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x4 ZAET7TD [V v bH#E] (Shakespeare’s The Sonnets, 1609) i3,
ZORFROY 2y P BEEEORBEEEIOIRKOTELEEAL S, L A K
DZ DI0BHRMD B B, LTS, ZO—MOFFEETFESR LI
ZOHERLIETH A, hEFEHFHE—D [LEIOF] (FHH,12) D
FC [BE2EDO—HIZ/ZE Z KD 2] “Shall I compare thee to a summer’s
day?” THEE 2 [V vy bE] D No 18 IZZ L THE-> K, EEED
BWEOHEM I EEHELERLIrEEL EBRAIICE LGNNI 525D
BEHICH A TWad, 20 No18idk, EIMOH TmEFHELY Ly bD—
DTHD, YA ZATHRABEBROY A 7L EERHDYE HED
—DTCThHb, VA7 AETD [V xy ME] X, ¥ F=— (Sir Philip
Sidney) @ [T Z bua 7 )bl 25 T (Astorophel and Stella, 1591) A X
¥ % — (Edmund Spenser) ® [7EV v 7 4 ] (Amorerti, 1594) T HiZ, T
) FRAFCHT LB EER Y oy P O—DTH B, Z 22k, oDk
BuaHE, 2ZI254 058V 1y MEDRKAWEX, ZhoBEkL T
fED T PEERR L EDOREEHE T, N VIFHEOEHATICH T
SNh7-Hi¥ (No.l-126) Tk, BOEHDORNENP LTI AL HZHNUT
HoHrLnHIEE, B A (dark lady) I2HTHR7=2%F (No.127-152) T
2. NE, RELBIZ, FAOFEANDELEBEBOHZELEA TS (&
J11, 185) « £ L THHBED MDD No.153 & No.154 i1,¥ ) v 7O O HH
REeoTnd, 2OV A 22ET7D [V v FE] DWW D0DEHRE
& [#HTBLEE] (New Criticism) DFEELIK. Z OB ERHE DKL 5D
WHRELZD, HELWEENY 4 U7 4L - 27 Y (William Empson) 5
IZE->TIrTphda k37,



The emergence of New Criticism in the 1930s was fortunate for admirers
of Shakespeare’s Sonnets, for it opened up techniques of ‘close
reading’which were on principle decontextualized, thus prohibiting
biographical reference. This approach, too, has been illuminating,
especially in the hands of William Empson and his followers.

(Duncan-Jones, 83)

SEhh, LYY ORI AERD ., LEEY 24 2 28 T7%ED
BPEAZEF X vy, 1984412, T E 4 F - ¥U — (David Pirie) 12 & - CTHite
SNz [ 24 2 A7) (Essays on Shakespeare, 1986) % LT, 1996
FAZIEX TP 3V - 2vy 7 x5 (John Haffenden) IZ X BfFED [Ux U=
DR X ] (The Strength of Shakespeare’s Shrew, 1996) 756 &b 5 X 12,
WDY =2 A2 AETICHT A0 E BfRVENE, =0TV v
RO ETE X [V x4 27 2875 ODEBOKEIZHEZXS BT
Wz, THhOA, JIDZ 35723 24 7 A TOGHOPIZIE., s -5
T2 7 v DOREE ST (imagination) 23d B WA XD, Kawk [V 2 v
ME] OARIZERE L. TEEBRO-LDDM]| (Seven Types of Ambiguity, 1930)
DEEIZDBY 242287 [V Xy b OFEIZOWTHEEZLY T
YOBEIL 572 & U CAIZWER— S,

4FTREL, TV TV VO —BEX/ICLE [BEOLDO>OR] 1
RRXEZEMEFTFOR LN LOEEDO DL k-7, ZhiE, =TV UD
YRY AT - T /)y AF— (Jacob Bronowski) DEETH 72725
27, [BEROLOOH] BEZFZRICKIALFDONATLTHDEEED
N5, Ny 7T VREBERTHSE LI

Most contemporary critics admired the intellectual ingenuity and agility of
the book, along with its capriciousness and an impiety that were yet

disconcerting. (Empson; 2003, 3)



SELYTY VORBIETGE TSI LA LD, ZOERETZ YT YUY
@‘%%@KE%&HO%hiTO@:%®kﬁ&&ﬁéh1%té®%
HATEHOFELELNE UTHRO, BHEEZLOORIZHEHT 5, K
@t0®ﬂi%%té@#%@%ﬁé@«&%ﬁbfwéi#@?&<\

