme section, which was pronounced as it is spelled, to rhyme with 
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‘grave’). The lines below, which at first sight do not appear to scan, 

make perfect sense when given this reading: 

 

CAPTAIN: 

And wedded be thou to the hags of hell,  

For daring to affy a mighty lord  

Unto the daughter of a worthless king,  

Having neither subject, wealth, nor diadem.       

Henry VIth Part 2, IV, 1 

 

CORIOLANUS: 

   … your dishonour  

Mangles true judgment and bereaves the state  

Of that integrity which should become't,  

Not having the power to do the good it would,  

For the in which doth control't.       

Coriolanus, III, 1 

 

COMINIUS: 

Yet camest thou to a morsel of this feast,  

Having fully dined before.  

[Enter TITUS LARTIUS, with his power,]  

from the pursuit]       

Coriolanus, I, 9 

 

POLONIUS: 

Your party in converse, him you would sound,  

Having ever seen in the prenominate [prenom’nate] crimes  

The youth you breathe of guilty, be assur'd  

He closes with you in this consequence:     

Hamlet, II, 1 
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DUKE OF GLOUCESTER: 

Having God, her conscience, and these bars against me,  

And I nothing to back my suit at all,  

But the plain devil and dissembling looks,  

And yet to win her, all the world to nothing!    

Richard III, I, 2 

 

DUKE OF CONRNWALL: 

This is some fellow  

Who, having been prais'd for bluntness, doth affect  

A saucy roughness, and constrains the garb…    

King Lear, II, 2 

 

POET: 

Having often of your open bounty tasted,  

Hearing you were retired, your friends fall'n off,  

Whose thankless natures—O abhorred spirits!—  

Not all the whips of heaven are large enough:    

Timon of Athens, V, 1 

 

(Notice the monosyllabic pronunciation of ‘fallen’ indicated by the 

spelling in the line above.) 

 

The words ‘devil’ and ‘evil’ were commonly syncopated to one syllable 

and sounded rather like ‘deal’ and ‘eel’.  (When given two syllables the 

pronunciation may have been ‘divil’ or ‘deevil’ and ‘ivil’): 

 

HENRY IV: 

Thou dost belie him, Percy, thou dost belie him;  

He never did encounter with Glendower:  

I tell thee,  

He durst as well have met the devil alone  

As Owen Glendower for an enemy.       

Henry IV Part 1, I, 3 
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(The name ‘Glendower’ could be pronounced with two syllables rather 

like ‘Glen-dore’, as in the case above, on the model of ‘flower’ and 

‘power’. See below.) 

 

MACDUFF: 

Not in the legions  

Of horrid hell can come a devil more damn'd  

In evils to top Macbeth.          

Macbeth, IV, 3 

 

YOUNG SIWARD: 

The devil himself could not pronounce a title  

More hateful to mine ear.      

Macbeth, V, 7 

 

TRANIO: Curster than she? Why, 'tis impossible.  

GREMIO: Why, he's a devil, a devil, a very fiend.  

TRANIO: Why, she's a devil, a devil, the devil's dam.   

Taming of the Shrew, III, 2 

 

(The last instance is given two syllables) 

 

PROSPERO: 

Thou poisonous [pois’nous] slave, got by the devil himself  

Upon thy wicked dam, come forth!    

Tempest, I, 2 

 

HAMLET: 

That monster, custom, who all sense doth eat  

Of habits evil, is angel yet in this,  

That to the use of actions fair and good  

He likewise gives a frock or livery,    

Hamlet, III, 4 
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From our experience of hymn singing we are perhaps more familiar with 

the syncopation of the word ‘heaven’ to one syllable, ‘hea’en’. This is 

very common in Shakepeare but the syncopation is frequently not shown 

in the text. 

 

JULIA: 

His tears pure messengers sent from his heart,  

His heart as far from fraud as heaven from earth.  

Two Gentleman of Verona, II, 7 

 

LEONTES: 

Plainly as heaven sees earth and earth sees heaven,  

How I am galléd,—mightst bespice a cup,  

To give mine enemy a lasting wink;  

Which draught to me were cordial.    

Winter’s Tale, I, 2 

 

(‘Cordial’ may be disyllabic above, the substitution of ‘y’ for the ‘i’ being 

a very common occurrence.) 

 

IMOGEN: 

Almost, sir: heaven restore me! Would I were  

A neat-herd's daughter, and my Leonatus  

Our neighbour shepherd's son!     

Cymbeline, I, 1 

 

TAMORA: 

And here, in sight of heaven, to Rome I swear,  

If Saturnine advance the Queen of Goths,  

She will a handmaid be to his desires,  

A loving nurse, a mother to his youth.    

Titus Andronicus, I, 1 
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ISABELLA: 

Yes; I do think that you might pardon him,  

And neither heaven nor man grieve at the mercy.    

Measure for Measure, II, 2 

 

The word ‘seven’ was often treated in the same way. In all the lines 

below ‘seven’ is a monosyllable, ‘se’en’: 

 

SERVANT: 

He lies to-night within seven leagues of Rome.  

Julius Caesar, III, 1 

 

SLENDER: 

Did her grandsire leave her seven hundred pound?  

The Merry Wives of Windsor, I, 1 

 

DUCHESS OF GLOUCESTER: 

Edward's seven sons, whereof thyself art one,  

Were as seven vials [vi-als] of his sacred blood,  

Or seven fair branches springing from one root:  

Some of those seven are dried by nature's course,  

Some of those branches by the Destinies cut;   

Richard II, I, 2 

 

In a similar fashion, the word ‘even’ is frequently syncopated to ‘e’en’, 

even though the orthography might not indicate it: 

 

ANTONY: 

That which is now a horse, even with a thought  

The rack dislimns, and makes it indistinct,  

As water is in water.      

Antony and Cleopatra, IV, 14 
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LUCIANA: 

And may it be that you have quite forgot  

A husband's office? shall, Antipholus.  

Even in the spring of love, thy love-springs rot?  

Comedy of Errors, III, 2 

 

LYMOGES: 

Whose foot spurns back the ocean's roaring tides  

And coops from other lands her islanders,  

Even till that England, hedged in with the main,  

That water-wallèd bulwark, still secure  

And confident from foreign purposes,  

Even till that utmost corner of the west  

Salute thee for her king: till then, fair boy,  

Will I not think of home, but follow arms.   

King John, II, 1 

 

DUKE: 

Even till I shrink with cold, I smile and say  

'This is no flattery [flatt’ry]; these are counsellors  

That feelingly persuade me what I am.'   

As You Like It, I, 1 

 

Both ‘driven’ and ‘given’ were subject to similar treatment (pronounced 

‘driv’n’ and ‘gi’en’ or ‘giv’n’). Monosyllabic readings of these two words 

in these lines repair the scansion in every case: 

 

LORD TALBOT/EARL OF SHREWSBURY: 

So bees with smoke and doves with noisome stench  

Are from their hives and houses driven away.   

Henry VIth Part 1,  I, 5 

 

PERICLES: 

Who, looking for adventures in the world,  

Was by the rough seas reft of ships and men,  

And after shipwreck driven upon this shore.  Pericles, II, 3 
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HENRY VI: 

So am I driven by breath of her renown  

Either to suffer shipwreck or arrive  

Where I may have fruition of her love.    

Henry VIth Part 1, V, 5 

 

BERTRAM: 

I have (I’ve) writ my letters, casketed my treasure,  

Given order for our horses; and to-night,  

When I should take possession of the bride,  

End ere I do begin.      

All’s Well That Ends Well, II, 5 

 

LEONATO: 

Give her the right you should have given her cousin,  

And so dies my revenge.     

Much Ado About Nothing, V, 1 

 

TITUS ANDRONICUS: 

These that survive let Rome reward with love;  

These that I bring unto their latest home,  

With burial amongst their ancestors:  

Here Goths have given me leave to sheathe my sword.  

Titus Andronicus, I, 1 

 

MALVOLIO: 

You can say none of this: well, grant it then  

And tell me, in the modesty of honour,  

Why you have given me such clear lights of favour,  

Bade me come smiling and cross-garter'd to you,  

Twelfth Night, V, 1 

 

Less familiar to us today are monosyllabic readings of ‘fallen’ and 

‘stolen’ (‘fall’n’ and ‘stol’n’), which are evident in the following lines: 
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WIDOW: 

Though my estate be fallen, I was well born,  

Nothing acquainted with these businesses;  

And would not put my reputation now  

In any staining act.       

All’s Well That Ends Well, III, 7 

 

LEAR: 

And am fallen out with my more headier will,  

To take the indispos'd and sickly fit  

For the sound man.- Death on my state! Wherefore  

King Lear, II, 4 

 

ISABELLA: 

Though he hath fallen by prompture of the blood,  

Yet hath he in him such a mind of honour.    

Measure for Measure, II, 4 

 

ANTONIO: 

But little: I am arm'd and well prepared.  

Give me your hand, Bassanio: fare you well!  

Grieve not that I am fallen to this for you;    

Merchant of Venice, IV, 1 

 

LYSANDER: 

The villain is much lighter-heel'd than I:  

I follow'd fast, but faster he did fly;  

That fallen am I in dark uneven way,  

And here will rest me.      

MSND, III, 2 

 

JACK CADE: 

Ay, there's the question; but I say, 'tis true:  

The elder of them, being put to nurse,  

Was by a beggar-woman stolen away;     

Henry VI Pt 2, IV, 2 
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EGEUS: 

Thou hast by moonlight at her window sung,  

With feigning voice verses of feigning love,  

And stolen the_impression of her fantasy  

With bracelets of thy hair, rings, gawds, conceits,    

MSND, I, 1 

 

TITANIA: 

Then I must be thy lady: but I know  

When thou hast stolen away from fairy land,  

And in the shape of Corin sat all day,      

MSND, II, 1 

 

HERO: 

And here's another  

Writ in my cousin's hand, stolen from her pocket,  

Containing her affection unto Benedick.   

Much Ado About Nothing, V, 4 

 

Benedick may be disyllabic here. This may be on the model of ‘Benet’, a 

shortened from of ‘Benedict’. ‘Stolen’ below is spelt ‘stolne’ in the First 

Folio.  

 

SALANIO: 

A sealèd bag, two sealèd bags of ducats,  

Of double ducats, stolen from me by my daughter!  

And jewels, two stones, two rich and precious stones,  

Stolen by my daughter! Justice! find the girl;  

She hath the stones upon her, and the ducats.'   

Merchant of Venice, II, 8 

 

The two words ‘hither’ and ‘thither’ were sometimes similarly contracted 

to one syllable and pronounced ‘hi’er’ and ‘thi’er’. Without this 

syncopation the following lines will not scan comfortably: 
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AGAMEMNON: 

'Bring action hither, this cannot go to war:  

A stirring dwarf we do allowance give  

Before a sleeping giant.' Tell him so.    

Troilus and Cressida, II, 3 

 

DUKE OF MILAN: 

My herald thoughts in thy pure bosom rest them:  

While I, their king, that hither them importune,  

Do curse the grace that with such grace hath bless'd them,  

Because myself do want my servants' fortune:   

Two Gentlemen of Verona, III, 1 

 

The following also contains a monosyllabic syncopation of ‘towards’, 

pronounced ‘to’rds’: 

 

RICHARD PLANTAGANET: 

The king is now in progress towards Saint Alban's,  

With him the husband of this lovely lady:  

Thither go these news, as fast as horse can carry them  

[carr-yem, two syllables]:  

A sorry breakfast for my lord protector.    

Henry IVth Part II, I, 4 

 

Toward: 

 

There are numerous other instances of this pronunciation of ‘toward(s)’ 

and the same syncopation can be seen in ‘froward’ and ‘coward’. 

 

BERTRAM: 

Go thou toward home; where I will never come  

Whilst I can shake my sword or hear the drum.  

Away, and for our flight.      

All’s Well That Ends Well, II, 5 



- 163 - 

LAERTES: 

My thoughts and wishes bend again toward France  

And bow them to your gracious leave and pardon.    

Hamlet, I, 2 

 

CASCA: 

Some two months hence up higher toward the north  

He first presents his fire; and the high east  

Stands, as the Capitol, directly here.     

Julius Caesar, II, 1 

 

LEAR: 

My Lord of Burgundy,  

We first address toward you, who with this king  

Hath rivall'd for our daughter. What in the least  

Will you require in present dower with her,  

Or cease your quest of love?      

