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The Student Annotations

The following compilation contains all of the annotation versions referred to
in the dissertation "Investigating Understanding: Annotating Shakespeare’s 'Sonnet 43"
by Leonie Kirchhoff. The annotations were written by four students (A, B, C, D) in
the context of the peer learning group “Annotating Literature” offered at
Tiibingen University. The different annotation versions result from the students’
work on Shakespeare’s Sonnet 43 over the course of one year. To make the
references in the study to the changes in the annotations traceable for the reader, each
annotation version is presented in its original state. The versions include peer comments as
well as any changes made to the documents by the students. Only a few format changes
were deleted to make the presentation of the document versions more reader-friendly.
The format changes were automatically tracked by word but are not considered in
this study and are therefore irrelevant. There is a short overview of the contents below.
It is followed by a list of the annotations each of the students wrote, which is

then followed by the students’ anotation versions.
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Overview Student Annotations

Student A

“most I wink” (1. 1)
“see” (1. 1)
“unrespected” (1. 2)
“look on” (1. 3)

Student B

“shadow” (1. 5)

“shadows” (I. 5)

“shadow shadows” (1. 5)

“Then thou, whose shadow shadows doth make bright,” (1. 5)
“shadow’s form” (1. 6)

“form happy show” (1. 6)

“To the clear day with thy much clearer light, (1. 7)

Student C

“darkly bright” (1. 4)

“bright in dark directed” (1. 4)

“And darkly bright, are bright in dark directed” (1. 4)
“shade” (1. 8)

“To unseeing eyes thy shade shines so” (1. 8)

Student D

“dead night” (1. 11)

“imperfect shade” (1. 11)

“heavy sleep” (1. 12)

“sightless eyes” (1. 12)

“All days are nights to see till I see thee,” (1. 13)

“And nights bright days when dreams do show thee me.” (1. 14)




Student A

“wink” (I.1)

L1 Language:

The verb to wink means “to close one’s eyes” (OED 1a). It can also be used as a

synonym for “to blink” which would describe the action of “open[ing] and shut[ing]
one's eyes momentarily” (OED 2). In Shakespeare’s time, the verb also meant “to

MK

sleep”, “to slumber” or to “have the eyes closed in sleep” (OED 3)

L2 Interpretation:

The speaker indicates that he is able to see the most clearly when he is asleep or
has his eyes closed. This, however, is a paradox since one cannot physically see
with one’s eyes closed. The reader assumes that the speaker is asleep and
dreaming.

A second interpretation is also possible if one assumes that to wink was used as a
synonym for “to blink”. One could suggest that the speaker is able to see best,
physically, when he blinks more often. This could be compared to looking into the
sun or a bright light, and being able to see better when blinking rapidly. This
interpretation, however, becomes less likely when analyzing the rest of the poem.

Works Cited:
"wink, v.1." OED Online. Oxford UP, Dec 2016. Web.

“see” (1.1)

L1 Language:

The verb to see does not only mean that one is perceiving their surroundings
through their eyes. It can also mean “to behold (visual objects) in imagination, or in a
dream or vision” (OED 1e).

L2 Interpretation:

Since the speaker is able to see with his eyes closed, one can assume that he is
able to see in his dreams. This sensation is not physical, but a mental one. The
speaker is able to produce an imagined image of the speaker which he can view in
his dream.



»When most | wink, then do mine eyes best see“ (1.1)

L? Interpretation

“unrespected” (1.2)

L1 Language:

The adjective unrespected is used to describe objects etc. which are “not held in
respect or regard” (OED 2) or which are “unvalued” (Duncan-Jones 196), “ignored”
(Booth 203) or “unnoticed” (Hammond 194)

L2 Interpretation:

The speaker describes how he view/[s] things unrespected all day. He does not deem
them to be as important or as worth of respect as the addressee. The speaker does
not care about the things around him.

Works Cited:

Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP,1977. Print.
Duncan-Jones, Katherine. Shakespeare’s Sonnets (The Arden Shakespeare. Third
Series). London: Bloomsbury Methuen Drama, 2010. Print.

Hammond, Paul. Shakespeare's Sonnets: an Original-Spelling Text. Oxford: Oxford
UP, 2012. Print.

"unrespected, adj." OED Online. Oxford UP, Dec 2016. Web.

“look on” (1.3)

L1 Language:
To look on means that one directs his sight “in observation or contemplation; esp. to
watch without participating, to be a spectator or observer” (OED 1a).

L2 Interpretation:

The speaker watches the addressee in his dream. Also, one could argue that fo look
on might indicated that the speaker looks upon the addressee as if they were
standing over him or watching him from above.

Works Cited:
"look, v." OED Online. Oxford UP, Dec 2016. Web.



“darkly bright” (1.4)

L1 Form:
The phrase darkly bright is an oxymoron since darkness is the opposite of
brightness.

L2 Interpretation:

A darkly bright could refer to a color, or degree of brightness, which is darker than
usual. If the speaker refers to their eyes in this passage, then one can assume that
their eyes are not as bright as normal, but still bright after all. (To be continued...)

“bright in dark directed” (1.4)

L1 Form:
The phrase bright in dark directed is an oxymoron since darkness cannot be bright.

L2 Interpretation:

This oxymoron lets one assume that there is brightness in the darkness. This line
suggests that the speaker’s eyes become brighter when looking into darkness. If the
speaker’s eyes were darkly bright before, they become brighter when seeing
darkness. The darkness that the speaker refers to could either be the darkness of
night, the darkness of the addressee’s shadow or just the darkness of having his
eyes closed and sleeping. (To be continued...)

- darkly bright and bright in dark als 1 Annotation
Add context: eyes emitting light
“directed” (1.4)

L1 Language:
The adjective directed is often a synonym for aimed, guided or addressed (OED 1).

L2 Interpretation
The speaker directs his bright eyes into the darkness. (To be continued..)

Works Cited:
"directed, adj." OED Online. Oxford UP, Dec 2016. Web.
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Version 2 (V2)

“wink” (L.1)

L1 Language:
The verb to wink means “to close one’s eyes” but is now obsolete (OED 1a). To wink }-can
also be used as a synonym for “to blink” which describes the action of “open[ing] and

shut[ting] one's eyes momentarily” (OED 2). H-H—Shakespe&r%s—m%‘th&vel—b—&he

{ Commented [AK1]: possible other meanings...

meantPossible other meanings also are “to sleep”, “to slumber” or to “have the eyes closed in
sleep” (OED 3).

L2 Interpretation:
The-speakerindieatesA possible interpretation is that he-the speaker is able to see the most
clearly when he-they are is asleep or have their s-his-eyes closed. This, however, is a paradox

since one cannot physically see with one’s eyes closed. The reader assumes that the speaker is
asleep and dreaming.

A second interpretation is also possible if one assumes that fo wink was used as a synonym for
“to blink”. One could suggest that the speaker is able to see better the more often he-they
blinks. This could be compared to looking into the sun or a bright light, and being able to see
better when blinking rapidly. This interpretation, however, becomes less likely when

analyzing therest-of the-peemin the context of dreaming.-

Works Cited:
"wink, v.1." OED Online. Oxford UP, Dec 2016. Web.

“see” (1.1)

L1 Language:

The verb to see does not only mean that one is perceiving their surroundings through their
eyes; according to the OED, it can also mean “to behold (visual objects) in imagination, or in
a dream or vision” (1e).

L2 Interpretation:
Since the speaker is able to see with eyes closed, one can assume that he-they areis able to see
in his-their dreams. This experience is not a physical, but mental one. The speaker views an

image of the addressee in their dreams. ﬂweake%ﬂ%ﬁe#pméue&&n{m%\gmed—mg%

ted [AK2]: better wording of whole sentence

J

] . owinhi .

Works Cited:
"see, v." OED Online. Oxford UP, Dec 2016. Web.

»When most I wink, then do mine eyes best see* (1.1)

11



L3 Interpretation

“unrespected” (1.2)

L1 Language:

The adjective unrespected is used to describe something that is “not held in respect or regard”
(OED 2), “unvalued” (Duncan-Jones 196), “ignored” (Booth 203), or “unnoticed” (Hammond
194).

L2 Interpretation:
The speaker describes how ke-they view/st things unrespected all day. They deem the
addressee to be more important and worthy of respect. He-does-not-deem-them-to-beas

m@%ﬁ%@wﬂw@ﬁe*peet—}a&&h&addre&se% \

[ Commented [AK3]: change it, put addressee first?

Works Cited:

Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP,1977. Print.
Duncan-Jones, Katherine. Shakespeare’s Sonnets (The Arden Shakespeare. Third Series).
London: Bloomsbury Methuen Drama, 2010. Print.

Hammond, Paul. Shakespeare's Sonnets: an Original-Spelling Text. Oxford: Oxford UP,
2012. Print.

"unrespected, adj." OED Online. Oxford UP, Dec 2016. Web.

“look on” (1.3)

L1 Language:
To look on means that one directs his sight “in observation or contemplation; esp. to watch
without participating, to be a spectator or observer” (OED 1a).

L2 Interpretation:

The speaker watches the addressee in his-their dream. Also, one could argue that fo look on
might indicated that the speaker looks upon the addressee as if they were standing over ki
them or watching him-them from above.

Works Cited:
"look, v." OED Online. Oxford UP, Dec 2016. Web.

“darkly bright” (1.4)

12



L1 Form:
The phrase darkly bright is an oxymoron since darkness is the opposite of brightness.

L2 Interpretation:

A darkly bright could refer to a color, or degree of brightness, which is darker than usual. If
the speaker refers to their eyes in this passage, then one can assume that their eyes are not as
bright as normal, but still bright after all. (To be continued...)

“bright in dark directed” (1.4)

L1 Form:
The phrase bright in dark directed is an oxymoron since darkness cannot be bright.

L2 Interpretation:

This oxymoron lets one assume that there is brightness in the darkness. This line suggests that
the speaker’s eyes become brighter when looking into darkness. If the speaker’s eyes were
darkly bright before, they become brighter when seeing darkness. The darkness that the
speaker refers to could either be the darkness of night, the darkness of the addressee’s shadow
or just the darkness of having his eyes closed and sleeping. (To be continued...)

- darkly bright and bright in dark als 1 Annotation
- int. eyes emitting
“directed” (1.4)

L1 Language:
The adjective directed is often a synonym for aimed, guided or addressed (OED 1).

L2 Interpretation
The speaker directs his bright eyes into the darkness. (To be continued..)

Works Cited:
"directed, adj." OED Online. Oxford UP, Dec 2016. Web.

13



Version 3 (V3)

A

Smost I wink” (1.1)

L2 Interpretation:

TFhe-speaker-indieatesA possible interpretation is that he-the speaker is able to see the most
clearly when he-s/he, is is asleep or has her/his s-his-eyes closed. This, however, is a paradox
since one cannot physically see with one’s eyes closed. The reader may assume that the
speaker of the poem is asleep and dreaming. Booth suggest that wink in this context means to
shut one’s eyes or to sleep (Booth 203).

A second interpretation would be possible considering that to wink was used as a synonym for
Sto blink”. One could suggest that the speaker is able to see better when blinking more
oftens. This could be compared to looking into the sun or a bright light, and being able to see
better when blinking rapidly.,,

The explicit mentioning of sleeping and dreaming in line 3 of the poem (“lnsertquote-here”;
SBut when | sleep, in dreams they look on thee”, line 3) suggests the use of the word fo
wink as having the eyes closed in sleep. The word most in this phrase indicates that the
speaker is able to see best when s/he sleeps deeply. Evans paraphrases the passage as: “when 1
sleep most deeply” (Evans 144).

Works Cited:
Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP,1977. Print.
Evans, G. Blakemore. The Sonnets. New York: Cambridge UP, 2006. Print.

"wink, v.1." OED Online. Oxford UP, Dec 2016. Web.

see” (1.1)

L1 Language:

The verb to see does not only mean that one is perceiving their surroundings through their
eyes.; Aaccording to the OED, it can also mean [to behold (visual objects) in imagination,
or in a dream or vision” (1€). Therefore, the semantic meaning of o see goes beyond the
eyes’ physical ability to look.

L2 Context,

14



In very early modern times, vision and the act of seeing were believed to work in different
ways, as to what we know to be true now. It was believed that one could not only see while
being awake and conscious but also while being asleep.

_Campbell argues that seeing in these sleeping visions was “considered far deeper and ‘truer”
(Campbell 34). This phenomenon goes back to the idea of the inner eye. [Hyperlink]

S S BNSHONE 11 1cir dreams, The

speaker views an 1mage of the addresseem—t—heﬂ—kifeam&l "'%his—rs—based—eﬂ—ﬂ&%ldea—ef—th&mﬂer

Works Cited:
"see, v." OED Online. Oxford UP, Dec 2016. Web.

Lined,

-| Commented [KN2]: Try to approach this interpretation

from a different angle by first introducing the cultural
perception of the “inner eye” that allowed one to be
able to see in their dreams. Then you can go on to
explaining what this means for the poem (i.e. the
speaker sees things before his inner eye when he’
sleeping / dreaming) You need sources that talk about
the meaning of the inner eye and the cultural
phenomenon in early modern thought.

[
ry 5

Hunrespected” (1.2)

L1 Language:

The adjective unrespected describes something that is “not held in respect or regard” (OED

2).; Other annotations of unrespected in sonnet 43 paraphrase the term as is—Other-editions-of
Shakespeare’s-Sennet43-definewnrespected-as—‘unvalued” (Duncan-Jones 196),

“‘ignored” (Booth 203), or “unnoticed” (Hammond 194).