SIZ—MRANICFHE» T DWER/NE RO XD KREZEDONLFE
ﬁ@‘% (Hyman, 274) . TV 7V D05 EB> &k, —D0DEEDH 5
X —DDOEME PR A XD BFEN A RICEBWT OUL@ ey
LT2HETHD (WA 88) . 2%, —DORBUIINTEE>A5=27 >
2 THD, FOBEDZDOEKRTD HEBE> IZZZ55D0FEL IR HHD/=
CalE, 12), 72 [BEROLODORE] OERIZH D - DDOFEKRKHE % .
ORI THS 1A - 1) F v —2X (Ivor Armstrong Richards) (ZH S T 5,
F9—2, FLREBEEINIEROFETH L EVIHIETHD. &9
—2E FHOBEREBABBEROMOBEMEER U X5 IZHHORNRTHD S
HEELZBRTHDE, [BBHROLOOA] OEFHENIZIEAL [BKROE
k] (The Meaning of Meaning, 1923) 0 WS’C%E&B%@@}EJ (Principles of
therary Criticism, 1924) D) F v+ — XIZH->728 D Th % & THE, ZhhH

PEITHTIEF B DY i/i’fﬁ%lﬁ?iﬁ@“(“iﬁéo VA AT
EBEY DRKERTH-H> T, THRIEFHDOEMEZMR e DI EMEXIZK S
EDEINE, TIPELV T VOERIZY 24 227D ANET
L VEHENEREIhSE, TV TV E YA 2 A TDO—TEY A Y
2T EFEEEFBEMIHERIILALS [V 24 2 A7 OFERICIEFIC
2D LEFRAL DD, HOMDEROMOEFN BN 2ITEHFICE D
%] (Hyman, 274) IZEHET5DTh 5,

ZZTNo35 licdiFCAh D, K¥EL, TV TV VDY 7R
7 [V Ay ] OFHD TERRO-EOOR], [HEROFEZER] O " D>D1fE
TIZEHP L TVBIZE 25T, Nodsh/Z—D20fst e LT [HAEE
DIEIE]  (The Structure of Complex Words, 1951) M 13E  “Sense in Measure
for Measure” (Z5IH XT3,



No.35

No more be grieved at that which thou hast done:
Roses have thorns, and silver fountains mud,
Clouds and eclipses stain both moon and sun,
And loathsome canker lives in sweetest bud.
All men make faults, and even I in this,
Authorising thy trespass with compare,
Myself corrupting salving thy amiss,
Excusing thy sins more than their sins are;
For to thy sensual fault I bring in sense—
Thy adverse party is thy advocate—
And ’gainst myself a lawful plea commence:
Such civil war is in my love and hate

That I an accessary needs must be

To that sweet thief which sourly robs from me.

(Evans, 50)

9. BABR S &a2FLODIIKLEZE L,
ERICEWAH 5L, BHERIZBTROEYH 5,
ZRHRPAE»To¥5L, HEVHRE DS,
CEESFELVWEIZL, BEDLVRIZVZATNS,
ANZZENLEBEEB2»T D, ZOFBZ 57,
XADFEEIENEFEL ERTIEY EITALED LRD,
XHADBLEE VDL B THASEEE XL,
ZFADREIELILBLATHZI LW DENL,
ZTDS A, BADBEBRDFEEZT 2DITHH T,
ZDEADME XBDFRENATZTHIT,
MEEABEFIZ, BIIDS L STERRAERBZ T LE DA,
MOFLELUALI S WVHSHERBIZH 5L D215,



o T EB-NE 59X LG AWLIUL,
T ZOHIEFIZ L ST s ik, (&R, 52-3)

T viE, “sense” 2 [RUTIIR %] (Measure for Measure) DE L I
HEE (crux) THh B EHHEFL Tyd, “sense” (7 H) %785 EHFRERE 25 A
WA T (Isabella) BEIS BEIZ. A 5> THD “sense” (EEE) 2R L T
b5, TV VEN3SIZHKITD “sense” DFENINEFEITTHZ &
LML, WTHD T bring in sense’ IZDWTCRD K D oMz lA
2o

“I bring in reason, arguments to justify it” or “I bring in feelings about it,
feel it more important than it really was (and therefore excuse it more
than it needs) ” or “I bring extra sensuality to it ; I enjoy thinking about it
and making arguments to defend it, so that my sensuality sympathises

with yours”. (Empson; 1989, 272-3)

