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PURPOSE OP STUDY 

The importance of the rhetoric of any of Shakespeare's 

plays can be seen from this statement by M. M. Mahoods 

A poet makes his discovery of poetic truth only 
through an exploration of the meanings of words. 
Because of this, the study of Shakespeare's wordplay 
can take us to the central experience of each play 
as surely as can our interest in its imagery, its way . 
of re-telling an old tale, and its explicit statements.-'' 

Keeping this idea firmly in mind, the reader of Romeo and 

Juliet can note a change in the language of the character 

Romeo. Since language is a key to character revelation, 

this change in his language must indicate some change in 

his character. This change indicates the actual development 

of Romeo from an immature boy to a mature man. The purpose 

of this paper is to trace Romeo's maturation by the language 

he uses. It should be kept in mind that the rhetorical fig

ures and sonnets of the play were commonly used by Shake

speare in his writings and used for a purpose. This study 

will deal with Romeo's maturation as shown through the use 

of rhetorical devices and sonnets in the speeches of Romeo 

in Romeo and Juliet. 

•'•M. M. Mahood, Shakespeare*s Wordplay (London: Meth. 
uen and Co. Ltd., 1957)i p. 55« 



HISTORICAL BACKGROUND OF RHETORIC 

Rhetoric is a term which can have many meanings. 

There are at least three main meaningsi (1) a set of funda

mental principles concerned with the composition of persua

sive and effective public speaking; (2) a set of principles 

concerned with prose composition, whether the work be for 

publication or oral delivery! and (3) any system or classifi

cation of artifices of verbal ccaaposition, whether for prose 

or poetry.*̂  All of these three meanings have a common origin 

and background. However, this study will be mainly concerned 

with meanings two and three. 

In the early times, liietorlc was considered to be 

speaking ability. Early man considered a great orator to be 

inspired by the gods. Exan^les of this opinion can be found 

in the history and literature of the Egyptians and of the 

Jews. The %yptians considered the words or utterances of 

their kings as being divinely-inspired by their chief god, 

Ha. The Jews considered the utterances of their priests as 

being revelations of the God of gods being handed down through 

the orators."' 

^Robert C. Whitford, "Rhetoric.*' Dictionary of World 
Literature, ed. Joseph T. Shipley (New York:Philosophical 
Ettrary, 1953), p. 340. 

^''Rhetoric." Encyclopedia Americana, 1951 ed., XXXIII, 
p. 457. 



It was many years before rtietoric became classified 

and studied as an art. Rhetoric as an art was begun by Corax 

of Syracuse in 466 B.C. At this time monarchy had fallen in 

Syracuse and a demooraoy had been established. The result 

of this change of governmental form was a tremendous amount 

of legal cases. The details of these legal cases often need

ed to be arranged and stated in a particular form. The 

claimants often did not have the knowledge of rhetoric nec

essary to present their case. Therefore, someone or some

thing was needed to correct this situation. Corax answei»ed 

this ne^^ by establishing the art of rhetoric. He gave 

rules to follow in presenting these legal cases. He divided 

the speech into five partst proem, narrative, arguments, 

subsidiary remarks, and peroration. He also illustrated the 

topic of general probability which later became the greatest 

weapon of the earliest Greek rhetoric. This topic was fur

ther developed by Corax's pupil, Tisias. Lysias, Gorgia, 

Antiphon, and Isocrates also helped to develop the art of 

rhetoric set forth by Corax. 

However, Aristotle was the man who really established 

rhetoric as an art by his detailed study of it in his 

Rhetoric (written 322-320 B.C.), He believed that rhetoric 

should be used to insure that truth and justice triumph. He 

believed that truth and Justice failed to triumph only when 

4 
"Rhetoric", Encyclopaedia Britannica. 1949 ed., XIX, 

p. 246. 



they were presented poorly. Therefore, he stated that there 

are four reasons for the use of rhetoric. First, rhetoric 

is corrective because it can be used to correct an injustice 

against truth and Justice* Second, rhetoric is instructive 

because Its power of persuasion reaches more people. Third, 

rhetoric is suggestive because kacwledge of rhetoric sug*. 

gests what the opposition could possibly use against one. 

And fourth, rhetoric is defensive because it provides a men

tal defense comparable to physical defense.^ 

Hermagoras of Temnos in Aeolis was the next important 

leader in the development of rhetoric as an art. Between 

Aristotle and Hermagoras rhetoric had deteriorated into a 

mere practical knack. In 110 B.C. Hermagoras developed a 

new system and philosophy of rhetoric based upon the philo

sophic Aristotle and the practical rhetoricians who preceded 

Aristotle. His new system revived interest in rhetoric as 

an art, and was a great influence on Roman eloquence. 

There were many more Romans who contributed to the 

field of rhetoric, but three are particularly outstanding. 

One was Quintilian, whose great work De Institutione Oratoria 

(A.D. 90) was used as a textbook in later years for the 

study of rhetoric. He believed that oratory was the ulti

mate goal of any student; therefore, the young student 

should be subjected to certain disciplines before he begins 

•̂ Lane Cooper, The gietoric of Aristotle (New York: 
Apple ton-Century-Crofts, Inc., 193*̂ ", PP« 5-̂ « 



studies4 The second was Hermogenes of Tarsus, who during the 

rule of Marcus Aurelius made a complete digest of the rheto

ric of the time of Hermagoras. The third was Cicero, who 

through his tremendous speaking ability advanced the art of 

rhetoric further. 

The Roman emperors, Vespasian (70-79 A.D.), Hadrian 

and Antonines (117-180 A.D.), established rhetoric as a 

school subject. The ultimate result of their efforts was 

the establishment of a Rhetorical School. This school con

sisted of two branches: the "sophistic" rhetoric which stud

ied the practical presentation parts of rhetoric. This was 

the beginning of rhetoric as an important and respected school 

subject. Rhetoric held this place in the curriculum through 

the middle ages and through and past the Renaissance* 

The schools of the middle ages recognized certain late 

Latin epitomists as chief authorities on rhetoric. They 

were Martianus Capella of the fifth century, Cassiodorus of 

the fifth century, and Isidorus of the seventh century. 

The English Renaissance saw a reawakening of interest 

in the Greek and lioir.an writers; therefore, the Renaissance 

schools used the works of these men as textbooks. The main 

ones used were Aristotle, Cicero, Plutarch, Quintilian, 

Longinus, Hermogenes, and Aphthonius. Qjuintilian's De 

Institutione Oratoria and Aphthonius's Progymasmata were 

Encyclopaedia Britannica, XIX, p. 247. 



especially Important in the development and teaching of 

rhetoric during the Renaissance.7 

During the English Renaissance, the period in which 

Shakespeare wrote, rhetoric became of great importance. 

There were some important works on rhetoric written during 

this time. One of the main reasons why the works were im

portant was that they were the first works on rhetoric writ

ten in and about the English language. 

There were two books in the vulgar tongue TEng-
liahl before Wilson's: Cox's Arte or Crafte of 
RhetorlQue and Sherry's Treatise of'TheTYjures of 
Grammar and ghetoric profitable for all that be 
studious oH Eloquence, they were both school'Sooks. 
pure and sTapie .0 

However, three of the most important books were Thomas 

Wilson's The Arte of Rhetoriqiue (I56O), George Puttenham's 

The Arte of English Poesie (1589), and Henry Peacham»s The 

Garden of Eloquence (1593). 

In his book, The Arte of Hhetorique. Thomas Wilson 

first discusses general subjects, such as, what is rhetoric, 

what makes an orator, what subjects should rhetoric deal 

with, and what is the end reason for using rhetoric. Then 

he discusses an oration. He studies each part of it and how 

7 
'Myra Drumheller Beebe, The Use of Rhetorical Figures 

®^ ® Ô ifly to Character Development in ''•'Sthello" (Unpublished 
l!asTer's thesis, Texas Technological College, Lubbock, Texas, 
i960), p. 3« 

"Thomas Wilson, Wilson's Arte ctf Rhe tori que, ed. G. H. 
Mair (London: Clarendon Press, 1909), p. XVlti. 



it can be handled. He emphasizes plainness, order, and di

rectness in speaking and writes many delightful examples of 

how this effect may be achieved.^ 

George Puttenham's book is divided into three parts. 

The first part gives the origin of poetry. The second part 

discusses many forms of poetical devices. The third part is 

on rhetoric. He states some of his beliefs about rhetoric 

and then lists and discusses rhetorical devices. Two of his 

more important beliefs are that writing and speaking should 

be highly f igurative*^^ and that the style of writing should 

11 
confonn to the subject being studied. 

Peacham's The Garden of Eloq̂ uence is actually a dic

tionary of some two hundred rhetorical and grammatical terms 

with examples of each. His work is an excellent example of 

the care and completeness which Elizabethan scholars exer-

cised in their work. Henry Peacham's following statement 

about rhetoric sums up how very important Elizabethans con

sidered it to be: 

^Ibid., pp. XX-XXI. 

^%eorge Puttenham, The Arte of English Poes ie . Vol. 
VII of English Repr in t s , edT'Sdward Tfrber (Edinburgh: Muir 
and Pa terson , I869) , p* 151. 

11 
I b i d . , p . 161. 

^^Henry Peacham, The Garden of Eloquence, Introduction 
by William G. Crane (Gainesville, Florida: Scholars' Fac
similes & Reprints, 1954), p. 5 of* Crane's Introduction. 
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But the man which is well furnished with both: 
I meane with ample knowledge and excellent speech, 
hath bene Judged able, and esteemed fit to rule 
the world with counsell, provinces with lawes, 
cities with pollicy, e M multitudes with persuasio: 
. . . "13 

By the mid seventeenth century there were protests 

against the pedantic futility of the study of rhetoric. How

ever, the formal study of rhetoric did not begin to decay 

until the eighteenth century. An example of the feeling at 

this time manifested against rhetoric came from Samuel 

Butlert 

For all a rhetorician's rules 
Teach nothing but to name his tools.^4 

1 *> 
This feeling has continued till this day. -̂  Even so, nothing 

was more characteristic of and integral to education and 

literary composition of Shakespeare's era than the study and 

use of rhetoric. 

•̂ Ibid., p. iii of Peacham's Introduction 

14 
Whitford, p. 341 quoting Samuel Butler. 

^^Ibid., pp. 341-342. 



EZ870HY (F THB KliIZABBTHAN SONNISr 

The sonnet had its dim beginnings in the feudal 

oourta of frovence and the city*8tat«s of thirteenth*century 

Xtaljr* fhe so*»»called Troubadour poets of medieval Provence, 

Bernart de Ventadorflf Feire Rogier and their followers> wei^ 

the originators of the traditional sonnet's subject matter. 

The typical heroine with rose and lily complexion, with 

glances like darts of Oupid, an^ with cruel chastity was 

common in the Tt»oubadour lyrica, as were the sorrowful exper

iences of the lover. However, the Tuscan poets of the thir-

teenthwcentury, Dante, Guinicelli, and others, took the 

Troubadours* lyrics and went even further. They believed 

that the praises of their lady*loves recoiled in their poet* 

ry were only syiabols of their ideal love. The Tuscan poets, 

especially Dante, contributed the use of allegory to the 

developing sonnet. 

However, it was Petrarch who fused these two poetic 

forms into the dynamic sonnet. Petrarch spent many years in 

Avignon at the time when the new Italian humanism was over

coming the culture of medieval Provence. During these years, 

he fell in love with the burgher's dâ ighter Madonna Laura. 

Because of social class, she was unattainable, but he found 

an outlet for his imperishable love in writing poetic praises, 

Petrarch's inspiration led him to use a modified lyric with 
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the characteristic imagery of the metaphor, a combination of 

similes and symbols. This combination of lyric and imagery 

led to a combined verse form.^^ The Petrarchan sonnet con

sisted of "an octave of enclosed or alternate rhymes followed 

by a sestette of interlaced tercets." ' 

For about a hundred years after his death Petrarch's 

sonnets were Just read, not imitated. For some reason the 

sonnet did not flourish in Italy during the fifteenth centu

ry. The only person of this era who wrote sonnets worthy of 

mention was Serafino dell* Aquila (1466-1500). His sonnets 

were somewhat famous and were imitated to a limited extent 

in France and England.^^ 

The sonnet began to flourish in the early sixteenth 

century. It became extremely popular: 

The exaggerated popularity which the sonnet then 
enjoyed throughout Western Europe has not been expe
rienced at that or any other era by any other form 
of verse. It has been computed that the sixteenth-
century sonnets of Western Europe exceed in number 
300,000.19 

J. W. Lever, The Elizabethan Love Sonnet, (London: 
Methuen and Co. Ltd., 195^), pp. l-i» 

"̂ Martha Foote Crow ed., Elizabethan Sonnet-Cycles 
(Chicago: A. C. McClurg and Co., 1896), pp. V-VI. 

18 
Sidney Lee, Introduction to Elizabethan Sonnets 

(Westminster: Archibald Constable and Co., Ltd., 1904), pp. 
XVIII-XIX. 

^^Ibid., p. XIX. 



11 

The Italian sonnets that inspired the sixteenth cen

tury European imitations had certain characteristics. These 

sonnets indicated a "belief in a fundamental rapport between 

nature and the human spirit."^^ They believed that woman was 

the mystic channel through which nature and the human spirit 

passed. These sonnets tried to deify woman or the procrea-

tlve processes. 

These beliefs were alien to English thought. The rea

son for this alienation is sometimes believed to come from 

Puritanism or the Reformation, but the reason probably goes 

much further back than this* The Anglo-Saxon beliefs came 

largely from the same source as the Germanic peoples. These 

people of the north had an entirely different attitude to

ward nature than the people of the south. The fact that the 

weather was more harsh in the north made them personify na

ture as a monster who fought continually with man and the 

gods. They believed that the obvious result of this conflict 

would be utter defeat for man. However, the belief in Chris

tianity brought new hope, but the old fears could not be 
21 

wholly blotted from the minds of the Northern peoples.*'-̂  So: 

The old war continued, with spirit arrayed against 
sense, and virtue, aided by heaven, embattled against 

20 .r, 

Lever, p. ?• 

^^Professor Tolkien's article "Beowulf: The Monsters 
and the Critics" from Proceedinp:s of the British Academy as 
cited in Lever, pp. 7-'5"̂i 
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natural desire. Up to a point Christian teaching 
could give countenance to this dualism; but it did 
not wholly Justify the pessimism that prevailed in 
the traditional English lyric.^^ 

The Troubadour poetry was certainly known in Angevin 

England and was imitated, but there is a marked difference. 

The English copies often had a moralizing tone, but even 

when they escaped this mood, they seldom tended to idealize 

the girl» They considered courtship to be a sincere pledge 

for partnership through life. Examples of these tendencies 

can be seen in the literature of this time. Sir Gawain and 

the Grene Knight is Just a story of the testing of a man's 

chastity in the face of great temptation. Chaucer, even 

though he was half French, turns the passionate romance of 

Boccaccio in Troilus and Criseyde into a tragedy as an In

dictment against this form of love. And Piers Plowman, a 

most typical piece of literature from this era, was a social 

and moral treatise with little emphasis on love. Very few 

early English literary efforts showed any tendencies toward 

the southern attitude. 

Therefore, the Tudor poets had an immense Job set out 

for them when they decided to make the Petrarchan sonnet 

their own. Not only did they have to change to a subject-

matter contrary to their inherited beliefs, but "the mere 

rendering of Italian sonnet metre into an English verse-

22 
Lever, p. 9-
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equivalent was a major task."^3 When viewed in this light, 

it is obvious what great pioneers the Tudor poets were. 

They pioneered form and content on which the Elizabethans 
24 

built their Golden Age.*̂  The sonnet became so truly English 

that it can be said: 

It is perfectly true that Petrarch made sonnets 
a long time before Wyatt and Surrey imported them 
from Italy; but the moment they commenced to write, 
the sonnet acquired a new life with its new English 
idiom, and became Just as purely an English form as 
the words with which we enriched our language out 
of other tongues.25 

In the early sixteenth century, the Tudor poets, Wyatt 

and Surrey began to write English imitations of the sonnet. 

These sonnets imitated the Petrarchan sonnet as well as the 

French and Italian derivatives of the Petrarchan sonnet. 

Both Wyatt and Surrey did the main part of their writing be

tween 1530*40, but it was not published until 1557. The 

work of both Wyatt and Surrey appeared for the first time in 

Songes and Sonettes written by the ryght honorable Lord 

Henry Howard late Earle of Surrey and other commonly known 

as Tottel's Miscellany.^^ 

^^Ibid., p. 12. 