King Lear, I, 1 

 

PORTIA: 

Lorenzo, I commit into your hands  

The husbandry and manage of my house  

Until my lord's return: for mine own part,  

I have toward heaven breathed a secret vow  

To live in prayer and contemplation,     

Merchant of Venice, III, 4 

 

‘Contemplation’ is pronounced ‘con-tem-pla-si-on’ above (see the 

passage on ‘resolutions’ below). 

 

PETRUCHIO: 

Father, 'tis thus: yourself and all the world  

That talk'd of her have talk'd amiss of her.  

If she be curst, it is for policy,  

For, she's not froward, but modest as the dove;   

Taming of the Shrew, II, 1 
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CHIRON: 

For that I am prepared and full resolved.  

Foul-spoken coward, that thunder'st with thy tongue,  

And with thy weapon nothing darest perform!     

Titus Andronicus, II, 1 

 

DIONYZA: 

Be one of those that think  

The petty wrens of Tarsus will fly hence,  

And open this to Pericles. I do shame  

To think of what a noble strain you are,  

And of how coward a spirit.     

Pericles, IV, 3 

 

In the above, ‘Pericles’ is syncopated to ‘Per’cles’. A similar effect may 

be seen with the name Hercules here (shown in the spelling):  

 

Syncopation of Medial Vowels: 

 

BOTTOM: 

To the rest: yet my chief humour is for a  

tyrant: I could play Ercles rarely, or a part to  

tear a cat in, to make all split.        

MSND, I, 2 

 

The medial vowel syncopation seen in ‘Pericles’ and ‘Hercules’ above is 

common when the vowel is unstressed. This effect may be seen in the 

following verses:  

LORD CLIFFORD: 

Health and all happiness to my lord the king!  (‘happ’ness’) 

Henry VI Part 2, V, 1 
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IAGO: 

There is no other way; 'tis she must do't:  

And, lo, the happiness! go, and importune her.    

Othello, III, 4 

 

FRIAR LAURENCE: 

Happiness courts thee in her best array;  

But, like a misbehaved and sullen wench,  

Thou pout'st upon thy fortune and thy love:  

Take heed, take heed, for such die miserable.      

Romeo and Juliet, III, 3 

 

There is a secondary stress on ‘miserable’ above. 

 

PAINTER: 

Bowing his head against the sleepy mount  

To climb his happiness, would be well express'd  

In our condition.    

Timon of Athens, I, 1 

 

CYMBELINE: 

Lucius hath wrote already to the emperor  

How it goes here. It fits us therefore ripely  

Our chariots and our horsemen be in readiness:    

Cymbeline, III, 5 

 

TITUS ANDRONICUS: 

His napkin, with his true tears all bewet,  

Can do no service on her sorrowful cheeks.  

Titus Andronicus, III, 1 

 

LUCIUS: 

These sorrowful drops upon thy blood-stain'd face,  

The last true duties of thy noble son!   

Titus Andronicus, V, 3 

 

 



- 166 - 

MACBETH: 

With Tarquin's ravishing strides, towards [tords] his design  

Moves like a ghost. Thou sure and firm-set earth,  

Hear not my steps, which way they walk, for fear  

Thy very stones prate of my whereabout,    

Macbeth, II, 1 

 

ARCHBISHOP OF CANTERBURY: 

He seems indifferent,  

Or rather swaying more upon our part  

Than cherishing the exhibiters against us;    

Henry V, I, 1 

 

The above line could also be read with three syllables on ‘cherishing’ 

and four on ‘the_exhibiters’. The two extracts below highlight several 

syncopations which the modern reader may be quite familiar with: 

 

PRINCESS OF FRANCE:     

On serious business, craving quick dispatch,  

Importunes personal conference with his grace:  

Haste, signify so much; while we attend,  

Like humble-visaged suitors, his high will.       

Loves Labour’s Lost, II,1 

 

POLONIUS: 

Neither (or ne’er) a borrower nor a lender be;  

For loan oft loses both itself and friend,  

And borrowing dulls the edge of husbandry.      

Hamlet, I, 3 
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RESOLUTION 

 

The process of resolution, or expansion, which was common in verse in 

Shakespeare’s day, provides the poet with extra syllables. This example, 

where the operative word is ‘resolution’, demonstrates how the five 

original feet may be restored: 

 

IAGO: 

It makes us, or it mars us; think on that,  

And fix most firm thy res-o-lu-ti-on.     

Othello, V, 1 

 

The resolution occurs as a result of the persistance of the secondary 

stress patterns of Middle English. In the cases below, the endings -tion 

and -sion are given two syllables and pronounced -si-on (for -tion 

words) and -zi-on (for -sion words):  

 

HENRY V: 

What are thy rents? what are thy comings in?  

O ceremony, show me but thy worth!  

What is thy soul of adorati-on?  

Henry V, IV, 1 

 

HENRY V: 

Think'st thou the fiery fever will go out  

With titles blown from adulati-on?  

Will it give place to flexure and low bending?  

Henry V, IV 1 

 

LEONTES: 

Made up to the deed, doth push on this proceeding:  

Yet, for a greater confirmati-on,  

Winter’s Tale, II, 1 
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SALISBURY: 

And, like a shifted wind unto a sail,  

It makes the course of thoughts to fetch about,  

Startles and frights considerati-on,  

King John, IV, 2 

 

PARIS: 

God shield I should disturb devoti-on!  

Juliet, on Thursday early will I rouse ye:  

Till then, adieu; and keep this holy kiss.    

Romeo and Juliet, IV, 1 

 

LADY CAPULET: 

We shall be short in our provision:  

'Tis now near night.      

Romeo and Juliet, IV, 2 

 

OBERON: 

When they next wake, all this derision  

Shall seem a dream and fruitless vision,     

MSND, III, 2 

 

SOOTHSAYER: 

The fingers of the powers above do tune  

The harm[o]ny of this peace. The vision   

Cymbeline, V, 5 

 

FOOL: 

Then shall the realm of Albion 

Come to great confusion.   

King Lear, III, 2 

 

HENRY VI: 

Forbear to judge, for we are sinners all.  

Close up his eyes and draw the curtain close;  

And let us all to meditation.   

Henry VI Part 2, III, 3 
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EARL OF CAMBRIDGE: 

For me, the gold of France did not seduce;  

Although I did admit it as a motive  

The sooner to effect what I intended:  

But God be thankèd for prevention;  

Henry V, II, 2 

 

LORD MAYOR: 

Naught rests for me in this tumultuous strife  

But to make open proclamation:  

Henry VI Part 1, I, 3 

 

Extra Syllable: 

 

Certain words where ‘l’ occurs before a consonant could have a 

disyllabic pronunciation in verse, which is foreign to us today. Below are 

examples where poorly-scanning lines are repaired by this extra 

syllable: 

 

FIRST WITCH: 

Round about the cauldron go;  

In the poison'd entrails throw.  

Toad, that under cold stone  

Days and nights has thirty-one  

Swelter'd venom sleeping got,  

Boil thou first i' the charmed pot.       

Macbeth, IV, 1 

 

EARL OF DOUGLAS: 

You do not counsel well:  

You speak it out of fear and cold heart.    

Henry IV Part 1, IV, 3 
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THIRD WATCHMAN: 

O, is it so? But why commands the king  

That his chief foll[o]wers lodge in towns about him,  

While he himself keeps in the cold field?   

Henry VI Part 3, IV, 3 

 

(Note the syncopation of ‘followers’ above) 

 

The two examples below are cases where the lines scan more effectively 

with the extra syllable, which may have been intended: 

 

BASSANIO: 

But where thou art not known, why, there they show  

Something too liberal. Pray thee, take pain  

To allay with some cold drops of mod(e)sty  

Thy skipping spirit, lest through thy wild behavior  

I be misconstrued in the place I go to,  

And lose my hopes.        

Merchant of Venice, II, 2 

 

(Note the stress on the second syllable of ‘misconstrued’ which is also 

found in several other Shakespeare plays, sometimes spelled 

‘misconstered’.) 

PATIENCE: 

Do you note  

How much her grace is alter'd on the sudden?  

How long her face is drawn? how pale she looks,  

And of an earthy cold? Mark her eyes!    

Henry VIII, IV, 2 

 

The extra syllable may also be found in ‘film’ (as in modern Irish), ‘helm’ 

and ‘elm’. In the example below, although not evident in the metre, the 
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disyllabic pronunciation is shown in the second quarto and first folio 

spelling ‘philome’.  

 

MERCUTIO:   

The collars of the moonshine's watery beams,  

Her whip of cricket's bone, the lash of film,  

Her wagoner a small grey-coated gnat,  

Not so big as a round little worm  

Prick'd from the lazy finger of a maid;    

Romeo and Juliet, I, 4 

 

‘Helm’ may have two syllables here and ‘lightning’ three: 

 

CORDELIA: 

In the most terrible and nimble stroke  

Of quick cross lightning? to watch- poor perdu!-  

With this thin helm? Mine enemy's dog,  

Though he had bit me, should have stood that night  

Against my fire; and wast thou fain, poor father,  

To hovel thee with swine and rogues forlorn…  

King Lear. IV, 7 

 

‘Mars his helm’: 

 

HECTOR: 

Wert thou an oracle to tell me so,  

I'd not believe thee. Henceforth guard thee well;  

For I'll not kill thee there, nor there, nor there;  

But, by the forge that stithied Mars his helm,  

I'll kill thee every where, yea, o'er and o'er.   

Troilus and Cressida, IV, 5 

  

At first sight the expression ‘Mars his helm’ appears rather odd. 

However, this is simply an alternative expression of the possessive and 

stands for ‘Mar’s helm’, but, of course, with an extra syllable (as one 



- 172 - 

might use in ‘duchess’s’; the ‘h’ on his was dropped). This type of usage 

is quite common in the language of the period, especially relating to 

common nouns. It can even occur when the subject is female. The same 

construction may be found in these examples: 

 

ANTONIO: 

Would you'ld pardon me;  

I do not without danger walk these streets:  

Once, in a sea-fight, 'gainst the count his galleys     

I did some service; of such note indeed,  

That were I ta'en here it would scarce be answer'd.   

Twelfth Night, III, 3 

 

ARCHBISHOP OF CANTERBURY: 

King Pepin's title and Hugh Capet's claim,  

King Lewis his satisfaction, all appear  

To hold in right and title of the female:   

Henry V, I, 2 

 

Synalepha: 

 

This occurs when a word ends with an unstressed ‘i’, which becomes a 

‘y’ sound, blending with a following vowel and causing a syllable 

reduction as in the following examples: 

 

TITUS LARTIUS: 

Now the fair goddess, Fortune,  

Fall deep in love with thee; and her great charms  

Misguide thy opposers' swords! Bold gentleman,  

Prosperity be thy page!      

Coriolanus, I, 5 
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CAPULET: 

Is she not proud? doth she not count her blest,  

Unworthy as she is, that we have wrought  

So worthy a gentleman to be her bridegroom?   

Romeo and Juliet, III, V 

 

Power, Flower, Bower and Our’: 

 

Words such as ‘power’, ‘flower’ and ‘bower’ could be pronounced with 

one or two syllables but the monosyllabic form, shown below, was very 

common. This would be pronounced like ‘pore’, ‘flore’, ‘bore’ and ‘ore’.  

 

FLAVIUS: 

Either in hope or present, I'ld exchange  

For this one wish, that you had power and wealth  

To requite me, by making rich yourself.    

Timon of Athens, IV, 3 

 

NESTOR: 

Most wisely hath Ulysses here discover'd  

The fever whereof all our power is sick.    

Troilus and Cressida, I, 3 

 

PROTEUS: 

To wrong my friend, I shall be much forsworn;  

And even that power which gave me first my oath  

Provokes me to this threefold perjury;   

Two Gentlemen of Verona, II, 6 

 

KING EDWARD IV: 

Sweet Duke of York, our prop to lean upon,  

Now thou art gone, we have no staff, no stay.  