O.ED.% A% L. “sense” DREIRAIOMIHL LIZEDITZ2, =V TV
2&kBE, A ERLIDY Xy MIZIE “sensuousness,  sensuality,’
“sensitivity,” “sensationality’ DEBRNEFEFN TS & 1v5, Oxford
Shakespeare (2002) DFEiL, L TFDO XS IZh > T 5,

‘Sense’ means ‘the rational faculties’ (OED, 10b), but its usage here is
deliberately contaminated by ‘The faculties of corporeal sensation
considered as channels for gratifying the desire for pleasure and the lusts

of the flesh (OED, 4a). (Burrow, 450)
7 v =— -2 [ (Anthony Hecht) {Z¥ YT %, The New Cambridge
Shakespeare DJFaa D T, ZDHITH P No3SOPKTH D, MRIZEAT

W 547 Td % (The ninth line is pivotal and richly suggestive.) L f&fE L. T



7D “sense’ DfFERAFHWS,

William Empson has described it as containing at least three possible lines
of thought : (1) ‘I bring in reason, arguments to justify [your sensual
fault]” ; (2) ‘I bring in feelings about it, feel it more important than it
really was ( and therefore excuse it more than it needs)’ ; (3) ‘I Bring
extra sensuality to it ; I enjoy thinking about it and making arguments to
defend it, so that my sensuality sympathizes with yours.’

(Evans, 4)

IV IZEBWT, EEREL L VWITFEOT THTDEZZRRELT
W EE, HAVIEEIBTOBSE2EE U TOIZEOEARTOE
WE D, BRICEEINSERE KBEER> O [H Lo 58, Y=
A2 AETHMEEAFTINEH TS E LT, [JRIZIER%2] 2#5/HLT
W3,

Our Natures do pursue,
Like Rats that ravyn downe their proper Bane

A thirsty evil, and when drinke we die. (1. ii. 120-122)

IO 2 4 7 2T R R L-E#E A 5X4 I (Jonathan
Bate) {&. TV 7V VD IZDIERE ST K 2 [RIZIER%] O X
A VT =7 ThHHRERKRE, [FHADAEDWETH % L RIFFIZEDIER
ARG I L AAEEIZT 5] (Ambiguity makes it possible for us to regard
sexual desire, the chief matter of Measure for Measure, as simultaneously our

Aol

source of life and our poisonous well.) &ihX, ZZTD “sense” & RILD
“sensuality” THBELIMF L T35,

An entire new reading of the play is spun from the thread of the word



‘sense’. In the first act, Lucio tells Isabella that Angelo has no sexual

appetite, that he is (Bate, 305)

A man whose blood
Is very snow-broth; on who never feels
The wanton stings and motions of the sense,
But doth rebate and blunt his natural edge
With profits of the mind, study, and fast. (1. iv., 56-60)

ZFL T, N V-~V FJ— (Helen Vendler) & “sense” % “reason’ & fiRfR
L, Vav-F—=s3=-9 4 )Y Y (John Dover Wilson) {(ZHBWTERUCR
fRCTH 5,

Here immediately after the opposition of the grater sin of reason (sense) to
the lesser sin of the flesh (sensual faulr), with the usual theological
implication of the greater seriousness of the sins of the mind, Shakespeare

introduces the metaphor of the lawsuit. (Vendler, 188)

LYV E £72NoBEBICH T, VI v+t O—fT ORISR -
FE SR RN & SCER S RORAEZ TS No.71 2 5No. 741223 T, B <
[FE] &F 7 4 ¥ (Ovid) Wi [HiInDME] S8 U725 2% 5, e
EEH S No. 73, FEHRDE V2B 5 No.71. No.72. No.74. LT E{RiC
MIZFEADFHEDFCHE 255 5 HkFEPX ARBROATRICEEL TS
WOEXDZH, ZONoBIFENDEREFHK-72EDTH D, T L TXHN
EENEZ L TEHEVERINOIEIHEOXhE ZDRIZH 5 F LT X A
(narcissism) 2R BIZHIGE T D, F—1N—- T4 NV VIZKBE
No.73 1%, BUE 5 IENDE (thoughts of approaching death) TH V. & »
H5IEE TOANBDORAKRDE % BRDE» LA NDEIFIA 72 DTH
% (likening the body’s changes from birth to death with the changes in nature



from spring to winter, ....) o L2 LT =T VIRV =4 2 2T [V % v bEE]
(Shakespeare’s Sonnets [The Arden Shakespeare 34ed.], 1997) 12 X4k No.73
2., HEPFADERA —EHOFRROA X -V (RF) 2@ L T L,
EEIR > THOFE DT TND, H2VRADTEINEY Ry M TH
A & FEER DT Ty B (This sonnet explores the young man’s perception of the
poet’s decrepitude through a series of images of decay, concluding that this

strengthens, or should strengthen, his love.) o

No.73

That time of year thou mayst in me behold

When yellow leaves, or none, or few, do hang

Upon those boughs which shake against the cold,

Bare ruined choirs, where late the sweet birds sang.