24 

(New Xork 

26 

Ibid., pp. 10-13* 

^^Sidney Lanier, Shakspere and His Forerunners, Vol. I 
rk: Doubleday, Page and Co., 1^32), pp. 167-S. 

Lee, pp. XVIII-XXIX. 
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Wyatt was the earlier pioneer in experimenting with 

the sonnet foi*m* At first he merely translated, but slowly 

his experimentation brought about a certain pattern. As 

soon as his experimental phase passed, he began writing very 

mature love sonnets. His final phase of sonneteering chose 

the excitement of public life as its theme. These last son

nets showed great poetic feeling. Wyatt's contribution to 

the English sonnet tradition was a standard sonnet form which 

was characterized by a couplet at the end. The fo3?m estab

lished was the abba, oddc, effe, £g rhyme pattern. 

Surrey began his sonneteering career by imitating 

Wyatt's style. His poems had little outstanding subject mat

ter but with very smooth metres. He was a metrical genius 

which brought him very high ratings during the eighteenth 

century. He introduced a new rhyme pattern—abab, cdcd. 

efef, jgg. This pattern was a great contribution because it 

introduced flexibility into the sonnet form. This flexibil

ity helped it to meet the varying needs of many poets. 

Surrey's contribution left its mark on the sonnet because the 

Elizabethan sonneteers, Drayton, Daniel, and Shakespeare, 

27 
used his sonnet pattern. 

Over thirty years passed before the poetic revival 

took place under the hands of the Elizabethan poets. Watson 

was one of the first Elizabethans to revive the sonnet. His 

27 Lever, pp. 16-50. 
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collection of sonnets was published in 1582. This publica

tion led the way for the sonneteering movement of Elizabethan 

England. Watson followed the conventional forms; he wrote in 

the strict metre and about the traditional subjects. His 

sonnets reverberate with the sighs and groans of the Petrar

chan sonnet mood and his subject matter can be traced through 

many French and Italian sonnets. Watson remained true to the 

formal sonnet tradition to the very end. A year after his 

death, in 1593> his last sonnet sequence The Tears of Franoie> 

or Love Disdained was published; it was in strict metre. 

Sidney had finer poetic powers than Watson, and it was 

under his Influence that the English sonnet tradition matured. 

Sidney's Astrophel and Stella was published without authority 

in 1591. It consisted of 108 sonnets and eleven lyrics which 

told the story of a modern love affair in all its facets. 

This sonnet-cycle was acclaimed universally. Between Sid

ney's publishing date 159I and 1597 amorous sonnet sequences 

poured from the presses. Many of these writers imitated 

Sidney and acknowledged him as their leader. The sonneteer

ing rage had broken out in earnest in England. 

There were many poets of lesser ability who Jmnped on 

the sonnet band wagon. They simply imitated the existing 

forms. The result of these imitations was that genuine feel

ing became less and less a part of the sonnet. Some of these 

lesser poets and their sonnet-sequences are Samuel Daniel's 

Delia, Henry Constable's Diana, Thomas Lodge's Phillis. and 



16 

Michael Drayton's Idea. The voluminous efforts of Bamabe 

Barnes, and the slightly superior efforts of Giles Fletcher 
28 

can also be put in this class. 

Si>en8er's sonnets stand out because they have a supe

rior poetic form and sincere emotion expressed through them. 

Spenser's Amoretti was written and published after he was a 

mature man of forty. He was also an experienced poet, since 

he had already completed six books of The Faerie Queene. 

These two facts contributed to his superior poetic form, but 

the reason for his expression of genuine emotion is that 

these sonnets were written for and used in the actual court

ship of his wife* In this sonnet-cycle he revolved back to 

the English heritage of beliefs. He expresses scorn for 

physical desire and courtly love and emphasizes the belief 

in virtuous courtship leading to betrothal and holy matri

mony. The main reason for Spenser's recognition as a sonnet, 

eer rests on his expression of genuine emotion. 

The last but certainly not the least important sonnet

eer was Shakespeare. He copied the sonnet form but used his 

own idea as to subject matter. He substituted the patron-

friend for the mistress as the major theme and placed the 

romantic mistress in a subordinate role. This substitution 

helped to resolve the dilemma of the sonneteer. From this 

angle, many important topics of everyday interest could be 

^^Lee, pp. XXVII-LXXXVIII. 
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Induced Into the poem» Shakespeare let his patron-friend be 

recommending love to his noble friend. In this manner, he 

could discuss the problems of breeding and mutability which 

would have certainly been incorrect subject matter for a love 

sonnet. Shakespeare could place many of the issues which he 

dealt with in his plays, such as, sensuality corrupting vir

tue, and flatters and false admirers perverting Judgment, 

into the framework of his sonnet, and let the main issues of 

the sonnet, love and honor, beauty and truth, still remain 

qualities admired and exalted. Shakespeare's sonnets are 

the true English consummation of the sonnet. The Petrarchan 

sonnet underwent much modification in its English Journey, 

and Shakespeare perhaps modified more than any other poet. ̂  

Perhaps if the sonnet tradition had continued, there 

might have been other great poets who would have made some

thing outstanding out of the sonnet, but time was not kind 

to the sonnet. The many, many poets who copied the sonnet 

vogue who have been mentioned earlier brought about the end 

of the Elizabethan sonnet. These poets with their borrowed 

and monotonous plagiarisms finally disgusted the people with 

the sonnet. But the sonnet's funeral was not a quiet one. 

In the last years of the sixteenth century, the sonnet tra

dition was ridiculed harshly. Shakespeare was one of the 

people who ridiculed this art. He had written a sonnet cycle. 

29 Lever, pp. 92-167. 
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but it was by no means a mere imitation; therefore, he had 

never been guilty of the gross crimes which he criticized. 

He criticized the sonnets in many of his plays.-̂  Borneo and 

Juliet is an especially good example of a play that transmits 

his feeling about the sonnet. He also wrote a sonnet ridi

culing the sonnet. His sonnet summarizes the feeling mani

fested at this time against the sonnet: 

My mistress' eyes are nothing like the sun; 
Coral is far more red than her lips' red; 
If snow be white, why then her breasts are dun; 
If hairs be wires, black wires grow on her head. 
I have seen roses damask'd red and white, 
But no such roses see I in her cheeks; 
And in some perfumes is there more delight 
Than in the breath that from my mistress reeks. 
I love to hear her speak, yet well I know 
That music hath a far more pleasing sound; 
I grant I never saw a goddess go; 

And yet, by heaven, I think my love as rare 
As any she belied with false compare.31 

-̂ L̂ee, pp. CV-CX. 

^^Hardin Craig (ed.), Sonnet CXXX, The Complete W 
:e8peare (Dallas: Scott, Foresman and Co., 1951)i 

_ ̂  Works 
of Shake I 
p. 492. 



EVIDENCE OP SHAKESPEARE'S KNOWLEDGE OF 

RHETORIC AND THE SONNET 

There are two major methods of showing that a person 

has knowledge of certain things. The first method can be 

classified as external evidence, which is the proof of the 

presence of this knowledge in the environment of the person 

studied. The other method is known as internal evidence, 

which is actually finding references to the knowledge in the 

works of the man. Both of these methods can be applied to 

the problem at hand; however, in reference to Shakespeare's 

life, the use of the first method leads to almost pure sup*, 

position. Consequently, the second method is the more valid 

of the two, and evidence from this method is necessary to 

prove the suppositions which were inferred by the first 

method. So this chapter will stress internal evidence be

cause it is the more valid method of proof. 

It can be supposed, when the first method is used, 

that Shakespeare had a knowledge of rhetoric because his age 

stressed rhetoric. The schools of Shakespeare's time, as 

was shown in chapter one, taught rhetoric as an important 

part of the curriculum. We can assume that Shakespeare was 

at least a fairly well-educated man because he was able to 

write. Illiteracy was the common rule, and literacy, the 

exception, was the mark of an educated man. Since Shakespeare 

19 
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was an eduoatad man of thii era, he must have had some know* 

Xedga of rtietdrlOi but there Is more proof than Just these 

aupipositlone* This proof comes from the words of Shakespeare 

hlraaelf* 

?lret, to ahow that sheketfpeare had a knowledge of 

tha traditional writers of and on rhetoric and their works, 

tha following example a can be cited • In Tije Taming <̂f the 

Shrew* Luoentlo aays to Tranios 

Or so devote to Aristotle's check 
An Ovid be an outcast quite 

abjured 
Back logic with acquaintance 

that you have. 
And praotise rhetoric in your 

common talk. 
{!» i, 32-^35) 

And in Titus AndroniouB. Chiron after hearing Demetrius read 

some Latin from a scroll saysi 

0, 'tis a verse in Horace. I know 
it well. 

I read it in the grammar long 
ago-

{IV, 11, 22-23) 

From these two examples, we can see that Shakespeare had 

some knowledge of the traditional writers studied in school 

and some knowledge of Latin. However, this evidence in it

self is not ocanplete proof that Shakespeare knew rhetoric, 

for he might have picked this knowledge up somewhere. There 

is further proof. 
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Shakespeare not only knew rhetoric and how to use it, 

but he knew the names given to various rhetorical figures. 

The schools of the day taught students the names of these 

devices. A book written during this time, Peacham's The 

Garden of Eloquence, is Just simply a dictionary of these 

terms. Therefore, a knowledge of the names, which are quite 

difficult, would indicate a knowledge of rhetoric. There 

are many examples of this kind of knowledge in Shakespeare. 

The following examples are a few of the more obvious ones. 

In All's Well That Ends Well; 

Nay, you need not to stop your nose, 
air. I spake but by a 

metaphor. 
(V, ii, 11-12) 

I do pity his distress in my 
similes of comfort, and leave 
him to your lordship. 

(V, ii, 25-27) 

Metaphors and similes are some of the more commonly used 

rhetorical devices. Once again Shakespeare refers to one of 

them in As You Like It: 

Duke S. But what said 
Jacques? 

Did he not moralize 
this spectacle? 

1 Loz*d. 
0, Yes, into a thousand 

similes. . ̂  
(II, i, h3^h5) 

He mentions rhetorical figures again in Love's Labour's 
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Taffata phraaaa, allken tarms precise 
Tiir«a*pli»d hyperboles, apruce 

affectation. 
Figures pedantical— 

(V,ii, 406..408) 

Hyperboles are exaggerations for effaot, not meant to be 

taken seriously,3* Shakespeare refers to rhetorical figures 

in general in Th£ t̂ lfa of Kinia: Henry the Fiftht 

• . • there is figures in all 
things* 

(IV, vii, 35) 

I epeak but in the figures and 
comparisons of it« 

(IV, vil, k6) 

He refers to the premises of logic which are classified as 

part of rhetoric in All'a Well Thft Ends Well: 

Here is ay hand. The premises 
obaerv'd 

Thy will by my performance 
shall ba serv'd* 

(II, 1, 204*205) 

Shakespeare also shows his knowledge of the persuasive, 

ness of the use of rhetoric and its use as an indication of 

character. The following are a few examples of his use of 

rhetoric in this manner* 

3^Joseph H. Friend and David B. Guralnik, eds., 
Webstar»g New World Dictionary (New Yorkt Webster's, 1959), 
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He drawath out the thread of 
hla varboalty finer than the 
staple of his argument* 

(V, 1, 18»19) 

In this speech the character analysis is that this person 

uses xtietoric rather than facts in an argument. In Ag Xou 

pikQ IJ Duke Sanior is described as 

« , * too disputable for my company. 
(II, V, 56) 

This desoription shows a man with an argumentative person

ality. Argument was considered to be the major purpose of 

rhetoric as can be seen from this speech from Love 'a Labour's 

This same shall go 
Did not the heavenly 

rhetoric of thine eye, 
•Gainst whom the world 

cannot hold argument, 
Persuade my heart to this 

false perjury? 
(IV, iii, 59-63) 

From the above discussions, it is quite obvious that Shake

speare had a knowledge of rhetoric. 

However, Shakespeare did not use rhetoric Just because 

it was in style. His contempt for this reasoning can be seen 

from the examples below. In Two Gentlemen of Verona Speed 

complains to Launce: 
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Well, your old vice stillt mistake the word. 
(Ill, 1, 282) 

^^ SSS Merchant of Venicsi 

How every fool can play upon the wordt 
( III, V, 48) 

Shakespeare used rhetoric only when it se3rvad a dramatic pur

pose, such as, character revelation, dramatic illusion, or 

situation revelatlon*33 

It is not as difficult to prove Shakespeare's know

ledge of sonnets, mainly because he wrote a sonnet sequence. 

If he wrote sonnets, he had to know something about them. 

However, Shakespeare did not follow the sonnet pattern 

blindly, but created his own subject matter (see chapter 

two). Shakespeare was actually very scornful of the poet 

who blindly copied the sonnet pattern and went around sport

ing in8ince3?e poetic phrases because they were the style. 

He expressed this scorn many times in his plays. In Love's 

I*abour's Lost there are several examples of this attitude. 

After Hathaniel has read a sonnet written by Biron, 

Holofernes saysj 

You find not the apostraphas, and so miss 
the accentJ let me supervise the canzonet. 
Here are only numbers ratified! but, for the ele
gancy, facility, and golden cadence of possy, 

33M. M. Mahood, Shakespeare's Wordplay (London: Meth
uen and Co. Ltd., 1957), pp. 28-29. 
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carat. Ovldlus Naso was the mans and why, indeed, 
Naso, but for smelling out the odoriferous flowers 
of faneyt ^^^ Jerks of inventiont Imltarl is nothm 
ingt so doth the hound his master» the ape his 
keapert the tlrad horse his rider# But, damosella* 
virgin, was this directed to you? 

(IV, ii, 124*131) 

He is saying that the sonnet is merely language made metri<» 

cal, or merely conventional verse* He is criticizing Biron 

for his lack of genuine feeling. In the next scene Biron 

sayss 

This is the liver*vein, which makes flesh a 
deity, 

A green goose a goddesst pure, pure idolatry. 
God aiaend us» God loiendl we are much out C the 

way. 
(IV, iii, 7^76) 

Tush, none but minstrels like of sonneting! 
(IV, iii| 155) 

The classic example of Shakespeare's scorn of sonnets is 

Mercutio. Mercutio makes fun of sonnets all the way through 

his part in Borneo and Juliet. His most condemning speech isj 

Ben. Here comes Borneo, here comes Romeo. 
lir. Without his roe, like a dried herrings 

0 flesh flesh, how art thou fishifiedt Now is 
he for the numbers that Petrarch flowed ins 
Laura to his lady was but a kitchen-wench; marry, 
she had a better love to be-rhyme her; Dido a 
dowdyj Cleopatra a gipsy; Helen and Hero hildings 
and harlots; Thisbe a grey eye or so, but not to 
the purpose, Signior Romeo, bon jour! there's a 
French salutation to your French slop. 

(II, iv, 38-^8) 
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The above cited exasiples are by no means the only ones. 

However, they indlaata Khakespeara^s knowledge of Jlietorlc 

and of the sonnet* They also give a hint as to the many 

ways Shakespeare used these devices. 



THB KATUBATIOU OF BOM£0 AS BEVEALSD IN 

HIS LAmUAGB 

Shakespeare often capitalized on the Elizabethan know

ledge of rhetoric to convey to the audience the true charac

ter of many of his oraations. Borneo in the play BcMaeo and 

Juliet is an especially excellent example. In this play, not 

only was his true character indicated "b^ his speech, but also, 

his change of character was indicated by his speech. The 

actual developanent of Borneo from an immature to a mature man 

was shown in his language# 

15ie first description of Borneo given to the audience iss 

Men. Many a morning hath he there been seen, 
Ulth tears augmenting the fresh morning's dew. 
Adding to clouds more clouds with his deap sighs; 
But all so soon as the all-cheering sun 
Should in the furthest east begin to draw 
•2̂ 6 shady curtains from Aurora's bed. 
Away from light steals home my heavy son. 
And private in his chamber pens himself, 
Shuts up his windows, locks fair daylight out 
and makes himself an artificial night; 
Black and portentous must this humour prove, 
Unless good counsel may the cause remove. 
Ben. My noble uncle, do you know the cause? . 
Hon. I neither know it nor can learn of him.-̂ ^ 

However, Romeo himself soon comes upon the scene, and the 

t̂̂ Eomeo and Juliet," The Complete Works of Shakes
peare. Hardin Craig (ed.), (WTTcagosScott, Foresman, and 
Co*,""1951), I, i| I37-I5O. Other quotations from Shakespeare 
refer to the Craig text. 
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cause of his strange actions is revealed* Benvollo asks if 

he is in lave, but Homeo's answer is •out of her favour, 

where I am in love*" (I, I, 17k) Then he plunges Into a 

sonnet which is here and there interrupted by dramatic dia-

logue* 

Bffl* AlaSf that love, whose view is muffled still. 
Should, without eyes, see pathways to his wlllI 
Where shall we dinet 0 met What fray was here? 
Xet tell me not, for I have heard it all* 
Here's much to do with hate, but more with love. 
Why, then, 0 brawling lovef 0 loving hate! 
0 any thing, of nothing first create! 
0 heavy lightness! serious vanity! 
Mis.^shapen chaos of welL-seemlng forms! 
Feather of lead, bright smoke, cold fire, sick health! 
Still-waking sleep, that is not what it is! 
This love feel I, that fael no love in this* 
Dost thou not laugh? 
JS» No, coz, I rather weep. 