O Clifford, boisterous Clifford! thou hast slain  

The flower of Europe for his chivalry;   

Henry VI Part 3, II, 1 
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RICHARD II: 

Ten thousand bloody crowns of mothers' sons  

Shall ill become the flower of England's face,  

Richard II, III, 3 

 

LINE READINGS: 

  

Henry Vth: 

 

The metre in these lines, extracted from Henry Vth, can be repaired in 

every case by the restoration of the original stress patterns. The 

resolution provides the missing foot here: 

 

CHORUS: 

O for a Muse of fire, that would ascend  

The brightest heaven of invention,  

 

Secondary stress repairs the next two lines: 

 

O, pardon! since a crooked figure may  

Attest in little place a milli-on;  

 

And let us, ciphers to this great accompt,  

On your imaginary forces work.     

Henry V, Prologue Act I 

 

In the example below, the text does not reveal the true pronunciation of 

the word ‘perilous’, which would have been second nature to 

Shakespeare’s actors. It is a colloquial, mono-syllabic form, which 

Shakespeare writes elsewhere as ‘parlous’.  
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CHORUS: 

Whose high upreared and abutting fronts  

The perilous narrow ocean parts asunder:    

Henry V,  Prologue Act I 

 

Syncopation by the ommission of the medial, unstressed syllable 

restores the pentameter in the next two examples: 

CHORUS: 

They sell the pasture now to buy the horse,  

Foll(o)wing the mirror of all Christian kings, 

 

With treach(e)rous crowns; and three corrupted men,  

One, Richard Earl of Cambridge, and the second, … 

 

The missing syllable in the first line below would have been provided on 

the word ‘wing-ed’. ‘Imperial’ should be given three syllables (im-per-

yal’):  

 

With winged heels, as English Mercuries.  

For now sits Expectation in the air,  

And hides a sword from hilts unto the point  

With crowns imperial, crowns and coronets, 

 

The secondary stress here on ‘intelligence’ would have sounded quite 

natural, as would the resolution on ‘preparation’:  

 

The French, advised by good intelligence  

Of this most dreadful preparation,  

Shake in their fear and with pale policy  

Seek to divert the English purposes.    

Prologue, Act II 
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Macbeth: 

 

Editorial marks have been inserted into the following text. These should 

be sufficient to indicate the necessary reconstruction. 

 

MACBETH: 

Stay, you imperfect speakers, tell me more:  

By Sinel's death I know I (a)m thane of Glamis;  

But how of Cawdor? the thane of Cawdor lives,  

A prosp(e)rous gentleman; and to be king  

Stands not within the prospect of belief,  

 I, 3 

 

Give me your favour: my dull brain was wrought  

With things forgotten. Kind gentlemen, your pains  

Are register'd where every day I turn  

The leaf to read them. Let us to(wa)rd the king.  

Think upon what hath chanced, and, at more time,  

The int(e)rim having weigh'd it, let us speak  

Our free hearts each to other.      

I, 3 

 

We will proceed no further in this business:  

He_(h)ath honour'd me of late; and I have bought  

Golden opinions from all sorts of people,  

Which would be worn now in their newest gloss,  

Not cast aside so soon.      

I, 7 

 

Is this a dagger which I see before me,  

The handle to(wa)rd my hand? Come, let me clutch thee.  

I have thee not, and yet I see thee still.  

Art thou not, fatal vision, sensible  

To feeling as to sight? or art thou but  

A dagger of the mind, a false creation,  

Proceeding from the heat-oppressèd brain? II, 1 
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Methought I heard a voice cry 'Sleep no more!  

Macbeth does murder sleep', the inn(o)cent sleep,  

Sleep that knits up the ravell'd sleeve of care,  

The death of each day's life, sore labour's bath,  

Balm of hurt minds, great nature's second course,  

Chief nour(i)sher in life's feast,—     

II, 2 

 

Who can be wise, amazed, temp(e)rate and fur(i)ous,  

Loyal and neutral, in a moment? No man:  

The expedit-i-on my violent love  

Outrun the pauser, reason. Here lay Duncan,  

His silver skin laced with his golden blood;  

And his gash'd stabs look'd like a breach in nature  

For ruin's wasteful entrance: there, the murd(e)rers,  

Steep'd in the colours of their trade, their daggers  

Unmannerly breech'd with gore: who could refrain,  

That had a heart to love, and in that heart  

Courage to make 's love known?     

II, 3 

 

Be inn(o)cent of the knowledge, dearest chuck,  

Till thou applaud the deed. Come, seeling night,  

Scarf up the tender eye of pit(i)ful day;  

And with thy bloody and invis(i)ble hand  

Cancel and tear to pieces that great bond  

Which keeps me pale! Light thickens; and the crow  

Makes wing to the rooky wood:    

III, 2 

 

Dropped Letters and Weak Forms: 

 

Shakespeare’s pronunciation was far less formal than our own. Dropped 

letters, such as ‘h’ at the beginning of a word and ‘g’ at the end, would 

have been common. Many words had lightly stressed weak forms which 

were skipped over. The overall effect was to make the pace of delivery 
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quicker. Many words were also accented differently from today and this 

is evident when scanning lines of verse.  

 

If this brief introduction to Shakespearean pronunciation has aroused 

your curiosity, you can find out more by consulting the books 

recommended below:  

 

Further Reading: 

 

KÖKERITZ, H (1953), Shakespeare’s Pronunciation, NEW HAVEN: Yale  

  University Press. 

NEVALAINEN, T (2006), An Introduction to Early Modern English,  

  EDINBURGH: Edinburgh University Press. 

DOBSON, EJ, (1957), English Pronunciation 1500-1700, Vol 1 and 2,  

  OXFORD: Clarendon Press. 

BARBER, C, 1997 (1976) Early Modern English, EDINBURGH, Edinburgh 

  University Press. 

CERCIGNANI, F, (1981) Shakespeare’s Works and Elizabethan   

  Pronunciation, OXFORD: Clarendon Press. 
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A Midsummer  

 

snout   əʊ 

 

about 

confound  

cowslip  

crown 

doubt 

down 

expound 

found 

fowl 

ground     

house 

how 

mouse  

mouth 

now 

our  

out 

ounce 

owl 

round  

roundel 

snout 

sound 

thou 

thousand 

town 

without  

wound 

 

 

 

 

Night’s Dream 

 

orla         o:ɹ      

 

according                     

actors 

before 

bower 

deflower'd  

discourse 

extempore 

flower 

flowery 

floor 

force 

forty 

forth 

for 

forward 

hoard 

hornèd  

hour 

lanthorn  

lord 

lords 

more 

morning 

o’er 

or 

paramour 

performing 

power 

poor  

restore  

roar 

 

Lexical Sets 

 

short 

sport 

storms 

sword  

therefore 

tho:rn 

tho:rny 

transformèd 

transported 

word 
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oberon   o:    

 

approach begone  

blows 

bolt  

bones  

bow 

broach'd 

cold 

condole 

dole  

dote  

goes  

globe  

go  

golden  

gone  

grow 

grows 

harmonious 

ho  

hold 

hole  

home 

hope 

Jove  

known 

loam  

loathe  

moan  

moans  

most 

no 

none  

nothing 

o 

oak 

oats  

one 

own  

roses 

scroll 

slow 

so  

soul 

stolen  

stones  

throned 

throws 

votaress 

 

 

arabella     

  

are 

arm'd 

arms 

art 

barky  

car 

certain 

charm 

charmeth  

deserved  

discharged  

earth 

‘Ercles  

far 

garlic  

hard 

hark 

harm 

harmonious 

heard 

hearts 

large 

lark 

mar 

mark 

mark'd 

marred  

marvellous 

pard 

parfit (perfect) 

parlous 

parson  

part 

parting  

preferred  

rehearse 

rehearsal 

serpent's  

serve 

smartly 

stars 

starveling 

unearnèd  

war 
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 sarah  ɛ:   

 

able  

afraid 

again 

aggravate 

aim 

airy 

angel  

ape 

away  

bare-faced 

bear 

beard 

blade  

blameful 

brake 

bravely 

came  

casement 

certain  

changeling 

chaste 

courageous  

courageously 

cradle 

dame  

dainty  

dares 

day 

days 

ear  

eight 

face 

fair 

fairy 

fairies 

faith 

farewell  

fates 

favour 

frame  

female  

gave  

grain 

gates 

gracious  

hair 

hateful 

hay  

heigh-ho  

knavery 

lady 

laid 

lakin 

late  

lay  

maiden 

maid's 

make 

may 

meditation 

mermaid 

nay 

nails  

name 

Nature  

neighbours 

nightingale 

occasion 

page 

pairs  

pains 

pale  

patience  

place 

plain 

played 

play 

players 

playing  

pray 

quake  

Quail  

quaint 

radiant 

rage  

raging 

rare  

rarely 

rate 

remain 

repair  

sake 

savours 

say 

'scape  

'scaped  

shade  

shape 

shears  

slain  

snail 

snakes 

spheres 

stage 

stain  

stain'd  
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state 

stay  

straight 

swain  

swear 

tailor 

take 

tear    (rip) 

tears (weeping) 

there 

they 

translated 

twain  

undertake 

upbraid  

vein 

vexation  

wait 

wake 

waking 

ways  

where 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

amy  e:  

 

(mechanicals: ‘m’) 

asleep (m) 

be     (m) 

beams 

beast 

believe 

between (m) 

break 

convenient 

cheeks  

clean 

creature 

creeps  (m) 

deceiving 

dream  (m) 

eat 

eke 

gleams  

gleek 

great 

green  (m) 

indeed (m) 

lead 

league 

leave 

leeks  (m) 

me 

meantime    (m) 

meet   (m) 

need   (m) 

obscenely   (m) 

peas 

pete  (m) 

people (m) 

please 

proceed    (m)  

queen  (m) 

read 

reason 

reasonable  

sea 

see  (m) 

seem  (m) 

seen  (m) 

shriek 

sleep (m) 

speak 

speech (m) 

streak 

sweet (m) 

thee  (m) 

theme  

three 

treats 

we   (m) 

weaver 

weaving 

yea 
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ida əɪ  

 

affright 

awhi le 

ay  

blind 

boi ling 

bright  

by 

chi ld 

cry   

delight 

desire 

die   

dined 

dry 

dried 

eglantine 

eye  

eyes 

eyne 

fantasies 

fiery 

finds 

five 

flight 

fly   

fly ing 

fright 

hide 

idle  

idleness 

I  

ivy 

joiner 

juice 

knight 

leviathan 

liar  

lie   

li fe 

light  

like 

lime 

lion 

live   (alive) 

mice 

midnight 

might 

mi ld 

mi le 

mine 

moonlight 

moonshine 

my 

night 

nightingale 

Ninus 

point 

qui te 

right 

shine 

shining  

sight 

sky  

spi te  

stri fe  

strike 

signify 

si lence 

sometime 

spiders 

tie    

thine 

thy   

thyme 

'tide  

tire 

tiring 

triumphantly 

tyrant 

vi le 

violet 

voice 

Whi le  

why 

wide 

wi ld  

wi ldest  

wind 

woodbine 

write 
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 snug   γ 

  

 

among 

another 

blood  

bloody 

buds 

bud 

but 

colour 

come 

company 

compass 

coming 

cover  

crush  

cut 

duchess 

done 

dost 

doth 

double 

dove 

dumb  

enough 

honeysuckle 

hundred 

love 

lovely 

lover 

luck  

lull'd 

luscious 

monkey 

mother 

move 

mulberry 

munch 

musk 

must 

nuts 

onions 

Procrus 

Puck 

pumps 

Pyramus  

rough 

Shafalus   

slumber'd  

son 

some 

sometime 

spun 

snug 

study 

such 

sucking  

summer 

sunder 

sunny  

thrum  

thus 

trust  

trusty 

undertake 

undo 

up 

upon 

us 

utter 

uttering 

wonder  

wonders 

young 
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 austen   ɒ:  

 

all 

almanac 

audyence 

call 

chamber 

claws 

draw 

fall 

half 

haunted 

hawthorn 

methought 

naught 

ought 

shall  (short) 

shalt 

small 

strange 

straw 

tall 

taunted 

tawny  

thought 

walk 

wall 

 

ir/er Bernard  

 

first 

girdle 

stir 

terms 

third 

virtue 

 

lorraine   ur 

   

 

cursed 

purge 

purple 

pursue 

worms 

 

o 

 

Bottom 

Cobweb 

cock 

comedy 

common 

con 

dogged 

dolphin 

drop 

from 

God 

locks 

long  

monstrous 

moth 

nodding 

not 

off 

on 

upon 

orange 

plot 

prologue 

proper 

rocks 

robin 

shocks 

shot 

song 

throstle 

Tom 

 

a 

 

ask 

answer 

any 

cast 

dances 

father 

many 

mask 

masters 

perchance  

plaster 

shaft 

wanderer 

wandering 

watch 

watery 
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special words   

 

action 

Athens 

been (unstressed) 

bellows 

bower 

bristled 

bristly 

by (unstressed) 

creature 

Cupid 

dear 

defect 

discretion  

fellow 

flowers 

flowery 

for (unstressed) 

fool 

foolish 

gracious 

interlude 

luscious 

measure 

meditation 

my (unstressed) 

mine (unstressed) 

neither 

one 

once 

perfect (parfit) 

pierce   (pɛɹs) 

promontory 

shall 

shadows 

shield (short 

vowel) 

sparrow 

together 

tomb 

tomorrow 

tongue 

toward 

very (and other ‘y’ 

endings) 

vexation 

violet (violit) 

visions 

window 

woo 

yellow  

yes 

yet 

yielding (short 

vowel) 

your (unstressed) 

yours (stressed) 

 

hw 

awhile 

what 

where 

when 

whether 

which 

whisper 

whit 

white 

why 

 

 

Strong and Weak 

Variants: 

 

are 

or 

for 

I 

mine  

my 

by 

thy 

so 

no 

were 

you 

thee 

me 

she 

he 

we 

they 

been 
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Metrical Reconstruction Exercise 

 

TITANIA:  

Come, sit thee down upon this flowery bed, 

While I thy amiable cheeks do coy, 

And stick musk-roses in thy sleek smooth head, 

And kiss thy fair large ears, my gentle joy. 