In me thou seest the twilight of such day

As after sunset fadeth in the west,

Which by and by black night doth take away,

Death’s second self, that seals up all in rest.

In me thou seest the glowing of such fire

That on the ashes of his youth doth lie,

As the death-bed whereon it must expire,

Consumed with that which it was nourished by.
This thou perceiv’st, which makes thy love more strong,
To love that well, which thou must leave ere long.

(Evans, 69)
ELDBRD 5D & DIE—FDHDFEM,

EZRIZBEODL KOFELSENANWEREHE D L.,
BoTEH ., =, £TAFTTIRELEHNELL S 720,



WEid, BO, 5 BB L 5 D 13T b DEH,
FD 2 & BDR B S DRV ENED HHUE,
HavkAa, WOZeE7-%hh, EIEREDE A
FTRTEMRICEHC ZD TR bEBFEDFHEH
RPWMTHLTLED, YEIDK
FADLEPIZEADR S EDITFOE X
RO B A5 % L BHOERICHE -2 6k
BONOFRERDIKIZHEEN, BFEE 780D
REBZLELBIZHATOL, BOEX /-,
INERZNSIZ, EARADEILBEOHMED
PR THNRIZELEREDELILOEZETEDT,
(FEHA, 103-4)

No.73id. MEFpkOFhIE:E, WOBISHE N2 8E, MARE LS L4 38EF
DIKOTDOKBEY LA ETDOAL A -VDOREBEMEE > TRER
“Shakespearean form” OFl& LT KL EIENT W5, =7V it MNiTH
D ‘Bare ruined choirs, where late the sweet birds sang.” ZE{ D Eif, RD LS
W2 X b U7z, U — F (Herbert Read) %% English Prose Style (1981) THH &
2L 72FE0K (metaphor) & 1E, H BB I DT THD. b HFEEHEMT,
hHMELHRZLBEOOENE L THD, IhiE, SEDOEREFERK
EENTWD, BREMNE L THOWSRAZEEIL, EEMNHHRD 2Dy
ODNFETH B, THITH L TR, %ﬂl@@m T —DDOXECH & A
A—=VIHALEEDTHA S, TNE, FMRPEENMRIZE 5D TIE
K. HHBRERME LTERMT LI LIZL2BEANEBSOERRTS
%, 'First-type ambiguities arise when a detail is effective in several ways at
once’s PED [HF—DBI] 13, —DDFEDH %W IISCEEREE L RIFF IS K E D
IR e & DBk L 5 ﬁéh%&ﬁﬁb\mﬁéwiiﬁﬁ N S g ]
DER % & DF L& & U T ‘Bare ruined choirs, where late the sweet birds
sang. (BRILF TELWWNE 2B 258K > T2 0 D 5 nTRdu R T 7= Bk
&) O—47EFNZAGTWS, ZO—{Fi2id, O (pun) A0 HhiE"E



WS, RIBOARHBE AW, L2AL, 2ZTIHHR TR, £
SOEHH»6AMTH 5, £9. HNRT-EBEER (EE) OHEIEERE T
AR T, 22 EF—BNCHATHELIEZIATHD, THIIRETTE
THED, BUHBEREZEDNE->-ThH b, 22138 L3N HZESEY
THD Z#bh, EREIIMALZZT YV F 2T ZARRBETELLMS N T
2o G BT, TRETRTOEDIIRE TSR, 22Z2DRD LD
BIKEBDEEZ T K> T BIE»DTh 5, PEEREK 2S5 DOERT 5T
LY AW WEIIE, YA 7 AT AY Xy hEE (No.7 1 5 5 No.
74) Cik- 772G —33 5, [V ME] OBWNEEZTE, £/2, 5
HTIE3ERHUREOEFDOETIETIELLLEFHMELEF D5 Z &332 L
A, TEIX LA, BENEE (Fu T X2y MK B EBEREE
Vo= )X L8 2FATEZhoDEH, 2L TCZ0RKE [V
Fov PE] OEICERDT 5O L < OEHMBEETDONT, ZD—{TI
ZFOELEZHZTCWBRIZE5 0GR, ZLTEOHA4RIEFI-20DE
FIREpDILLEEVAEIZ, —FEO B BNHB D7, ZZIZRB3 LS
BEPEPGROFIZIE, HE2IU EDO XS KBENEENTED., FD
FERICIZZDE ST E WS LHT BT EDTH 5, BEHRD [
—D| AT VTV VIZERZL TS,