Good heart, at what? 
At thy good heart's oppression. 
Why, such is love's trangression. 

lefs of mine ovm lie heavy In my breast, 
V^ich thou wilt propagate, to have it prest 
With more of thine t this love that thou hast shown 
Doth add more grief to too much of mine own. 
I#ove is a smoke raised with the fume of sighsj 
Being purged, a fire sparkling in lovers' eyes; 
Being vex'd, a sea nourish'd with lovers' tears; 
What is it elses a madness most discreet, 
a choking fall and a preserving sweet. 

(I, 1, 177*200) 

From this sonnet many things can be gathered about Romeo's 

true character. First, he is very sentimental and conven

tional in his love for Rosaline. He has uttered a typical 

sonnet expounding on how cruel love is which places him di

rectly in the sonnet tradition. The artificiality of this 
* 

conventional behavior stands out when in the middle of his 
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lament he stops and says »»Where shall we dine?" and "O me! 

What fray was here?** Another contrast comes when Benvollo 

becomes sympathetic and Borneo wonders **at what?** He then 

adds rather flippantly ••Why such is love's trangression." 

However, in the midst of this deluge of sentimentality there 

a3*e tell-tale signs of the mature man who will develop from 

this artificiality. The oxymorons of ••loving hate,«» ••feath

er of lead,** ••bright smoke,•• ••cold fire,** and ••sick health** 

point out the fact that Homeo has depth of understanding. 

This understanding comes in relation to life; he realizes 

the relativity of life and is especially upset with the feud, 

a representative of the absolute view of life. After 

Benvollo»s sympathetic interruption, Romeo continues with 

his sonnet until he finishes it. The rest of the sonnet is 

marked by a metaphor on what love is. 

From this sonnet Romeo moves directly into another 

sonnet: 

Rom. Well, in that hit you misss she'll not be hit 
lltth Cupid's arrow} she hath Dian's wit; 
And, in strong proof of chastity well arm»d, 
From love's weak childish bow she lives unharra'd. 
She will not stay the siege of loving terms, 
Nor bide the encounter of assailing eyes, 
Nor ope her lap to saint-seducing gold: 
0, she is rich in beauty, only poor, 
That when she dies with beauty dies her store. 
Ben. Then she hath sworn that she will still live 

fihj9.iite? 

Rom. She hath, and in that sparing makes huge waste. 
For beauty starved with her severity 
Cuts beauty off from all posterity. 
She is too fair, too wise, wisely too fair, 
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To merit bliss by making me despairi 
She hath forsworn to love, and in that vow 
Do I live dead that live to tell it now. 

(I, 1, 214-230) 

This sonnet contains the conventional conceits of love com* 

ing in through the eyes and the necessity of getting married 

and leaving little copies of one's self behind. Probably 

the most noticeable rhetorical device used in this sonnet is 

exergasis. which is the repeating of the same thought in many 

figures. All of this description shows that Romeo is the 

conventional lover or sonneteer who is actually in love with 

being in love. 

Benvollo suggests that Romeo should cure himself of 

this love by letting his eyes wander. Romeo answers this by 

aetio3̂ 0fi;ia: 

Rom. 'Tis the way 
fb call hers exquisite, in the question more: 
These happy masks that kiss fair ladies' brows 
Being black put us in mind they hide the fair; 
He that is struoken blind cannot forget 
The precious treasure of his eyesight lost; 
Show me a mistress that is passing fair, 
it/hat doth her beauty serve, but as a note 
Where I may read who pass'd that passing fair? 
Farewell: thou canst not teach me to forget. 

(I, i, 235-244) 

In using this form of reasoning he states the conclusion 

first and then follows it with the major and minor premises. 

Romeo's logic is later proven to be wrong and Benvolio's 

*'I'll pay that doctrine, or else die in debt.** (I, i, 245) 

turns out to be a prophesy. 
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In the next scene Benvollo is again urging Romeo to 

look arount!̂  using medical knowledge as a metaphor: 

Ben. Tut, man, one fire burns out another's burning. 
One pain is lessen'd by another's anguish; 
Turn giddy, and be help by backward turning; 
One desperate grief cures with another's languish: 
Take thou some new infection to thy eye, 
And the rank poison of the old will die. 

(I, 11, 46-51) 

Romeo answers with the apolanesis. an evasion by digression, 

••your plaintain-leaf is excellent for that.** (I, 11, 52) 

After another answer like this one, Benvollo is alarmed and 

asks, **Why Romeo, art thou mad?** (I, 11, ^5) This question 

allows Romeo to speak another artificial speech: 

Rom. Not mad, but bound more than a madman is; 
Shut up in prison, kept without my food, 
Whipp'd and tormented and*»God»den, good fellow. 

(I, ii, 56-58) 

This speech is characterized by the following rhetorical de

vices. He uses exergasis again; he repeats the thought he 

is making in many figures. Next he uses exaggeration or 

hyperbole: the whole idea is an exaggeration of the true 

state. He uses a polyptotan. which are the words "mad" and 

••madman" coming from the same root word. And he uses a 

homoiotelenton or words ending alike in "whipp'd and tor

mented." Once again the artificiality of his speech is re

inforced by the interruption of dramatic dialogue. He 

breaks his train of thought to speak to a servant. He 
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speaks cheerfully and uses a pleonasmus or needless telling 

of what is already known, ••Ay, if I know the letters and the 

language^* (I, ii, 63) so that the servant thinks he is being 

funny and says ••Ye say honestly: rest you merry! •• (I, 11, 

64) 

After Romeo reads the invitation for the servant, he 

wishes to know to whose house Rosaline is invited. The con

versation that follows is a stichomythy or a dialogue in al

ternating, tightly-linked lines. 

Bom. A fair assembly: whither should they come? 
gerv. Up. 
Rom. Whither? 
Serv. To supper; to our house. 
fioffl. Whose house? 
Sery. My master's. 
^om« Indeed, I should have asked you that before. 

(I, 11, 75-81) 

As soon as the servant leaves, Benvollo reminds Romeo of 

Rosaline and suggests that they should go to this party so 

that Romeo will have a chance to compare Rosaline's beauty 

to other beauties. Romeo gives him an answer following the 

sonnet tradition in the form of a short lyric in which son

net conventions flourish: 

Rom. When the devout religion of mine eye 
Maintains such falsehood, then turn tears to fires. 
And these, who often drown'd could never die. 
Transparent heretics, be burnt for liars! 
One fairer than my love! the all-seeing sun 
Ne'er saw her match since first the world begun. 

(I, ii, 93-98) 

The conceit or main idea of this lyric is religion. The 
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sonnet has a controlling idea; therefore, this short lyric 

follows the sonnet tradition^ 

The next place that Romeo appears is the scene in 

which Mercutio, Benvollo and Romeo are going to the Capulet's 

party• During their walk Mercutio and Romeo carry on a 

conversation. Mercutio is making fun of Romeo and shows 

Romeo to be the sentimental puppy that he is. Romeo answers 

Mercutio with a series of lyrics illustrating the sonnet 

ideas and flourishing with artificial language. Benvollo 

suggests they will have fun dancing, but Romeo answers: 

••Give me a torch: I am not for this ambling;/ Being but 

heavy, I will bear the light." (I, iv, 11-12) The last part 

of this speech seems to be a pun on the relationship between 

heavy and light with an ironical touch. Mercutio insists 

Romeo must dance and Romeo answers: "Not I, believe me; 

you have dancing shoes/ With nimble soles: I have a soul of 

lead/ So stakes me to the ground I cannot move." (I, iv, 14-

16) In this speech Romeo uses a pun on "soles" and "soul." 

He also uses hyperbole; he is exaggerating his plight. 

Mercutio now advises Romeo to borrow ••Cupid's wings." (I, iv, 

17) Romeo's answer is: 

Rom. I am too sore enpierced with his shaft 
ToTsoar with his light feathers, and so bound, 
I cannot bound a pitch above dull woe: 
Under love's heavy burden do I sink. 

(I, iv, 19-22) 

In this speech Romeo uses many rhetorical devices. He uses 
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a pun on ••sorê ^ and •*soar.'' He also uses an antanaclasis. a 

word shifting from one meaning to another, in relation to the 

word ••bound.•• Mercutio offers an objection to this way of 

thinking by saying it is "too great oppression for a tender 

thing." (I, iv, 24) Romeo's answer to this is: "Is love a 

tender thing? it is too rough, too rude, too boisterous, 

and it pricks like thorn." (I, iv, 25-26) The simile love 

is like a thorn is the backbone of the speech, while the 

phrase "too rough, too rude, too boisterous" serves many pur

poses. First, it is a diacope. which is a repetition of a 

word with some between; this repetition is used by Romeo to 

emphasize the idea. Second, it is an auxesis. which is the 

arranging of words or clauses in a sequence of increasing 

force; this device is also used for emphasis. This speech 

is also a martyrla. which is the confirming of an idea by 

one's own experience. This last device represents a common 

idea in sonnets, love is cruel because my experience proves 

it to be so. 

Benvollo now suggests that they should go into the 

Capulet's house. Romeo again states his purpose for attend

ing the party: 

Rom. A torch for me: let wantons light of heart 
Tickle the senseless rushes with their heels. 
For I am proverb'd with a grandsire phrase; 
I'll be a candle-holder, and look on. 
The game was ne'er so fair, and I am done. 

(I, iv, 35-39) 
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This speech can be looked upon as a propositio or summary of 

what is to follow (that is in Romeo's opinion). Mercutio 

catches the •donê ' and makes a pun on ••dun." Then Romeo be

comes worried and utters this paraenesis or prophesy of im

pending evil: ••And we mean well in going to this mask;/ But 

'tis no wit to go.«» (I, iv, 4?) This statement begins a 

stichomythy or tightly-linked conversation between Romeo and 

Mercutio. 

Mer. Why, may one ask? 
Roi* I dream'd a dream to-night. 

(I, iv, 48..49) 

This last speech is characterized by a polyptoton. words 

from the same root. 

Mer. And so did I. 
Rom. Well, what was yours? 
Her. That dreamers often lie. 
Rom. In bed asleep, while they do dream things true. 

(I, iv, 50-53) 

In the last speech Romeo uses a combination of three rhetor

ical devices to defeat Mercutio's point. He uses ellipsis, 

the omission of words easily understood, by taking up after 

the word ••lie" and using it to be the understood beginning 

of his statement. He also uses a pun on the word "lie." He 

also uses a metastasis, turning back of an objection against 

him who made it, an important argumentative device, to win 

his point. 

Mercutio immediately goes into his delightful Queen 
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Mab sx>eech, which reminds one of some of Romeo's artificial 

speeches. Romeo cannot stand much of this and silences 

Mercutio with an episeuxls ••Peace, peace, Mercutio, peace!" 

(If iv, 95) This repetition is used to emphasize Romeo's 

agitation^ 

Romeo closes the scene with a paraenesis or forewarn

ing of impending evil: 

Rom. I fear, too early; for my mind misgives 
Some consequence yet hanging in the stars 
Shall bitterly begin his fearful date 
With this night's revels and expire the term 
Of a despised life closed in my brest 
By some vile forfeit of untimely death. 

(I, iv, 106-.111) 

Up to this point in the play Romeo's speeches have an 

abundance of artificial language devices. He uses puns, 

similes, and many other devices, but most of all his speeches 

on love reveal his espousal of the sonnet tradition.. This 

espousal would indicate to the Elizabethan audience what an 

immature person Romeo really is. He is not sincere but con

ventional in his love. He has not experienced enough of 

life to have a sincere and mature attitude towards love. At 

this point in the play Romeo meets Juliet. From now on 

Romeo's speech begins to indicate his development in the di

rection of maturity. At first, he fluctuates between matur

ity and immaturity and then finally maturity triumphs. 

Romeo's next speech is at the Capulet party. He has 

noticed Juliet and makes this speech: 
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jop* 0, she doth teach the torches to bum bright! 
It seems she hangs upon the cheek of night 
Like a rich Jewel in an Ethiope's ear; 
Beauty too rich for use, for earth too dear! 
So shows a snowy dove trooping with crows. 
As yonder lady o'er her fallows shows. 
The measure done, I'll watch her place of stand. 
And, touching hers, make blessed my rude hand. 
Did my heart love till now? forswear it, sight! 
For I ne'er saw true beauty till this night. 

(I, V, 46..55) 

This speech is the most natural long speech that Romeo has 

uttered so far. His speech still contains similes and many 

artificial devices, yet it is sincere in its emotion. The 

reason why the emotion has to be sincere is that Homeo is 

talking to himself. He is not trying to impress anyone else 

with how true his love is or how happy or cruel love is. He 

is simply making a statement to himself that he is in love. 

At this point, his real love for Juliet is starting him on 

the road to maturity. 

However, approximately forty lines later, Romeo again 

reverts to the sonnet tradition when he engages Juliet in a 

conversation. He seems to think this is the only way to 

converse with the opposite sex—another indication of his 

immaturity. He and Juliet utter the following sonnet: 

Rom. (To Juliet) If I profane with my unworthiest hand 
This holy shrine, the gentle fine is this: 
My lips, two blushing pilgrims, ready stand 
To smooth that rough touch with a tender kiss. 
Jul. Good pilgrim, you do wrong your hand too much, 
Which mannerly devotion shown in this; 
For saints have hands that pilgrims' hands do touch. 
And palm to palm is holy palmers' kiss. 
Rom. Have not saints lips, and holy palmers too? 
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Jui* Ay, pilgrim, lips that they must use in prayer, 
^M* 0, then, dear saint, let lips do what hands do; 
They pray, grant thou, lest faith turn to despair. 
Jul. Saints do not move, though grant for prays sake. 
B^» Then move not, while my prayer's effect I take. 
Thus from my lips, by yours, my sin is purged. 

(I, V, 95-109) 

This sonnet is built on the conceit of a pilgrimage. In 

contrast with Romeo's last speech, this one is extremely 

artificial. The conceit of the sonnet is built on a metaphor 

consisting of Juliet as a saint of a holy shrine and Romeo 

as a pilgrim to this shrine. It is built on syllogistic 

reasoning. The major premise is that a saint can forgive 

sinners by praying with her lips. The minor premise is that 

Romeo prays with his lips. Therefore, a kiss with praying 

lips can purge Romeo's sin. The language of this sonnet is 

made up of a paradiastole or flattery words. The language 

also contains a pareIcon or superfluous word in the "holy 

shrine" because the definition of a shrine makes it holy. 

It has a synoeciosis or seeming incompatibility of terms in 

"0 trespass sweetly urged•• and an epergesis or appositive 

in ••my lips, two blushing pilgrims, ready stand.". Indeed, 

this speech reaches a new height in artificiality, and Juliet 

converses with him on his own artificial level. He finally 

gets a kiss. Juliet then says "You kiss by the book." (I, v, 

112) This statement by Juliet not only shows that she sees 

through him, but draws one's attention back to the fact that 

Romeo is a very immature person bound by the conventional 
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sonnet tradition as shown in his language. 

Romeo soon learns that Juliet is a Capulet. He shows 

his agitation by an anthypophora. the asking and answering 

of onets own question, "Is she a Capulet?/ 0 dear account! 

My life is my foe's debt." (I, v, 119-120) The elements 

which cause Romeo to mature are beginning to be introduced. 

The next scene that Romeo says much in is the first 

balcony scene. Later on in the play there is another balcony 

scene. It is quite interesting to contrast Romeo's speeches 

in each balcony scene. Therefore, discussion of this scene 

will be put off until the second balcony scene appears. It 

will be enough to say that Romeo and Juliet vow their love 

for each other in this scene and decide to be married the 

next day. 

Romeo immediately goes to Friar Laurence's cell to ar

range for the marriage. Friar Laurence is astonished to see 

Romeo so early in the morning and decides he has not been to 

bed. He is alarmed and says ••God pardon sir! wast thou 

with Rosaline?" (II, iii, 44) Romeo uses an andiplosis by 

repeating the last part of the Friar's clause at the begin

ning of his answer, ••With Rosaline, my ghostly father? no," 

(II, iii, 45). Romeo has asked and answered his own question 

which is an anthypophora. Friar Laurence then asks Romeo 

where he has been. Romeo answers with the alliteration. 