C ted [AK3]: better wording of whole sentence

)

Commented [H4]: In Vanities of the Eye, Clark talks
about the paradox of blind men seeing better, and cites
Robert Heath: “when the body is wholly depriv’d of
sight, the eyes of the soul then see best” (22). Of
course the speaker of the sonnets is not blind, but the
deprivation of sight is achieved by ‘when | most wink’

-> Sounds like a sort of paraphrase of line 1?

15



The line can be interpreted in two different ways, depending on the-chosenparaphrase-the
paraphrase-of eheice—chosen paraphrase.

First, unrespected can be substituted with

Booth-argues that unrespected could be substituted by fignored”. unheceded (with overtones of

‘potheld-inrespest 1) (Booth 203). -witheutless-of meaning-(Booth-203)-This would
mean that the speaker observes their surroundings, but deems these-the, things surreunding

thes-to be unimportant and actively choses to ignore them.
Evans supports this reading, paraphrasing unrespected as Evans's-approach-is-similarte
Boeoth’s-he paraphrases-unrespeeted-as 'not worthy of respectunvalued” but also as

“unregard, not carefully, observed” (Evans 144). This would alse-indicate that the speaker is
aware of his surroundings, even theugh-s/he-iswhile not paying much attention to it, but not
valuing the things they see.

Second, unrespected could be substituted with “unnoticed” (Hammond 194). This reading

would indicate that —Hewever,-sthe; but-doesnot-value-the-things-they-see-around

herhimthem-

Hammend;on-the-other hand;-argues-that the speaker does not even observe or notice the
ses“uynnoticedin-his-ann tation tn dacoriho tha moaning
ses—tnnoticed —t-his-annotationto-desertbe-the-meanin

things around her/himthem, Hechoose

. fCommented [AKS5]: change it, put addressee first?
Works Cited: gelp J

Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP,1977. Print.

Duncan-Jones, Katherine. Shakespeare's Sonnets (The Arden Shakespeare. Third Series).
London: Bloomsbury Methuen Drama, 2010. Print.

Evans, G. Blakemore. The Sonnets. New York: Cambridge UP, 2006. Print.

Hammond, Paul. Shakespeare's Sonnets: an Original-Spelling Text. Oxford: Oxford UP,
2012. Print.
"unrespected, adj." OED Online. Oxford UP, Dec 2016. Web.

“look on” (1.3)
L1 Language:

To look on means that one directs herthistheir sight in observation or contemplation; esp.
to watch without participating, to be a spectator or observer” (OED 1a).

16



L2 Interpretation:

The speaker is able to see the addressee in his dream (“they look on thee”, line 3). The speaker
is able to see a projected image of the addressee before their inner eye. One could argue that
to look on might indicate that the speaker looks down upon the addressee as if standing over
them or watching them from above. This interpretation would also tie in with the definition
where the speaker would now be the observer.

Also, the idea of observation comes up again later on in the poem [Hyperlink Theatre]

Works Cited:
"look, v." OED Online. Oxford UP, Dec 2016. Web.

17



18



Version 4 (V4)

“most I wink” (1.1)

/{ Commented [AK1]: possible other meanings...

L2 Interpretation:

ThespeakerindieatesA possible interpretation is that he-the speaker is able to see the most
clearly when he-s/he, is is asleep or has her/his s-his-eyes closed. This, however, is a paradox

since one cannot physically see with one’s eyes closed. The fictional reader may assume that
the speaker of the poem is asleep and dreaming. Booth suggest that wink in this context means
to shut one’s eyes or to sleep (Booth 203).,

A second interpretation would be possible considering that fo wink was used as a synonym for

“to blink”. One could suggest that the speaker is able to see better the more often he-they
blinks. This could be compared to looking into the sun or a bright light, and being able to see
better when blinking rapidly, The explicit mentioning of sleeping and dreaming in line 3 of

the poem
suggests the use of the word to wink as having the eyes closed in sleep.

The word most in this phrase indicates that the speaker is able to see best when he sleeps

deeply. Evans paraphrases the passage as: “when I sleep most deeply” (Evans 144),

Works Cited:
Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP,1977. Print.
Evans, G. Blakemore. The Sonnets. New York: Cambridge UP, 2006. Print.

"wink, v.1." OED Online. Oxford UP, Dec 2016. Web.

“see” (1.1)

L1 Language:

The verb to see does not only mean that one is perceiving their surroundings through their

eyes.; Aaccording to the OED, it can also mean “to behold (visual objects) in imagination, or
in a dream or vision” (1e).

19



\\

—| Commented [KN2]: Try to approach this interpretation
from a different angle by first introducing the cultural
perception of the “inner eye” that allowed one to be able
to see in their dreams. Then you can go on to
explaining what this means for the poem (i.e. the
speaker sees things before his inner eye when he’
sleeping / dreaming) You need sources that talk about
the meaning of the inner eye and the cultural
phenomenon in early modern thought.

dreams|

Works Cited:
"see, v." OED Online. Oxford UP, Dec 2016. Web.

3

|

H 9 J

{Commented [AK3]: better wording of whole sentence ]

g

“unrespected” (1.2)

L1 Language:

The adjective unrespected describes something that is “not held in respect or regard” (OED
2), is —Other-editions-of Shakespeare’s-Sennet43-defineunrespected-as—unvalued” (Duncan-
Jones 196), “ignored” (Booth 203), or “unnoticed” (Hammond 194).

///{ Commented [AK4]: change it, put addressee first? ]

Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP,1977. Print.
Duncan-Jones, Katherine. Shakespeare’s Sonnets (The Arden Shakespeare. Third Series).
London: Bloomsbury Methuen Drama, 2010. Print.

Evans, G. Blakemore. The Sonnets. New York: Cambridge UP, 2006. Print.

20



Hammond, Paul. Shakespeare's Sonnets: an Original-Spelling Text. Oxford: Oxford UP,
2012. Print.
"unrespected, adj." OED Online. Oxford UP, Dec 2016. Web.

“look on” (1.3)

L1 Language:
To look on means that one directs his sight “in observation or contemplation; esp. to watch
without participating, to be a spectator or observer” (OED 1a).

L2 Interpretation:

The speaker is able to see the addressee in his dreams, when in a deep sleep. S/he watches the
addressee in his-her/his dream (“they look on thee”, line 3). Fhespeakerwatchesthe
addresseein-his-dream-—The speaker is not able to interact with the addressee, since it is a
dream which is why /ook on was chosen instead of looking at etc. Also, one could argue that
to look on might indicated that the speaker looks upon the addressee as if they were standing

over him-them or watching him-them from above.

Works Cited:
"look, v." OED Online. Oxford UP, Dec 2016. Web.

13 H 9
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Version 5 (V5)

“most I wink” (1.1)

/{ Commented [AK1]: possible other meanings...

L2 Interpretation:
ThespeakerindieatesA possible interpretation is that he-the speaker is able to see the most
clearly when he-s/he, is is asleep or has her/his s-his-eyes closed. This, however, is a paradox

since one cannot physically see with one’s eyes closed. The fictional reader may assume that
the speaker of the poem is asleep and dreaming. Booth suggest that wink in this context means
to shut one’s eyes or to sleep (Booth 203).,
A second interpretation would be possible considering that fo wink was used as a synonym for
“to blink”. One could suggest that the speaker is able to see better the more often he-they
blinks. This could be compared to looking into the sun or a bright light, and being able to see
better when blinking rapidly, The explicit mentioning of sleeping and dreaming in line 3 of

==
o
(]
o
8

suggests the use of the word to wink as having the eyes closed in sleep.

The word most in this phrase indicates that the speaker is able to see best when he sleeps

deeply. Evans paraphrases the passage as: “when I sleep most deeply” (Evans 144),

Works Cited:
Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP,1977. Print.
Evans, G. Blakemore. The Sonnets. New York: Cambridge UP, 2006. Print.

"wink, v.1." OED Online. Oxford UP, Dec 2016. Web.

“see” (1.1)

L1 Language:
The verb to see does not only mean that one is perceiving their surroundings through their

eyes.; Aaccording to the OED, it can also mean “to behold (visual objects) in imagination, or
in a dream or vision” (1e).
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-| Commented [KN2]: Try to approach this interpretation
from a different angle by first introducing the cultural
perception of the “inner eye” that allowed one to be able
to see in their dreams. Then you can go on to
explaining what this means for the poem (i.e. the
speaker sees things before his inner eye when he’
sleeping / dreaming) You need sources that talk about
the meaning of the inner eye and the cultural
phenomenon in early modern thought.

dreams|

Works Cited:
"see, v." OED Online. Oxford UP, Dec 2016. Web.

[Line 1\
{ Commented [AK3]: better wording of whole sentence ]
» ink; i < Commented [H4]: In Vanities of the Eye, Clark talks
_ about the paradox of blind men seeing better, and cites
. Robert Heath: “when the body is wholly depriv’d of
BE3-Interpretation sight, the eyes of the soul then see best” (22). Of

course the speaker of the sonnets is not blind, but the
deprivation of sight is achieved by ‘when | most wink’
-> Sounds like a sort of paraphrase of line 1?

“unrespected” (1.2)

L1 Language:

The adjective unrespected describes something that is “not held in respect or regard” (OED
2), is —Othereditions-of Shakespeare’s-Sennet-43-define unrespected-as—‘unvalued” (Duncan-
Jones 196), “ignored” (Booth 203), or “unnoticed” (Hammond 194).

///{ Commented [AK5]: change it, put addressee first? ]

Works Cited:
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Duncan-Jones, Katherine. Shakespeare’s Sonnets (The Arden Shakespeare. Third Series).
London: Bloomsbury Methuen Drama, 2010. Print.
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“look on” (1.3)

L1 Language:
To look on means that one directs his sight “in observation or contemplation; esp. to watch
without participating, to be a spectator or observer” (OED 1a).

L2 Interpretation:

The speaker is able to see the addressee in his dreams, when in a deep sleep. S/he watches the
addressee in his-her/his dream (“they look on thee”, line 3). Fhespeakerwatchesthe
addressee-tn-his-dream—The speaker is not able to interact with the addressee, since it is a

dream which is why /ook on was chosen instead of looking at etc. Also, one could argue that —{ Formatted: Font: Not Italic

to look on might indicated that the speaker looks upon the addressee as if they were standing
over him-them or watching him-them from above.

Works Cited:
"look, v." OED Online. Oxford UP, Dec 2016. Web.
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Version 6 (V6)

/[ Formatted: English (United Kingdom)

“most I wink” (1.1)

/{ Commented [AK1]: possible other meanings...

L2 Interpretation:
ThespeakerindieatesA possible interpretation is that he-the speaker is able to see the most

clearly when he-s/he, is is asleep or has her/his shis-eyes closed. This, however, is a paradox /{ Formatted: Highlight

since one cannot physically see with one’s eyes closed. The fictional reader may assume that \{ Formatted: Highlight

the speaker of the poem is asleep and dreaming. Booth suggest that wink in this context means

to shut one’s eyes or to sleep (Booth 203)., /[Formatted: Highlight

A second interpretation would be possible considering that fo wink was used as a synonym for /{ Formatted: Highlight

“to blink”. One could suggest that the speaker is able to see better the more often he-they
blinks. This could be compared to looking into the sun or a bright light, and being able to see
better when blinking rapidly, The explicit mentioning of sleeping and dreaming in line 3 of
the poem (“Insert-guete-here™"“But when I sleep, in dreams they look on thee”, line 3)
suggests the use of the word to wink as having the eyes closed in sleep. The word most in this

phrase indicates that the speaker is able to see best when s/he sleeps deeply. Evans

paraphrases the passage as: “when I sleep most deeply” (Evans 144).,

Works Cited:
Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP,1977. Print.
Evans, G. Blakemore. The Sonnets. New York: Cambridge UP, 2006. Print.

"wink, v.1." OED Online. Oxford UP, Dec 2016. Web.

“see” (1.1)

L1 Language:
The verb to see does not only mean that one is perceiving their surroundings through their

eyes.; Aaccording to the OED, it can also mean “to behold (visual objects) in imagination, or

. c Commented [KN2]: Try to approach this interpretation
in a dream or vision” (1e). from a different angle by first introducing the cultural
perception of the “inner eye” that allowed one to be able

to see in their dreams. Then you can go on to

S e S S P S G MBNSHMGHEN 11 spcaker views an the meaning of the inner eye and the cultural

explaining what this means for the poem (i.e. the
speaker sees things before his inner eye when he’
sleeping / dreaming) You need sources that talk about

image of the addressee in their|dreams,, This is based on the idea of the inner eye. + phenomenon in early modern thought.
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Source/Explanation (in Context?_i-magi-ned—image-_/[ Commented [AK3]: better wording of whole sentence ]

Works Cited:
"see, v." OED Online. Oxford UP, Dec 2016. Web.

‘Line l‘ | Commented [H4]: In Vanities of the Eye, Clark talks
about the paradox of blind men seeing better, and cites
Robert Heath: “when the body is wholly depriv'd of
sight, the eyes of the soul then see best” (22). Of
s s « course the speaker of the sonnets is not blind, but the
» ? i deprivation of sight is achieved by ‘when | most wink’
_ - Sounds like a sort of paraphrase of line 1?