5 78 AUZThe Sonnets (The New Cambridge Shakespeare) iX  ‘Bare ruined
choirs’ % “pictorial,” “historical,” “metaphorical’ D =DM L ~JLH 5 FEIE
AafrL., 2y w b - 2 3 X (Hallett Smith) &, Z DEZE (Elizabethan
Poetry, 1964) 1236\ CR U R %78 LT y% (Smith, 183-4) .

Pictorially, it summons up the ruined remains of a church choir (i.e. the
chancel, that part of a church where the service was read and sung, east of
nave and masked off from it by the rood screen) in which only the
branching, bough-like arches are left standing open to the elements.
Historically, it may, perhaps, be taken as a reference to the despoiling and

destruction of the monasteries under Henry VIII. And metaphorically, it



may refer to "those [leafless] boughs which shake against the cold in line
3. It further resonates, however, with two wordplays on ‘choirs’ (1) = the
organized body of singers who perform the choral parts of the church
service (immediately brought to focus by the singing of the ‘sweet birds’
in the second half of the line) ; (2) = (possibly) quire, a gathering of leaves
in a manuscript or printed book (referring back to ‘yellow leaves’ in line 2
and metaphorically to copies of the poet’s manuscript verses (the sonnets)

to the youth, which, like the poet, have become ‘aged’. )~  (Evans, 179)

K== gy i, ROLHITHRAE L T35,

The monasteries, most of which had been dissolved about 1535, a
generation before Sh.’s birth, will have fallen into ‘cureless ruin’ by 1590.
The sweet birds, I take it, stand for the ‘sweet singing in the choir’

celebrated in the old carol of the Holly and the Ivy. (Dover Wilson, 178)

KICEH L 72/RiE, ZDOMITHD ‘Bare ruined choirs, where late the sweet
birds sang. D—ATTH B M, TV 7YV Y DF|HIL, The New Cambridge
Shakespeare & [l CZRALTdH 4. 7 — 7 Y hRiL, "Bare ruined choirs where
late the sweet birds sang ;° TEICL L TV 5%, ZZTT7—7F VIRDOMBRIZ, D

TOHEDTH 5,

Primarily, the tree branches are imagined as those ‘Quires and places
where they sing” which in summer were the haunts of songbirds; however,
the phrase Bare ruined choirs also inevitably evokes visual recollections
of chancels of abbeys left desolate by Henry VIII’s dissolution of the

monasteries. ' (Duncan-Jones, 256)



L2 LNXA MY Y (FWBateson) &, Essays in Criticism (1951) 2By T
TS ORBERRIL TV S,

A characteric specimen of Empsonian irresponsibility is to be found on
the second page of Seven Types. It is the by now almost notorious list of

reasons, ten in all, why ‘the comparison holds’ in
Bare ruined choirs, where late the sweet birds sang.

Perhaps because of its early occurrence in the book no specific comment
of Empson’s has been more often dismissed as over-ingenious. But I am
not sure that the real point has not been missed. The grosser
irresponsibility does not lie in thinking the choirs must have been
monastery choirs (though the reference is more likely to be the parish
churches of the deserted villages of the period), or that the choirs were
made of wood..., or that ‘the cold and Narcissistic charm suggested by-
choir-boys suits well with Shakespeares’ feeling for the object of the
Sonnets’...These are details that could be corrected without Empson’s
essential point about ambiguity being affected, though it may be
significant in a general way that he has not in fact made any of these
corrections in the revised edition of Seven Types. The real critical error is
more fundamental. It is simply that the line on which Empson expatiate is
not a separate sentence or even separate subordinate clause. It is a verbal
fragment that 1s, strictly speaking, unintelligible when lifted like this out
of its syntactic context. (Haffenden, 2006;202-3)

TV HBBRFITHIR U 72 Argufying (1988) DHITIX, 2D No.73 12D
WC, HEREETEEITY Y T2N—2 3 (syncopation) & FIF L 72
AHESEL T3 Z BT LAl T U Uy (Bmpson, 1988;154),