"I'll tell thee, ere thou ask it me again." (II, iii, 48) 

Romeo now uses a series of diacopes or repetition of words 
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to emphasize the point he is trying to make: ••Where on a 

sudden one hath wounded me,/ That's by me wounded," (II, 111, 

50-51) "as mine on hers, so hers is set on mine,̂ ^ (II, ill, 

59) and "we met, we woo'd and made exchange of vow.̂ ^ (II, 

ill, 62) Friar Laurence does understand what Romeo means, 

but he is amazed at the changeability of Romeo's love. Romeo 

sums up the difference between his love for Rosaline and his 

love for Juliet in these words: **I pray thee, chide not: 

she whom I love now/ 0oth grace for grace and love for love 

allow;/ The other did not so." (II, ill, 86-88) Romeo has 

again emphasized his idea by the use of diacope. Romeo's 

speech is notably more realistic in this scene. He is once 

again telling of his love to another person, but in this de

scription there are no similes, metaphors, or discourses on 

love. Romeo is interested in convincing the friar to marry 

him and is really not concerned with proving how true his 

love for Juliet is. He knows he loves her and uses diacope 

as realistic language to try to persuade Friar Laurence to 

marry them. 

In the next scene Romeo meets Mercutio and Benvollo on 

the street. When Romeo appears, Mercutio begins making fun 

of Romeo's usual \my of sonneteering. 

Mer. Without his roe, like a dried herring; 0 flesh 
riesh, how art thou fishified! Now is he for the 
numbers that Petrarch flowed in: Laura to his lady 
was but a kitchen-wench; marry, she had a better love 
to be..rhyrae her; Dido a dowdy; Cleopatra a gipsy; 
Helen and Hero hildings and harlots; Thisbe a grey 
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eye or so, but not to the purpose. Signior Romeo, 
bon Jour! there's a French salutation to your French 
slop. (II, iv, 39-48) 

In this speech Romeo is definitely tied to the sonnet tradi

tion. Mercutio's epithet of ••French slop" pretty well indi

cates the English attitude toward sonneteering during the 

period of Romeo and Juliet, which was presented in the 

1590's. However, Romeo does not even mention love in the 

cheerful stichomythy that follows. In this conversation 

there are puns on "courtesy," ••pin̂ ,** ••goose," and "broad." 

Perhaps the best example of the nonsense that this conversa-

tion represents is ''O single-soled jest, solely singular for 

the singleness!" (II, iv, 69-70) This sentence uses a 

polyptoton or the root word of "single" and is a asteismus 

or a reply changing a certain word. In the midst of this 

gay conversation Juliet's nurse arrives. Romeo announces 

her arrival with an adjunct of habit: "Here's goodly gear!" 

(II, iv, 105) The nurse asks for Romeo and they begin a 

conversation on plans for the marriage. The entire conversa

tion is marked with the epimone, the repetition of the same 

thoiAght in the same words, of "commend me to thy lady and 

mistress." (II, iv, 182) Romeo's conversation is realistic 

here; it consists mainly of the plans for the marriage. He 

uses only one simile, "my man's as true as steel" (II, iv, 

210), which is also a proverb, to assure the nurse she has 

nothing to worry about. Once more the speeches of Romeo 
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show a turn toward realism and maturity. 

The next scene Romeo speaks in is the marriage scene. 

Romeo makes only two long speeches in this scene. The first 

speech is directed to Friar Laurence: 

Bom. Amen, amen! but come what sorrow can. 
It cannot countervail the exchange of Joy 
That one short minute gives me in her sight: 
Do thou but close our hands with holy words. 
Then love*,devouring death do what he dare; 
It is enough I may but call her mine. 

(II, vi, 3*8) 

He begins the speech with an epizeuxis for emphasis. How

ever, he does not use any similes or metaphors. He uses an 

assonance, the repetition of vowel sounds, in "Do thou but 

close our hands with holy words." He merely states how very 

happy Juliet's presence makes him. This happiness is a de* 

elded contrast to the unhapplness of his love for Rosaline. 

He also issues somewhat of a challenge to death in his 

palanismus. an exuberance of joy. Friar Laurence is worried 

over his exuberance and utters a warning that turns into a 

prophesy. Romeo's next speech is directed to Juliet. 

Rom. Ah, Juliet, if the measure of thy joy 
Be heap'd like mine and that thy skill be more 
To blazon it, then sv/eeten with thy breath 
This neighbour air, and let rich music's tongue 
Unfold the imagined happiness that both 
Receive in either by this dear encounter. 

(II, vi, 24-29) 

Once aigain Romeo shows his immaturity. His old belief in 

artificiality as the only way to address a woman returns. 
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He uses a simile in comparing his and Juliet's hfiq;>piness. 

He uses a metaphor in relation to Juliet's breath; however, 

this speech is not so artificial as some he has uttered. 

Juliet reminds Romeo of how false this form of speech is by 

saying: 

Jul. Conceit, more rich in matter than in words. 
Brags of his substance, not of ornament: 
They are but beggars that can count their worth; 
But my true love is grown to such excess 
I cannot sum up sum of half my wealth. 

(II, vi, 30-34) 

In the next scene Romeo meets Tybalt, who calls him a 

villain. Borneo replies in this manner: 

Bom. Tybalt, the reason that I have to love thee 
Doth much excuse the appertaining rage 
To such a greeting; villain am I none; 
Therefore farewell; I see thou know'st me not. 

(Ill, 1, 65*68) 

In this speech Romeo seems to use an enthyme. syllogistic 

reasoning in which only two of three propositions are started 

but the third is implied. The implied proposition is you 

called me a villain. The other two propositions are I am 

not a villain; therefore, you do not know me. Needless to 

say, this form of reasoning does not cool the firey temper 

of Tybalt. Tybalt now accuses Romeo of injuring him, and 

Romeo answers: 

Rom. I do protest, I never injured thee, 
SuiE love thee better than thou canst devise. 
Till thou Shalt know the reason of my love: 
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And so, good Capulet,—which name I tender 
As dearly as my own,—be satisfied. 

(Ill, 1, 7U75) 

Romeo is becoming agitated and his speech reflects his con

dition. The first two clauses are anaphora, the beginning of 

consecutive clauses with the same word. The next two lines 

are alliterations with the letter ;t. The phrase, "which name 

I tender as dearly as my own," is a parenthesis. The phrase 

"good Capulet" is a synoeciosis. a seeming incompatibility 

of terms. And the "be satisfied" is a vehement supplication, 

diesis, to not push the question. Romeo's language under 

strain abounds in rhetorical devices. His immaturity or in

experience stands out where he is put in an unusual situa

tion. This indecision and immaturity continue through the 

scene until Mercutio is stabbed. Romeo is worried about the 

situation and says: 

Rom. This gentleman, the prince's near ally, 
livery friend, hath got his mortal hurt 
In my behalf; ray reputation stain'd 
With Tybalt's slander,—Tybalt, that an hour 
Hath been my kinsman? 0 sweet Juliet, 
Thy beauty hath made me effeminate 
And in my temper soften'd valour's steel! 

(II, i, 114-120) 

This speech again is full of rhetorical devices. Romeo does 

not only use an epergesis, an appositive in reference to 

Mercutio but an systrophe or heaping together of several def

initions of Mercutio. The phrase, "Tybalt, that an hour hath 

been my kinsman!" is a parenthesis. The whole statement is 
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an epephonema. a summary gathering into a pithy statement 

what has happened. This pithy statement, "0 sweet Juliet,/ 

Thy beauty hath made me effeminate/ And in my temper soften'd 

valour's steel! •• is a meiosis. an exclamation of contempt. 

When Romeo hears of Mercutio's death he decides he must fight 

Tybalt, yet he has doubts that this is the wise thing to do: 

"This day's black fate on moe days doth depend;/ This but be

gins the woe others must end." (Ill, i, 125-126) From this 

statement, it can be seen that Romeo intends to do his duty 

and realizes that in doing his duty there may be some dire 

consequences he must face up to. This is again a sign of 

the development of maturity in Romeo. However, after he has 

killed Tybalt, he laments ••0, I am fortune's fool!" (Ill, 1, 

l4l) This exclamation is an exusciatatio. which is the name 

given to the phrase that indicates that one deeply moved by 

emotion shows it in his utterance and stirs his hearers to a 

like feeling. Romeo's emotion once more throws him back in

to immaturity, and the next scene shows just how immature he 

is. 

Romeo is very much upset in the next scene, and his 

language shows it. His language is full of many kinds of 

rhetorical devices. They are so prevalent that it is not 

possible to give every single one, but a generous sample will 

indicate his state of mind. Romeo greets the Friar with a 

deluge of questions: **Father, what news? what is the prince's 

doom?/ What sorrow craves acquaintance at my hand,/ That I 
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yet know not?»« (III, 111, 4-6) This series of questions is 

vain repetition, tautologla. It consists of three clauses 

beginning with the same word, "what," which is an anaphorat 

and the last phrase, "that I yet know not?̂ * is an anastrophe 

or unusual word order. The repetition of ideas, words, and 

the odd word oMer are strong indications how upset Romeo is. 
7 

When Romeo hears that the sentence is death, he goes 

into a series of tirades: 

Rom. Ha, banishment! be merciful, say 'death,' 
For exile hath more terror in his look. 
Much more than death: do not say 'banishment.' 

(Ill, iii, 12..14) 

Rom. There is no world without Verona walls, 
5uf purgatory, torture, hell itself. 
Hence-banished is banish'd from the world. 
And world's exile is death: then banished. 
Is death mis-terra'd; calling death banishment 
Thou cutt'st my head off with a golden axe, 
And smilest upon the stroke that murders me. 

(Ill, ill, 17-23) 

Rom. 'Tis torture, and nor mercy: heaven is here, 
Were Juliet lives; and every cat and dog 
And little mouse, every unworthy thing, 
Live here in heaven and may look on her; 
But Romeo may not: more validity, 
More honourable state, more courtship lives 
In carrion-flies than Romeo: they may seize 
On the white wonder of dear Juliet's hand 
And steal immortal blessing from her lips, 
Who, even in pure and vestal modesty, 
Still blush, as thinking their ovm kisses sin; 
But Romeo may not; he is banished: 
Flies may do this, but I from this must fly: 
They are free men, but I am banished. 
And say'st thou yet that exile is not death? 
Hadst thou no poison mix'd, no sharp-ground knife, 
No sudden mean of death, though ne'er so mean. 
But 'banished' to kill me?—'banished'? 
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0 friar, the damned use that word in hell; 
Howlings attend it: how hast thou the heart. 
Being a divine, a ghostly confessor, 
A sin-absolver, and my friend profess'd, 
To mangle me with that word 'banished'? 

(Ill, ill, 29-51) 

Romeo does not seem to realize he is lucky to not be put to 

death, as a mature person would. He is carried away with emo*. 

tion and refuses to accept the responsibility for his actions. 

The phrase, "Ha, banishment! be merciful, say 'death'," is 

® synoeciosis. an inccMnpatibillty of terms, shows how unrea* 

sonable and childish Romeo is being. "There is no world 

without Verona walls, but purgatory, torture, hell itself" 

^s ®" byperbole. The list of definitions in it is an 

systrophe and an auxesis. The entire conversation starting 

with •'There is no world without Verona walls" and extending 

to "calling death banishment** is syllogistic reasoning. The 

major pi»emise being there is no world outside of Verona, so 

banished from Verona is banishment from the world. The 

minor premise is that banishment from the world is death. 

Therefore, banishment from Verona is death. The conclusion 

he comes to shows the confusion of his mind in the form of 

secundum quid, the confusion of absolutes. He goes from this 

speech into a long speech during which he raves about being 

banished from Juliet. He uses the epimone of "Romeo may not" 

in this speech. He compares the good fortune of all kinds 

of animals to the misfortune of himself. In doing so he 

^ses ploche, a too functional use of a proper name. He 
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refers to himself as "Romeô * rather than I or me. He even 

goes so far as to border on aischrolagia. foul language, in 

saying »*more courtship lives in carrion-flies than Romeo." 

He draws attention to how very emotional he is with the pare* 

thesis, "0 friar, the damned use that word in hell," which 

serves as an exusciatatio. He follows this with an alliter.» 

ation. "Howlings attend it: how hast thou the heart" and 

closes the speech with a condemnation against the friar for 

telling him about his fate which takes the form of a systrophe. 

Friar Laurence tries to sooth Romeo into accepting 

his fate as merciful. Romeo becomes quite upset and is very 

uncourteous to the friar when he says: 

Rom. Thou canst not speak of that thou dost not feel; 
Wrt thou as young as I, Juliet thy love. 
An hour but married, Tybalt murdered, 
Doting like me and like me banished. 
Then mightst thou speak, then mlghtst thou tear thy hair. 
And fall upon the ground, as I do now. 
Taking the measure of an unmade grave. 

(Ill, ill, 64-70) 

This speech is syllogistic reasoning. The major premise is 

that you cannot talk on something unless you have felt it. 

The minor premise is the friar must be in the same situation 

Romeo is in to talk about it. Therefore, if Friar Laurence 

had gone through this he would react the same way as Romeo 

does. 

The nurse arrives at Friar Laurence's cell, and Romeo 

stifles her under a deluge of questions: 
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Spakest thou of Juliet? how is it with her? 
she not think me an old murderer, 

Now I have stain»d the childhood of our Joy 
With blood removed but little from her own? 
Where is she? and how doth she? and what says 
My conceal'd lady to our cancell'd love? 

(Ill, ill, 93*98) 

This deluge of questions Is known as a pysma, many questions 

requiring diverse answers. When Romeo hears that Juliet is 

very unhappy about Tybalt's death, he draws his sword under 

the emotional pretext of killing himself. At this occurrence. 

Friar Laurence loses all patience and delivers a scolding 

speech to Romeo: 

Frl. L. Hold thy desperate hand: 
Arf thou a man? thy form cries out thou art: 
Thy tears are womanish; thy acts wild denote 
The unreasonable fury of a beast: 
Unseemly woman in seeming man! 
Or ill-beseeming beast in seeming both! 
Thou hast amazed me: by my holy order, 
I thought thy disposition better temper'd. 
Hast thou slain Tybalt? wilt thou slay thyself? 
Why rail'St thou on thy birth, the heaven, and earth? 
Since birth, and heaven, and earth, all three do meet 
In thee at once; which thou at once wouldst lose. 
Fie, fie, thou shamest thy shape, thy love, thy wit; 
Which, like a usurer, abound'st in all, 
And usest none in that true use indeed 
Which should bedeck thy shape, thy love, thy wit: 
Thy noble shape is but a form of wax, 
Digressing from the valour of a man; 
Thy dear love sworn but hollow perjury. 
Killing that love which thou hast vow'd to cherish; 
Thy wit, that ornament to shape and love. 
Mis-shapen in the conduct of them both. 
Like powder in a skilless soldier's flask, 
Is set a..fir0 by thine own ignorance. 
And thou dismember'd with thine own defence. 
What, rouse thee, man! Thy Juliet is alive. 
For whose dear sake thou wast but lately dead; 
There art thou happy: Tybalt would kill thee. 
But thou slew'st Tybalt; there art thou happy too: 
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The law that threatened death becomes thy friend 
And turns it to exile; there art thou happy: 
A pack of blessings lights upon thy back; 
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. 
Go, get thee to thy love, as was decreed. 
Ascend her chamber, hence and comfort hen 
But look thou stay not till the watch be set. 
For then thou canst not pass to Mantua; 
Where thou shalt live, till we can find a time 
To blaze your marriage, reconcile your friends. 
Beg pardon of the prince, and call thee back 
With twenty hundred thousand times more joy 
ISian thou went'st worth In lamentation. 
Go before, nurse: commend me to thy lady; 
And bid her hasten all the house to bed. 
Which heavy sorrow makes them apt unto: 
Romeo is coming. (Ill, ill, 108-158) 

This speech says: Romeo be mature; stop all of this nonsense; 

be a man* This scalding speech snaps Romeo out of his relapse 

into Immaturity, and he decides to accept his fate and be 

happy to have one night with Juliet. 