“unrespected” (1.2)

L1 Language:

The adjective unrespected describes something that is “not held in respect or regard” (OED
2), is —Othereditions-of Shakespeare’s-Sennet-43-define wnrespected-as— ‘unvalued” (Duncan-
Jones 196), “ignored” (Booth 203), or “unnoticed” (Hammond 194).

Booth argues that unrespected could be substituted by “ignored, unheeded (with overtones of
‘not held in respect’[...])”” without loss of meaning (Booth 203). This would mean that the
speaker deems these things to be unimportant and choses to ignore them. Evans’s approach is
similar to Booth’s; he paraphrases unrespected as “not worthy of respect, unvalued” but also
as “unregard, not carefully observed” (Evans 144). This would also indicate that the speaker
is aware of his surroundings, even though s/he is pot paying much attention. However, s/he;
but-does not value the things they see around her/himthem,

Hammond, on the other hand, argues that the speaker does not even observe or potice the
things around her/him. He chooses “unnoticed” in his annotation to describe the meaning of
unrespected (Hammond 194) He-dees-not-deen-them-to-be-as-im - -6

\[ Commented [AKS5]: change it, put addressee first? J

Works Cited:

Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP,1977. Print.
Duncan-Jones, Katherine. Shakespeare’s Sonnets (The Arden Shakespeare. Third Series).
London: Bloomsbury Methuen Drama, 2010. Print.
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"unrespected, adj." OED Online. Oxford UP, Dec 2016. Web.

“look on” (1.3)

L1 Language:
To look on means that one directs his sight “in observation or contemplation; esp. to watch
without participating, to be a spectator or observer” (OED 1a).

L2 Interpretation:

The speaker is able to see the addressee in his dreams, when in a deep sleep. S/he watches the
addressee in his-her/his dream (“they look on thee”, line 3). Fhe-speakerswatches-the
addressee--his-dream—The speaker is not able to interact with the addressee, since it is a
dream which is why look on was chosen instead of looking at etc. Also, one could argue that
to look on might indicated that the speaker looks upon the addressee as if they were standing
over him-them or watching him-them from above.

Works Cited:
"look, v." OED Online. Oxford UP, Dec 2016. Web.

[13 H 2l
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Version 7 (V7)

“most I wink” (1.1)

/{ Commented [AK1]: possible other meanings...

L2 Interpretation:

Fhe-speakerindieatesA possible interpretation is that he-the speaker is able to see the most
clearly when he-s/he, is is asleep or has her/his s-his-eyes closed. This, however, is a paradox
since one cannot physically see with one’s eyes closed. The fictional reader may assume that
the speaker of the poem is asleep and dreaming. Booth suggest that wink in this context means
to shut one’s eyes or to sleep (Booth 203).,

A second interpretation would be possible considering that fo wink was used as a synonym for
“to blink”. One could suggest that the speaker is able to see better the more often he-they
blinks. This could be compared to looking into the sun or a bright light, and being able to see

better when blinking rapidly, The explicit mentioning of sleeping and dreaming in line 3 of ~_—{ Formatted: Font color: Text 1, Highlight

the poem (“Insert-quote-here™“But when [ sleep, in dreams they look on thee”, line 3) | Formatted: Font color: Text 1
suggests the use of the word to wink as having the eyes closed in sleep. The word most in this Formatted: Not Highlight

phrase indicates that the speaker is able to see best when s/he sleeps deeply. Evans Formatted: Font color: Text 1
paraphrases the passage as: “when [ sleep most deeply” (Evans 144)., Formatted: Font color: Text 1, Highlight

\( Formatted: Font color: Text

Works Cited:
Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP,1977. Print.
Evans, G. Blakemore. The Sonnets. New York: Cambridge UP, 2006. Print.

/{ Formatted: Font color: Text 1

"wink, v.1." OED Online. Oxford UP, Dec 2016. Web.

“see” (1.1)

L1 Language:

The verb to see does not only mean that one is perceiving their surroundings through their

eyes.; Aaccording to the OED, it can also mean “to behold (visual objects) in imagination, or
in a dream or vision” (1e).

Commented [KN2]: Try to approach this interpretation
from a different angle by first introducing the cultural
concept / perception of the “inner eye” that allowed one
to be able to see in their dreams. Then you can go on to
explaining what this means for the poem in an L3
INTERPReTATION (i.e. the speaker sees things before

; his inner eye when he’ sleeping / dreaming) You need
_The speaker views an sources that talk about the meaning of the inner eye

image of the addressee in their|dreams,, This is based on the idea of the inner eye. + and the cultural phenomenon in early modern thought.
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Source/Explanation (in Context?_&mag'med—image-_/[ Commented [AK3]: better wording of whole sentence |

Works Cited:
"see, v." OED Online. Oxford UP, Dec 2016. Web.

[Li‘ne 1‘ C ted [H4]: In Vanities of the Eye, Clark talks
about the paradox of blind men seeing better, and cites
Robert Heath: “when the body is wholly depriv'd of
sight, the exyes of the soul then see best” (22). Of
. . @ course, the speaker of the sonnet is not blind, but the
4 ’ B deprivation of sight is achieved by ‘when | most wink’
- Sounds like a sort of paraphrase of line 1?

|

Formatted: Font: Not Italic, Highlight ]
Formatted: Highlight ]

/{ Formatted: Highlight

Formatted: Font: Not Italic, Highlight

Formatted: Highlight

Booth argues that unrespected could be substituted by “ignored, unheeded (with overtones of
‘not held in respect’[...])” without loss of meaning (Booth 203). This would mean that the
speaker deems these things to be unimportant and choses to ignore them. Evans’s approach is

similar to Booth’s, as :-he paraphrases unrespected as “not worthy of respect, unvalued”, but ﬁgﬁ:ﬁfﬁygﬂﬂs '(3;’)"‘“ B (@)
also as “unregard[ed], not carefully observed” (Evans 144). This would also indicate that the Explain the two options
g g g g : : 1.Unvalued
speaker is aware of his/her surroundmgs., even though s/he is not p.aylng much attention. 2 Unregarded unnoticed
However, s/he; but-does not value the things they see around her/himthem. 1= speaker is aware of his surroundings but consciously
. decides that they are not worthy of his attention
Hammond, on the other hand, argues that the speaker does not even observe or notice the oY e el
things around himes/herin. Instead, hHe chooses “unnoticed” in his annotation to describe the 2= speaker views things but does not ‘see’ them,

because his thoughts are devoted to the addressee that
meaning of unrespected here (Ham‘mond 194)ll4edeesaiet—deem—§hem—te—b&as—rmpeﬁ&m—er—&s his surroundings (all day) go unnoticed.

¢\[ Commented [AK6]: change it, put addressee first? ]
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Duncan-Jones. Katherine.  Shakespeare's Sonnets'The Arden Shakespeare. Third Series).:

“look on” (1.3)

ILine 3 (“But when I sleep, in dreams [my eyes] look on thee.”) of the sonnet suggests that
tFhe speaker is able to see the addressee in his/her dreams;-when-in-a-deep-steep, almost as
though the addressee was actually present.- i

tX)

0 5 P

Commented [MF7]: Perhaps bring in the notion of the

ﬂaem—ftem—&beve—l theater and the inner eye, i.e. the speaker being part of

the audience (e.g. a spectator or observer). Add
hyperlink to show annotation.
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Student B

“shadow” (l. 5)
L1 LANGUAGE:

Literally speaking, a shadow is an “image cast by a body intercepting light” (OED II). It can
also refer to “an unreal appearance; a delusive semblance or image; a vain and unsubstantial
object of pursuit” (OED 6a) or even “a spectral form, phantom” (OED 7) and may often
include the notion of transience (OED 4c).

contrasted to substance [Plato]

“an actor or a play” (OED 6b) — often used by Shakespeare in this sense (cf. Arden).
“fig. with various notions: Gloom, unhappiness” (OED 1c).

“Real form, or essence, was something which only the spiritual eyes, or the eyes of the mind,
could see” (shakespeares-sonnets.com)

Link between vision — imagination — dream (species) = Dreams as primarily visual: “The
dream proper, in Aristotle’s definition in his treatise De somniis, was an image — ‘a
presentation based on the movement of sense impressions, when such presentation occurs
during sleep’. Dream sensations were caused by traces of the species left behind in the
internal sense by the waking perceptions of the external ones, once the latter were no longer
active; such ‘impressions’ were still, in other words, ‘objects of perception’ and, indeed, were
perceived ‘with even greater impressiveness’”. (Stuart 301)

Dream shadow resulting from desire: “When some desirable object is not actually present to

our senses, exerting its pull on us directly, our motivation to strive to obtain it is driven by our
awareness of its (memory or fantasy) image.” [https://plato.stanford.edu/entries/mental-

imagery/]

“shadows” (1. 5)

L1 LANGUAGE:

‘Shadows’ in plural refer to “the darkness of night” (OED 2a).

“shadow shadows” (1. 5)

FORM:

The rhetorical figure of ‘Polyptoton’ (Figure of Repetition): “Repeating a word, but in a
different form. Using a cognate of a given word in close proximity.” [See also Shakespeare’s

sonnet 135.]

[http://rhetoric.byu.edu/Figures/Groupings/of%20Repetition.htm]
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“shadows doth make bright” (1. 5)

FORM:

Paradox —> It is impossible for a shadow, typically associated with darkness, to brighten
something up

“shadow’s form form happy show” (1. 6)

“shadow’s form”

the shape of the shadow or the original substantial body [Plato: substance vs. shadow]
“show”

L1. LANGUAGE:

The fact of being presented to view or displayed. (OED 1b)

Often with the idea that the reality behind is different (cf. 6, 7): In appearance only,
ostensibly, seemingly. (OED 2b)

An unreal or illusory appearance (of something); an appearance with little or no reality behind
it. (OED 6a)

In generalized sense: Empty appearance without reality. (OED 6b)

to make (a) show, to assume an appearance which is more or less deceptive; to make a
pretence or feint, pretend. (OED 7b)

A phantasmal appearance; an apparition. (OED 11)

A spectacle elaborately prepared or arranged in order to entertain a number of spectators; a
pageant, masque, procession, or similar display on a large scale. (OED 13a)

Applied to any kind of public display; e.g. an exhibition of pictures, a dramatic performance
in a theatre (OED 15a).

FORM:

Polyptoton

Syntactical Ambiguity: ‘form(V) happy show(N)’ or ‘show(V) happy form(N)’?
CONTEXT:

Plato’s Republic — shadow of a shadow (Plato’s Allegory of the Cave/ Mimesis)

& Dreaming/ Acting

[Pindar: “Is man but the shadow of a dream (skias onar)?”’]

INTERPRETATION:

Connection with the theatre

‘Scene’ etymologically related to ‘Shadow’ (from the greek oxnvr| — okid)
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http://www.oed.com/view/Entry/178735?rskey=UYcNEa&result=1&isAdvanced=false#eid23047216
http://www.oed.com/view/Entry/178735?rskey=UYcNEa&result=1&isAdvanced=false#eid23047278

“clear” (1.7)
L1 LANGUAGE:

Expressing the vividness or intensity of light: Brightly shining, bright, brilliant. (OED 1a)
Of the day, daylight, etc.: Fully light, bright; opposed to dusk or twilight. (OED 2a)

fig. Serene, cheerful; of unclouded countenance or spirit. (OED 2d)

A common epithet of women: Beautiful, beauteous, fair. (OED 4c)

Of the complexion, skin, etc.: Bright, fresh, and of pure colour; blooming (OED 4d)
Clearly seen, distinct, well-marked, sharp. (OED 6)

Manifest to the mind or judgement, evident, plain. (OED 9a)

Of moral purity, innocence. (OED IV)

“unseeing eyes” (l. 8)
not seeing/ blind
sleeping

not dreaming

not believing

not understanding
INTERTEXT:

See Sonnet 27

“shade shines (1. 8)
Paradox & Alliteration
INTRATEXT:

|
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“shadow” (l. 5)
L1 LANGUAGE:

Literally speaking, a shadow is an “image cast by a body intercepting light” (OED II). It can
also refer to a hollow representation, “an unreal appearance; a delusive semblance [...]; a vain
and unsubstantial object of pursuit” (OED 6a), or even to “a spectral form, phantom” (OED 7)
and may carry connotations of transience (OED 4c). In the seventeenth century, the term was
also used to mean “an actor or a play” (OED 6b) and was often employed by Shakespeare in
this sense: e.g. “Life’s but a walking shadow, a poor player” (Macbeth, 5.5.24) (cf. Katherine
Duncan-Jones 196n5).

L2 CONTEXT:

Since Aristotle and all the way through to the early modern period, dreams were thought of as
primarily visual (Stuart Clark 302) and were closely associated with the faculties of
imagination and memory. It was believed that once the eye perceived an actual object, this
produced a likeness of itself (what Aristotle called a ‘species’) and travelled in the form of a
mental impression from the outer to the inner senses in order to be examined by the common
sense, to be stored in memory and, eventually, to be retrieved by the imagination at will
(Clark 15; William Rossky 50-51). Dreams were one of those products of imagination; they
were defined as “vision[s] presented to the interior senses” (Joseph Frangois Dupleix qtd. in
Clark 302-303) and projected before the inner eye during sleep. Since antiquity, they were
thought to be “caused by traces of the species left behind in the internal sense by the waking
perceptions of the external ones, once the latter were no longer active; such ‘impressions’
were still, in other words, ‘objects of perception’ and, indeed, were perceived ‘with even
greater impressiveness’” (Clark 301). The reproduced ‘species’ or ‘phantasm’ could also be
referred to as a ‘shadow’ (Clark 15).