CBEBE) O [SB_DM| iZkhbd&, BBXZ+TDVY 3y MB5[HEIAT
Wb, [B_OR| 2, Z2550WEZThLEOBHIBMELT—20%
BRICH B & ZICBN S, BMEORKRAFREFICHWSNEDA [ _ DAl
Lz &y, XEOBERIXEFETRIKRON3EDTH S, TEHLEEK
2O DI FEET B35A . A (phrase) BRTDLIZEH A DLIZE »»
2o TR BEOE X IR E N an, HAEREN TODLIXREN S —
2O D THNTZORGEIIHWO NS, 22TV 7Y VIidNo.95% 5]
HT 5,

That tongue that tells the story of the days
(Making lascivious comments on thy sport)
Cannot dispraise, but in a kind of praise,

Naming thy name, blesses an ill report. (Evans, 80)

WHWNE, AFDHRELVLEREDITERD5 3.,
WhIX, FRED» 725 TIEEET A Z L L TE &,
EADLH B AIXEF LB TLESI 26, (&R, 132-3)

‘Blesses (fLfE9 %) D FEEIX ‘tongue (F)” & & ‘naming FAA B T &) &
HFtH S L. ‘butin a kind of praise (—TEDFREE T) I ‘blesses’ % BEliT 5
& ¥ ‘dispraise (FEEET B)Y Z#BHiTHE LD D, THO WS FEIE, YV
2y MERXREZWOSBALODDITEETHS &y 7Y Vidiawd s, &Y
2o, HEORKZHE-LZEEDOEOREL ) X LADH—IH U 57
DI, TIVS 2 HENREITL D25 TH B, The New Cambridge
Shakespeare!ld Z DIUITHE (quatrain) DWW TEFMAMT 2 L T3 8,
‘blesses’ D FFEIL ‘Naming thy name’ TH % (---and making ‘Naming thy
name’ the subject of ‘blesses’ in line 8.) & L, The Oxford Shakespeare & T
TV EESELRFEEZERL TS,



The subject of blesses is either Naming or tongue and but in a kind
of praise qualifies either blesses or dispraise.

(Burrow, 570)

MERERLEOMEIZCE TRATHAHIE LT, =7 VidNo32E &
DHT 3, WFEOBREENEFIZ, 24727 TREETHD., £
SIS LIFLITR 6D &0, |

If thou survive my well-contented day,
When that churl Death my bones with dust shall cover,
And shalt by fortune once more re-survey
These poor rude lines of thy deceased lover,
Compare them with the bett’ring of the time, *

(Evans, 48)

MBRT E0ICEAERIBHPET, kWS IEADR

DI B AP RET S, XAAEE TN,
SEULEHETIZ, POTEAEBRLEZELE W

ZDDnLd, HMMAFEETALRBT I ENHIUL,
ChaYREALZBEDEEL 2 EL 5T (F=z, 48)

BT a0 Y TRIEL2BINLL, FROREE5IZRITTER-> TS,
DYV 2y bOMDEIX, ZOTEEIZL THERL TV S ‘re-survey (7t
A5 ¥9) 1EThe New Cambridge Shakespeare {2 & % & ‘read over again (first
used by Shakespeare in this sense: see O.E.D Resurvey v 1)’ (Evans, 143) & f#4
FhT0B2, ZZTREBMEENEL 50, %55 & BT 9
AfFEFNT, them (FN) ERMEIZARS, 7Y ViE, B=frdbs0nid
FRAPENEELTEHD S L5 OTEAL . BT AR £ O
T oT, LrAEELr6 MY LTV ENS ZEaERHALT



Wi, £9AKBILTIDY Xy MIHE#HZHD TEI0DEITHY,
T/, BN SFIHLTWE2DEITEH D, T T VD4
The Oxford Shakespeare 1ZZ D F F I AV &Y —|l8HE T 5,

Q’s punctuation ‘re-survey: | These poore rude lines of thy
deceased Louer:’ is defended by William Empson, Seven Types of
Ambiguity rev. edn. (1953), 51, on the grounds that ‘Lines 4 is
isolated between colons, cafries the whole weight of the pathos’; it
is as if the Sonnet ‘was making a quotation from a tombstone.’