The next scene that Romeo appears in is the second 

balcony scene. The best way to show how much Romeo has ma

tured is to compare the two balcony scenes. It must be re

membered that between these two scenes Romeo has been mar

ried, killed Tybalt, and been banished. Probably the speech 

that is the best example of Romeo's general speech pattern 

in the first balcony scene is this one: 

Rom. He jests at scars that never felt a wound. 
Wof soft! what light through yonder window breaks? 
It is the east, and Juliet is the sun. 
Arise, fair sun, and kill the envious moon. 
Who is already sick and pale with grief. 
That thou her maid art far more fair than she: 
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Be not her maid, since she is envloust 
Her vestal llverr is but sick and green 
And hone but fools da wear lt| oast it off. 
It is my lady» 0, It is my love! 
Of that she knew she were! 
She iq;>eakai yet she says nothing: what of that? 
Her W9 dlsoourses} I will answer it*? 
I am too bold, ttis not to me she speaks: 
Two of the fairest stars In all the heaven* 
Having acme businessi do entreat her eyes 
To twinkle in their spheres till they return* 
What if her eyes were there, they in her head? 
The brightness of her cheek would shame those stars, 
As daylight doth a lamp; her eyes in heaven 
Would through the airy region stream so bright 
That birds would sing and think it were not night. 
See 9 how i^e leans her cheak vi^on her hand! 
0« that I were a glove upon that hand. 
That X might t<mm that cheek I 

(II, 11, UZ3) 

The first sentence is raallstie and is one of the early signs 

of the mature man that Romeo becomes. The part of this dia« 

logue beginning with *'It is the east,** and extending through 

"east it off is an allê o>*y. R<»Beo is building an extended 

metai^ar on Juliet as the sun* This allegory is built on an 

hyperbole. The next phrase, '*It is my lady, 0, it is my 

love!»» is an anaphora because each clause begins with the 

same word.8. The next phase, "O, that she knew she were!** is 

^ ffleiosis which is an exclamation expressing a wish; it is 

also an optatio. an ardent wish or prayer. Romeo uses per

sonification in relation to his statements about the stars. 

The phase *»the brightness of her cheek would shame those 

stars, as daylight doth a lamp" is a simile. The last part 

of this speech is a meiosis. the expressing of an ardent 

wish, and it is syllogistic reasoning. Needless to say. 
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Romeo's speeoh is quite artificial in the first balcony 

scene. The speech just analyzed is quite characteristic of 

this scene. 

There are no long, flowery speeches in the second bal^ 

cony scene, so the easiest way to compare these two scenes 

is to compare one speech from the first scene to a speech 

from the second scene that deal with basically the same 

topics. The first set of speeches has to do with the danger 

of his posltloni 

jtott. I have night's cloak to hide me from their sight; 
And but thou love me, let them find me here; 
My life were better ended by their hate. 
Than death prorogued, wanting of thy love. 

(II, 11, 75-?8) 

R<»B. It was the lark, the herald of the morn, 
lo nightingale: look, love, what envious streaks 
Do lace the severing clouds in yonder east: 
Night's candles are burnt out, and jocund day 
Stands tiptoe on the misty mountain tops. 
I must be gone and live, or stay and die. 

(Ill, V, 6..11) 

In the first scene, Romeo refuses to recognize the danger of 

his own perilous position and is being sentimental in the 

conventional manner when he says death would be better than 

living without her love. In the second scene, Romeo realizes 

his perilous position and is prepared to face reality by 

leaving. The next set of speeches has to do with saying 

good*by: **And I'll still stay, to have thee still forget,/ 

Forgetting any other home but this.** (II, ii, 175-176) 
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"Farewell, farewell! one kiss, and I'll descend." (Ill, v, 

^2) In the first scene Romeo again shows no fear of his 

situation. In the second scene, he says good night and des-

cends hurriedly. The last set of speeches is what Romeo 

says last to Juliet: ••I would I were thy bird*" (II, 11, 

183) "And trust me, love, in my eye so do you:/ Dry sorrow 

drinks our blood. Adieu, adieu!** (Ill, v, 58*59) In the 

first scene, he is wishing for Impossible things. In the 

second scene, he is busy thinking of Juliet and is smoothing 

her worries away. His last thoughts are of Juliet, He is 

thinking of others as a mature person should. A supreme 

example of his thoughtfulness is: »I doubt it not; and all 

those woes shall serve/ For sweet discourses in our time to 

come.** (Ill, V, 52-53) Romeo is mature and is accepting the 

responsibility for his actions. This scene shows Romeo as a 

mature person. 

The next time that Romeo speaks he is at Mantua. 

Romeo's character in this last act is indeed different. This 

act shows him at the height of his maturity. The main char* 

acteristics of Romeo's mature character are action and auth* 

ority. When Romeo first appears in this scene, he is dis

cussing a dream he has had: 

Rom. If I may trust the flattering truth of sleep, 
Tfy dreams presage some joyful news at hand; 
My bosom's lord sits lightly in his throne; 
And all this day an unaccustom'd spirit 
Lifts me above the ground with cheerful thoughts. 
I dreamt my lady came and found me dead— 
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Strange droam, that gives a dead man leave to think!.«• 
And breathed such life with kisses In my lips. 
That I revived, and was an emperor. 
Ah ma! how sweet is love itself possess»d. 
When but love's shadows are so rich in joy! 

(V, 1, 1.11) 

The second line is irony. The phrase commenting on love is 

an encomium, high praise of a thing by telling its inherent 

qualities. Romeo is again speaking to himself; so the emo

tion is sincere* Also, he speaks with great self-assurance. 

He has accepted his plight In life and actually finds happi* 

ness in it. When Balthasar enters, he bombards him with a 

pysma. These questions are stated in an authoritative manner. 

When Romeo is told that Juliet is dead, he turns into a man 

of action and authority. He starts this line of action with 

a challenge to the universe in the form of the anthypophora: 

••Is it even sot then I defy you, stars!** (V, 1, 24) He 

follows this challenge with six imperative sentences. He 

speaks in such an authoritative manner that though Balthasar 

is suspicious of his intents he does what he is told to do 

with a very minimum of objection. The rest of his speech has 

to do with the description of the actions he intends to per. 

form. He starts with a vow: ••Well, Juliet, I will lie with 

thee tonight.•» (V, 1, 35) He next states what he intends to 

do in the form of a systrophe: 

I do remember an apothecary,— 
And hereabouts he dwells,-.which late I noted 
In tatter'd weeds, with overwhelming brows. 
Culling of simples; meagre were his looks, 
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Sharp misery had worn him to the bonest 
And in his needy shop a tortoise hung. 
An alligator stuff'd, and other skins 
Of llLshaped f ishesf and about his shelves 
A beggarly account of empty boxes. 
Green earthen pots, bladders and musty seeds. 
Remnants of packthread and old oakes of roses. 
Were thinly scatter»d, to make up a show. 

(Vt 1, 37-^8) 

^^s eystrophe furnishes him with the motivation behind his 

wish to buy poison. He does not hesitate and declares his 

actions in the form of a polyptoton: •«0, this same thought 

did but forerun my need;/ And this same needy man must sell 

it me.** (V, 1, 53-»5̂ ) Notice that he uses the word ••must**; 

he leaves no room for doubt. He asks the poor apothecary for 

poison that will 

• • . disperse itself through all the veins 
That the lifa^-weary taker may fall dead 
And that the trunk may be discharged of breath. 
As violently as hasty powder fired 
Doth hurry from the fatal cannon's womb. 

(V, i, 61.65) 

This quotation is a simile, a previous sign of immaturity, 

but this simile is an action phrase. There is nothing im-

mature about it. He persuades the apothecary to sell him 

poison by the use of sorites, a form of reasoning: *«The world 

is not thy friend nor the world's law;/ The world affords no 

law to make thee rich:/ Then be not poor, but break it, and 

take this.*' (V, 1, 72-7^) He finishes the scene with a 

paradox on gold versus poison. 
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Rom. There is thy gold, worse poison to men's souls 
boing more murders in this loathsome world. 
Than these poor compounds that thou mayst not sell. 
I sell thea poisoni thou hasta sold me none. 
Farewell: buy food, and get thyself in flesh. 
Come, cordial and not poison, go with me 
To Juliet's grave; for there must I use thee. 

(V, 1, 80-86) 

This statement shows the depth of his understanding of the 

world, another sign of maturity. 

The next scene is in the churchyard at the Capulet's 

tomb* Romeo Is giving his last orders to his servant: 

Rom. Give me that mattock and the wrenching iron. 
Hold, take this letter| early in the morning 
See thou deliver it to my lord and father. 
Give me the light: upon thy life, I charge thee. 
Whatever thou hear'st or seest, stand all aloof. 
And do not interrupt me in my course. 
Why I descend into this bed of death, 
Is partly to behold my lady's face; 
But chiefly to take thence from her dead finger 
A precious ring, a ring that I must use 
In dear employment: therefore hence, be gone: 
But if thou, Jealous, dost return to pry 
In what I further shall Intend to do. 
By heaven, I will tear thee joint by joint 
And strew this hungry churchyainl with thy limbs: 
The time and my intents are savage.wild. 
More fierce and more inexorable far 
Than empty tigers or the roaring sea. 

(V, iii, 21.39) 

He has stated five imperative sentences at the beginning and 

has finished the statement with a very violent vow. Both of 

these rhetorical devices indicate Romeo's authority and ac

tivity, the blossoming of his maturity. 

At the door of the tomb, Romeo meets Paris. He was 

forced to kill Paris to get into the tomb. Romeo's will is 



51 

so strong no obstacle Is great enough to keep him from Juliet. 

After Romeo has laid Paris in the tomb^ he makes his last 

speeoh. His last speech is spoken in the tomb of his beloved 

Juliet. In this scene, there is more emotion possible than 

any other scene. Xet, Romeo does not lament and use floweryt 

artificial language. He speaks realistically. He speaks 

mainly in terms of the actions he is thinking about or doing 

and the impressions which he is experiencing. 

How oft when men are at the point of death 
Have they been merry! which their keepers call 
A lightning before death: 0, how may I 
Call this a lightning? 0 my love! my wife! 
Death, that hath suck'd the honey of thy breath, 
Hath had no power yet upon thy beauty: 
Thou art not conquer'd; beauty's ensign yet 
Is crimson in thy lips and in thy cheeks. 
And death's pale flag is not advanced there. 
Tybalt, liest thou there in thy bloody sheet? 
0, what more favour can I do to thee. 
Than with that hand that cut thy youth in twain 
To sunder his that was thine enemy? 
Forgive me, cousin! Ah dear Juliet, 
Why art thou yet so fair? shall I believe 
That unsubstantial death is amorous. 
And that the lean abhorred monster keeps 
Thee here in dark to be his paramour? 
For fear of that, I still will stay with thee; 
And never from this palace of dim night 
Depart again: here, here will I remain 
With worms that are thy chamber-maids; 0, here 
Will I set up my everlasting rest. 
And shake the yoke of inauspicious stars 
From this world.wearied flesh. Eyes, look your last! 
Arms, take your last embrace! and, lips, 0 you 
The doors of breath, seal with a righteous kiss 
A dateless bargain to engrossing death! 
Come bitter conduct, come, unsavoury guide! 
Thou desperate pilot, now at once run on 
The dashing rooks thy sea-»sick weary bark! 
Here's to my love! (Drinks.) 0 true apothecary! 
Thy drugs are quick. Thus with a kiss I die. 

(V, iii, 88.120) 
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In this speech Romeo uses some rhetorical devices, but he 

never gives way to feeling sorry for himself. He uses a 

i^y^gQQ In «*beauty»B ensign yet is crimson in thy lips and 

thy cheeks*»* He uses an alliteration in ••Tybalt̂  liest thou 

there in thy bloody sheet?** But he follows this speech with 

the declaration of his Intention to kill himself and how 

just this will be to Tybalt. Once again he states the action 

he is planning. Next he uses syllogistic reasoning: and per. 

sonlfication. The major premise is that she is still beauti. 

ful, so death must be amorous. The minor premise is that 

death must be keeping her as his paramour. Therefore, Romeo 

will stay with her to protect her. This rhetorical device 

Just led up to another statement of his proneness to action. 

He uses an epizeuxis: »»here, here,** to emphasize the fact he 

intends to stay there with Juliet, a reassert ion of his will* 

His next words are a description of what he is doing. And 

finally he summons death with a systrophe. He dies with 

praise for the apothecary that is an synoeciosis and summary 

in the form of an epanorthosis. All of these last devices 

were used as descriptions of action. 



CONCLUSION 

Romeo's language at the first of the play Romeo and 

Juliet follows the sonnet tradition closely and is full of 

similes and metaphors. As the action of the play continues, 

Romeo's language changes. These language changes come after 

he has been subjected to true love and banishment. These 

changes indicate an alteration in the character of Romeo. 

The alteration is maturity. Romeo's last speeches are real*-

istic, authoritative, and filled with action. He is no long, 

er sentimental in the conventional sonnet method. He has be

come a mature man. 
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APPEJIDIX 

A. Classifications and Examples of Rhetoric in Romeo's 

Speeches. 

B. Sonnets in Romeo and Juliet. 



APPENDIX At CLASSIFICATIONS AND EXAMPLES OF RHETORIC IN 

ROMEO'S SP^CHES 

I. Figures based on Similarity of elements. 

A. Analogy 

Simile: comparison using ••like** or •'as.** 

Is love a tender thing? . . . and it pricks like 
thorn. 

(I, iv, 25-26) 

It seems she hangs upon the cheek of night 
Like a rich jewel in an Ethiope's ear? 

(I, V, 47-48) 

The brightness of her cheek woiild shame those 
starsI 

As daylight doth a lamp; 
(II, ii, 19-20) 

Beauty too rich for use, for earth too dear! 
So shows a snowy dove trooping with crows. 
As yonder lady o'er her fellow shows. 

(I, V, 49-50) 

0, speak again, bright angel! for thou art 
As glorious to this night, being o'er my head, 
As is a winged messenger of heaven 

(II, ii, 26-28) 

I am no pilotj yet, wert thou as far 
As that vast shore wash'd with the farthest sea, 

(II, ii, 157-158) 

How silver..sweet sound lovers' tongues by night, 
Like softest music to attending ears! 

(II, ii, 166-167) 

my man's as true as steel. 
(II, iv, 210) 

And that the trunk may be discharged of breath 
As violently as hasty powder fired 

(V, 1, 63-64) 
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Wetatihori comparison not using ••like'* or "as. 

Love la a smoke raised with the fume of sighs; 
Being purged, a fire sparkling in lovers' eyesf 
Balng vax»d, a sea nourlsh'd with lovers' tears; 
What is it else? a madness most discreet, 
A choking gall and a preserving sweet* 

(I, 1, 196-200) 

These happy masks that kiss fair ladies' brows 
; Balng blaak put us In mind they hide the fair; 

He that Is struoken blind cannot fox^et 
The praolous traasura of his eyaslght lost: 

(I, 1, 236*#$9) 

If I px*ofana with my unworthiest hand 
This holy shrine, the gentle fine is this: 
My lips« two blushing pilgrims, ready stand 
To smooth that rough toueh with a tender kiss. 

(If Vf 195*198) 

Alack, there lies more peril in thine eye 
Than twanty of their swordsj 

(II, 11, 7U72) 

Adlunot of habitt adjunct signifying clothing. 

Not I, believe met You have dancing shoes 
With nimble solest 

(I, iv, 1^-15) 

I have night's cloak to hide me frt̂ a their sight; 
(II, 11, 75) 

0 single-soled jest 
(II, iv, 70) 

Here's goodly gear! 
(II, iv, 105) 

Look love, what envious streaks 
Do lace the severing clouds in yonder eastt 

(III, V, 7-8) 

A dram of poison, such soon*speeding gear 
(V, 1, 60) 

Allegory> extended metaphor or comparison. 

It is the east, and Juliet is the sun. 
Arise, fair sun, and kill the envious moon. 
Who is already sick and pale with grief. 
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That thou her maid art far more fair than shes 
Be not her maid; since she is envious; 
Har vestal llvary is but sick and graan 
And none but fools do wear itt aaiit it off» 

<Il, il» 3-9) 

Persottlfloatlont raprasentatlon of an inanimate ob-
jeot or aiM»traot idea as endowed with personal 
attributes. 

Two of tha fairest stars In all the heavan, 
Having some business» do entreat har eyes 

, To twinkle in their spheres till they return. 
(11^ 11, 15-17) 

With lovers light wings did X o^erperoh these walls; 
(II, 11, 66) 

By lov@t ^ o first did pT<mpt me to inqulra; 
He lent me counsel and I lent him eyes. 

(II, 11, mj^i) 

It is my soul that calls upon my name; 
(II, 11, 165) 

Night's eandles are burnt out, and Jocund day 
Stands tiptoe on the misty mountain tops. 

(Ill, V, 9-10) 

My bosom's lord sits lightly in his throne; 
(Vf if 3) 

Why art thou yet so fair? shall I believe 
That unsubstantial death is amorous, 
And that the lean abhorred monster keeps 
The© here in dark to be his paramour? 