[Dreams back then, as nowadays, were considered to partly disclose what occupied most the
conscious and unconscious mind and thus frequently found their sources in tenacious passions
and vigorous desire (Wickert 284). |

- [ Commented [CN1]: Probably move to Interpretation

[contrasted to substance [Plato]

The reproduced ,species‘or ,phantasm* — also referred to as ‘shadow’ (Clark 15) — often took
the form of the beloved

“[...]der erste Schritt zu einer hoheren Form der Liebe darin bestehe, dass die Seele das Bild
der Geliebten im eigenen Inneren erzeugt und bei seiner Betrachtung, von der Fessel der
Korperlichkeit gelost, zur Erkenntnis aller irdischen Schonheit gelangt* (Wickert 283) —
Macrobius ,insomnia‘ (284)]]

L3 INTERPRETATION:
[a bodiless mental/dream image]
“shadows” (. 5)

L1 LANGUAGE:
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Apart from the aforementioned meanings attached to ‘shadow’ [hyperlink], ‘shadows’ in
plural notedly refer to “the darkness of night” (OED 2a).

“shadow shadows” (1. 5)

FORM:

This is not only an ‘epizeuxis’ as the same word is emphatically repeated without anything in
between, but also an ‘antistasis’ as the word changes meaning with its repetition (Booth 203).
For the rhetorical figure of antistasis, see also sonnet 135.

[What is the difference between Polyptoton and Antistasis? Is Booth right?]

“thou whose shadow shadows doth make bright” (l. 5)

L1 FORM:

This is, at first sight, a paradoxical image as it is impossible for a shadow, typically associated
with darkness, to brighten something up.

L2 INFERTEXTCONTEXT:

The image recalls the radiant “shadow” (1. 10) from sonnet 27 “[w]hich like a jewel hung in
ghastly night” (1.11) has the power to emit light and transform the darkness. The motif is also

evoked in similar terms in Romeo and Juliet, where Juliet is admiringly described as one

/[ Formatted: Font: Italic

capable to even “teach the torches to burn bright. / It seems she hangs upon the cheek of night
/ Like a rich jewel in an Ethiop’s ear;” (11.48-50). Yet this idea of the image of the beloved
shedding light in the speaker’s darkness is not solely reserved to Shakespeare’s imagination,
but seems to be part of a general tradition. For example, iin Sidney’s Sonnet 38 from his the

sequence Astrophil and Stella, “Stella’s image” (1. 6) perceived in the speaker’s dreams
appears to be shining and in:Spenser’s Amoretti 66, the speaker exclaims along the same

/[ Formatted: Font: Italic

lines: “For, now your light doth more itself dilate, / And, in my darkness, greater doth appear”
(L 11-12)

L3 INTERPRETATION:
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[Blurred boundaries — no sharp distinction between light & darkness: “Die Antithese bright-
dark fordert die Gedankenassoziation light-shadow heraus [...]. Andererseits ist aber die
Sachbezeichnung fiir diese Gestalt, die als Lichtquell in der Traumlandschaft erscheint,
shadow. Aus dem doppelten Ansatz folgt nun die Moglichkeit, shadow nach Belieben auf der
Licht- wie auf der Schattenseite der Antithese einzusetzen, so dass der erste Vers des zweiten
Quartettes shadow mit shadow kontrastieren kann [...]* (Wickert 282) — It becomes possible
to place shadow ad libitum at both sides of the antithesis light and darkness.]

“shadow’s form form happy show” (l. 6)
“shadow’s form”
L1 LANGUAGE:

form: a shape (OED 1a)

An image, representation, or likeness (of a body). (OED 2)

A body considered in respect to its outward shape and appearance; esp. that of a living being,
a person. (OED 3)

L2 CONTEXT:

[Plato: substance vs. shadow]

The Platonic distinction between shadow and substance was quite common in Elizabethan
times.

“Real form, or essence, was something which only the spiritual eyes, or the eyes of the mind,
could see” (shakespeares-sonnets.com)

L3 INTERPRETATION:

The ‘form’ here refers either to the shape of the actual shadow image appearing in the
speaker’s dream or back to the original substantial body of the addressee of which the shadow
is but a reflection

“Show”

L1. LANGUAGE:

The fact of being presented to view or displayed. (OED 1b)

Often with the idea that the reality behind is different (cf. 6, 7): In appearance only,
ostensibly, seemingly. (OED 2b)

An unreal or illusory appearance (of something); an appearance with little or no reality behind
it. (OED 6a)

In generalized sense: Empty appearance without reality. (OED 6b)

to make (a) show, to assume an appearance which is more or less deceptive; to make a
pretence or feint, pretend. (OED 7b)

A phantasmal appearance; an apparition. (OED 11)

A spectacle elaborately prepared or arranged in order to entertain a number of spectators; a
pageant, masque, procession, or similar display on a large scale. (OED 13a)

Applied to any kind of public display; e.g. an exhibition of pictures, a dramatic performance
in a theatre (OED 15a).
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FORM:

Antistasis (?)

Syntactical Ambiguity: ‘form(V) happy show(N)’ or ‘show(V) happy form(N)’?
CONTEXT:

Plato’s Republic — shadow of a shadow (Plato’s Allegory of the Cave/ Mimesis)

& Dreaming/ Acting

INTERPRETATION:

Connection with the theatre

‘Scene’ etymologically related to ‘Shadow’ (from the greek oxnvn — oxid)

“To the clear day with thy much clearer light” (1.7)

“clear”

L1 FORM:

[clear — clearer relationship — climactic structure & antistasis (?)]

L1 LANGUAGE:

Expressing the vividness or intensity of light: Brightly shining, bright, brilliant. (OED 1a)
Of the day, daylight, etc.: Fully light, bright; opposed to dusk or twilight. (OED 2a)
fig. Serene, cheerful; of unclouded countenance or spirit. (OED 2d)

A common epithet of women: Beautiful, beauteous, fair. (OED 4c)

Of the complexion, skin, etc.: Bright, fresh, and of pure colour; blooming (OED 4d)
Clearly seen, distinct, well-marked, sharp. (OED 6)

Manifest to the mind or judgement, evident, plain. (OED 9a)
Of moral purity, innocence. (OED 1V)



“shadow” (l. 5)
L1 LANGUAGE:

[Literally speakingi a shadow is an “image cast by a body intercepting light” (OED II). It can

also refer to a hollow representation, “an unreal appearance; a delusive semblance [...]; a vain
and unsubstantial object of pursuit” (OED 6a), or to “a spectral form, phantom” (OED 7)-ane
may-ecarry-connotations-of transienee (GF£D-4e). In the seventeenth century, the term was also
used to mean “an actor or a play” (OED 6b) and was often employed by Shakespeare in this
sense: e.g. “Life’s but a walking shadow, a poor player” (Macbeth, 5.5.24) (cf. Katherine
Duncan-Jones 196n5).

L2 CONTEXT:

Since Aristotle and all the way through to the early modern period, dreams were thought of as
primarily visual (Stuart Clark 302) and were closely associated with the faculties of
imagination and memory. It was believed that once the eye perceived an actual object, this
produced a likeness of itself (what Aristotle called a ‘species’) and travelled in the form of a
mental impression from the outer to the inner senses in order to be examined by the common
sense, to be stored in memory and, eventually, to be retrieved by the imagination at will
(Clark 15; William Rossky 50-51). Dreams were one of those products of imagination; they
were defined as “vision[s] presented to the interior senses’ (Joseph Frangois Dupleix qtd. in
Clark 302-303) and projected before the inner eye during sleep. Since antiquity, they were
thought to be “caused by traces of the species left behind in the internal sense by the
waking perceptions of the external ones, once the latter were no longer active; such
‘impressions’ were still, in other words, ‘objects of perception’ and, indeed, were
perceived ‘with even greater impressiveness’” (Clark 301). The reproduced ‘species’
or ‘phantasm’ could also be referred to as a ‘shadow’ (Clark 15).

[Dreams [back then, bs nowadays, were considered to partly disclose what occupied most the

| Commented [AK1]: an introductory sentence before or after

these meanings?

- [ Commented [AK2]: be more specific

conscious and unconscious mind and thus frequently found their sources in tenacious passions
and vigorous desire (Wickert 284).

rr'[Commented [CN3]: Probably move to Interpretation

o

[contrasted to substance [Plato]

The reproduced ,species‘or ,phantasm* — also referred to as ‘shadow’ (Clark 15) — often took
the form of the beloved

“[-++Ider erste Schritt zu einer h 6 heren Form der Liebe darin bestehe, dass die Seele
das Bild der Geliebten im eigenen Inneren erzeugt und bei seiner Betrachtung, von
der Fessel der K o rperlichkeit gel 6 st, zur Erkenntnis aller irdischen Sch 6 nheit
gelangt® (Wickert 283) — Macrobius , insomnia‘ (284)]]

L3 INTERPRETATION:
[a bodiless mental/dream image]

“shadows” (1. 5)
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L1 LANGUAGE:

Apart from the aforementioned meanings attached to ‘shadow’ [hyperlink], ‘shadows’ in
plural notedly refer to “the darkness of night” (OED 2a).
= fiawth-vartod oS happiiess LD

“shadow shadows” (l. 5)

FORM:

This is not only an ‘epizeuxis’ as the same word is emphatically repeated without anything in
between, but also an ‘antistasis’ as the word changes meaning with its repetition (Booth 203).
For the rhetorical figure of antistasis, see also sonnet 135.

[What is the difference between Polyptoton and Antistasis? Is Booth right?]

“thou whose shadow shadows doth make bright” (l. 5)

L1 FORM:

This is, at first sight, a paradoxical image as it is impossible for a shadow, typically associated
with darkness, to brighten something up.

L2 INFERTEXFCONTEXT:

The image recalls the radiant “shadow” (1. 10) from sonnet 27 “[w]hich like a jewel hung in
ghastly night” (1.11) has the power to emit light and transform the darkness. The motif'is also

evoked in similar terms in Romeo and Juliet, where Juliet is admiringly described as one __{ Formatted: Font: Italic

capable to even “teach the torches to burn bright. / It seems she hangs upon the cheek of night
/ Like a rich jewel in an Ethiop’s ear;” (11.48-50). Yet this idea of the image of the beloved

shedding light in the speaker’s darkness is not solely reserved to Shakespeare’s imagination,
but seems to be part of a general tradition. For example, iln Sidney’s Sonnet 38 from his the

sequence Astrophil and Stella, “Stella’s image” (1. 6) perceived in the speaker’s dreams

appears to be shining and in:Spenser’s Admoretti 66, the speaker exclaims along the same __{ Formatted: Font: Italic

lines: “For, now your light doth more itself dilate, / And, in my darkness, greater doth appear”
(. 11-12)

L3 INTERPRETATION:
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[Blurred boundaries — no sharp distinction between light & darkness: “Die Antithese bright-
dark fordert die Gedankenassoziation light-shadow heraus [...]. Andererseits ist aber die
Sachbezeichnung fiir diese Gestalt, die als Lichtquell in der Traumlandschaft erscheint,
shadow. Aus dem doppelten Ansatz folgt nun die Moglichkeit, shadow nach Belieben auf der
Licht- wie auf der Schattenseite der Antithese einzusetzen, so dass der erste Vers des zweiten
Quartettes shadow mit shadow kontrastieren kann [...]* (Wickert 282) — It becomes possible
to place shadow ad libitum at both sides of the antithesis light and darkness.]

“shadow’s form form happy show” (l. 6)
“shadow’s form”
L1 LANGUAGE:

form: a shape (OED 1a)

An image, representation, or likeness (of a body). (OED 2)

A body considered in respect to its outward shape and appearance; esp. that of a living being,
a person. (OED 3)

L2 CONTEXT:

[Plato: substance vs. shadow]

The Platonic distinction between shadow and substance was quite common in
Elizabethan times.

“Real form, or essence, was something which only the spiritual eyes, or the eyes of
the mind, could see” (shakespeares—sonnets.com)

L3 INTERPRETATION:

The ‘form” here refers either to the shape of the actual shadow image appearing in the
speaker’s dream or back to the original substantial body of the addressee of which the shadow
is but a reflection

“show”

L1. LANGUAGE:

The fact of being presented to view or displayed. (OED 1b)

Often with the idea that the reality behind is different (cf. 6, 7): In appearance only,
ostensibly, seemingly. (OED 2b)

An unreal or illusory appearance (of something); an appearance with little or no reality behind
it. (OED 6a)

In generalized sense: Empty appearance without reality. (OED 6b)

to make (a) show, to assume an appearance which is more or less deceptive; to make a
pretence or feint, pretend. (OED 7b)

A phantasmal appearance; an apparition. (OED 11)

A spectacle elaborately prepared or arranged in order to entertain a number of spectators; a
pageant, masque, procession, or similar display on a large scale. (OED 13a)

Applied to any kind of public display; e.g. an exhibition of pictures, a dramatic performance
in a theatre (OED 15a).
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FORM:

Antistasis (?)