(Burrow, 444)

EDFZEMIIBEN T V2K oTHEEND ., S X TIREHT
(lines) XA BERICE PN A 00 TH b, 7Bt E T DWELE - 72/ A
AbEEDL ST, HEBONIERZHARN>TLEIDTH S, No.sl
2. ZomiEE —fFlrexy 7Y VBT 5,

No.81

Or I shall live your epitaph to make,

Or you survive when I in earth am rotten,

From hence your memory death cannot take,
Although in me each part will be forgotten.
Your name from hence immortal life shall have,
Though I (once gone) to all the world must die;
The earth can yield me but a common grave,
When you intombed in men’s eyes shall lie:
Your monument shall be my gentle verse,
Which eyes not yet created shall o’er-read,

And tongues to be your being shall rehearse,



When all the breathers of this world are dead;
You still shall live (such virtue hath my pen)
Where breath most breathes, even 1n the mouths of men.

(Evans, 73)

AL ZDVT, XADEMPFEEI S LB,

FAPEERD, B3 tohcimsdo L.

HNRZ I BADBOHEZES Z LI TERL,

EH, AOFEELE W EZhWIZbThohBIZLTE,

LA b DHAITITISHE A 5 LA THAZ 5 45,

XARDLENX., ZTh2 53, RNEOE@mE»r51 5%,

RHIIFATHRLZEZED —D2 3 HTHRHICTELRNTNE,

XBIIAVCLEDIROEMITBEX NS A5,

DED, XAOEMEIIZIOMOEH AT,

FAEFH TGV ADREY, WFhid, Zhigite,

WEZOWMDAEZXTHBANZZBENIRIZ/ATE,

PR THEENIEFERXLODAMEED DL,
ZAIAGEIZEZ B(Z 50D IBRDOEIZSH 5),
WOBDENRE - L BRI, AVEDOICEE B,

(FFHR, 113-4)

T YTV 2347, 10-1 TP O ED T S HIRB R S VI D EEL
THRELXE LTFHA TS, ‘tongues (&) 1 ‘eyes (H) &[EERIZ ‘over -
read RO B LGy ZENTE S, 72005, ‘being ({FA1E) 1T ‘rehearse (I
T ODFFEIZE B L ETE BN, ‘tongues’ 13KFIC ‘rehearse’ & FEUD
<o &EH&E S ‘your being (XADIFEY & ‘tobe (INA2EHFTETS), ‘in
order to be (fFE%® XY ONBED 7-DIZHM L E DD X ADIM A
MO T, EADA F TR [{F4E] % ‘rehearse’ T 5 LW I BB TL 55
5THbD, 2FD, Mr. WH.? {ZX UL T—FD ‘Timeless Platonic Existence’
(PR 2 Bl U 7= AR e A7 1E) DB A DI &1k b, Mr. WHODZ



L7 e, POTRBEDOTHRPERT BT TH o724, WETEIM
WHRBEBBFWLEEBATHRLVWEWVWS V24 7 A TOFRETERNE &
ODRELE, Wl Tf a2 F0naBns8iTd 50 [#EELH ]
(over - satisfied) 2T 5, ZTDY X v bIZDWTDThe Oxford
Shakespeare DFFFUIRD K2 BT X YV P SMEE > TV 5,

The poem works by establishing a careful asymmetry beneath
these apparently symmetrical alternatives:

(Burrow, 542)

E5IINoS8IE. BlEDmTESIZWV - _HNTH D, (ELSXRZFIE
LEEEBEVWEVSIWEDIEE & - 7= X (a complaint in the form of an
assertion that he has no right to complain.)) 2% %, X DEKXIZBEILTE
A, (B0l BT 5,

O let me suffer (being at your beck)
Th’imprisoned absence of your liberty,

And patience, tame to sufferance, bide each check,
Without accusing you of injury.

Be where you list, your charter is so strong

That you yourself may privilege your time

To what you will; to your it doth belong.

Yourself to pardon of self-doing crime.  (Burrow, 61)

BRIZL=D5 8 ThhE, EAPBREZ FITHBNT,
FTT 2 ZRICBA CIAD S T B &0y,
EADAREEHITH A2 LD BHTEEL,

FRORLE LD, NEO—D—DIZBL LA 5 By,
ETITIH &b, EAIE» - =R



IZBR KRG EDEIE, EATEZORD /20T LiC
B THBEZSD DN S5, BOBIEL-%S
HA T3 TERE ST, EAIIFHSTWS, (&L, 83-4)