(V, ill, 102-105) 

B. Repetition 

1. Sound. 

AlliterationI recurrence of the same consonant 
sound at the beginning of two or more words 
near one another. 

With more of thinej this love that thou hast 
chosen. 

(I. i, 195) 

Ay, mine own fortune in my misery 
(I, 11, 60) 
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th.n turn, tsars to flras, 
(I , 11, 94) 

VAiat, Aiall this vpatih te spoke for our 
excuse. 

( I , Iv, 1) 
0^ she doth teach the torches to bum bright! 

(If V, 46) 

The Iwl^htness of her cheek would shame those 
starsI 

As daylight doth a lamp; "~ 
(11^ 11, 19*20) 

Shall I hear mora* or shall I speak at this? 
(II, 11, 37) 

it. 

»Tls but thy name that is my enamyj 
Thou art thyself# though not a Montague 

(11, li, 38*39) 

I take thee at thy wordi 
(II, 11, 49) 

A thousand times the worse, to want thy light. 
(II, 11, 156) 

How silver*»sweQt sound lovers' tongues by 
night. 

(II, ii, 166) 

And I'll still stay, to have thee still forget* 
(II, 11, 175) 

I'll tell thee, era thou ask it me again. 
( I I , i i i , 48) 

By holy marriage j When and ii^ere and how 
We met, we woo'd and made ieixchange of vow, 

(II, 111, 6U62) 

0, let us hence; I stand on sudden haste. 
(II, iii, 94) 

0 8ingle.*soled jest, solely singular for the 
singleness! 

(II, iv, 70) 

Thou wast never with me for anything when 
Thou wast not there for the goose. 

(II, iv, 80) 
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But love thaa bettor than thou canst davlse, 
Till thou Shalt know the raason of my lovet 

(III, 1, 72*73) 

This day^s blaflk fate on mora days doth depend; 
(III, 1, IZk) 

Howlings attend iti how hast thou the heart, 
(III, Hi, 48) 

Thou canst not speak of that thou dost not feelt speak or that 
(III, ill, 64) 

Then ml^tst thou speak, then mightst thou 
tear thy hair, 

(III, 111, 68) 

Tybalt, liest thou thera in thy bloudy sheet? 
\ iii, 97) ' 

Assonat̂ ĉ et repetition of vowel sounds* 

So shows a snowy dove trooping with crows. 
(I, V, 50) 

Do thou but close our hands with holy words, 
(II, vi, 6) 

Either thou or I, or both, must go with hlm# 
(III, iii, 48) 

More light and light; mora dark and dark our 
woes! 

(Ill, V, 36) 

Para nc^asiai Words repeated are nearly but not 
precisely alike in sound. 

This holy shrine, the gentle fine is this: 
(I, V, 9b) 

As glorious to this might, being o'er my head 
(II, 11, 27) 

I have night's cloak to hide me from their 
sight; 

(II, ii, 75) 

Would I were sleep and peace, so sweet to rest! 
(II, 11, 188) 

Flies may do this, but I from this must flyt 
(III, iii, 41) 
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It were a grief, so brief to part with thee 
(III, iii, 174) 

How, now, Balthasar! 
(V, i, 2) 

Mora fierce and more inexorab3.e far 
(V, ill, 38) 

I still will stay with thee; 

(V, iii, 106) 

Homiotelentont like endings of words. 

Why, then, 0 brawling love! 0 loving hate! 

(I, i. 2) 
0 anything, of nothing first recreate! 

a, 1, 3) 
A choking gall and a preserving sweet. 

(I, i, 200) 

For beauty starved with her severity 
Cuts beauty off from air posterity. 

(I, 1, 225*226) 

Whipp'd and tormented and— 
(I, 11. 58) 

Of a despised life closed in ray breast. 
(I, iv, 110) 

make blessed my rude hand. 
(I. V, 53) 

2. Words. 

Anaphoray beginning a series of clauses with the 
same word. 

Why, then, 0 brawling love! 0 loving hate! 
0 anything, of nothing first create! 
0 heavy lightness! serious vanity! 

(I, 1, 182^184) 

Tut, I have lost myself, I am not here; 
(I, 1, 204) 

Nor bide the encounter of assailing eyes. 
Nor ope her lap to saint-seducing gold: 

(I, i, 219-220) 
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She Is too fair, too wise, wisely too fair, 
(1, i. 227) 

It is too rough, too rude, too boisterous 
(If if 5^-6) 

It is my lady, 0, it is my love! 
0 that she knew she were! 

(II, 11, 14-15) 

We met, we woo«d and made axohange of vow 
(II, iii, 62) 

Farawell; be trusty, and I»ll quit thy painst 
Farewell; commend me to thy mistress. 

(II, iv, 204*205) 

1 do protest, I never injured thee, 
(III, i, 71) 

This day's black fate on moe days doth depend; 
This but begins the woe others must end. 

(Ill, 1, 124*125) 

Father, what news? What is the prince's doom? 
What sorrow craves acquaintance at ray hand 

(III, iii, 4*5) 

Then mightst thou speak, then mightst thou tear 
thy hear 

(III, iii, 68) 

Let me be ta'en, let me be put to death; 
(III, V, 17) 

More light and light; more dark and dark our 
woes! 

(Ill, V, 36) 

The world is not thy friend nor the world's law; 
The world affords no law to make thee rich; 

(V, 1, 72*73) 

Thou detestable maw, thou womb of death. 
(V, iii, 45) 

Or did I dream it so? Or am I mad 
(V, iii, 79*80) 

0, how may I call this a lightning? 
0, my love! my wife! 

(V, iii, 90-91) 
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0OHie» blt%ar aacfduat. coma* unsavoury guide! 
(?^ 111, 116) 

JgBilljSS^t ending a series of clauses with the 
ama word« 

Which added to the goosa, proves thee fail 
And wide a broad gooae, ^ 

(II, ivt 90*91) 

EDanaleoslsi rapatltlon at the end. of a clause 
or sentence of the word at the beginning. 

Faaoe, paaee, Marautlo, peaoa! 
(1, iv, 95) 

Andiplosist repetition of the last word of one 
' olaiiBa or pi; ri^e at tha beginning of tho next. 

gris J$# Crod pardon sin! wast thou with Hosaline? 
aline, my ghastl; 
(II, ill, 44*45) 

With Rosaline, my ghastly father? no; 

Dlapofet rapatltlon of a word with one or more 
oetwean. 

Ah, wo3?d i l l urged to one that is so i l l ! 
(I, 1, 209) 

That i^en she dies with beauty dies har store. 
(I, 1, 2aa) 

She is too fair, too wise, wisely too fair, 
(I, 1, 227) 

It is too rough, too rude, too boisterous. 
(I, iv, 26) 

0, that she knew she were! 
(II, 11, 11) 

And what love can do that dares love attempt; 
(II, ii, 68) 

He lent me counsel and I lent him eyes. 
(II, ii, 81) 

Love goes toward love, • . • But love from love. 
(II, ii, 57-58) 

I have forgot that name, and that name's woe. 
(II, 11, 46) 
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Where on a sudden one hath wounded me. 
That's by me woundedi 

(II, H I , 50*51) 

As mine on hers, so hers is set on mine; 
(11, ill, 59) 

We met, we woo^d 
(II, iii, 62) 

Doth grace for grace and love for love allow; 
( I I , i i i ^ 87) 

With Tybalt 's slander,*-Tybalt, that an hour 
Hath been my kinmnan! 

(Ill, 1, 117) 

Henoa*banished is banish'd from the world. 
And world's exile is death: then banished, 
Is death mis-termed; calling death banishment, 

(III, Hi, 19-2t) 

No sudden mean of death, though ne'er so mean. 
But 'banished' to kill »e?—;•banished?' 

(Ill, Hi, 45-46) 

0, tell me, friar, tell me, 
(III, ill, 106) 

But that a joy past joy calls out on me, 
(III, ill, 173) 

Mora light and light; more dark and dark our 
woes! 

(Ill, V, 36) 

The world is not thy friend nor the world's law; 
The world affords no law to make thee rich; 

(V, i, 72-73) 

I will tear thee Joint by joint 
(V, iii, 35) 

Mora fierce and more inexorable far 
(V, iii, 38) 

0 my love! ray wife! 
(V, iii, 91) 

Come, bitter conduct, come, unsavoury guide! 
(V, iii, 116) 
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Epizeuĵ ist rai>etltion of words with none between. 

Peace, peace, Mercutio, peace! 
(1$ iv, 95) 

0 blessed, blessed night! 
(II, ii, 139) 

Switch and spurs, switch and spurs; 
(II, iv, 72) 

Amen, amen! 
(iif n , 3) 

Farewell, farewell! 
(Ill, V, 42) 

Dry sorrow drinks our blood. Adieu, adieu! 
(Ill, V, 59) 

here, here will I remain 
(V, iii, 108) 

Traductioi speedy 3?epetition of one word with 
some little intermission. 

Not having that, which, having, make them 
short. 

(I, it 170) 

Ah, word ill urged to one that is so ill! 
(I, i, 209) 

That when she dies with beauty dies her store. 
(I, i, 222) 

And idiat love can do that dares love attempt 
(II, iii, 68) 

He lent me counsel and I lent him eyes. 
(II, ii, 81) 

Where on a sudden one hath wounded me. 
That's by me woundedi 

(II, iii, 50*51) 

As mine on hers, so hers is set on mine; 
( I I , i l l , 59) 

Hence—banished i s banish'd from the world. 
And world's exi le i s deatht then banished. 
I s death mis-termed; cj^lling death banishment. 

( I l l , i i i , 19-21) 
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The world is not thy friend nor the world's law; 
The world affords no law to make thea rich; 

(V, 1, 72*73) 

Floohet two functional use of a proper name. 

This i s not Borneo, he's scHne other yttiere* 
(I . 1, 205) 

So Eoroeo would, were he not Rcwieo call 'd 
(II, 11, 45) 

Henceforth I never will be Homeo. 
(II, ii, 51) 

I can tell youi but young Boaieo will be older 
When you have found him than he was when you 
Sought himI 

(II, Iv, 126*128) 

With Tybalt's slander,**Tybalt, that an hour hath 
Bean my kinsman! 

(Ill, 1, 117*118) 

But Homeo may not; 
(III, iii, 33) 

More oourtship l ives in oarrlon*flles than Rcaaeoi 
(III, i l l , 35) 

But Hĉ aeo may not; he is banishedt 
(III, iii, 40) 

Juliet wills it so. 
(Ill, V, 24) 

Po3^yptoton8 repetition of words derived from the 
sane root. 

Not mad, but bound more than a madman is, 
(I, i i^ 56} 

I dreaiaed a dream to*night 
(I, iv, 49) 

She speaks} 0, speak again, bright angel! 
(II, ii, 27*28) 

And all combined, save what thou must combine. 
(II, ill, 60) 
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0 single-soled jest, solely singular for the 
singleness! 

(II , iv, 70) 

What less than doom's*iday is the prince 's doom? 
(Ill, ill, 9) 

Then banished, is death mis-terra'd; calling 
death banishment, 

(III, iii, 21) 

Flies may do this, but I from this must flyt 
(III, iii, 41) 

0, this same thought did but forerun my need; 
And this same needy man must sell it me. 

(V, 1, 53-54) 

Systropi he; heaping together of many definitions 
one thing, 

Love is a smoke raised with the fume of sighs; 
Being purged, a fire sparkling in lovers' eyes; 
Being vex'd, a sea nourlsh'd with lovers' tears: 
What is it else? a madness most discreet, 
A choking gall and a preserving sweet. 

(I, 1, 197-200) 

She is too fair, too wise, wisely too fair. 
(I, i, 228) 

Is love a tender thing? it is too rough, too 
rude. 

Too boisterous, and it pricks like thorn. 
(I, iv, 25-26) 

This gentleman, the prince's near ally, 
My very friend, 

(III, i, 114-115) 

There is no world without Verona Walls, 
But purgatory, torture, hell itself. 

(Ill, iii, 17-18) 

How hast thou the heart, being a divine, 
A ghostly confessor, a sin-absolver, and ray 

friend profess»d 
(III, iii, 48^50) 

It was the lark, the herald of the morn, no 
nightingale. 

(Ill, V, 6-7) 
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I do remember an apothecary,— 
And hereabouts he dwells,**which late I noted 
In tatter»d weeds, with overwhelming brows, 
Culling of simples; meagre were his looks. 
Sharp misery had worn him to the bonesi 

(V, 1, 37-41) 

Thou detestable maw, thou womb of death, 
(V, Hi, 45) 

Come, bitter conduct, come, unsavoury guide! 
Thou desperate pilot, 

(V, Hi, 116-117) 

3 * Etophasis. 

Eoanorthosist correcting of first thought by al* 
taring it to make it stronger and more vehement. 

What wilt thou tell her, nurse? thou dost not 
mark me, 

(II, iv, 189) 

Wilt thou provoke me? then have at thee boy! 
(V, iii, 70) 

Thy drugs are quick. Thus with a kiss I die. 
(V, iii, 120) 

ExergasisJ repeating of the same thought in many 
figures. 

She'll not be hit with Cupid's arrow; she hath 
Dian's wit; and, in strong proof of chastity 

well arra'd. 
From love's weak childish bow she lives unharra'd. 

(I, i, 214-216) 

Not mad, but bound more than a madman is; 
Shut up in prison, kept without my food, 
Whipp'd and Tormented and . . . 

(I, ii, 56-58) 

0, she doth teach the torches to burn bright! 
It seems she hangs upon the cheek of night 
Like a rich jewel in an Ethiope's ear; 
Beauty too rich for use; for earth too dear! 
So shows a snowy dove trooping with crows 
As yonder lady o'er her fellows show. 

(I, V, 46-51) 
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It was the lark, the herald of the mom. 
No nightingale1 look, love, what envious 

streeks 
Do lace the severing clouds in yonder east: 
Night's candles are burnt out, and jocund day 
Stands tiptoe on the misty mountain tops. 

(Ill, iv, 6-10) 

Epimonet repetition of the same point in the same 
words. 

Nurse, commend me to thy lady and mistress. 
(II, iv, 182) 

Farewell; commend me to thy mistress. 
(II , iv , 205) 

CoJBaend me to thy lady. 
(II, iv, 229) 

But Romeo may noti. . . But Bomeo may not; 
(III, iii, 33 and 4o) 

Pysma8 many questions requiring diverse answers. 

Spakest thou of Juliet? how is it with her? 
]'Oth she not think me an old murderer. 
Now I have stain'd the childhood of our joy 
With blood removed but little from her own? 
Where is she? and how doth she? and what says 
My conceal'd lady to our cancell'd love? 

(II, 111, 93*99) 

Dost thou not bring me letters from the friar? 
How doth my lady? Is my father well? 
How fares my Juliet? 

(V, 1, 13-15) 

Hyperbole: exaggeration. 

She hath forsworn to love, and in that vow 
Do I live dead that live to tell it now. 

(I, i, 229^230) 

0, teach me how I should forget to think. 
(I, 1, 232) 

Hot mad, but bound more than a madraan is; 
Shut up in prison, kept without my food, 
Whip'd and tormented and— 

(I, ii, 56-58) 
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Not I, believe met you have dancing shoes 
With nimble solest I have a soul of lead 
So stakes me to the ground I cannot move. 

(I, iv, 14^16) 

It is the east, and Juliet is the sun. 
(II, ii, 3) 

Alack, there lies more peril in thine eye 
Than twenty of their swordst 

(II, ii, 71-72) 

There is no world without Verona walls. 
But purgatory, torture, hell itself. 

(Ill, Hi, 17-18) 

Meiosist exclamation, wishing, contempt. 

Ay me! sad hours seem long 
(I, 1, 166) 

Why, then, 0 brawling love! 0 loving hate! 
0 anything, of nothing first create! 
0 heavy lightness! serious vanity! 
Mis-shapen chaos of well-seeming forms! 
Feather of lead, bright smoke, cold fire, 

sick health! 
Still*waking sleep, that is not what it is! 

(I, 1, 182*187) 

0, she doth teach the torches to burn bright! 
(I, V, 46) 

Beauty too rich for use. for earth too dear! 
(I, V, 49) 

0 dear account! my life is my foe's debt. 
(I, V, 120) 

It is my lady, 0 it is my love! 
0, that she knew she were! 

(II, ii, 10-11) 

See, how she leans her cheek upon her hand! 
0, that I were a glove upon that hand. 
That I might touch that cheek! 
0, speak again, bright angel! 

(II, 11, 23-26) 

0, blessed, blessed night! 
(II, ii, 139) 
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Sleap dwell upon thine eyes, peace in thy 
bresti 

Would I were sleep and peace, so sweet to 
rest! 