Syntactical Ambiguity: ‘form(V) happy show(N)’ or ‘show(V) happy form(N)’?
CONTEXT:

Plato’s Republic — shadow of a shadow (Plato’s Allegory of the Cave/ Mimesis)

& Dreaming/ Acting

INTERPRETATION:

Connection with the theatre

‘Scene’ etymologically related to ‘Shadow’ (from the greek oxnvn — oxid)
“To the clear day with thy much clearer light” (1.7)

“clear”

L1 FORM:

[clear — clearer relationship — climactic structure & antistasis (?)]

L1 LANGUAGE:

Expressing the vividness or intensity of light: Brightly shining, bright, brilliant. (OED 1a)
Of the day, daylight, etc.: Fully light, bright; opposed to dusk or twilight. (OED 2a)

fig. Serene, cheerful; of unclouded countenance or spirit. (OED 2d)

A common epithet of women: Beautiful, beauteous, fair. (OED 4c)

Of the complexion, skin, etc.: Bright, fresh, and of pure colour; blooming (OED 4d)
Clearly seen, distinct, well-marked, sharp. (OED 6)

Manifest to the mind or judgement, evident, plain. (OED 9a)

Of moral purity, innocence. (OED IV)



“shadow” (l. 5)
L1 LANGUAGE:

[Literally speakingi a shadow is an “image cast by a body intercepting light” (OED II). It can

also refer to a hollow representation, “an unreal appearance; a delusive semblance [...]; a vain

and unsubstantial object of pursuit” (OED 6a), or to “a spectral form, phantom” (OED 7)-ane
mayea%%yeenﬁe%aﬂeﬂ&eﬁraﬁﬁeﬁe%(—@%lla In the seventeenth century, the term was also
used to mean “an actor or a play” (OED 6b) and was often employed by Shakespeare in this
sense: e.g. “Life’s but a walking shadow, a poor player” (Macbeth, 5.5.24) (cf. Katherine
Duncan-Jones 196n5).

L2 CONTEXT:

Since Aristotle and all the way through to the early modern period, dreams were thought of as
primarily visual (Stuart Clark 302) and were closely associated with the faculties of
imagination and memory. It was believed that once the eye perceived an actual object, this
produced a likeness of itself — ¢what Aristotle called a ‘species’.) -andSubsequently, the
species , travelled in the form of a mental impression from the outer to the inner senses in
order to be examined by the common sense, to be stored in memory and, eventually, to be
retrieved by the imagination at will (Clark 15; William Rossky 50-51). Dreams were one of
those products of imagination; they were defined as “vision[s] presented to the interior
senses” (Joseph Frangois Dupleix qtd. in Clark 302-303) and projected before the inner eye
during sleep. Since antiquity, they were thought to be “caused by traces of the species left
behind in the internal sense by the waking perceptions of the external ones, once the latter
were no longer active; such ‘impressions’ were still, in other words, ‘objects of perception’
and, indeed, were perceived ‘with even greater impressiveness’” (Clark 301). The reproduced
‘species’ or ‘phantasm’ could also be referred to as a ‘shadow’ (Clark 15).

[Dreams [back then, L’is nowadays, were considered to partly disclose what occupied most the

conscious and unconscious mind and thus frequently found their sources in tenacious passions
and vigorous desire (Wickert 284). \

—| Commented [AK1]: an introductory sentence before or after
these meanings?

[ Commented [AK2]: be more specific

/{ Commented [CN3]: Probably move to Interpretation

)

[contrasted to substance [Plato]

The reproduced ,species‘or ,phantasm® — also referred to as ‘shadow’ (Clark 15) — often took
the form of the beloved

“[-+-Ider erste Schritt zu einer h 6 heren Form der Liebe darin bestehe, dass die Seele
das Bild der Geliebten im eigenen Inneren erzeugt und bei seiner Betrachtung, von
der Fessel der K 6 rperlichkeit gel ¢ st, zur Erkenntnis aller irdischen Sch 6 nheit
gelangt® (Wickert 283) — Macrobius , insomnia‘ (284)]]

L3 INTERPRETATION:

//{ Formatted: English (United States)

[a bodiless mental/dream image]

“shadows” (1. 5)
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L1 LANGUAGE:

Apart from the aforementioned meanings attached to ‘shadow’ [hyperlink], ‘shadows’ in
plural netedly-notably refer to “the darkness of night” (OED 2a).
« w‘-.‘ otions—G urhappi »(OED ohtra

first use1855]

“shadow shadows” (l. 5)

FORM:

This is not only an ‘epizeuxis’ as the same word is emphatically repeated without anything in
between, but also an ‘antistasis’ as the word changes meaning with its repetition (Booth 203).
For the rhetorical figure of antistasis, see also sonnet 135.

[What is the difference between Polyptoton and Antistasis? Is Booth right?]

“thou whose shadow shadows doth make bright” (l. 5)

L1 FORM:

This is, at first sight, a paradoxical image as it is impossible for a shadow, typically associated
with darkness, to brighten something up.

L2 INFERTEXFCONTEXT:

The image recalls the radiant “shadow” (1. 10) from sonnet 27 “[w]hich like a jewel hung in
ghastly night” (1.11) has the power to emit light and transform the darkness. The motif is also

evoked in similar terms in Romeo and Juliet, where Juliet is admiringly described as one _—{ Formatted: Font: Italic

capable to even “teach the torches to burn bright. / It seems she hangs upon the cheek of night
/ Like a rich jewel in an Ethiop’s ear;” (11.48-50). Yet this idea of the image of the beloved
shedding light in the speaker’s darkness is not solely reserved to Shakespeare’s imagination,
but seems to be part of a general tradition. For example, ifn Sidney’s Sonnet 38 from his the
sequence Astrophil and Stella, “Stella’s image” (1. 6) perceived in the speaker’s dreams

appears to be shining and in:Spenser’s dmoretti 66, the speaker exclaims along the same _—{ Formatted: Font: Italic

lines: “For, now your light doth more itself dilate, / And, in my darkness, greater doth appear”
(. 11-12)

L3 INTERPRETATION:
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[Blurred boundaries — no sharp distinction between light & darkness

It becomes possible to place shadow ad libitum at both sides of the antithesis light and
darkness: “Die Antithese bright-dark fordert die Gedankenassoziation light-shadow heraus
[...]- Andererseits ist aber die Sachbezeichnung fiir diese Gestalt, die als Lichtquell in der
Traumlandschaft erscheint, shadow. Aus dem doppelten Ansatz folgt nun die Mdoglichkeit,
shadow nach Belieben auf der Licht- wie auf der Schattenseite der Antithese einzusetzen, so
dass der erste Vers des zweiten Quartettes shadow mit shadow kontrastieren kann [...]*
(Wickert 282)]

“shadow’s form form happy show” (l. 6)
“shadow’s form”
L1 LANGUAGE:

form: a shape (OED 1a)

An image, representation, or likeness (of a body). (OED 2)

A body considered in respect to its outward shape and appearance; esp. that of a living being,
a person. (OED 3)

L2 CONTEXT:

[Plato: substance vs. shadow]

The Platonic distinction between shadow and substance was quite common in
Elizabethan times.

“Real form, or essence, was something which only the spiritual eyes, or the eyes of
the mind, could see” (shakespeares-sonnets.com)

L3 INTERPRETATION:

The ‘form’ here refers either to the shape of the actual shadow image appearing in the
speaker’s dream or back to the original substantial body of the addressee of which the shadow
is but a reflection

“show”
L1. LANGUAGE:

The fact of being presented to view or displayed. (OED 1b)
Often with the idea that the reality behind is different (cf. 6,,7): In appearance only,

P [ Field Code Changed

ostensibly, seemingly. (OED 2b)

An unreal or illusory appearance (of something); an appearance with little or no reality behind
it. (OED 6a)

In generalized sense: Empty appearance without reality. (OED 6b)

to make (a) show, to assume an appearance which is more or less deceptive; to make a
pretence or feint, pretend. (OED 7b)

A phantasmal appearance; an apparition. (OED 11)

A spectacle elaborately prepared or arranged in order to entertain a number of spectators; a
pageant, masque, procession, or similar display on a large scale. (OED 13a)

~{Field Code Changed
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Applied to any kind of public display; e.g. an exhibition of pictures, a dramatic performance
in a theatre (OED 15a).

FORM:

Antistasis (?)

Syntactical Ambiguity: ‘form(V) happy show(N)’ or ‘show(V) happy form(N)’?
CONTEXT:

Plato’s Republic — shadow of a shadow (Plato’s Allegory of the Cave/ Mimesis)

& Dreaming/ Acting

INTERPRETATION:

Connection with the theatre

‘Scene’ etymologically related to ‘Shadow’ (from the greek oxnvn — oxid)

“To the clear day with thy much clearer light” (1.7)

“clear”

L1 FORM:

[clear — clearer relationship — climactic structure & antistasis (?)]

L1 LANGUAGE:

Expressing the vividness or intensity of light: Brightly shining, bright, brilliant. (OED 1a)
Of the day, daylight, etc.: Fully light, bright; opposed to dusk or twilight. (OED 2a)
fig. Serene, cheerful; of unclouded countenance or spirit. (OED 2d)

A common epithet of women: Beautiful, beauteous, fair. (OED 4c)

Of the complexion, skin, etc.: Bright, fresh, and of pure colour; blooming (OED 4d)
Clearly seen, distinct, well-marked, sharp. (OED 6)

Manifest to the mind or judgement, evident, plain. (OED 9a)
Of moral purity, innocence. (OED IV)

49



Version 5 (V5)

“shadow” (l. 5)
L1 LANGUAGE:

[Literally speakingi a shadow is an “image cast by a body intercepting light” (OED II). It can | Commented [AK1]: an introductory sentence before or after
also refer to a hollow representation, “an unreal appearance; a delusive semblance [...]; a vain o melio

and unsubstantial object of pursuit” (OED 6a), or to “a spectral form, phantom” (OED 7)-ané

may-earry-connotations-of transienee (GF£D-4e). In the seventeenth century, the term was also

used to mean “an actor or a play” (OED 6b) and was often employed by Shakespeare in this

sense: e.g. “Life’s but a walking shadow, a poor player” (Macbeth, 5.5.24) (cf. Katherine

Duncan-Jones 196n5).

L2 CONTEXT:

Since Aristotle and all the way through to the early modern period, dreams were thought of as«
primarily visual (Stuart Clark 302) and were closely associated with the faculties of imagination
and memory. It was believed that once the eye perceived an actual object, this produced a
likeness of itself — (what Aristotle called a ‘species’.} -andSubsequently. the species -travelled
in the form of a mental impression from the outer to the inner senses in order to be examined
by the common sense, to be stored in memory and, eventually, to be retrieved by the imagination
at will (Clark 15; William Rossky 50-51). Dreams were one of those products of imagination;
they were defined as “vision[s] presented to the interior senses” (Joseph Francois Dupleix qtd.
in Clark 302-303) and projected before the inner eye during sleep. Since antiquity, they were

¢ ¢

thought to be “—caused by traces of the species left behind in the internal sense by the waking
perceptions of the external ones, once the latter were no longer active:, Ssuch ‘impressions’

were still, in other words, ‘objects of perception’ and, indeed, were perceived ‘with even greater

impressiveness’” (Clark 301). The reproduced ‘species’ or ‘phantasm’ could also be referred to

as a ‘shadow’ (Clark 15)‘ 1 C ted [KN2]: Make your point about dreams being
“objects of perception” earlier in the annotation and cut the
penultimate sentence.

L]Dreams [back then, las nowadays, were considered to partly disclose what occupied most the

conscious and unconscious mind and thus frequently found their sources in tenacious passions
and vigorous desire (Wickert 284). |

Commented [AK3]: be more specific ]
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L1 LANGUAGE: ~_{ Formatted: Highiight )

Formatted: Highlight ]

“shadow shadows” (. 5) _{ Formatted: Hignignt )

_ight.— Commented [KN5]: More like Antanaclasis (repeating a word

whose meaning changes in the second instance) vs. Polyptoton

5 (repeating a word in a different form or word class). Include in
“thou whose shadow shadows doth make [bl‘lght’” 15 your annotation that Booth argues his case for epizeuxis and

antistasis, both of which we disagree with.

L1 FORM:

This is, at first sight, a paradoxical image as it is impossible for a shadow, typically associated Commented [KNG]: Check the word “to brighten / bright” in
with darkness, to illuminatebrighten lsomething)—u-p, the OED to see whether it had the metaphorical meaning

already in Early Modern times.

Commented [KN7]: At one sentence (however, at second
glance-++) and add [hyperlink].

Commented [KN8]: Clarify what this number refers to ]
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L3 INTERPRETATION:

[Blurred boundaries — no sharp distinction between light & darkness

It becomes possible to place shadow ad libitum at both sides of the antithesis light and
darkness: “Die Antithese bright-dark fordert die Gedankenassoziation light-shadow heraus
[...]- Andererseits ist aber die Sachbezeichnung fiir diese Gestalt, die als Lichtquell in der
Traumlandschaft erscheint, shadow. Aus dem doppelten Ansatz folgt nun die Moglichkeit,
shadow nach Belieben auf der Licht- wie auf der Schattenseite der Antithese einzusetzen, so
dass der erste Vers des zweiten Quartettes shadow mit shadow kontrastieren kann [...]*
(Wickert 282)]

“shadow’s form form happy show” (l. 6)
“shadow’s form”
L1 LANGUAGE:

form: a shape (OED 1a)

An image, representation, or likeness (of a body). (OED 2)

A body considered in respect to its outward shape and appearance; esp. that of a living being,
a person. (OED 3)

L2 CONTEXT:

[Plato: substance vs. shadow]

The Platonic distinction between shadow and substance was quite common in
Elizabethan times.