 

OBERON: 

For, meeting her of late behind the wood, 

Seeking sweet favours from this hateful fool, 

I did upbraid her and fall out with her. 

When I had at my pleasure taunted her 

And she in mild terms begg'd my patience, 

 

WALL: 

This loam, this rough-cast and this stone doth show 

That I am that same wall; the truth is so: 

And this the cranny is, right and sinister, 

Through which the fearful lovers are to whisper.   
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HERMIA: 

If then true lovers have been ever cross'd,  

It stands as an edict in destiny:  

Then let us teach our trial patience,  

Because it is a customary cross, 

 

Farewell, sweet playfellow: pray thou for us;  

And good luck grant thee thy Demetrius! 

 

THESEUS: 

We will, fair queen, up to the mountain's top,  

And mark the musical confusion  

Of hounds and echo in conjunction. 

 

HERMIA: 

And thence from Athens turn away our eyes,  

To seek new friends and stranger companies. 

 

HELENA: 

Deserve a sweet look from Demetrius' eye,  

But you must flout my insufficiency? 
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HERMIA: 

No? then I well perceive you all not nigh  

Either death or you I'll find immediately. 

 

HELENA: 

Have you conspired, have you with these contrived  

To bait me with this foul derision? 

 

Like to a double cherry, seeming parted,  

But yet an union in partition;  

 

OBERON: 

When they next wake, all this derision  

Shall seem a dream and fruitless vision, 

 

PUCK:  

Troop home to churchyards: damned spirits all,  

That in crossways and floods have burial, 

 

LYSANDER: 

follow'd fast, but faster he did fly;  

That fallen am I in dark uneven way, 
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HELENA: 

And sleep, that sometimes shuts up sorrow's eye,  

Steal me awhile from mine own company. 
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Warm-up Exercise, Shakespeare’s Rhymes   

 

But here’s the joy; my friend and I are one;   (Sonnets) 

Sweet flattery! then she loves but me alone.  

 

Tired with all these, from these would I be gone, 

Save that, to die, I leave my love alone.  

 

Lest the wise world should look into your moan 

And mock you with me after I am gone.  

 

Therefore like her I sometime hold my tongue, 

Because I would not dull you with my song.  

 

Yet, do thy worst, old Time: despite thy wrong, 

My love shall in my verse ever live young.  

 

Then happy I, that love and am beloved 

Where I may not remove nor be removed.  

 

But since he died and poets better prove, 

Theirs for their style I’ll read, his for his love. 
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For thee watch I whilst thou dost wake elsewhere, 

From me far off, with others all too near. 

 

But thou art all my art and dost advance 

As high as learning my rude ignorance.  

 

And thou in this shalt find thy monument, 

When tyrants’ crests and tombs of brass are spent. 

 

 

‘Thrice-fairer than myself,’ thus she began,  (Venus and Adonis) 

‘The field’s chief flower, sweet above compare, 

Stain to all nymphs, more lovely than a man, 

More white and red than doves or roses are;  

 

I’ll make a shadow for thee of my hairs; 

If they burn too, I’ll quench them with my tears. 

 

‘The sun that shines from heaven shines but warm, 

And, lo, I lie between that sun and thee: 

The heat I have from thence doth little harm,  

Thine eye darts forth the fire that burneth me; 
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He sees her coming, and begins to glow, 

Even as a dying coal revives with wind, 

And with his bonnet hides his angry brow; 

Looks on the dull earth with disturbed mind,  

 

Here kennell’d in a brake she finds a hound,  

And asks the weary caitiff for his master, 

And there another licking of his wound, 

‘Gainst venom’d sores the only sovereign plaster; 
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Midsummer Night’s Dream, Rhyme Reconstruction Exercise 1 

 

HELENA: 

O, I am out of breath in this fond chase!  

The more my prayer, the lesser is my grace.  

Happy is Hermia, wheresoe'er she lies;  

For she hath blessed and attractive eyes.  

How came her eyes so bright? Not with salt tears:  

If so, my eyes are oftener wash'd than hers.  

No, no, I am as ugly as a bear;  

For beasts that meet me run away for fear:  

Therefore no marvel though Demetrius  

Do, as a monster fly my presence thus.  

What wicked and dissembling glass of mine  

Made me compare with Hermia's sphery eyne?  

But who is here? Lysander! on the ground!  

Dead? or asleep? I see no blood, no wound.  

Lysander if you live, good sir, awake.  II, 2 

 

PUCK: 

Thou coward, art thou bragging to the stars,  

Telling the bushes that thou look'st for wars,  

And wilt not come? Come, recreant; come, thou child;  
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I'll whip thee with a rod: he is defiled  

That draws a sword on thee.  III, 2 

 

HELENA: 

O weary night, O long and tedious night,  

Abate thy hour! Shine comforts from the east,  

That I may back to Athens by daylight,  

From these that my poor company detest:  

And sleep, that sometimes shuts up sorrow's eye,  

Steal me awhile from mine own company.  III, 2 

 

OBERON: 

I know a bank where the wild thyme blows,  

Where oxlips and the nodding violet grows,  

Quite over-canopied with luscious woodbine,  

With sweet musk-roses and with eglantine:  

There sleeps Titania sometime of the night,  

Lull'd in these flowers with dances and delight;  

And there the snake throws her enamell'd skin,  

Weed wide enough to wrap a fairy in:  

And with the juice of this I'll streak her eyes,  

And make her full of hateful fantasies.   II, 1 

Take thou some of it, and seek through this grove:  

A sweet Athenian lady is in love  
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With a disdainful youth: anoint his eyes;  

But do it when the next thing he espies  

May be the lady: thou shalt know the man  

By the Athenian garments he hath on.  

Effect it with some care, that he may prove  

More fond on her than she upon her love:  

And look thou meet me ere the first cock crow. 

 

OBERON: 

About the wood go swifter than the wind,  

And Helena of Athens look thou find:  

All fancy-sick she is and pale of cheer,  

With sighs of love, that costs the fresh blood dear:  

By some illusion see thou bring her here:  

I'll charm his eyes against she do appear.  III, 2 

 

OBERON: 

Then, my queen, in silence sad, 

Trip we after the night's shade: 

We the globe can compass soon, 

Swifter than the wandering moon.  IV, 1 

 

 

 



- 197 - 

 

PUCK: 

Through the forest have I gone, 

But Athenian find I none, 

On whose eyes I might approve 

This flowers force in stirring love. 

Night and silence: who is here? 

Weeds of Athens he doth wear: 

This is he (my master said) 

Despised the Athenian maid.  II, 2 
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Sonnet 1, Substitution Exercise  əɪ əʊ  ɛ:  e: 

 

 

From fairest creatures we desire increase, 

That thereby beauty’s rose might never die, 

But as the riper should by time decease, 

His tender heir might bear his memory: 

But thou, contracted to thine own bright eyes,  

Feed’st thy light’st flame with self-substantial fuel, 

Making a famine where abundance lies, 

Thyself thy foe, to thy sweet self too cruel. 

Thou that art now the world’s fresh ornament 

And only herald to the gaudy spring,  

Within thine own bud buriest thy content 

And, tender churl, makest waste in niggarding. 

Pity the world, or else this glutton be, 

To eat the world’s due, by the grave and thee. 

 

Significant Pronunciations: by (unstressed), waste, substantial, art, 

niggarding, world, bud. 
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Sonnet 2, Substitution Exercise, Weak Stress 

 

(Unstressed thy, of, thine, and, initial ‘h’, final ‘g’) 

 

 

When forty winters shall beseige thy brow, 

And dig deep trenches in thy beauty’s field, 

Thy youth’s proud livery, so gazed on now, 

Will be a tatter’d weed, of small worth held: 

Then being ask’d where all thy beauty lies,  

Where all the treasure of thy lusty days, 

To say, within thine own deep-sunken eyes, 

Were an all-eating shame and thriftless praise. 

How much more praise deserved thy beauty’s use, 

If thou couldst answer ‘This fair child of mine  

Shall sum my count and make my old excuse,’ 

Proving his beauty by succession thine! 

This were to be new made when thou art old, 

And see thy blood warm when thou feel’st it cold. 

 

Significant Pronunciations: deserved, treasure, where, eating,  
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Sonnet 3, Substitution Exercise  a o or  u and o ar 

 

Look in thy glass, and tell the face thou viewest 

Now is the time that face should form another; 

Whose fresh repair if now thou not renewest, 

Thou dost beguile the world, unbless some mother. 

For where is she so fair whose unear’d womb  

Disdains the tillage of thy husbandry? 

Or who is he so fond will be the tomb  

Of his self-love, to stop posterity?  

Thou art thy mother’s glass, and she in thee 

Calls back the lovely April of her prime:  

So thou through windows of thine age shall see 

Despite of wrinkles this thy golden time.    

But if thou live, remember’d not to be, 

Die single, and thine image dies with thee.  

Significant Pronunciations: windows, where, womb/tomb,  
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Sonnet 4, Substitution Exercise   ar  wh o a 

 

Unthrifty loveliness, why dost thou spend 

Upon thyself thy beauty’s legacy? 

Nature’s bequest gives nothing but doth lend, 

And being frank she lends to those are free. 

Then, beauteous niggard, why dost thou abuse  

The bounteous largess given thee to give? 

Profitless usurer, why dost thou use 

So great a sum of sums, yet canst not live? 

For having traffic with thyself alone, 

Thou of thyself thy sweet self dost deceive.  

Then how, when nature calls thee to be gone, 

What acceptable audit canst thou leave? 

Thy unused beauty must be tomb’d with thee, 

Which, usèd, lives th’ executor to be.  

 

Significant Pronunciations: acceptable, nothing, nature, yet, tombed, 

for/so (unstressed) 
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Sonnet 5, Substitution Exercise or o wh a a ɑ or 

 

 

Those hours, that with gentle work did frame 

The lovely gaze where every eye doth dwell, 

Will play the tyrants to the very same 

And that unfair which fairly doth excel: 

For never-resting time leads summer on  

To hideous winter and confounds him there; 

Sap cheque’d with frost and lusty leaves quite gone, 

Beauty o’ersnow’d and bareness every where: 

Then, were not summer’s distillation left, 

A liquid prisoner pent in walls of glass,  

Beauty’s effect with beauty were bereft, 

Nor it nor no remembrance whɑt it wɑs: 

But flowers distill’d though they with winter meet, 

Leese but their show; their substance still lives sweet. 