EAR 2L, ‘And patience tame’ (X [ £ 7-FME (A Z2HMT] 45
B, TOFEDEHEEHEVRLIEE, ZIICBEROEEL S50 TY
VIR 5, ZOfTDOMEE (punctuation) 1ZT7F X MZK>TRE 5T
V3%, The Oxford Shakespeare Tl ‘patience - tame to sufferance, bide each
check’ (Burrow, 497) ., K —/¥— - %7 4 JL.Y) »CiX, ‘And patience tame to
sufferance bide each check’ (Dover Wilson, 31) &> TW5, L2 LT —7
B & Seven Types I3y Tld, ‘And patience tame, to sufferance, bide each
check (Duncan-Jones, 227) (Empson, 1966;54) & 75 > T35,

‘And patience tame’ @ ‘tame’ IZJEA T ‘patience’ ZEHf L T ‘suffer tame
patience R Z M 2 A ) L& Z & #A[E8IZ§ 5, [FFIC ‘iron-hard
(%%0) K IITBOY D L9 dBik & AT ‘be patience-tame (B2 D& DD &

IR TH By L EanirZ & B HHEICT B, £ 72 ‘bide each check (97X T
DIE#E#TRE T 5) DFEEHEE U X D IC ‘tame patience GEIN & B3 %)’
EEEDDB, LrEIZDFE ‘belong (DFIZH By THED DL £ THERE
DEENRD IS, TD ‘belong” DFFEEL LTI ‘your time (X ADKEF
1) & ‘to pardon FF 9 Z &y OMITNEFEZLENBEN KA L L THELE
HeELdho7FEThb, ZTICHBCRRLALZVEFED /NS v 25
b, TYTIVIZEDEDLE [ZI0S ZLETRTERIIDNTIET
FTELWT & Tid & A - 7z (that is all I could have expected of you.)] &>
IBREAEYL DI LIZK B, The New Cambridge Shakespeare D f#E & .
“suffering”?® “endurance,” “tolerate” 7= & L CV3% A%, The Oxford Shakespeare
EELHIC DL ZDfTEIFHI LT3,

patience - tame to sufferance trained to patient endurance of

hardships. Sufferance means both ‘suffering’ (OED 4) and ‘Patient



endurance, forbearance, long suffering (OED 1) Both senses need to
be in play : the suffering referred to in 1.5 does not vanish with the
acquisition of the virtue of patient endurance ; rather it is physically
registered within the word, ‘sufferance,” Q’s punctuation diminishes
this effect: ‘patience tame, to sufferance, bide each check,’ creates a
near-tautology. If ‘patience tame’ is taken as a compound adjective
(frequently nhyphenated in Q) then ‘sufferance’ must mean ‘patience
endurance’ : ‘Let me, tame as patience itself, endure to the point of
patient endurance, every unresponsive coldness’ This neutrallize the
pain implict in Sufferance. Some editors punctuate ‘And patience, tame
to ...” (i.e. ‘and let patience, inured hardship . . . *).This introduces an
additional grammatical sbject which diminishes the intensive focus
on ‘I’ and ‘you’ in the sonnet, and also allows the poem to drift into

abstraction at its centre. (Burrow, 496)

ZDEHIZA4 —2ZILZ bV (Robert Eaglestone) D FHE A5 D T, <HBEBR)

CE o THEAR SN LBEROZRENEM S ICEBRBFOE L E /R (£ —
TNADN 24 T T E ARBINETOELNY 2y M EKDIR
M L2 DELRTILETHEZIDLTEEZEZ AN RMICH U TES
EWBAS, LPLZZIZZ Yy Y VOSHIIRTA3EBNEA S, Iha
SIHLTZOmX b mnweE5,

The fact is, if analysis gets in your way, it is easy enough to forget it;
I do not think that all these meanings should pass through the mind
in an appreciative reading of this Sonnet; what is gathered in the
main sense, the main form and rhythm, and a general sense of
compacted intellectual wealth, of an elaborate balance of variously

associated feeling. (Empson; 1966,57)



&t

1. REwXD [V 2w b] &, §XT The Sonnets (The New Cambridge
Shakespeare) ¥ KU, Ef8E—FR [V 2 v b&E] KDFIHT 5,

2. According to Seven Types of Ambiguity

If thou survive my well contented daye

When that churle death my bones with dust shall cover
And shalt by fortune once more re-survey:

These poor rude lines of thy deceased Lover:

Compare them with the bettering of the time,...

(Empson; 1966,51)

3. Yx A 27D [V Ay bE] OEKEEIZ 'To the online begetter of
theses insving sonnets Mr.W.H.” & iC & 723k D API, — 712, BEFO
W.H.EERABD <HFHE> EHATH S & L7 L TWH.=William Harvey
£9%77 2 (ALRowse) DFAH 5,
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