“Real form, or essence, was something which only the spiritual eyes, or the eyes of
the mind, could see” (shakespeares-sonnets.com)

L3 INTERPRETATION:

The ‘form’ here refers either to the shape of the actual shadow image appearing in the
speaker’s dream or back to the original substantial body of the addressee of which the shadow
is but a reflection

“show”

L1. LANGUAGE:
The fact of being presented to view or displayed. (OED 1b)

Often with the idea that the reality behind is different (cf. 6,,7): In appearance only, [ Field Code Changed

ostensibly, seemingly. (OED 2b) ~{ Field Code Changed

An unreal or illusory appearance (of something); an appearance with little or no reality behind
it. (OED 6a)

In generalized sense: Empty appearance without reality. (OED 6b)

to make (a) show, to assume an appearance which is more or less deceptive; to make a
pretence or feint, pretend. (OED 7b)

A phantasmal appearance; an apparition. (OED 11)


http://www.oed.com/view/Entry/178735?rskey=UYcNEa&result=1&isAdvanced=false#eid23047216
http://www.oed.com/view/Entry/178735?rskey=UYcNEa&result=1&isAdvanced=false#eid23047278

A spectacle elaborately prepared or arranged in order to entertain a number of spectators; a
pageant, masque, procession, or similar display on a large scale. (OED 13a)

Applied to any kind of public display; e.g. an exhibition of pictures, a dramatic performance

in a theatre (OED 15a).

FORM:

Antistasis (?)

Syntactical Ambiguity: ‘form(V) happy show(N)’ or ‘show(V) happy form(N)’?
CONTEXT:

Plato’s Republic — shadow of a shadow (Plato’s Allegory of the Cave/ Mimesis)

& Dreaming/ Acting

INTERPRETATION:

Connection with the theatre

‘Scene’ etymologically related to ‘Shadow’ (from the greek oknvi — okud)
“To the clear day with thy much clearer light” (1.7)

“clear”

L1 FORM:

[clear — clearer relationship — climactic structure & antistasis (?)]

L1 LANGUAGE:

Expressing the vividness or intensity of light: Brightly shining, bright, brilliant. (OED 1a)
Of the day, daylight, etc.: Fully light, bright; opposed to dusk or twilight. (OED 2a)

fig. Serene, cheerful; of unclouded countenance or spirit. (OED 2d)

A common epithet of women: Beautiful, beauteous, fair. (OED 4c)

Of the complexion, skin, etc.: Bright, fresh, and of pure colour; blooming (OED 4d)
Clearly seen, distinct, well-marked, sharp. (OED 6)

Manifest to the mind or judgement, evident, plain. (OED 9a)

Of moral purity, innocence. (OED IV)
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Version 6 (V6)

“shadow” (l. 5)
L1 LANGUAGE:

[Literally speaking\ a shadow is an “image cast by a body intercepting light” (OED II). It can /{ Commented [AK1]: an introductory sentence before or after J
also refer to a hollow representation, “an unreal appearance; a delusive semblance [...]; a vain these meanings?

and unsubstantial object of pursuit” (OED 6a), or to “a spectral form, phantom” (OED 7). [In
the seventeenth century, the term was also used to mean “an actor or a play” (OED 6b) and
was often employed by Shakespeare in this sense: e.g. “Life’s but a walking shadow, a poor
player” (Macbeth, 5.5.24) (cf. Katherine Duncan-Jones 196n5). /,/{ Commented [ML2]: Can this meaning be related back to the }

sonnet?

_— Ci d [ML3]: Very good, one could create a link from
the annotation about ,see” (I 1) to this annotation.

Since Aristotle and all the way through to the early modern period, dreams were thought of as
primarily visual (Stuart Clark 302) and were closely associated with the faculties of
imagination and memory. It was believed that once the eye perceived an actual object, this
produced a likeness of itself — what Aristotle called a ‘species’. Subsequently, the species
travelled in the form of a mental impression from the outer to the inner senses in order to be
examined by the common sense, to be stored in memory and, eventually, to be retrieved by
the imagination at will (Clark 15; William Rossky 50-51). Dreams were one of those products
of imagination; they were defined as “vision[s] presented to the interior senses” (Joseph
Frangois Dupleix qtd. in Clark 302-303) and projected before the inner eye during sleep.
Since antiquity, they were thought to be “caused by traces of the species left behind in the
internal senses by the wakrng perceptrons of the external ones, once the latter were no longer
active

(Clark 301) The reproduced spemes or
‘phantasm’ could also be referred to as a ‘shadow’ (Clark 15)\ e

Syxri . 3 -] 999

Commented [KN4]: Make your point about dreams being
“objects of perception” earlier in the annotation and cut the
- < - penultimate sentence.

[Dreams fback then], bs nowadays, were considered to partly disclose what occupied most the . { ps

d [ML5]: I'd say: ,Shakespeare’s age*“

conscious and unconscious mind and thus frequently found their sources in tenacious passions
and vigorous desire (Wickert 284). \

Commented [AK6]: be more specific

)

N { Commented [CN7]: Probably move to Interpretation

Commented [ML8]: | would keep it in ,context®, if we can be
sure that this was a common assumption during
Shakespeare’s time.

+ Add quotation marks (if this is a quote from Wickert rather
than a paraphrase)

Commented [ML9]: This paragraph sounds very interesting
(esp. in the context of Son. 43). (Maybe move to L3 — Context)
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Commented [ML10]: I'd rather say ,meaning mentioned in
the annotation for ,shadow" [link]“, because readers do not
read the annotations linearly as in a print book and we cannot
be sure that they read the aforementioned definition-

Commented [ML11]: Word repeated 3 times (I agree with
the group, Booth is wrong here)

Commented [ML12]: Again, | agree with the group:
Anistasis means the word is repeated in the opposite sense,
which is not the case here.

Your suggestions (polyptoton and antanaclasis) are much

“make bright” (1. 5) more convincing
Commented [KN13]: More like Antanaclasis (repeating a
. word whose meaning changes in the second instance) vs.
1 LANGUAGE: Polyptoton (repeating a word in a different form or word class).

Include in your annotation that Booth argues his case for
epizeuxis and antistasis, both of which we disagree with.

The obvious meaning of the phrase ‘make bright’ is ‘to illuminate’, ‘to light something up’.
Nevertheless, it can also be understood figuratively to mean ‘to cheer someone up’ (cf.

“bright, n.” OED 7a) or as an archaism to mean ‘to make beautiful or fair’ (cf. OED 3).

L1 INTRATEXT:

This is the third repetition of ‘bright’ in the sonnet. In the previous line, the adjective is
repeated twice when referring to the eyes of the speaker: “And darkly bright. are bright in
dark directed” (1. 4) [Hyperlink]. In line 5, the adjective is repeated once more, yet, this time,
combined with an active verb (“make bright’) and referring to the addressee’s shadow.

L2 INTERPRETATION: _{ Formatted: Font: Boid )

[Consider adding this annotation to the one below?]

“thou whose shadow shadows doth make [brightF’ 1.5 Commented [KN14]: Check the word “to brighten / bright” in
the OED to see whether it had the metaphorical meaning

already in Early Modern times.

L1 FORM:

This is, at first sight, a paradoxical image as it is impossible for a shadow, typically associated

with darkness, to illuminate something, (¢ d [KN15]: At one sentence (however, at second
glance...) and add [hyperlink].

L2 INTERTEXT:

Considering the fact that, apart from its obvious meaning, the phrase “make bright” might
also imply that the addressee’s shadow has a beautifying impact on “the darkness of [the]

night” (“shadow, n.” OED 2a), line 5 brings to mind Shakespeare’s sonnet 27. In 27, the __{ Formatted: Font: Italic )
shadow of the addressee is not only bright “like a jewel” (1. 11) but it has also the ability to
“[make] black night beauteous” (1. 12) much like in sonnet 43.
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Commented [KN16]: Clarify what this number refers to ]

L3 INTERPRETATION:

[Blurred boundaries — no sharp distinction between light & darkness

[ It becomes possible to place shadow ad libitum at both sides of the antithesis light and
darkness; “Die Antithese bright-dark fordert die Gedankenassoziation light-shadow heraus /{ Commented [ML17]: Good interpretation, but you should
[...]. Andererseits ist aber die Sachbezeichnung fiir diese Gestalt, die als Lichtquell in der explain itin more detail.

Traumlandschaft erscheint, shadow. Aus dem doppelten Ansatz folgt nun die Moglichkeit,

shadow nach Belieben auf der Licht- wie auf der Schattenseite der Antithese einzusetzen, so

dass der erste Vers des zweiten Quartettes shadow mit shadow kontrastieren kann [...]*

(Wickert 282)]

“shadow’s form form happy show” (1. 6)

“shadow’s form”

L1 LANGUAGE:

‘Form’ may generally refer to the visible shape of something (OED 1a), or, more specifically,
to a bodily frame a-human—bedy"“considered in respect to its outward shape and appearance”

(OED 3). In the seventeenth century, the term could also be used to refer not to the actual
body but to “an image, representation, or likeness” thereof (OED 12).

What is also probably relevant in this context is the philosophical definition of form

Aristotle & Plato

In scholastic philosophy and especially in Plato, a form is the “essential determinant principle
of a thing” (OED 4a).

“beauty, comeliness” (OED f1e)

/{ C d [ML18]: Is this necessary? J

L2 CONTEXT:
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[Plato: substance vs. shadow]

The Platonic distinction between shadow and substance was quite common in Elizabethan
times.

“Real form, or essence, was something which [only the spiritual eyes, or the eyes of the mind,

could see” ((shakespeares-sonnets.com)

L3 INTERPRETATION:

[The ‘form” here refers either to the shape of the actual shadow image appearing in the
speaker’s dream or back to the original substantial body of the addressee of which the shadow
isbuta reﬂection\

“Show”

L1. LANGUAGE:
The fact of being presented to view or displayed. (OED 1b)

[Often with the idea that the reality behind is different (cf. 6, 7): In appearance only,
ostensibly, seemingly. (OED 2b)

An unreal or illusory appearance (of something); an appearance with little or no reality behind
it. (OED 6a)

In generalized sense: Empty appearance without reality. (OED 6b)

to make (a) show, to assume an appearance which is more or less deceptive; to make a
pretence or feint, pretend. (OED 7b)

A phantasmal appearance; an apparition. (OED 11)

A spectacle elaborately prepared or arranged in order to entertain a number of spectators; a
pageant, masque, procession, or similar display on a large scale. (OED 13a)

Applied to any kind of public display; e.g. an exhibition of pictures, a dramatic performance
in a theatre (OED 15a). \

FORM:

[Syntactical Ambiguity: ‘form(V) happy show(N)’ or ‘show(V) happy form(N)’?

CONTEXT:

Plato’s Republic — shadow of a shadow (Plato’s Allegory of the Cave/ Mimesis)
& Dreaming/ Acting
Robert Fludd > memory and theatre comparison (Alt 78-80)

“In choosing a theatre — apparently a real theatre — as his mnemonic space, Fludd follows a
principle articulated by Host, for whom “those men who with their shape, gesture, and actions
in public spectacles, comedies, tragedies, and theatres we see freely represent others” — that is,
actors — provide a model for constructing mnemonic images. As an actor represents
something other than himself, Host reasons, so a mnemonic image recalls something other
than its own physical substance.” (Wilder 53f)

Commented [ML19]: But in this line (and the following) the
speaker described how he sees the addressee with his real
eyes, doesn’'t he?

Commented [ML20]: Try to find a more reliable source

—| Commented [ML21]: This line of the sonnet is quite

complex:

I'm really not sure, but I'd say ,,shadow’s form“ can mean :

(1) the form that causes the shadow (i.e. the real body)

(2) the form of the shadow (i.e. shadow in the literal sense)
(3) the form of the mental representation/dream (shadow in a
metaphorical sense)

the context ,clear day” suggests that the speaker means the sight of
the real addressee (or of his shadow in the literal sense)

—| Commented [ML22]: I'm not sure but maybe this should go

to ,Interpretation®, as it does not become obvious from the
sonnet that the speaker criticises the addressee for being
[fake

(But | would certainly include this reading, as it add depth to
the sonnet -> At first glance, the speaker is praising the
addressee, but he could also covertly criticise him.)

| Commented [ML23]: I'd say geminatio (and maybe

antanaclasis)

Commented [ML24]: Very good point. Maybe you could
elaborate a little bit on it (e.g. paraphrase the line according to
both possibilities)

A

Commented [ML25]: Maybe ,Interpretation“ would be better,
because the connection to the sonnet is not obvious.

|
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“For the purposes of the memory arts, theatre is defined by its ability to make the internal
external. Describing Camillo’s theatre to Erasmus, Viglius Zuichemus writes that Camillo
“called it a theatre because it can be seen with the eyes of the body” — that is, Camillo’s
memory theatre is a “theatre” not so much because it resembles the structures in which plays
were performed as because it literalizes the Greek root of the word “theatre,” which mean
“seeing.” Through the use of physical objects, real or imagined, this “memory theatre” places
the mind on display. As Zuichemus puts it,
all the things that the human mind conceives but that cannot be seen with the eyes of
the body can... be expressed with some bodily signs, so that everyone can see directly
with his own eyes all that which otherwise is submerged in the depths of the human
mind.
For Zuichemus, the conceptual link between Camillo’s “theatre” and theatrical performance
has to do only with the visual nature of such performances: both theatrical performance and
memory theatres “can be seen.” The use of theatres as memory /oci implies not just that
theatres and memory /oci are both visual media, but that theatres (and, for Fludd and Willis,
specifically the private and perhaps the public theatres of London) do what loci do: the make
the mind visible. Theatre is thus a version of the “extended mind,” a “cognitive environment”
in which physical objects give shape to and even constitute the mind itself” (Wilder 56-57)

INTERPRETATION:
Connection with the theatre

‘Scene’ etymologically related to ‘Shadow’ (from the greek cknvn — okud)

“To the clear day with thy much clearer light” (1.7)
“clear”

L1 FORM:

[clear — clearer relationship — climactic structure &—M@nﬂs&aﬁi&(—‘m {

L1 LANGUAGE:

Expressing the vividness or intensity of light: Brightly shining, bright, brilliant. (OED 1a)
Of the day, daylight, etc.: Fully light, bright; opposed to dusk or twilight. (OED 2a)

fig. Serene, cheerful; of unclouded countenance or spirit. (OED 2d)

A common epithet of women: Beautiful, beauteous, fair. (OED 4c)

Clearly seen, distinct, well-marked, sharp. (OED 6)
Manifest to the mind or judgement, evident, plain. (OED 9a)
Of moral purity, innocence. (OED IV)

L2 INTERPRETATION:

Same adjective referring to different nouns = establishing a relationship between the light of
the day and to the metaphorical light of the addressee.