 

Significant Pronunciations: nor (unstressed), hideous, prisoner, what, 

was 
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Sonnet 6, Substitution Exercise  əɪ əʊ ʊɹ 

 

 

Then let not winter’s ragged hand deface 

In thee thy summer, ere thou be distill’d: 

Make sweet some vial; treasure thou some place 

With beauty’s treasure, ere it be self-kill’d. 

That use is not forbidden usury,  

Which happies those that pay the willing loan; 

That’s for thyself to breed another thee, 

Or ten times happier, be it ten for one; 

Ten times thyself were happier than thou art, 

If ten of thine ten times refigured thee:  

Then what could death do, if thou shouldst depart, 

Leaving thee living in posterity? 

Be not self-will’d, for thou art much too fair 

To be death’s conquest and make worms thine heir. 

 

Significant Pronunciations: treasure, happier, one/loan 
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Sonnet 7, Substitution Exercise ar ʊɹ  o:  ɛ:  e: 

 

 

Lo! in the orient when the gracious light 

Lifts up his burning head, each under eye 

Doth homage to his new-appearing sight, 

Serving with looks his sacred majesty; 

And having climb’d the steep-up heavenly hill, 5 

Resembling strong youth in his middle age, 

yet mortal looks adore his beauty still, 

Attending on his golden pilgrimage; 

But when from highmost pitch, with weary car, 

Like feeble age, he reeleth from the day, 10 

The eyes, ‘fore duteous, now converted are 

From his low tract and look another way: 

So thou, thyself out-going in thy noon, 

Unlook’d on diest, unless thou get a son. 

 

Significant Pronunciations: yet, gracious, appearing, eye/majesty, 

age/pilgrimage, noon (short)/son, converted, ‘fore (before), weary 

[wɪɹi:], duteous 
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Sonnet 8, Substitution Exercise   u and o  or  ar  a  

 

 

Music to hear, why hear’st thou music sadly? 

Sweets with sweets war not, joy delights in joy. 

Why luvest thou that which thou receivest not gladly, 

Or else receivest with pleasure thine annoy?  

If the true concord of well-tuned sounds,   

By unions married, do offend thine ear, 

They do but sweetly chide thee, who confounds 

In singleness the parts that thou shouldst bear. 

Mark how one string, sweet husband to another, 

Strikes each in each by mutual ordering,  

Resembling sire and child and happy mother 

Who all in one, one pleasing note do sing: 

Whose speechless song, being many, seeming one, 

Sings this to thee: ‘thou single wilt prove none.’ 

 

Significant Pronunciations: pleasure, ear and hear [h/i:ɹ], one/none, 

many, being (one syllable) 
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Sonnet 9, Substitution Exercise  a o wh or a ʊɹ 

 

 

Is it for fear to wet a widow’s eye 

That thou consumest thyself in single life? 

Ah! if thou issueless shalt hap to die. 

The world will wail thee, like a makeless wife; 

The world will be thy widow and still weep  

That thou no form of thee hast left behind, 

When every private widow well may keep 

By children’s eyes her husband’s shape in mind. 

Look, what an unthrift in the world doth spend 

Shifts but his place, for still the world enjoys it;  

But beauty’s waste hath in the world an end, 

And kept unused, the user so destroys it. 

No love toward others in that bosom sits 

That on himself such murderous shame commits. 

 

Significant Pronunciations: for (weak stress), waste (short), toward (1 

syllable), murderous (2 syllables), fear [fi:ɹ], widow, shalt (silent ‘l’) 
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Sonnet 10, Substitution Exercise, Various 

 

 

For shame! deny that thou bear’st love to any, 

Who for thyself art so unprovident. 

Grant, if thou wilt, thou art beloved of many, 

But that thou none lovest is most evident;  

For thou art so possess’d with murderous hate  

That ‘gainst thyself thou stick’st not to conspire. 

Seeking that beauteous roof to ruinate 

Which to repair should be thy chief desire. 

O, change thy thought, that I may change my mind! 

Shall hate be fairer lodged than gentle love?  

Be, as thy presence is, gracious and kind, 

Or to thyself at least kind-hearted prove: 

Make thee another self, for love of me, 

That beauty still may live in thine or thee. 

 

Significant Pronunciations: gracious, any, provident/evident (secondary 

stress) 
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Romeo and Juliet, Act II, Scene 2, Colour Annotated Script Sample1 

 

794:  

Rom. 

He jeasts at Scarres that never felt a wound,  

795: But soft,62 what light through yonder window63 breaks?  

796: It is the East, and Juliet64 is the Sunne,  

797: Arise faire Sun and kill the envious65 Moone,  

798: Who is already sicke and pale with griefe,  

799: That thou her Maid art far more faire then she:  

800: Be not her Maid since she is envious,  

801: Her Vestal livery66 is but sicke and greene,  

802: And none but fooles67 do weare it, cast68 it off:  

803: It is mi Lady,69 O it is mi Love, O that shi knew shi were,  

804: She speakes, yit she sayes nothing, what of that?  

805: Her eye discourses, I will answere it:70 

806: I am too bold 'tis not to me she speakes:  

807: Two of the fairest starres in all the Heaven,   

808: Having some businesse do entreat her eyes,  

809: To twinckle in their Spheres till they returne.  

810: What71 if her eyes were there, they in her head,  

811: The brightnesse72 of her cheeke would shame those starres,  

                                                 

 1 The text here is taken from the First Folio.   
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812: As day-light doth a Lampe, her eyes in heaven,  

813: Would through the ayrie Region streame so73 bright,  

814: That Birds would sing, and thinke it were not night:  

815: See how she leanes her cheeke upon her hand.  

816: O that I were a Glove upon that hand,  

817: That I might touch that cheeke.  

818:  

Jul. 

Ay me.  

819:  

Rom. 

She speakes.  

820: Oh speake again bright Angell, for74 thou art  

821: As glorious to this night being75 ore my76 head,  

822: As is a wingèd messenger of heaven  

823: Unto the white upturnèd wondring eyes  

824: Of mortalls that fall backe to gaze on him,  

825: When he bestrides the lazie pacing77 Cloudes,  

826: And sailes upon the bosome of the ayre.  

827:  

Jul. 

O Romeo, Romeo, wherefore art thou Romeo?78  
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828: Denie thy Father and refuse thy name:79  

829: Or if thou wilt not, be but sworne my Love,  

830: And Ile no80 longer be a Capulet.  

831:  

Rom. 

Shall81 I  heare82 more, or83 shall84 I speake at this?85  

832:  

Jul. 

'Tis but thy86 name that is my76 Enemy:   

833: Thou art thy86 selfe, though not a Mountague,  

834: What's Mountague? it is nor87 hand nor foote,  

835: Nor arme, nor face, nor any other part 

836: Belonging to a man. O be some other name! 

837: What’s in a name? that which we call a Rose,  

838: By88 any other word would smell as sweete,  

839: So Romeo89 would, were he not Romeo cal'd,  

840: Retaine that deare perfection90 which he owes,  

841: Without that title Romeo, doffe thy86 name,   

842: And for thy name which is no part of thee,  

843: Take all my selfe.  

844:  

Rom. 
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I take thee at thy word:  

845: Call me but Love, and Ile be new baptiz'd,   

846: Hence foorth I never will be Romeo.   

847:  

Jul. 

Whɑt man art thou, that thus bescreen'd in night  

848: So stumblest on my76 counsell?  

849:  

Rom. 

By a name,  

850: I know not how to tell thee who I am:  

851: My name deare Saint, is hatefull to my91 selfe,  

852: Because it is an Enemy to thee,  

853: Had I it written, I would teare the word.  

854:   

Jul. 

My91 eares have yit92 not drunke a hundred words  

855: Of thy tongues93 uttering, yit I know the sound.  

856: Art thou not Romeo, and a Montague?  

857:  

Rom. 

Nither94 faire saint, if ither95 thee dislike.  
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A Midsummer Night’s Dream, Extract, Colour Annotated Script Sample1 

 

Dramatis Personae 

  

QUINCE a carpenter.  

 

SNUG a joiner.  

 

BOTTOM a weaver.  

 

FLUTE a bellows-mender.  

 

SNOUT a tinker.  

 

STARVELING a tailor.  

 

OBERON king of the fairies.  

 

TITANIA queen of the fairies.  

 

PUCK or Robin Goodfellow.  

 

 

Act 1, Scene 2,   [Athens. QUINCE'S house.] 

[Enter QUINCE, SNUG, BOTTOM, FLUTE, SNOUT, and STARVELING]  

 

QUINCE:   Is all our company here?96 

 

                                                 
 

1
   The text is based on Clark, W.G. and Wright, W.A. (1865). 
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BOTTOM:   Ya were97 best to call them generally, man be98 man, 

according to the scrip. 

QUINCE:   Here is the scroll of every man's name, which99 is thought100 

fit, through all Athins, to play in our interlyude before the duke and the 

duchess, on101 his wedding-day at night. 

 

BOTTOM:   First,102 good Peter Quince, say whɑt103 the play treats 

on101, then read the names of104 the actors,105 and so grow to a point. 

 

QUINCE:   Marry, our play is, The most lamentable comedy,106 and most 

cruel death of Pyramus and Thisby. 

 

BOTTOM:   A very good piece of104 work, I  assure ya, and a merry. Now, 

good Peter Quince, call forth yer actors be98 the scroll. Masters, 107 

spread yerselves. 

 

QUINCE:   Answer as I 108 call ya. Nick Bottom, the weaver. 

 

BOTTOM:   Ready. Name whɑt part I  am for, and proceed. 

 

QUINCE:   You, Nick Bottom, ar e109 set down fer Pyramus. 
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BOTTOM: Whɑt is Pyramus? a lover, or  a tyrant? 

 

QUINCE:   A lover, that kills himself most gallant fer love. 

 

BOTTOM:   That will ask107 some tears in the true performing of it: if 

I 108 do it, let the audyence look to their eyes; I  will move storms, I  

will condole in some measure.110 To the rest: yet111 me chief humour is 

fer a tyrant:  

I 112 could play Ercles113 rarely, or a part to tear a cat in, to make all 

split. 

 

The raging rocks101 

And shivering shocks 

Shall break the locks 

Of prison gates; 

And Phibbus' car 

Shall shine from far 

And make and mar 

The foolish114 Fates. 
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This wɑs lofty! Now name the rest of104 the players. This is Ercles'113 

vein, a tyrant's vein; a lover is more condoling.  

 

QUINCE:   Francis Flute, the bellows115-mender. 

FLUTE:   Here, Peter Quince. 

 

QUINCE:   Flute, you must take Thisby on101 ya. 

 

FLUTE:   Whɑt is Thisby? a wandering knight? 

 

QUINCE:   It is the lady that Pyramus must love. 

 

FLUTE:   Nay, faith, let me not play a woman; I  have a beard coming. 

 

QUINCE:   That's all one:116 ya shall play it in a mask, and ya may speak 

as small as ya will. 

 

BOTTOM:   An I  may hide me face, let me play Thisby too, I 'll speak 

in a monstrous little voice. 'Thisne, Thisne;' 'Ah, 117 Pyramus, lover 

dear!118  thy Thisby dear, and lady dear!' 
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QUINCE:   No, no; ya must play Pyramus: and, Flute, you Thisby. 

BOTTOM:   Well, proceed. 

 

QUINCE:   Robin Starveling, the tailor. 

STARVELING:   Here118, Peter Quince. 

 

QUINCE:   Robin Starveling, ya must play Thisby's mother. Tom Snout, 

the tinker. 

 

SNOUT:   Here, Peter Quince. 

 

QUINCE:   You, Pyramus' father: miself, Thisby's father: Snug, the 

joiner; you, the lion's part: and, I  hope, here is a play fitted. 

 

SNUG:   Have ya the lion's part written? pray ya, if it be, give it me, fer I  

am slow of study. 

 

QUINCE:   Ya may do it extempore,119 fer it is nothing but roaring. 

 

BOTTOM:   Let me play the lion too: I  will roar, that I  will do any107 

man's heart120 good to hear me; I  will roar, that I  will make the duke 

say 'Let him roar again, let him roar again.' 



- 217 - 

 

 

QUINCE:   An ya should do it too terribly, ya would fright the duchess 

and the ladies,121 that they would shriek; and that were enough to hang 

us all. 

ALL:    That would hang us, every mother's son. 