(II, 11, 187-188) 

Gentlemen, for shame, forbear this outrage! 
• . . Hold, Tybalt! Good Mercutio! 

(Ill, i, 90 and 93) 

Tybalt, that an hour hath been my kinsman! 
0 sweet Juliet, thy beauty hath made me 
Effeminate and in my temper soften'd valour's 

steel! 
(Ill, 1, 117-120) 

Alive, in triumph! and Mercutio slain! 
Away to heaven, respective lenity, 
And fire-eyed fury be my conduct now! 

(Ill, 1, 127-129) 

0, I am fortune's fool! 
(Ill, 1, 141) 

Hang up philosophy! 
(Ill, iii, 57) 

Come, death, £md welcome! 
(Ill, V, 24) 

More light and light; more dark and dark our 
woest 

(III, V, 36) 

Strange dream, that gives a dead man leave to 
think! 

(V, 1, 7) 

then I defy you, stars! 
(V, i, 24) 

0 mischief, thou art swift to enter in the 
Thoughts of desperate men! 

(V, i, 35-36) 

And, in despite, I'll crara thee with more 
food! . ̂  

(V, iii, 48) 

4. Extravagance. 

Tautologiat vain repetition. 
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0 Bingle*soled jest, solely singular for the 
singleness! 

(II, iv, 70) 

Father, what news? What is the prince's doom? 
What sorrow craves acquaintance at my hand 
That I yet know not? 

(Ill, ill, 4*6) 

Macrologlat addition of a superfluous clause. 

1 am not here; 
. • .he's some other where. 

(I, 1, 204-205) 

0 blessed, blessed night! I am afeared. 
Being in night, all this is but a dream, 

(II, 11, 139-140) 

Pleonasmust Needless telling of what is already 
known. 

Serv. Can you read anything you see? 
]̂ om. Ay, if I know the letters and the 

language• 
(I, 11, 61-62) 

jperiar̂ iat Overlabor of words to seem fine and 
eloquent. 

Why, then, 0 brawling love! 0 loving hate! 
0 anything, of nothing first create! 
0 heavy lightness! serious vanity! 
Mis-shapen chaos of well-seeming forms! 
Feather of lead, bright smoke, cold fire, 

sick health! 

(I, 1, 182*186) 

Farelcont addition of a superfluous word. 

holy shrine 
(I, V, 96) 

fair saint ^ ̂  
(II, ii, 61) 

C. Summary. 

Propositiot brief summary of what is to follow. 

A torch for met let wantons light of heart 
Tickle the senseless rushes with their heels. 
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For I am proverb'd with a grandsire phrase; 
I'll be a oandle*holder, and look on. 
The game was ne'er so fair, and I am done. 

(I, iv, 35-39) 

And stay, good nurse, behind the abbey wallt 
Within this hour my man shall be with thee. 
And bring the cords made like a tacklid stair; 
Which to the high top*gallant of my joy 
Must be my convoy in the secret night. 
Farewell; be trusty, and I'll quit thy palnsi 

(II, iv, 199*204) 

Synathroesmufst after giving details, then gathers 
them up in recapitulation. 

Thus with a kiss I die. 
(V, ill, 120) 

EpiphoneBfat epigrammatic summary gathering into a 
pithy statement what has happened. 

This gentleman, the prince's near ally. 
My very friend, hath got his mortal hurt 
In my behalf; ray reputation stain»d 
With Tybalt's slander,—Tybalt, that an hour 
Hath been my kinsman! 0 sweet Juliet, 
Thy beauty hath made me effeminate 
And in my temper soften'd valour's steel! 

(Ill, 1, 114*120) 

Metabasisi telling what has been said (or done) and 
what! is to follow. 

Well, in that hit you misst she'll not be hit. 
With Cupid's arrow; she hath Dian's wit; 
And, in strong proof of chastity well arra'd. 
From love's weak childish bows she lives unharra'd. 
She will not stay the siege of loving terras. 
Nor ope her lap to saint-seducing goldt 
0, she is rich in beauty, only poor. 
That when she dies with beauty dies her store. 

(I, 1, 214-222) 

II. Figures based on difference in elements. 

A. Contrast and paradox. 

Antithesist setting contraries in opposition. 

There is thy gold, worse poison to men's souls. 
Doing more murders in the loathsome world. 
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Than these poor compounds that thcu mayst not sell. 
I sell thea poisoni thou hast sold me none. 

(V, 1, 80*83) 

Synoeciosist seeming incompatibility of terms. 

In sadness, cousin, I do love a womant 

(I, 1, 210) 
0 trespass sweetly urged! 

(I, V, 111) 
And so, good Capulet, 

( I I I , 1, 74) 
Gentle Mercutio, put thy rapier up. 

(Ill, 1, 86) 

Ha, banishment! be merciful, say 'death;' 
(III, Hi, 12) 

0 madman's mercy bade thee run away. 
(V, 111, 67) 

A triumphant grave; 
(V, iii, 83) 

0 true apothecary!« 
Thy drugs are quick 

(V, iii, 119*120) 

Ay, so I fear; the more is my unrest. 
(I, V, 122) 

Ironyt words the implication of which is the opposite 
of their literal meaning. 

Being but heavy, I will bear the light 
(I, iv, 12) 

My dreams presage some joyful news at handi 
(V, i, 2) 

Oxymoron: apparent contradiction of words used to-
— g e t h e r , especially of a noun and its modifier. 

0 loving hate! . . . 0 heavy lightness! serious 
vanity! 

. . . Feather of lead, bright smoke, cold fire, 
sick health! 

Still-waking sleep, 
(I, 1, 182-186) 
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Negative terms; contradiction of corresponding 
positive terms. 

From love's weak childish bow she l ives unharra'd. 
( I , i , 217) 

0, wilt thou leave me so unsatisfied? 
(II, 11, 125) 

Taking the measure of an unmade grave. 

(Ill, Hi, 70) 

B« Irrelevance. 

Heterogeniumi irrelevant answer to what is asked. 

Pink for flower. 

(II, iv, 62) 
One, gentlewoman, that God hath made for himself 

to mar. 
(II, iv, 121) 

How should they, when that wise men have no eyes? 
(Ill, iii, 62) 

Digression; departure from the subject under 
discussion. 

Here's goodly gear! 
(II, iv, 105) 

ApolanesisI evasion of the issue by digressing to 
another. 

Your plalntain-leaf is excellent for that. 
(I, 11, 52) 

Parenthesis! a word, phrase, or sentence inserted 
' Into a statement for explanation or the addition 

of details. 

0. that she knew she were! 
(II, 11, 11) 

Love goes toward love, as schoolboys from their 
books, 

But love from love, toward school with heavy 
looks. 

(II, ii, 157-158) 
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But young Romeo will be older when you found him 
than he was when you sought him 

(II, iv, 124-125) 

which name I tender as dearly as my own, 
(III, 1, 74*75) 

for shame 
(III, 1, 90) 

Tybalt, that an hour hath been my kinsman! 
(Ill, i, 117-118) 

Much raore than deatht 
( I I I , i i i , 14) 

the damned use that word in hell; 
(III, iii, 47) 

Mist-like, 
(III, iii, 73) 

Juliet wills it so. 
(Ill, V, 24) 

And hereabouts he dwells, 
(V, i, 39) 

worse poison to men's souls, 
(V, i, 80) 

I charge thee. 

jealous 

By heaven 

in despite 

(V, iii, 25) 

(V, iii, 33) 

(V, iii, 35) 

(V, iii, 48) 

noble county Paris! 
(V, iii, 75) 

Said he not so? or did I dream it so? 
Or ara I mad, hearing him talk of Juliet, 
To think it wsa so? 

(V, H i , 79-81) 
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C. Ambiguity. 

Ambiguityt signification of more than one meaning. 

How is't, my soul? let's talk; it is not day. 

(Ill, V, 25) 

Antanaclasist a word shifting from one meaning to 
another. 

Ah, word ill urged to one that is so ill! 
(I, i, 209) 

And so bound, I cannot bound a pitch above dull 
woe I 

(I, iv, 21) 

No sudden mean of death, though ne'er so mean 

( III , H i , 45) 

jPuni play on woMs. 

Being but heavy I wi l l bear the l ight . 
(I, iv, 12) 

With nimble solest I have a soul of lead 
(I, iv, 15) 

too sore enpierced with his shaft to soar 
(I, iv, 19-20) 

Thou was never with me for anything when thou 
wast not there for the goose? 

(II, iv, 80) 

I stretch it out for that word 'broad', which 
added 

To the goose, proves thee far and wide a broad 
goose. 

(II, iv, 90-91) 

Asteismust reply in which the answerer catches a 
certain word and throws it back to the first 
speaker with an unexpected twist. 

0 single-soled jest, solely singular for the 
singleness! 

(II, iv, 70) 

D. Confusion of terms. 

Secondum auidt confusion of absolute and qualified 
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statements. 

Here's much to do with hate, but more with love. 
(I, 1, 181) 

then banished, is death mis-termed; calling death 
banishment, 

(III, 111, 20*21) 

Put not another sin upon my head. 
By urging me to furyt 0, be gone! 
By heaven, I love thee better than myselft 

(V, iii, 62^64) 

III. Logical reasoning or ordering of ideas. 

A. Reasoning. 

Syllogistic reasoninp;t a pattern of reasoning whose 
major and minor jpremlses make the conclusion 
inevitable. 

I ara not for this ambling; 
Being but heavy, I will bear the light» 

(I, iv, 11-12) 

Rom. If I profane with my unworthiest hand 
"HiTs holy shrine, the gentle fine is thist 
My lips, two blushing pilgrims, ready stand 
To smooth that rough touch with a tender kiss. 
Jul. Good pilgrim, you do wrong your hand too 

much. 
Which mannerly devotion shows in this; 
For saints have hands that pilgrims' hands do 

touch. 
And palm to palm is holy palmers' kiss. 
Eom. Have not saints lips, and holy palmers too? 
Tul. Ay, pilgrim, lips that they must use in 

prayer. 
Rom. 0, then, dear saint, let lips do what hands 

do; 
They pray, grant thou, lest faith turn to despair. 
Jul. Saints do not move, though grant for prayers' 

Rom. Then move not, while my prayer's effect I 
take. 

Thus from my lips, by yours, my sin is purged. 
(I, V, 95-109) 

See, how she leans her cheek upon her hand! 
0, that I were a glove upon that hand. 
That I might touch that cheek! 

(II, ii, 23-25) 
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Per stony limits cannot hold love out, 
And what love can do that dares love attempt; 
Therefore thy kinsmen are no let to me. 

(II, 11, 67-69) 

There is no world without Verona walls. 
But purgatory, torture, hell itself. 
Hence-banished is banish'd from the world. 
And world's exile is deatht then banished. 
Is death mis-terra'd; calling death banishment, 

(III, 111, 17i»21) 

Thou canst not speak of that thou dost not feelt 
Were thou as young as I, Juliet thy love. 
An hour but married^ Tybalt murdered. 
Doting like me and like me banished. 
Then mightst thou speak, then mightst thou tear 

thy hair. 
And fidl upon the ground, as I do now. 
Taking the measure of an unmade grave. 

(Ill, ill, 64*70) 

Why art thou yet so fair? shall I believe 
That unsubstantial death is amorous, 
And that the lean abhorred monster keeps 
Thee here in dark to be his paramour? 
For fear of that, I still will stay with thee; 

(V, ill, 102-106) 

Dielunotive syllogismt a proposition expressing 
alternatives. 

Either thou, or I, or both, must go with him. 
(Ill, 1, 134) 

Enthymet syllogistic reasoning in which only two of 
— t h r e e propositions are stated but the third is 

implied. 

Villain am I none; Therefore farewell; I see 
thou know'st me not. 

(Ill, 1, 67-68) 

Aetiologiat syllogistic reasoning in which the con-
elusion is stated first and then followed by a 
major or a minor premise. 

'Tis the way 
To call hers exquisite, in question moret 
These happy masks that kiss fair ladies' brows 
Being black put us in mind they hide the fairt 
He that is struoken blind cannot forget 
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The precious treasure of his eyesight lostt 
^ow me a mistress that is passing fair; 
What doth her beauty serve, but as a note 
Where I may read who pass'd that passing fair? 

(I, 1, 235*244) 

Soritast a chain of reasoning which constitutes a 
series of abridged syllogisms. 

The world is not thy friend nor the world's law; 
The world affcâ ds no law to make thee rich; 
Then be not poor, but break it, and take this. 

(V, i, 72-74) 

Antecedent and consequentt hypothetical proposition. 

Either thou or I, or both, must go with him# 

(III, i, 134) 
But that a joy past joy calls out on me. 
It were a grief; so brief to part with theet 

(III, iii, 173*174) 

Metaleosist attributing of a pi^sent effect to a 
remote cause. 

By love, who first did prompt me to inquire; 

(II, ii, 80) 

B. Ordering of ideas. 

Diaresist division of genus into species. 
0 sweet Juliet, Thy beauty hath made me effeminate 
And in my temper soften'd valour's steel! 

(Ill, 1, 118-120) 

Partitlent division of the whole into parts. 

There is no world without Verona walls. 
But purgatory, torture, hell itself. 

(Ill, iii, 17-18) 

Being a divine, a ghostly confessor, 
A sin*absolver, and my friend profess'd, 

(III, iii, 49-50) 

Auxesist advancing from less to greater by arranging 
words or clauses in a sequence of increasing force. 

Is love a tender thing? is it too rough. 
Too rude, too boisterous, and it pricks like thorn. 

(I, iv, 25*26) 
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When and where and how we met, we woo'd and made 
exchange of vow, 

(II, H i , 61.62) 

Moî e light; more dark and dark our woes! 
(Ill, iv, 36) 

IV. Argument or persuasion. 

A, Appeal to authority. 

Ai>odlxijt argument grounded on the experiences of 
many. 

There is thy gold, worse poison to men's souls, 
Doing more murders in this loathsome world, 
Than these poor compounds that thou mayst not 

sell. 
(V, 1, 80*82) 

How oft when men are at the point of death 
Have they been merry! which their keepers 
Call a lightning before deatht 

(V, Hi, 88*90) 

Martyrlat confirming a question by one's own exper-
ience. 

She will not stay the siege of loving terms. 
Nor bide the encounter of assailing eyes. 
Nor ope her lap to saint-seducing gold. 

(I, i, 218-220) 

Is love a tender thing? it is too rough. 
Too mide, too boisterous, and it pribks like thorn. 

(I, iv, 25*26) 

A gentleman, nurse, that loves to hear himself 
talk. 

And will speak more in a minute than he will stand 
to in a month. 

(II, iv, 156*157) 

Ah me! how sweet is love itself possess'd, 
When but love's shadows are so rich in joy! 

(V, i, 10-11) 

Proverbt a brief epigrammatic saying having its 
origin in folk or oral tradition. 

In bed asleep, while they do dream things true. 
(I, iv, 53) 
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0 mischief, thou art swift to enter in the thoughts 
of desperate men! 

(V, i, 36-37) 

Diatyposist figure whereby one commends to another 
certain rules. 

It helps, it prevails nott talk no more. 
(Ill, iii, 60) 

Ethost persuasion exerted upon the rainds and hearts 
of the audience by the personal character of the 
speaker, causing them to believe in his sincerity, 
his truth, his ability, his good will toward thera. 

Did my heart love till now? forswear it, sight! 
For J ne'er saw true beauty till this night. 

(I, V, 5^^55) 

B. Appeals to emotion. 

Paradiastolet flattery or soothing words. 

If I profane with my unworthiest hand 
This holy shrine, the gentle fine is this: 
My lips, two blushing pilgrims, ready stand 
To smooth that rough touch with a tender kiss. 
. . . 0, then, dear saint. . . 

(I, V, 95-98 and 105) 

By love, who first did prompt me to inquire; 
He lent me counsel and I lent him eyes. 
1 ara no pilot; yet wert thou as far 
As that vast shore wash'd with the farthest sea; 
I would adventure for such raerchandise. 

(II, ii, 80-84) 

Exusciatatiot one deeply moved by emotion shows it 
in his utterance and stirs his hearers to a like 
feeling. 

Alive, in triumph! and Mercutio slain! 
Away to heaven, respective lenity, 
And fire-eyed fury be my conduct now! 

(Ill, 1, 127-129) 

0, I am fortune's fool! 
(Ill, 1, 141) 

Ha, banishment! be merciful, say 'death;' 
(III, iii, 12) 
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0 friar, the damned use that word in hell: 
(III, ill, 47) 

0, tell me, friar, tell me 
In what vile part of this anatomy 
Doth my name lodge? tell me that I may sack 
The hateful mansion. 