Commented [ML26]: An antistasis is the repitetion of a word
in the opposite sense. | do not think this is the case here.
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Does the climactic construct suggest a structure: clear (day) — clearer (reality) — the clearest
(shadow/dream image/ideal)?

A

/{ Formatted: English (United States)
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Version 7 (V7)

“shadow” (l. 5)
L1 LANGUAGE:

The term ‘shadow’ in this sonnet cannot be reduced to one single meaning. [Literally speakingL, = { Commented [AK1]: an introductory sentence before or after }
a shadow is an “image cast by a body intercepting light” (OED II). It can also refer to a these meanings?

hollow representation, “an unreal appearance; a delusive semblance [...]; a vain and
unsubstantial object of pursuit” (OED 6a), or to “a spectral form, phantom” (OED 7). [In the
seventeenth century, the term was also used to mean “an actor or a play” (OED 6b) and was
often employed by Shakespeare in this sense: e.g. “Life’s but a walking shadow, a poor

player” (Macbeth, 5.5.24) (cf. Katherine Duncan-Jones 196n5).} /{ Comn:;znted [ML2]: Can this meaning be related back to the }
sonnet?

___—| Commented [ML3]: Very good, one could create a link from
the annotation about ,see” (I 1) to this annotation.

Since Aristotle and all the way through to the early modern period, dreams were thought of as
primarily visual (Stuart Clark 302) and were closely associated with the faculties of imagination
and memory. It was believed that once the eye perceived an actual object, this produced a
likeness of itself — what Aristotle called a ‘species’. Subsequently, the species travelled in the
form of a mental impression from the outer to the inner senses in order to be examined by the
common sense, to be stored in memory and, eventually, to be retrieved by the imagination at
will (Clark 15; William Rossky 50-51). Dreams were one of those products of imagination;
they were defined as “vision[s] presented to the interior senses” (Joseph Frangois Dupleix qtd.
in Clark 302-303) and projected before the inner eye during sleep. Since antiquity, they were
thought to be “caused by traces of the species left behind in the internal senses by the waklng
perceptlons of the external ones, once the latter were no longer actlve

993

ﬂpreewenc—ﬁ— (Clark 301). The reproduced spec1es or phantasm could also be referred

to as a ‘shadow’ (Clark 15) ‘ | Commented [KN4]: Make your point about dreams being
1 “objects of perception” earlier in the annotation and cut the
penultimate sentence.

JlDreams [b&eletheﬂl—’as—ﬂow&days—were thus often considered to partly-diselosedisclose { ps d [MLS]: 'd say: .Shakespeare’s age" ]
what most occupied the -what-eceupied-most-the-conscious-and-unconseious-mindmind -and =
to provide an insight into the dreamer s 1nnermost de31res Accordlng to Castlghone s The

Book of tthi+ ;
Hiekert284)he Courtier, dreammg about a beloved was “the ﬁrst step towards a hlgher form
of love” (Wickert 283)-]

[Commented [AK6]: be more specific ]

Commented [CN7]: Probably move to Interpretation ]

Commented [ML8]: | would keep it in ,context’, if we can be
sure that this was a common assumption during

Shakespeare’s time.

+ Add quotation marks (if this is a quote from Wickert rather
than a paraphrase)

Commented [ML9]: This paragraph sounds very interesting
(esp. in the context of Son. 43). (Maybe move to L3 — Context)

L3 INTERPRETATION:

Within the context of eyes emitting light evoked in 1. 4 [Hyperlink], the term ‘shadow’ can be
understood literally as the image cast by the addressee’s body when exposed to the speaker’s
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radiant gaze. Yet the conceit is much more complex than that. Taking place in the realm of
dreams, the shadow is also the incorporeal mental image of the addressee produced before the

speaker’s inner eye; it is “an unreal appearance; a delusive semblance [...]; a vain and

unsubstantial object of pursuit” (OED 6a). On the stage of dramatic dream action, the shadow

is a theatrical persona

in the dreadful darkness of “dead night” (1. 11) - phantom[Hyperlink]

fabedHessmental/dreammage}

L1 LANGUAGE:

Ceontrary-toApart from the L&feremenﬁene&other meanings and connotations attached to Commented [fML10]: I'd rather say ,meaning mentioned in
¢ ) : » . > : th tati ,shadow* [link]*, b ders do not
shadow’ [hyperlink to L1 LANGUAGE: “shadow” (1. 5)], the word ‘shadows’, when in e e Lk ﬁn:arly[ i a;f;‘;iigiaa:;sw; ot

plural, also refers to “the darkness of night” (OED 2a). be sure that they read the aforementioned definition-

\[Commented [MF11]: Add Works Cited after every levellll

an antanaclasis. Commented [MF12]: Look up if there needs to be a comma J
here.

/[Formatted: Font: Bold, Highlight ]
Formatted: Highlight )

Commented [MF13]: According to the...? )
C d [MF14]: This ist he title of the sonnet. Do we }

have to put it in quotation marks [or italics]?

Commented [ML15]: Word repeated 3 times (I agree with
the group, Booth is wrong here)

Commented [ML16]: Again, | agree with the group:

: RHot-oftry - ah—€ep t aS—tHe-Sai ota Hpratca epeatea rottanytHhg i Anistasis means the word is repeated in the opposite sense,
between;-but-alse-an—an asis>as-the-word-chanses-meanine—with-itsrepetition h203)- which is not the case here.
Mmmgﬁmmmms - Your suggestions (polyptoton and antanaclasis) are much

more convincing
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“make bright” (l. C ted [KN17]: More like Antanaclasis (repeating a
word whose meaning changes in the second instance) vs.
Polyptoton (repeating a word in a different form or word class).
Include in your annotation that Booth argues his case for
epizeuxis and antistasis, both of which we disagree with.

Consider adding this annotation to the one below?]

“Then thou whose shadow shadows doth make [brightL” (1L5) Commented [KN18]: Check the word “to brighten / bright” in
the OED to see whether it had the metaphorical meaning
already in Early Modern times.

L1 FORM:

This is, at first sight, a paradoxical image as it is impossible for a shadow, typically associated
with darkness, to illuminate [something\. Considering, however, the multiplicity of semantic Commented [KN19]: At one sentence (however, at second
layers inherent to the term “shadow” (1. 5) [Hyperlink] as well as to the phraseing “make glianeer)andladdiinypenink]

bright” (1. 5) [Hyperlink]. the line @ains\ in lcomplexityl and is not Jengerto be read solely as a

paradoxon [Hyperlink to Interpretation?]. Commented [MF20]: Find a different verb that doesn’t
suggest that the ambiguity wasn’t there before.

here.

Commented [MF22]: More like: ,the meaning one might /

Commented [MF21]: Talk about the ambiguity of the line J
typically first associates with the phrase “to make bright” is... }

L1 INTRATEXT:

Commented [MF23]: Do we need to mention the line here or
does this become clear in the viewer by simply hovering over
the hyperlink / pop-up?

This|is the third repetition of the word ‘bright’ in the sonnet.|In the previous line, the adjective
is repeated twice when referring to the eyes of the speaker: “[a]And darkly bright, are bright
in dark directed” (1. 4) [Hyperlink]. In line 5, the-adjeetive‘bright’ is repeated once more,
howeveryet, this time, combined with an active verb (“make bright”) and -referring to the
addressee’s shadow.

Commented [MF24]: So what? What's the purpose of this
annotation? How is this relevant or necessary for the reader’s
understanding of the line?
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66 | Commented [KN25]: Clarify what this number refers to
Also, figure out whether it needs quotation marks.

L3 INTERPRETATION:

[Blurred boundaries — no sharp distinction between light & darkness
[ It becomes possible to place shadow ad libitum at both sides of the antithesis light and

darkness\: “Die Antithese bright-dark fordert die Gedankenassoziation light-shadow heraus /{ C d [ML26]: Good interpretation, but you should

[...]. Andererseits ist aber die Sachbezeichnung fiir diese Gestalt, die als Lichtquell in der explain itin more detail. And in English.
Traumlandschaft erscheint, shadow. Aus dem doppelten Ansatz folgt nun die Moglichkeit,

shadow nach Belieben auf der Licht- wie auf der Schattenseite der Antithese einzusetzen, so

dass der erste Vers des zweiten Quartettes shadow mit shadow kontrastieren kann [...]*

(Wickert 282)]

“shadow’s form form happy show” (1. 6)

“shadow’s form”

L1 LANGUAGE:

‘Form’ may generally refer to the visible shape of something (OED 1a), or, more specifically,
to a bodily frame a-human-“bedy-"‘considered in respect to its outward shape and appearance”

(OED 3). In the seventeenth century, the term could also be used to refer not only to the
aetuala material body but to “an image, representation, or likeness” thereof (OED 12).

What is also probably relevant in this context is the philosophical definition of form

Aristotle & Plato

In scholastic philosophy and especially in Plato, a form is the “essential determinant principle
of a thing” (OED 4a).

“beauty, comeliness” (OED fle)

/[ Commented [ML27]: Is this necessary?

L2 CONTEXT:

[Plato: substance vs. shadow]
The Platonic distinction between shadow and substance was quite common in Elizabethan
times.

C d [ML28]: But in this line (and the following) the
speaker described how he sees the addressee with his real
eyes, doesn’t he?

“Real form, or essence, was something which [only the spiritual eyesL or the eyes of the mind,
could see” (shakespeares-sonnets.com)

Commented [ML29]: Try to find a more reliable source

L3 INTERPRETATION:
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[The ‘form” here refers either to the shape of the actual shadow image appearing in the
speaker’s dream or back to the original substantial body of the addressee of which the shadow

is but a reflection

H

1ited [ML30]: This line of the sonnet is quite

“show”

L1. LANGUAGE:

The fact of being presented to view or displayed. (OED 1b)

Often with the idea that the reality behind is different (cf. 6, 7): In appearance only,
ostensibly, seemingly. (OED 2b)

complex:

I'm really not sure, but I'd say ,,shadow’s form“ can mean :

(1) the form that causes the shadow (i.e. the real body)

(2) the form of the shadow (i.e. shadow in the literal sense)
(3) the form of the mental representation/dream (shadow in a
metaphorical sense)

the context ,clear day” suggests that the speaker means the sight of
the real addressee (or of his shadow in the literal sense)

An unreal or illusory appearance (of something); an appearance with little or no reality behind
it. (OED 6a)

In generalized sense: Empty appearance without reality. (OED 6b)

to make (a) show, to assume an appearance which is more or less deceptive; to make a
pretence or feint, pretend. (OED 7b)

A phantasmal appearance; an apparition. (OED 11)

A spectacle elaborately prepared or arranged in order to entertain a number of spectators; a
pageant, masque, procession, or similar display on a large scale. (OED 13a)

Applied to any kind of public display; e.g. an exhibition of pictures, a dramatic performance

in a theatre (OED 15a). \

FORM:

-| Commented [ML31]: I'm not sure but maybe this should go

to ,Interpretation®, as it does not become obvious from the
sonnet that the speaker criticises the addressee for being
[fake

(But | would certainly include this reading, as it add depth to
the sonnet -> At first glance, the speaker is praising the
addressee, but he could also covertly criticise him.)