 

BOTTOM:   I  grant ya, friends, if that ya should fright the ladies out of 

their wits, they would have no more discretion122 but to hang us: but I  

will aggravate me123 voice so that I  will roar ya as gently as any 

sucking dove; I  will roar you an 'twere any nightingale. 

 

QUINCE:    Ya can play no part but Pyramus; fer Pyramus is a sweet-

faced man; a proper man, as one shall see in a summer's day; a most 

lovely gentleman-like man: therefore ya must needs play Pyramus. 

 

BOTTOM:   Well, I  will undertake it. Whɑt beard were I  best to play it 

in? 

 

QUINCE:   Why,99 whɑt ya will. 
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BOTTOM:   I  will discharge it in either124 yer125 straw-colour beard, yer 

orange-tawny beard, yer purple-in-grain beard, or yer French-crown-

colour beard, yer perfect126 yella.127 

 

QUINCE:   Some of yer French crowns have no hair at all, and then ya 

will play bare-faced. But, masters, here118 are  yer parts: and I  am to 

entreat ya, request ya and desire ya, to con them by to-morra night; 

and meet me in the palace wood, a mi le without the town, by98 

moonlight; there will we rehearse,113 fer if we meet in the city, we shall 

be98 dogged with  company, and our devices known.128 In the 

meantime I  will draw a bill of properties,101 such as our play wants. I  

pray ya, fail me not. 

 

BOTTOM:   We will meet; and there we may rehearse most obscenely 

and courageously. Take pains; be perfect126 adieu. 

 

QUINCE:   At the duke's oak we meet. 

 

BOTTOM:   Enough; hold or  cut bow-strings.          [Exeunt]         
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As You Like It 

 

 

 

 

 

Warm-Ups for Original Pronunciation 
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ɛ:    Sarah 

 

made, bear, away, fare, fair, faith, hate, sake, pray, bear, way,  make, 

care, names, saves, labour.  

 

e:  Amy 

 

speak, please , breathed, reasons, entreat, leave, beast, treason.  

 

əɪ  Ida 

 

I,  by, eyes myself, attire,  right,  misery, desire, die, find,wind. 

 

əʊ  Snout 

 

mouth, trowel, how,  thou, proud, bounden, thousand , wound, clown. 

 

o:   Oberon 

 

go, one, old, smoke, one, throw, oak, most, none, glow, post. 

 

ɒ:  Austen 

 

naught, calls, fall, daughter, cause, haunt, brawls, augmenting, saw, 

(shall). 

 

γ   Snug 

 

unmuzzle, colour, coming, young, nut, touches,love, doth.   

 

ǎr  Arabella 

 

Charles,  charge, art, barks, marks, pardon, are. 
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ɐr  Derby 

 

learned, heart, mercy, virtuous, heard, service, verse, Hercules. 

 

o:r  Orla 

 

court, sport, more, lord, therefore, words, horn, scorn, nor.  

 

i:r  Indira 

 

beards, dearly, hear, deer, hear, fear, near. 

 

ǒ (short) on 

 

dog, yonder, adopted, constant, forest, flock, tongues, soft, not. ? 

 

ǎ (short)   Harry 

 

master, waters, father, warrant, hereafter, rather, waste, answer.you? 

 

ɑ   Bɑrt (what, was, wast) 

 

'Twas, what, wast, was. 

 

ir/er (if not ‘ar’)  Bernard 

 

stir, irks, sterner, smirch  

 

ur  Lorraine 

 

worship, bursting, burn, further, turf, hurt. 
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Weak Forms 

 

are  And she believes, wherever they are gone, 

 

were   I care not for my spirits, if my legs were not weary. 

 

or  This I must do, or know not what to do: 

 

for  For then he's full of matter. 

 

I   Let me go, I say. 

 

your  In all your business and necessities. 

 

of   With his mouth full of news. 

 

my/your Yonder comes my master, your brother. 

 

by/mine No, by mine honour 

 

thy  What is thy name, young man? 

 

so  So near our public court as twenty miles, 

 

no   I'll have no worse a name than Jove's own page; 

 

you  Now, sir! what make you here? 

 

thee  I would I could make thee believe I love. 

 

them  By our beards, if we had them, thou art. 

 

been  And hath been tutor'd in the rudiments 

 

being  Being native burghers of this desert city, 
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Hw 

 

what, whither, wherein, where, when, whether, why, which. 

 

Endings With and Without Secondary Stress 

 

patience,  ambitious, affections, contemplation 

 

 

ɛ:    Sarah 

 

Were you made the messenger? 

 

Bear him away. 

 

Ay. Fare you well, fair gentleman. 

 

No, faith, hate him not, for my sake. 

 

I pray you, bear with me;  

 

That is the way to make her scorn you still. 

 

Nay, I care not for their names; 

 

He saves my labour by his own approach. 

 

e:  Amy 

 

Why, this that I speak of. 

 

Ay, my liege, so please you give us leave. 

 

I am not yet well breathed. 
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Come, lame me with reasons. 

 

I did not then entreat to have her stay; 

 

Leave me alone to woo him. 

 

I think he be transform'd into a beast; 

 

Treason is not inherited, my lord; 

 

əɪ  Ida 

 

Or I, I promise thee. 

 

Do so: I'll not be by. 

 

With his eyes full of anger. 

 

I'll put myself in poor and mean attire  

 

''Tis right:' quoth he; 'thus misery doth part (also ‘quote’) 

 

I do not desire you to please me; I do desire you to sing. 

 

I almost die for food; and let me have it. 

 

Go find him out, 

 

Her worth, being mounted on the wind, 
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əʊ  Snout 

 

With his mouth full of news. 

 

Well said: that was laid on with a trowel. 

 

How dost thou, Charles? 

 

I am more proud to be Sir Rowland's son, 

 

I rest much bounden to you: fare you well. 

 

O, yes, into a thousand similes. 

 

Alas, poor shepherd! searching of thy wound, 

 

Holla, you clown! 

 

o:   Oberon 

 

Let me go, I say. 

 

One that old Frederick, your father, loves. 

 

Thus must I from the smoke into the smother; 

 

Not one to throw at a dog. 

 

Under an oak whose antique root peeps out 

 

I thank you most for him. 

 

Is there none here to give the woman? 

 

And the red glow of scorn and proud disdain, 
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Why then, 'tis good to be a post. 

 

(The workshop material continued with exercises from all the lexical 

sets and practice on consonants and weak forms.) 
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Macbeth 

 

 

 

 

 

 

Warm-Ups for Original Pronunciation 
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ɛ:    Sarah 

 

dare, may, wakes, pale, lady, naked, railties, awake, snake, grace, days, 

chambers, weary, afeard. 

 

e:  Amy 

 

feat, receive, beast, heat, mean, beaten, speak, great, cheaply, sea, 

eagles. 

 

əɪ  Ida 

 

I, my, cry, tidings, to-night, wine sights, time, eye, kind, like, sight, fie, 

humbly. 

 

əʊ  Snout 

 

foul, wounds, thou, how, now,  profound, ground, down, round, crown. 

 

o:   Oberon 

 

home noble hoste, roast, gone, potent, host, know, goes, ho, one, 

Scone. 

 

ɒ:  Austen 

 

falls, cauldron, audit, cause, slaughterous, thoughts, haunt, taught.  

 

γ   Snug 

 

bloody, comes, courage, love, trouble,  overcome, summer, sun, 

Duncan, thus, moves, proved.  

 

 



- 229 - 

 

ǎr  Arabella 

 

darkness, mark'd, hark, regard, are, charms, harms, parted, art, 

 

ɐr  Derby 

 

hermits,  service, observed, reserved, perfect, person, preserve, 

perilous, serve, certain,  earth.  

 

 

o:r  Orla 

 

words, forth, perform, sword, wherefore, lord, both, or, glory, our (or 

Snout), hoarse, nor.  

 

ǒ (short) on 

 

upon, locks, knocks, lodged, God, not, forgot, tongue, hotter.  

 

ǎ (short) Harry 

ask'd, castle, water, wash, answer, ask, father, laugh, master. 

 

ɑ  Bɑrt (what, was, wast) 

 

what, was, wast, 'twas. 

 

ir/er  Bernard 

 

firm, earth (or ‘ar’), birds, birthdom, virtuous (or ‘ar’), sir. 

 

ur  Lorraine 

 

further, worm, worth, murderer, surgery, 
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Hw 

 

when,  while, where, which,  whether,  

 

Endings With and Without Secondary Stress: 

 

destruction, execution, reflection, composition, preparation, ambition, 

vision, creation, motion.. 

 

 

ɛ:    Sarah 

 

I dare do all that may become a man; 

 

And wakes it now, to look so green and pale 

 

Look to the lady: 

 

And when we have our naked frailties hid, 

 

Awake, awake! 

 

Fillet of a fenny snake.. 

  

What's your grace's will? 

 

Cousins, I hope the days are near at hand 

That chambers will be safe. 

 

I gin to be aweary of the sun, 

 

Nothing afeard of what thyself didst make, 

 

 



- 231 - 

 

e:  Amy 

 

Each corporal agent to this terrible feat! 

 

Who dares receive it other, 

 

What beast was't, then, 

Words to the heat of deeds too cold breath gives. 

 

What do you mean? 

 

Let us be beaten, if we cannot fight. 

Make all our trumpets speak; 

 

So great a day as this is cheaply bought. 

 

Posters of the sea and land, 

 

Yes; As sparrows eagles, Or the hare the lion. 

 

(This is a sample. Similar exercises were available for all the lexical sets, 

consonant sounds and weak forms.) 
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 Twelfth Night 

 

 

 

 

 

 

Warm-Ups for Original Pronunciation 
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ɛ:    Sarah 

 

If music be the food of love, play on; 

A noble duke, in nature as in name. 

Do you not hear, fellows? Take away the lady. 

Alas the day! 

This savours not much of distraction. 

 

e:  Amy 

 

I thank thee: lead me on. 

Say I do speak with her, my lord, what then? 

O, by your leave, I pray you, 

Thy reason, dear venom, give thy reason. 

O, peace! now he's deeply in: 

 

əɪ  Ida 

 

We did keep time, sir, in our catches. 

'But I will never die.' Sir Toby, there you lie. 

And what's her history? 

An we do not, it is pity of our lives. 

This fellow is wise enough to play the fool; 

 

əʊ  Snout 

 

How now! what news from her? 

I thank you. Here comes the count. 

Go thou and seek the crowner, 

'Thrice-welcome, drowned Viola!' 

I'll bring you to a captain in this town, 
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o:   Oberon 

 

She took the ring of me: I'll none of it. 

for Malvolio's nose is no whipstock: 

'Shall I bid him go?' 

To die, even when they to perfection grow! 

O, for a stone-bow, to hit him in the eye! 

 

ɒ:  Austen 

 

He's as tall a man as any's in Illyria. 

Gentlewoman, my lady calls. 

I am all the daughters of my father's house, 

Though our silence be drawn from us with cars, yet peace. 

I saw thee late at the Count Orsino's. 

 

γ   Snug 

 

Will you go hunt, my lord? 

What country, friends, is this? 

I'll stay a month longer. 

What's a drunken man like, fool? 

A fustian riddle! 

 

ǎr  Arabella 

 

An thou let part so, Sir Andrew, 

Pardon me, sir, your bad entertainment. 

That's me, I warrant you. 

He's in yellow stockings. And cross-gartered? 

To the gates of Tartar, thou most excellent devil of wit! 

Art not thou the Lady Olivia's fool? 

Let the garden door be shut, and leave me to my hearing. 
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ɐr  Derby 

 

O that I served that lady 

Now Mercury endue thee with leasing, 

Of what personage and years is he? 

Here, madam, at your service. 

Most certain. Let our catch be, 'Thou knave.' 

Come, but one verse. 

 

o:r  Orla 

 

Sure, my noble lord, 

Sport royal, I warrant you: 

I was adored once too. 

I would, therefore, my sister had had no name, sir. 

For youth is bought more oft than begg'd or borrow'd. 

And suits well for a servant with my fortunes: 

 

i:r  Indira 

 

He shall see none to fear. 

This is a dear manikin to you, Sir Toby. 

And grew a twenty years removed thing  

Nay, I prithee, put on this gown and this beard; 

It is as fat and fulsome to mine ear 

 

ǒ (short) on 

 

Will you stay no longer? 

It is too hard a knot for me to untie! 