(Ill, Hi, 105-108) 

More light and light; more dark and dark our woes! 
(Ill, V, 36) 

Is it even so? then I defy you, stars! 
(V, 1, 24) 

Eyes, look your last! 
Arms, take your last embrace! and lips, 0 you 
The doors of breath, seal with a righteous kiss 
A dateless bargain to engrossing death. 

(V, ill, 111-114) 

Diesist vehement supplication. 

Peace, peace, Mercutio, peace! 
Thou talk'st of nothing. 

(I, Iv, 95-96) 

And so, good Capulet,**which name I tender 
As dearly as my own,—be satisfied. 

(Ill, 1, 74-75) 

Hold, Tybalt! good Mercutio! 
(Ill, i, 93) 

0, be gone! 

(V, iii, 63) 

Optatiot ardent wish or prayer. 

0, that she knew she were! 
(II, 11, 11) 

Protrope; persuasion by joining promises, threats, 
and commands with mighty reasons. 

But if thou, jealous, dost return to pry 
In what I further shall intend to do. 
By heaven, I will tear thee joint by joint 
And strew this hungry churchyard with thy limbst 
The time and my intents are savage-wild. 
More fierce and more inexorable far 



91 

. . Than empty tigers or the roaring sea. 
So Shalt thou show me friendship. 

(V, 111, 33^41) 

C. Types of argument. 

Anthypophorat asking and answering one's own ques-
tions. 

Is she a Capulet? 
0 dear account! my life in my foe's debt. 

(I, V, 119*120) 

With Rosaline, my ghostly father? no; 
(II, Hi, 45) 

Ay, nurse; what of that? both with an H. 
(II, iv, 221) 

Is it even so? then I defy you, stars! 
(V, i, 24) 

What said my man, when my betossed soul 
Did not attend him as we rode? I think 
He told me Paris should have married Juliett 

(V, iii, 78) 

Metastasist turning back of an objection against him 
who made it. 

Mer. That dreamers often lie. 
lom. In bed asleep, while they do dream things 

true. 
(I, iv, 52-53) 

1 pray thee, chide nott she whom I love now 
Doth grace for grace and love for love allow; 
The other did not so. 

(II, iii, 86-88) 

Ha, banishment! be merciful, say 'death;' 
(III, iii, 12) 

There is no world without Verona Walls, 
(III, iii, 17) 

I pay thy poverty, and not thy will. 

V. Structure of the language 

A. Word order. 
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1. Parcdlel construction*-balanced style. 

Parisent clauses or phrases of equal length and 
usually of equal structure. 

He lent me counsel and I lent him eyes. 
(II, 11, 81) 

It helps not, it prevails nott 
(III, Hi, 60) 

I must be gone and live, or stay and die. 
(Ill, V, 11) 

More light and light, more dark and dark our 
woes! 

(Ill, V, 36) 

Beauty's ensign yet is crimson in thy lips 
and in thy cheeks, 

(V, iii, 94*95 

Stichomythyt dialogue in alternating, tightly-
llnked lines. 

Ben. Good morrow, cousin. 
15om. Is the day so young? 
Ben. But new struck mine. 
"Sora. Aye rae! Sad hours seem long. 
Vaa that my father that went hence so fast? 
Ben. It was. What sadness lengthens Romeo's 

hours? 
Rom. Not having that, which, having makes 

them short. 
Ben. In love? 
liom. Out— 

• Ben. Of love 
Biom. Out of her favour, where I ara in love, 

(I, i, 164-174) 

Rom. Your plaintain-leaf is excellent for 
••'•"'" - K h a t 

Ben. For *riiat, I pray thee? 
B ^ . For your broken shin. 
Ben. Why, Romeo, art thou mad? 

(I, ii, 52-55) 

Serv. up 
^om. Whither? 
Berv. So supper; to our house. 
BomT Whose house? 
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Serv. My master's. 
ftom. Indeed, I should have asked you that 
'"""**' before. 

(I, 1, 76-81) 

Horn. Thou chld'st me oft for loving Rosaline. 
Frl. L. For doting, not for loving, pupil 

mine. 
Rom. And bad'at me bury love. 
^rit L. Not in a grave, to lay one in, an

other out to have. 
(II, Hi, 81-85) 

Rom. Meaning, to court'sy. 
Her. Thou hast most kindly hit it. 
Bgm. A most courteous exposition. 
Ber. Nay, I am the very pink of courtesy. 
Rom. Pink for flower. 
her. Bight. 
Rom. Why, then is ray pump well flowered. 

(II, iv, 58*64f) 

Hypozeuxist providing every verb in a series 
vritii its own subject and predicate. 

Tut, I have lost myself; I am not here; 
This is not Romeo, he's sorae other where. 

(I, i, 203-204) 

I take thee at thy wordt 
Call me but love, and I'll be new baptizedt 
Henceforth I never will be Romeo 

(II, 11, 49-51) 

But Romeo may not; he is banished: 
Flies may do this, but I from this must flyt 
They are free men, but I am banishedt 

(III, iii, 40-42) 

Spakest thou of Juliet?, how is it with her? 
Doth she not think me an old murderer, 
Now I have stain'd the childhood of our joy 
With blood removed but little from her own? 
Where is she? and how doth she? and what says 
My conceal'd lady to our cancell'd love? 

(Ill, iii, 93-98) 

Diazeujgmat one subject with many verbs. 

Love is a smoke raised with the fume of sighs; 
Being purged, a fire sparkling in lovers' 

eyes; 
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Being vex'd, a sea nourlsh'd with lovers' 
tearst 

(I, 1, 196.198) 

She will not stay the siege of loving terms. 
Nor bide the encounter of assailing eyes, 
Nor ope her lap to saint-seducing gold: 

(I, i, 218-220) 

Unless philosophy can make a Juliet, 
Displant a town, reverse a prince's doom 

(III, iii, 58-59) 

Thou know'st my lodging: get me ink and paper. 
And hire post-horses; 

(V, 1, 25-26) 

BrachyloRlat omission of conjunctions between 
words or clauses. 

Not raad, but bound more than a madman is; 
Shut up in prison, kept without food, 
Whipp'd and tormented and— 

(I, ii, 56-58) 

Sleep dwell upon thine eyes, peace in thy 
breast! 

Would I were sleep and peace, so sweet to 
rest! 

(II, ii, 187-188) 

Wert thou as young as I, Juliet thy love. 
An hour but married, Tybalt murdered. 
Doting like rae and like me banished, 

(III, iii, 65-67) 

2. Inverted or unusual word order. 

H4rmus: periodic sentence. 

From love's weak childish bow she lives un
harra'd. 

(I, i, 217) 

Anastrophe: unusual word order. 

This love feel I, 
(I, 1, 187) 

ready stand 
(I, V, 97) 
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That I yet know not? 
(Ill, Hi, 5) 

3« Grammatical or syntactical Incongruity. 

erat substitution of one part of speech for 
another. 

an unmade grave. 
(Ill, iii, 70) 

Ellipsist omission of words easily understood. 

In bed asleep, while they do dream things 
true. 

(If IV, 53-54) 

Aposiooesist sudden breaking off of speech. 

Out— 

(I, 1. 172) 
I protest unto thee— 

(II, iv, 183) 

And so, good Capulet,—which name I tender 
as dearly as my own,— 

(III, i, 74-75) 

With Tybalt's slander,-^Tybalt, 
(III, i, 117) 

I do remember an apothecary,—and hereabouts 
he dwells,— 

(V, i, 37-38) 

B. Diction. 

1. Qualifying words. 

Epithett a significant appellation (narae-calling). 

dear saint 
(I, V, 105 and II, ii, 55) 

bright angel 
(II, 11, 26) 

fair saint 
(II, ii, 61) 
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My dear? 
(II, 11, 167) 

My ghostly father? 
(II, iii, 45) 

blessed man 
(II, Hi, 53) 

good Mercutio 
(II, iv, 52) 

good nurse 
(II, iv, 199) 

my dear nurse 
(II, iv, 207) 

good Capulet 
(III, 1, 74) 

Gentle Mercutio 
(III, 1, 87) 

good Mercutio 
(III, 1, 93) 

0, I am fortune's fool! 
(Ill, 1, 141) 

dear Juliet 
(V, Hi, 101) 

noble county Paris! 
(V, iii, 75) 

0 true apothecary! 
(V, iii, 119) 

Tapinosist use of a base word to diminish the 
dignity of a person or thing. 

Tyb. thou art a villain. 
llom. villain am I none; 

(III, i, 64 and 67) 

AischrolOjgiat use of foul speech. 

more courtship lives in carrion-flies than 
Homeot 

(III, iii, 34-35) 
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0 friar, the damned use that word in hell; 
Howlings attend itt 

(III, iii, 47*48) 

2. Description. 

Horismust telling what a thing is and what it 
18 not. 

A thousand times the worse, to want thy light. 
Love goes toward love, as schoolboys from 

their books. 
But love frora love, toward school with heavy 

books. 
(Ill, ii, 156-158) 

There is thy gold, worse poison to raen's souls. 
Doing more murders in this loathsome world. 
Than these poor compounds that thou mayst 

not sell. 
1 sell thee poison; thou hast sold me none. 

(V, i, 80*83) 

Chronographla: description of time. 

This day's black fate on moe days doth depend; 
This but begins the woe others must end. 

(II, 1, 124-125) 

3. Suggestive expression. 

Periphrasis: use of a descriptive phrase for a 
noun. 

Then plainly know my heart's dear love is set 
On the fair daughter of rich Capulet: 

(II, iii, 57-58) 

Night's candles are burnt out, 
(III, V, 9) 

Thou detestable maw, thou womb of death, 

(V, iii, 45) 

Epergesist appositive. 

My lips, two blushing pilgrims, 
(I, V, 97) 

This gentoeman, the prince's near ally, 
(III, i, 114) 
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Being a divine, a ghostly confessor, 
(III, Hi, 49) 

Thou detestable maw, thou womb of death, 
(V, 111, 45) 

C. Orthography. 

Aphaeraaist subtracting a syllable from the beginning 
of a word. 

•Tis (I, 1, 235) 

'tis (I, iv, 45) 
(II, 11, 14) 
(III, H i , 29) 
(III, V, 20) 

Apocopet omission of the last syllable of a word. 

my dear hap to tell. 
(II, 11, 190) 

Syncope t removal of a letter of a syllable from the 
middle of a word* 

vex'd . . . nourlsh'd 
(I, 1, 198) 

arm'd (I, i, 216) 

unharra'd (I, i, 217) 

pass'd (I, i, 242) 

Whipp'd (I, 11, 58) 

drown'd (I, 11, 95) 

proverb'd (I, iv, 37) 

dream'd (I, iv, 49) 

talk'st (I, iv, 96) 

o'er (I, V, 51) 

ne'er (I, v, 53) 

o'er (II, 11, 27) 

o'erperch (II, 11, 66) 
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wash 'd 

woo'd 

chid'St 

bad'St 

court'sy 

say•st 

know'st 

stain'd 

soften'd 

banish'd 

mis-term'd 

cutt'st 

mix'd 

profess'd 

stain*d 

cancell'd 

ta'ed 

unaccustom'd 

possess'd 

know'st 

stuff'd 

scatter*d 

whatever « . . hear'st 
[V, iii, 26) 

daughter'd 

arm'd 

II, 11, 83) 

II, Hi, 62) 

II, Hi, 81) 

II, iii, 83) 

II, iv, 58) 

II, iv, 207) 

III, i, 68) 

III, i, 116) 

III, i, 120) 

III, Hi, 19) 

III, 111, 21) 

III, iii, 22) 

III, iii, 44) 

III, iii, 50) 

III, iii, 95) 

III, iii, 98) 

III, V, 17) 

V, i, 4) 

V, 1, 10) 

V, 1, 25) 

V, i, 43) 

V, i, 48) 

V, iii, 84) 

V, iii, 65) 
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suck'd (V, iii, 92) 

conquer'd (V, H i , 94) 

Synaloephat eliding one vowel at the juncture of two 

Is't (III, V, 25) 

D. Exclamationst 

Ogths, Vows. Pledges. 

Forswear it, sight! For I ne^er saw true beauty 
till this night. 

(I, V, 54-55) 

Well, Juliet, I will be with thee tonight 
(V, i, 35) 

But if thou, jealous, dost return to pry 
In what I further shall intend to do. 
By heaven, I will tear thee joint by joint 
And strew this hungry churchyaard with thy limbst 

(V, iii, 33-36) 

Eustathiat a pledge of constancy. 

When the devout religion of mine eye 
Maintains such falsehood, then turn tears to 

fires, 
(I, ii, 93-94) 

Encomiumt high praise of a person or thing by tell-
ing the inherent qualities or adjuncts. 

Ah me! how sweet is love itself possess'd. 
When but love's shadows are so rich in joy! 

(V, 1, 10-11) 

Paraenesist warning of impending evil. 

And we mean well in going to this mask; 
But 'tis no wit to go. 

(I, iv, 47-48) 

I fear, too early: for ray mind raisgives 
Sorae consequence yet hanging in the stars 
Shall bitterly begin this fearful date 
With this night's revels and expire the tenn 
Of a despised life closed in ray breast 
By sorae vile forfeit of untiraely death. 

(I, iv, 106.111) 
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This day's black fate on moe days doth depend; 
This but begins the woe others raust end. 

(Ill, 1, 124-125) 

Pae_anisrau3: exuberance of joy. 

It cannot countervail the exchange of joy 
That one short minute gives rae in her sight: 
Do thou but close our hands with holy words. 
Then love-devouring death do what he dare; 
It is enough I raay but call her mine. 

(Ill, vi, 4-8) 



APPENDIX Bt SONNETS IN BOMEO AND JULIET 

Sonnets: A lyric poem of fourteen lines, highly arbitrary 
in form, and following one or another of several set of 
rime conventions.! 

Two households, both alike in dignity, 
In fair Verona, where we lay our scene, 
From ancient grudge break to new mutiny. 
Where civil blood makes civil hands unclean. 
From forth the fatal loins of these two foes 
A pair of star-cross»d lovers take their life; 
Whose misadventured piteous overthrows 
Do with their death bury their parents' strife. 
The fearful passage of their death-mark'd love. 
And the continuance of their pai^nt's rage. 
Which, but their children's end, nought could remove, 
Is now the two hours' traffic of our stage; 
The which if you with patient ears attend. 
What here shall miss, our toil shall strive to mend. 

(Prologue I) 

Alas, that love, whose view is muffled still. 
Should, without eyes, see pathways to his will! 

Why, then, 0 brawling love! 0 loving hate! 
0 any thing, of nothing first create! 
0 heavy lightness! serious vanity! 
Mis-shapen chaos of well-seeming forms! 
Feather of lead, bright smoke, cold fire, sick health! 
Still-waking sleep, that is not what it is! 
This love feel I, that feel no love in this. 

Love is a sraoke raised with the fume of sighs; 
Being purged, a fire sparkling in lovers' eyes; 
Being vex'd, a sea nourlsh'd with lovers' tears; 
What is it else? a madness raost discreet, 
A choking gall and a preserving sweet. ^ ^„ ^ ^ . 

(I, i, 177-178, 182-188, 196-200) 

^William Flint Thrall, Addison Hibbard, and C. Hugh 

1961)•'? 
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Holman, A Handbook ̂ o Literature (New York, The Odyssey Press, 
T 465. 
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Rom» If I profane with my unworthiest hand 
This holy shrine, the gentle fine is thist 
My lips, two blushing pilgrims, ready stand 
To smooth that rough touch with a tender kiss. 
Jul. Good pilgrim, you do wrong your hand too much, 
Which mannerly devotion shows in this; 
For saints have hands that pilgrims' hands do touch 
And palm to palm is holy palmers' kiss. 
Rom* Have not saints lips, and holy palmers too? 

Ay, pilgrim, lips that they raust use in prayer, 
0, then, dear saint, let lips do what hands do; 

pray, grant thou, lest faith turn to despair. 
Saints do not move, though grant for prayers sake 
Then move not, while my prayer's effect I take. 

(I, V, 95-108) 

Now old desire doth in his death-bed lie. 
And young affection gapes to be his heir; 
That fair for which love groan'd for and would die. 
With tender Juliet match»d, is now not fair. 
Now Bomeo is beloved and loves again. 
Alike bewitched by the charm of looks. 
But to his foe supposed he must complain. 
And she steal love's sweet bait from fearful hookst 
Being held a foe, he may not have access 
To breath such vows as lovers use to swear; 
And she as much in love, her means much less 
To meet her new-beloved any where; 
But passion lends thera power, times means, to meet. 
Tempering extremities with extreme sweet. 

(Prologue II) 