For the love o' God, peace! 

Soft! here follows prose. 
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ǎ (short) Harry 

 

I may command where I adore; 

I will answer you with gait and entrance. 

The rather by these arguments of fear,/Set forth in your pursuit. 

Carry his water to the wise woman. 

 

ɑ  Bɑrt (what, was, wast) 

 

'Be not afraid of greatness:' 'twas well writ. 

I pray you, sir, what is he? 

Sir Topas, never was man thus wronged: 

 

ir/er  Bernard 

 

Present mirth hath present laughter; 

That the soul of our grandam might haply inhabit a bird. 

What time we will our celebration keep/ According to my birth. What do 

you say? 

…and the old saying is, the third pays for all: 

 

ur  Lorraine 

 

If I do not usurp myself, I am. 

My purpose is, indeed, a horse of that colour. 

She is not worth thee, then. 

No, sir, I live by the church. 

My servant, sir! 'Twas never merry world/ Since lowly feigning was call'd 

compliment: 
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Hw 

 

What dost thou know? 

With which such scathful grapple did he make… 

Drew to defend him when he was beset: 

Of here and every where. 

Let me yet know of you whither you are bound. 

 

Endings With and Without Secondary Stress: 

 

Methinks I feel this youth's perfections  

Hath kill'd the flock of all affections else  

What time we will our celebration keep 

Most venerable worth, did I devotion. 

I know not what 'twas but distraction. 
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Romeo and Juliet, Act II, Scene 2, Capulet’s Orchard in Original 

Pronunciation (part of the workshop scene) 

 

[Enter ROMEO] 

 

Romeo. ‘e jests at scǎɹs that neveɹ felt a wəʊnd.  

[JULIET appears above at a window]  

Bət, sǒft! Hwɑt ləɪght through yǒndeɹ wində bre:ks?  

It is the e:st, an’ Julyet is the sγn.   

Arəɪse, fɛ:ɹ sγn, an’ kill the envyous moon,  

Who is ǎlreadəɪ sick an’ pɛ:le with grief,   

That thəʊ ‘eɹ mɛ:d ǎɹt fǎɹ mo:ɹe fɛ:ɹ than she :  

Be nǒt ‘eɹ mɛ:d, since she is envious;  

’eɹ vestal liv’rəɪ is but sick an’ green  

An’ no:ne but fʊls do wɛ:ɹ it; cǎst it ǒff.  

It is mɪ lɛ:dəɪ, O: , it is mɪ lγve!  

O: , that shɪ knew shɪ wɛ:ɹe!  

She spe:ks yɪt she sɛ:ys no:t’in’ : hwɑt ə that?  

’Eɹ əɪye disco:ɹses; əɪ will ǎnsweɹ it.  

əɪ am too bo:ld, 'tis nǒt to me shɪ spe:ks:  

Two of the fɛ:ɹest stǎɹs in ɒ:ll the he’en,  

’avin’ sγme bus’ness, do entre:t ‘eɹ əɪs  

To twinkle in thɛ:ɹ sphɛ:ɹes till thɛ:y retʊɹn.  

Hwɑt if ‘eɹ əɪs wəɹe thɛ:ɹe, thɛ:y in ‘eɹ head?  

The brəɪghtness ǒf ‘eɹ cheek would shɛ:me tho:se stǎɹs,  
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As dɛ:yləɪght dγth a lamp; ‘eɹ əɪs in he’en   

Would through the ɛ:ɹəɪ re:gion stre:m sə brəɪght  

That bəɹds would sing an’ think it wɛ:ɹe nǒt nəɪght.  

See, həʊw she le:ns ‘eɹ cheek upǒn ‘eɹ hand!  

O: , that ə wɛ:ɹe a glγve upǒn that hand,  

That əɪ məɪght tγch that cheek!  

Juliet. əɪ me!  

Romeo. Shɪ spe:ks:  

O: , spe:k agɛn, brəɪght ɛ:ngel! Fəɹ thəʊ ǎɹt   

As glo:ɹyous to this nəɪght, bi:n’ o:ɹ mɪ head  

As is a wingèd messengeɹ of he’en  

Unto the hwəɪte- γptʊɹnèd wγnd’rin’ əɪs  

Of mo:ɹtals that fɒ:ll back to gɛ:ze ǒn him  

Hwen he bestrəɪdes the lɛ:zəɪ-pɛ:cin’ cləʊds  

An’ sɛ:ls upǒn the bosom of the ɛ:ɹ.  

Juliet. O: Ro:mjo: , Ro:mjo: ! hwɛ:ɹefo:ɹe ǎɹt thəʊ Ro:mjo: ?  

Denəɪ thəɪ fǎtheɹ an’ refuse thəɪ nɛ:me;  

O:ɹ, if thəʊ wilt nǒt, be bγt swo:ɹn məɪ lγve,   

An’ əɪ'll nə lǒngeɹ be a Capulet.  

Romeo. [Aside] Shɒll əɪ heaɹ mo:ɹe, əɹ shɒll ə spe:k at this?  

Juliet. 'Tis bγt thɪ nɛ:me that is mɪ eneməɪ;  

Thəʊ ǎɹt thɪself, though nǒt a Mǒntague.  

Hwɑt's Mǒntague? it is nəɹ hand, nəɹ foot,  
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Nəɹ ǎɹm, nəɹ fɛ:ce, nəɹ ǎnəɪ γtheɹ pǎɹt  

Belǒngin’ to a man. O: , be sγme γtheɹ nɛ:me!  

Hwɑt's in a nɛ:me? that hwich we cɒ:ll a ro:se  

Bɪ ǎnəɪ γtheɹ nɛ:me would smell as sweet;  

Sə Ro:myo: would, wəɹe he nǒt Ro:myo: cɒ:ll'd,  

Retɛ:n that di:ɹ peɹfecsɪən hwich ‘e o:wes  

Withəʊt that təɪtle. Ro:myo: , dǒff thɪ nɛ:me,  

An’ fo:ɹ that nɛ:me hwich is nə pǎɹt ə thee  

Tɛ:ke ɒ:ll mɪself.  

 

(This is a sample. The workshop scene continued.) 
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   Chirologia, Bulwer J, 1644, Illustration of Gestures 
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Notes Given to Actors after Day Two of Workshop 5 

 

Peter: 

Short ‘i’ - careful it is not ‘e’, eg on the words ‘think’ and ‘whisper’ 

(Wall) (although there is an historical precedent for using this on some 

words, such as ‘hinge’/’whether’) 

‘Sarah’ vowel - as on ‘maids’ keep pure and long; just occasionally can 

become a diphthong or too short, as on ‘ape’, ‘same’ and ‘snake’  = a 

little longer. 

short o and a (eg on shaft and cast) - occasionally are too long. 

‘earth’ - ‘Arabella’ 

‘by’ - ‘bi’ short when unstressed 

‘hw’ could be a little more aspirated sometimes 

‘meditesion’! 

‘herb’ = ‘arb’ ‘h’ would be silent on this, a recent French borrowing. 

‘league’ = Amy [e:] 

Careful that ‘[o:]’ in ‘grows’ does not get raised to u: 

Unstressed ‘of’ is ‘shwa’. 

‘or’ as in ‘for’ a little more ‘Oberon’ [o:] before the ‘r’ if poss. 

‘or’ when unstressed can take ‘shwa’. 

‘changed’ (when playing Snout) takes ‘Austen’ vowel (conservative) 

 

 



- 243 - 

 

Anwen: 

‘war’ is’Aarabella’ 

‘wonders’ is ‘Snug’/’love’ vowel 

Remember the rhotic ‘r’ in final position. 

‘hw’ could sometimes be a little more pronounced 

Short ‘o’ could sometimes be a little less-rounded (slightly more 

American). 

‘Flowers’ may be ‘Orla’ rather than the Snout diphthong (for this 

reading). 

Your ‘Ida’ diphthong is good but occasionally begins with PDE ‘a’ rather 

than Shwa. 

Long o: , as in ‘slow of study’, sometimes turns into a diphthong when 

you reduce your lip-rounding before ending the syllable - especially on 

open syllables such as ‘go’ where no consonant follows.  

On words like ‘sport’ try to make the vowel ‘Oberon’ if poss.  

 

Susie: 

‘say’ ‘may’ ‘brake’ ‘able’ try to keep this a little more open - a little too 

much ‘Amy’ on the recording. 

Remember the rhotic ‘r’ at ends of words and sometimes in the middle 

(like enamoured) 

rehearse = ‘Arabella’ 

according = ‘Orla’ 
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‘yet’ is ‘yit’ 

Remember ‘once’ starts with short ‘o’ in this reading. 

Quince uses ‘Amy’ for ‘thee’ (unlike Titania who uses [i:]). 

Careful of ‘Ida’, which sometimes reverts to PDE when pace is quick. Just 

occasionally you start with Irish ‘o’. 

Hour is a monosyllable, with ‘Orla’ for this reading.  

‘Visions’ has ‘z’. 

 

Elisa: 

‘Masters’ has short ‘a’ vowel. 

Careful with the ‘Ida’ vowel - always start with ‘shwa’. Just sometimes it 

starts with an ‘o’ sound, which is Irish. 

Unstressed ‘i’ as in ‘I will roar’, is just ‘shwa’.  

The ‘Snout’ vowel needs to start with a little more ‘shwa’. 

‘Visions’ has medial ‘z’. 

 

Joanna: 

The Snug vowel, such as in ‘come’ - don’t let it get Northern or too lip-

rounded. (try for a mouth-shape like short, unrounded ‘o’.) 

‘Horse’ and other ‘or’ words, try to get the ‘o’ more Oberon for this 

recording.  

On words like ‘not’ with short ‘o’, don’t lengthen the ‘o’ - keep it short.  

Careful not to make the ‘i’ in life a northern vowel. Strictly ‘Ida’. 
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The vowel in ‘I’ and ‘I’ll’, when unstressed, can be ‘shwa’. 

The vowel in ‘heard’ is ‘Arabella’. 

Don’t let ‘Amy’ in ‘see’, ‘me’ and ‘thee’ become a diphthong - keep it 

pure, especially in an open syllable, when not followed by a consonant. 

  

Dario: 

Ida needs to start consistently with ‘shwa’. Careful you don’t do an ‘o’ 

vowel at the start, which is Irish.  

‘Bower’, ‘flower’, ‘power’ are a monosyllable with ‘Orla’ for this 

recording. 

If possible, words like ‘more’ with ‘Orla’ could start with more ‘Oberon’ 

(not too low). 

‘vexation’ = ‘vexasion’. 

Keep the vowel short in ‘first’. 

‘Tomorrow’ is ‘tomorra’ 

‘Wanderin’ has short ‘a’. 

 

Kim: 

Careful with ‘Ida’ vowel in words like ‘right’. Needs to start with ‘shwa’ 

or it will sound Irish. 

‘Our’ should be a monophthong with ‘Orla’ for this recording. 

‘Any’ starts with the short ‘a’ vowel. 
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Words like ‘out’ with ‘Snout’ diphthong - make sure the diphthong 

starts with ‘shwa’. 

Keep the vowel on ‘cursed’ short.  

 

Alice: 

‘Certain’ has the ‘Arabella’ vowel. 

 ‘Ida’ - occasionally this comes out in present day English in fast 

delivery.  

Your ‘Snug’/’love’ vowel is great. Remember to use this on ‘wonder’ and 

‘duchess’ 

‘Rather’ and ‘Francis’ have the short ‘a’ vowel. 

Occasionally you diphthongise ‘Sarah’ as in ‘slain’. Keep the vowel pure. 

‘Nothing’ has a long ‘o’ vowel for this recording. 
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Workshop 5, Day 1: 

 

Session 1, 80 mins: 

 

A Shakespeare’s Rhymes;  

  Metrical Reconstruction and Secondary Stress 

 

B  Sarah and Amy: MSND Lexical Set Practice,  

  Romeo and Juliet WU Exercises  on Sarah/Amy PP 

 

C Diphthongs MSND Lexical Set Practice  

  Romeo and Juliet WU Exercises  on Diphth   PP 

  If time - sonnet 1 substitution 

 

Session 2, 90 mins: 

 

A Short ǎ and ǒ: MSND Set Lexical Practice. 

  Sonnet1 Substitution exercise: Sarah, Amy,  S1 Sub Diphthongs  

  Oberon/Austen/Snug: MSND lexical Sets and R and J WU. PP 

 

B  S4 Sub: Oberon/Austen, S3 Sub Snug.  

  Reading of MSND by me 
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 Introduce MSND Substitution Exercise on all the sounds so far,  

 taken individually (PDE script);  refer to lexical sets for pronunciation. 

 

C Substitution Exercise on R and J unmarked PDE script on sounds 

  covered in turn PP 

 

Session 3, 90 mins: 

 

A * Rhyme Reconstruction Exercise 1  

  Arabella/Derby/Orla in R and J WU, MSND WU  PP 

 

B  Twelfth Night WU Oberon/Austen/Snug  

  AND AYLI Weak Forms. S2 Sub  

 

C Arabella/Derby/Orla Twelfth Night WU AND S3/S8 Sub  

 

Session 4, 90 mins: 

 

A *Syncopation Exercise  

  Twelfth Night WU on  Sarah/Amy/Diphthongs 

  

B/C WU all vowels for R and J. PP 

  ROMEO and JULIET  Read-through from Phonetic/CAS scripts.  
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Preparation for next week: Romeo and Juliet first speeches: decide on 

pairings. Also practise R and J and Twelfth Night Warm-ups  

and practise the MSND lexical sets with the audio on website.  

Listen through the lines to MSND and also R and J. 

 

Workshop 5, Day 2: 

 

Session 1: 

 

On arrival: private Romeo and Juliet  Warm up 

 

30 mins: WARM-UPS - MACBETH  Warm-up to remind all the VOWEL 

sounds. 

MACBETH PRACTICE SENTENCES (new handout) 

Straw Poll: vowel sounds - vote on which ones are no problem/a 

problem. 

Syncopation Exercise 

 

CLARIFY: the less-fronted short ‘a’ sound and ‘Arabella’. The 

lengthening of ‘i’ before ‘gh’ with subsequent diphthong; the variant 

which preserved ‘gh’ with the diphthong (the short vowel is not easily 

‘readable’ by audience). Conservative vowels for mechanicals in [e:] (see, 

me, she) and in ‘chamber’, ‘almanac’, ‘changed’ (‘aunt’, ‘ant’, ‘amber’).  
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Explain the ‘h’ dropping policy for mechanicals and fairies (only 

unstressed for latter). 

 

Macbeth sight-reading - Antiphonal Readings, call and response. solo-

chorus, solo-solo and solo-solo-chorus.   

S6: Sonnet Substitution.  

 

45 mins: Romeo and Juliet Readings (acting). I make notes here and try 

not to stop them in flow.  

 

15 mins: Give notes on Romeo and Juliet readings 

 

Session 2: 

 

MSND Casting and WARM-UP (pick out a few words from lexical set) 

 

MSND  read-through - antiphonal on own parts (SOLO-SOLO or S-S-C). 

Perhaps use lexical sets to flag up words in individual lines. Highlight 

‘moones sphere’ and any other special words. Then - private practice 

and coaching time. 

 

PLENARY: bring back any pronunciations to query/share.  
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Session 3: 

 

S7: Sonnet Substitution     

Sonnet 2: remind weak forms. (Also, if needed, AYLI warm up - weak 

forms)  

Vowel Tracking on MSND  

 

Split into scenes to rehearse MSND in groups.   

 

Session 4: 

 

S10: Sonnet Substitution      

 

Full read-through of MSND 

 

Workshop 5, Day 3: 

 

Session 1: 

 

WARM-Ups and Practice Sentences 

Sonnet Substitution (from last week, 6, 7,10) The rest in strict PDE. This 

is to avoid ‘sympathetic pronunciations’.  
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Read from PDE Script of As You Like It  

to see how much OP can be discovered 

 

Analysis of short speeches for accuracy (unprepared). 

 

Clinic on MSND pronunciations and discussion of private preparation 

(record this). How did you practice?  

 

Session 2: 

 

Warm up 2 

Sonnet Substitution 

Slow read-through to determine strengths/weaknesses.  

Look for comedic opportunities in the pronunciation.  

* Private practice and peer coaching 

 

Session 3: 

Analysis of workshop methods. Suggestions for improvements to 

workshop structure,  

 

Read-through and notes. 

 

Session 4:  Rehearsed reading.   
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Endnotes 

 

1 ‘d’ retained for stress 

2 ‘h’ retained for stress. 

3 A more open vowel than in present day English (PDE) 

4 the [j] represents a ‘y’ sound, as in yes.  

5 Elision of unstressed syllables is dealt with in phase 3. 

6 This ending represents a secondary stress, appropriate in conservative speech 

but generally found in verse at this time.  

7 An abbreviation of ‘ladykin’, an oath. 

8 The vowel here was pure with no glide. 

9 ‘d’ retained for stress 

10 Or ‘assyu:rance’.  

11 This could take a short vowel (Shakespeare rhymes this with ‘gild’ as well as 

with long [i:]) In any case, the vowel is pure. 

12 ‘Half’ may possibly have been [a:f] or [ha:f] 

13 ‘h’ retained for stress. 

14 Pure vowel (no glide) 

15 Unstressed form. 

16 ‘An’’ (and) and ‘a’ when unstressed were as today: [ən], [ə]. 

17 Syncopation. 

18 Short vowel. 

19 ‘Action’  

20 This was pronounced [tə] when unstressed as today.  

21 With a short [a] as in Northern English. 

22 The first, unstressed ‘e’ was pronounced [ɪ], as today. 

23 The vowel is similar to [ə] but further back in the mouth.  

24 Unstressed ‘for’.  

25 Unstressed ‘of’. 

26 In conservative pronunciation the ‘gh’ could still be pronounced as a gentle 

aspiration [ç] akin to the German Ich.  

27 Unstressed ‘I’ or [əɪ]. 

28 Short ‘a’, as in present day Northern English.  

29 The stress was given to the second syllable here. This explains Bottom’s 

confusion with ‘effect’.  

30 This could take a short vowel, entrět. 

31 ‘Were’ was pronounced as today when unstressed. 

32 Thorough stems from disyllabic Old English þuruh. This instance has two 

syllables: thʌɹu: or thʌɹəʊ 

33 Rhyme: everywhere-sphere. These used the same vowel, ev’ryhwɛ:ɹe-sphɛ:ɹe.  



- 254 - 

 

                                                                                                                                                 

34 Moon’s could be written moonés. This employs an archaic inflected genitive 

form dating back to Old English which provides the poet a useful extra syllable 

for the meter. This stands for ‘the moon his sphere’. Could be used even when 

the pronoun should be her.  
35 Pensioners would normally be pronounced [pensɪənəɹs] but owing to the 

syncopation it may take the more advanced variant, like PDE.  

36 This was sometimes syncopated to hwɪəɹ 

37 The ‘v’ could be elided, resulting in disyllabic [o:əɹ] 

38 This is pronounced [dju:] not [dʒu:]. The same applies to both ‘d’s in 

dewdrops.  

39 A space is inserted before the punctuation colon to distance it from the 

length marking. 

40 The tri-syllabic pronunciation is common in this type of word (compare with 

two syllables in India). This also has a fronted a. An alternative pronunciation is 

[Təɪtɛ:njə] 

41  A common pronunciation is the monosyllabic [flo:ɹs], which is used here. 

42 This is an example of the secondary stress on the last syllable of fantasies. 

This is one of the most common rhymes in Elizabethan poetry. The rhyme is 

exact [əɪs] - [fantəzəɪs]. 

43 Grove - love is an unusual rhyme but can be explained by the variant which 

uses the long vowel [u:]. 

44 This rhyme is probably the result of the archaic use of ‘o’ for ‘a’ before a 

nasal consonant, dating back to Old English. The word strand is sometimes 

spelled (and pronounced) strond and this vowel could also occur in hand. This 

feature is still heard in Warwickshire today.  

45 This is the more common pronunciation of love with [γ]. The rhyme with 

prove is exact.  

46 It is possible this may have used [ʃ] like today. 

47 To emphasise the nobility of his speech, the h is not dropped when stressed. 

48 This could also be given a short vowel, [yʊþ]. 

49 Alternatively [man] makes a half-rhyme with ǒn [ɑn].  

50 Today’s pronunciation was also possible. 

51 With secondary stress this has four syllables: [invensɪon] or [invensɪən]  

52 Commonly parlous. 

53 [o:ne] 

54 With secondary stress [hɪstoɹəɪ]. 

55 Four syllables: [invensɪon] or [invensɪən]  

56 There was a variant of leash with a short vowel ê 

57 This could also be [jo:ɹ] or [jɔ:ɹ]. 

58 The short vowel was common.  

59 This vowel may be interpreted as [γ]. 
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60  The vowel here is shown as [ʊ] to aid the students’ reading. However, it is 

best sounded as [γ].  

61 The ‘l’ may be silent. 

62 The vowel is almost as unrounded as in American ‘hot’.  

63 ‘Winda’ (Cockney). 

64 Pronounced ‘Julyet’ in 2 syllables. 

65 ‘Envyous’, 2 syllables. 

66 ‘Liv’rey’, 2 syllables. 

67 Pronounced like ‘fulls’ with a short vowel.  

68 Short vowel as in northern English. 

69 The ‘y’ ending is generally a diphthong, unless there is a rhyme with [i:] or 

[ɪ]. 

70 When unstressed, I is [ə]. 

71 The vowel in ‘what’ was’ and  ‘‘twas’ is like ‘a’ in ‘father’ but short. 

72 The ending ‘nesse’ is pronounced ‘niss’. 

73 When unstressed, ‘so’ sounds like ‘suh’ (short) [sə]. 

74 When unstressed, as here, ‘for’ sounds like ‘fer’. 

75 This sounds like ‘been’, 1 syllable. 

76 ‘mi’ 

77 ‘Puffing’ in F1 

78 ‘Romyo’ has 2 syllables here. 

79 ‘Thy’, when unstressed, as in this line, sounds like a short ‘thee’.  

80 Unstressed ‘no’ sounds like short ‘nuh’.  

81 The ‘a’ in ‘shall’ is like an ‘o’, ‘sholl’. 

82 ‘Heare’ is a pure vowel [i:] rather than the PDE diphthong. 

83 Unstressed ‘or’ is short (‘er’).  

84 The vowel is a short ‘o’. 

85 Unstressed ‘I’ here sounds like ‘uh’ (shwa).  

86 ‘Short’ ‘i’.  

87 ‘Nor’, when unstressed as here, sounds like short  ‘nuhr’. 

88 Short ‘i'. 

89 The ‘o’ in ‘Romeo’ is as line 827 throughout the scene.  

90 Pronounced ‘perfecsion’ 

91 Unstressed, as in this line, this is ‘mi’. 

92 My spelling. 

93 Generally pronounced ‘tong’.  

94 My spelling for ‘neither’.  

95 My spelling for ‘either’.  

96 Indira 

97 Adele 

98 Kitty, weak form (‘by’) 
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99 ‘hw’ 

100 The ‘gh’ could be gently aspirated, as in Scots ‘loch’. 

101 Bart 

102 Bernard (short) 

103 ‘hw’ and Bart (like the ‘a’ in ‘father’ but short. 

104 Adele, shwa 

105 This ‘or’ is an affectation which may be adopted by Bottom. Otherwise, as 

today but with rhotic ‘r’.  

106 When given stress this takes the diphthong Ida, unless rhyming with Delia 

(or short). 

107 Harry 

108 The yellow border and shadow denotes a weak form, Adele - shwa 

109 The yellow border denotes a weak form, Adele - shwa (əɹ) 

110 ‘meazer’ 

111 ‘yit’ Kitty 

112 Unstressed form ‘Adele’/shwa. (shown by a shadowed box) 

113 Darby 

114 Mustafa (like ‘fullish’) 

115 ‘bellas’ - Adele 

116 Pronounced almost like ‘own’. 

117 German ‘ach’ 

118 Indira 

119 pronounced like ‘extempory’ 

120 Arabella 

121 If the second vowel is long, it should be Ida. 

122 ‘discresion’ 

123 ‘my’ 

124 ‘ither’ 

125 ‘your’ 

126 ‘parfit’ 

127 ‘yellow’ 

128 The initial ‘k’ may be gently sounded or weakly aspirated (h).  