[Syntactical Ambiguity\: ‘form(V) happy show(N)’ or ‘show(V) happy form(N)’?

| Commented [ML32]: I'd say geminatio (and maybe

antanaclasis)

CONTEXT:

Commented [ML33]: Very good point. Maybe you could
elaborate a little bit on it (e.g. paraphrase the line according to
both possibilities)

Plato’s Republic — shadow of a shadow (Plato’s Allegory of the Cave/ Mimesis)

A

Commented [ML34]: Maybe ,Interpretation“ would be better,
because the connection to the sonnet is not obvious.

|

& Dreaming/ Acting
Robert Fludd > memory and theatre comparison (Alt 78-80)

“In choosing a theatre — apparently a real theatre — as his mnemonic space, Fludd follows a
principle articulated by Host, for whom “those men who with their shape, gesture, and actions
in public spectacles, comedies, tragedies, and theatres we see freely represent others” — that is,
actors — provide a model for constructing mnemonic images. As an actor represents
something other than himself, Host reasons, so a mnemonic image recalls something other
than its own physical substance.” (Wilder 53f)

“For the purposes of the memory arts, theatre is defined by its ability to make the internal
external. Describing Camillo’s theatre to Erasmus, Viglius Zuichemus writes that Camillo
“called it a theatre because it can be seen with the eyes of the body” — that is, Camillo’s
memory theatre is a “theatre” not so much because it resembles the structures in which plays
were performed as because it literalizes the Greek root of the word “theatre,” which mean
“seeing.” Through the use of physical objects, real or imagined, this “memory theatre” places
the mind on display. As Zuichemus puts it,

all the things that the human mind conceives but that cannot be seen with the eyes of

the body can... be expressed with some bodily signs, so that everyone can see directly
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with his own eyes all that which otherwise is submerged in the depths of the human

mind.
For Zuichemus, the conceptual link between Camillo’s “theatre” and theatrical performance
has to do only with the visual nature of such performances: both theatrical performance and
memory theatres “can be seen.” The use of theatres as memory /oci implies not just that
theatres and memory /oci are both visual media, but that theatres (and, for Fludd and Willis,
specifically the private and perhaps the public theatres of London) do what loci do: the make
the mind visible. Theatre is thus a version of the “extended mind,” a “cognitive environment”
in which physical objects give shape to and even constitute the mind itself” (Wilder 56-57)

INTERPRETATION:
Connection with the theatre

‘Scene’ etymologically related to ‘Shadow’ (from the greek cknvn — okud)

“To the clear day with thy much clearer light” (1.7)
“clear”

L1 FORM:

[clear — clearer relationship — climactic structure &—Mﬁaﬁﬂﬁaﬁﬁ—(—é]\

L1 LANGUAGE:

Expressing the vividness or intensity of light: Brightly shining, bright, brilliant. (OED 1a)
Of the day, daylight, etc.: Fully light, bright; opposed to dusk or twilight. (OED 2a)

fig. Serene, cheerful; of unclouded countenance or spirit. (OED 2d)

A common epithet of women: Beautiful, beauteous, fair. (OED 4c)
Of the-comp 1OR in o : Beig rach nd-ofn ecole - h
Clearly seen, distinct, well-marked, sharp. (OED 6)

Manifest to the mind or judgement, evident, plain. (OED 9a)

Of moral purity, innocence. (OED IV)

L2 INTERPRETATION:

Same adjective referring to different nouns = establishing a relationship between the light of
the day and to the metaphorical light of the addressee.

Does the climactic construct suggest a structure: clear (day) — clearer (reality) — the clearest
(shadow/dream image/ideal)?

A

_— C d [ML35]: An antistasis is the repitetion of a word
in the opposite sense. | do not think this is the case here.

{ Formatted: English (United States)
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Version 8 (V8)

“shadow” (l. 5)
L1 LANGUAGE:

The term ‘shadow’ in this sonnet cannot be reduced to one single meaning. lLiterally speakingl,;, = { Commented [AK1]: an introductory sentence before or after
a shadow is an “image cast by a body intercepting light” (OED II). It can also refer to a these meanings?

hollow representation, “an unreal appearance; a delusive semblance [...]; a vain and
unsubstantial object of pursuit” (OED 6a), or to “a spectral form,_[a] phantom” (OED 7). lln
the seventeenth century, the-term—was-alse-used-to-mean shadow’ was also another term for
“an actor or a play” (OED 6b) and it was often employed by Shakespeare in this sense: e.g.
“Life’s but a walking shadow, a poor player” (Macbeth; 5.5.24 qtd. in)-(ef: Katherine Duncan-

Jones 196n5).l ¢ d [ML2]: Can this meaning be related back to the
| sonnet?
Works Cited:
“shadow. n.”. OED Online. Oxford University Press. June 2017. Web. Accessed July 2017 /{ C d [MF3]: Add Works Cited after every levelll! ]

Duncan-Jones, Katherine (ed.). Shakespeare’s Sonnets. The Arden Shakespeare, Third Series. London and New

York: Bloomsbury, 1997. Print.

_—| Commented [ML4]: Very good, one could create a link from
the annotation about ,see” (I 1) to this annotation.

Since Aristotle and all the way through to the early modern period, dreams were thought of as
primarily visual (Stuart Clark 302) and were closely associated with the faculties of
imagination and memory. It was believed that once the eye perceived an actual object, this
produced a likeness of itself — what Aristotle called a ‘species’. Subsequently, the species
travelled in the form of a mental impression from the outer to the inner senses in order to be
examined by the common sense, to be stored in memory and, eventually, to be retrieved by
the imagination at will (Clark 15; William Rossky 50-51). Dreams were one of those products
of imagination; they were defined as “vision[s] presented to the interior senses” (Joseph
Frangois Dupleix qtd. in Clark 302-303) and projected before the inner eye -during sleep.
Since antiquity, they were thought to be “caused by traces of the species left behind in the
internal senses by the wakrng perceptrons of the external ones, once the latter were no longer
active’

c— g 9 993

(Clark 301) The reproduced spec1es or
‘phantasm’ could also be referred to as a ‘shadow’ (Clark lS)l ——| Commented [KN5]: Make your point about dreams being

“objects of perception” earlier in the annotation and cut the
penultimate sentence.

lDreams lbaelethenl—la&nowad-ay&were thus often considered to parthy-diselosedisclose { = ted [ML6]: I'd say: ,Shakespeare's age" ]
what most occupied the -what-eccupied-meost-the-consetous-and-unconsetousmindmind -and = [ Commented [AK7]: bo more spedific ]
to provide an 1ns1ght into the dreamer S 1nnermost des1res Accordmg to Cast1gl1one s The
Book of tth 2 ey
%ekeﬁ—}%he Courtzer, dreammg about a beloved was “the ﬁrst step towards a h1gher form
of love” (W1ckcrt 28 3)1 |~ { Commented [CN8]: Probably move to Interpretation ]

| Commented [ML9]: | would keep it in ,context’, if we can be
sure that this was a common assumption during
Shakespeare’s time.

+ Add quotation marks (if this is a quote from Wickert rather
than a paraphrase)

Commented [ML10]: This paragraph sounds very
interesting (esp. in the context of Son. 43). (Maybe move to L3
— Context)
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Works Cited:

L3 INTERPRETATION:

Within the context of eyes emitting light evoked in 1. 4 [Hyperlink], the term ‘shadow’ can be
understood literally as the image cast by the addressee’s body when exposed to the speaker’s
radiant gaze. Yet the conceit is much more complex than that. Taking place in the realm of
dreams, the shadow is also the incorporeal mental image of the addressee produced before the
speaker’s inner eye; it is ““an unreal appearance; a delusive semblance [...]; a vain and
unsubstantial object of pursuit” (OED 6a). On the stage of dramatic dream action, the shadow
is a theatrical persona

in the dreadful darkness of “dead night” (1. 11) - phantom[Hyperlink]

Works Cited:

L1 LANGUAGE:

Ceontrary-toApart from the laﬂfefemenﬁeﬂed%other meanings and connotations attached to C d [ML11]: I'd rather say ,meaning mentioned in
“shad > [h rlink to L1 LANGUAGE: “shadow” (1 5)] th rd ‘shad 5 hen in the annotation for ,shadow" [link]*, because readers do not
shadow ype! 0 o shadow : > the WO! shadows’, when | read the annotations linearly as in a print book and we cannot

plural, also refers to “the darkness of night” (OED 2a). be sure that they read the aforementioned definition-

Works Cited:

“shadow. n.”. OED Online. Oxford University Press, June 2017, Web. Accessed July 2017] /{commented [MF12]: Add Works Cited after every levell!! ]

Al
A
_ C d [MF13]: Add Works Cited after every levell!!! ]

an antanaclasis.

Commented [MF14]: Look up if there needs to be a comma
here.

Works Cited:
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Commented [MF15]: According to the...?

Commented [MF16]: This ist he title of the sonnet. Do we
have to put it in quotation marks [or italics]?

‘Works Cited:

Commented [ML17]: Word repeated 3 times (I agree with
the group, Booth is wrong here)

Commented [ML18]: Again, | agree with the group:
Anistasis means the word is repeated in the opposite sense,

' ht21“make bright” (L. which is not the case here.

Your suggestions (polyptoton and antanaclasis) are much
more convincing

Consider adding this annotation to the one below?] Commented [KN19]: More like Antanaclasis (repeating a
word whose meaning changes in the second instance) vs.

Polyptoton (repeating a word in a different form or word class).

“Then thou whose shadow shadows doth make [brightL” (1.5) Include in your annotation that Booth argues his case for
epizeuxis and antistasis, both of which we disagree with.

A Commented [KN20]: Check the word “to brighten / bright” in
L1 FORM: the OED to see whether it had the metaphorical meaning
already in Early Modern times.

This is, at first sight, a paradoxical image as it is impossible for a shadow, typically associated

with darkness, to illuminate [something\. Considering, however, the multiplicity of semantic /{ Commented [KN21]: At one sentence (however, at second
layers inherent to the term “shadow” (1. 5) [Hyperlink] as well as to the phraseing “make glance...) and add [hyperlink].

)

bright” (1. 5) [Hyperlink], the line |gains|in [complexitﬂ and is not Jengerto be read solely as a Commented [MF22]: Find a different verb that doesn't

)

aradoxon [Hyperlink to Interpretation?]. suggest that the ambiguity wasn’t there before.
Commented [MF23]: Talk about the ambiguity of the line

)

L1 LANGUAGE: =

The obvious meaning of the phrase “make bright” Commented [MF24]: More like: ,the meaning one might /
typically first associates with the phrase “to make bright” is...

Works Cited:

“bright. adj. and n.”. OED Online. Oxford University Press. June 2017. Web. Accessed July 2017] /{r d [MF25]: Add Works Cited after every levell!!
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L1 INTRATEXT:

This,is the third repetition of the word ‘bright” in the sonnet.|In the previous line, the adjective
is repeated twice when referring to the eyes of the speaker: “[a]And darkly bright, are bright
in dark directed” (1. 4) [Hyperlink]. In line 5, the-adjeetive‘bright’ is repeated once more,
howeveryet, this time, combined with an active verb (“make bright”) and -referring to the
addressee’s shadow.

Commented [MF26]: Do we need to mention the line here or
does this become clear in the viewer by simply hovering over
the hyperlink / pop-up?

Commented [MF27]: So what? What's the purpose of this ‘

annotation? How is this relevant or necessary for the reader’s
understanding of the line?

Commented [KN28]: Clarify what this number refers to
Also, figure out whether it needs quotation marks.

Works Cited:

A
Shakespeare, William. Romeo and Juliet. Ed. René Weis. The Arden Shakespeare, Third Series. London:
Bloomsbury, 2012. Print.

L3 INTERPRETATION:

[Blurred boundaries — no sharp distinction between light & darkness

[ It becomes possible to place shadow ad libitum at both sides of the antithesis light and

darkness: “Die Antithese bright-dark fordert die Gedankenassoziation light-shadow heraus /[r ted [ML29]: Good interpretation, but you }
[...]- Andererseits ist aber die Sachbezeichnung fiir diese Gestalt, die als Lichtquell in der should explain it in more detail. And in English.
Traumlandschaft erscheint, shadow. Aus dem doppelten Ansatz folgt nun die Mdoglichkeit,

shadow nach Belieben auf der Licht- wie auf der Schattenseite der Antithese einzusetzen, so

dass der erste Vers des zweiten Quartettes shadow mit shadow kontrastieren kann [...]*

(Wickert 282)]
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[13 b 2l

“shadow’s form” (l. 6)
L1 LANGUAGE:

‘Form’ may generally refer to the visible shape of something (OED 1a), or, more specifically,
to a bodily frame a-human—bedy"“considered in respect to its outward shape and appearance”
(OED 3). In the seventeenth century, the term could also be used to refer not only to the
aetuala material body but to “an image, representation, or likeness” thereof (OED 12).

What is also probably relevant in this context is the philosophical definition of form

Aristotle & Plato

In scholastic philosophy and especially in Plato, a form is the “essential determinant principle
of a thing” (OED 4a).

“beauty, comeliness” (OED tle)

Works Cited:

“form., n.”. OED Online. Oxford University Press. Web. June 2017. Accessed July 2017] /{ C d [MF30]: Add Works Cited after every levelll! ]

///{ Commented [ML31]: Is this necessary? ]

L2 CONTEXT:

[Plato: substance vs. shadow]

The Platonic distinction between shadow and substance was quite common in Elizabethan

times.

“Real form, or essence, was something which only the spiritual eyes, or the eyes of the mind, | Commented [ML32]: But n this line (and the following) the

N speaker described how he sees the addressee with his real
could see (shakespeares—sonnets.com)\ eyes, doesn't he?

\[ Commented [ML33]: Try to find a more reliable source ]

L3 INTERPRETATION:

[The ‘form’ here refers either to the shape of the actual shadow image appearing in the
speaker’s dream or back to the original substantial body of the addressee of which the shadow

is but a reflection ‘ ~__{ Commented [ML34]: This line of the sonnet is quite
1 complex:
“form ha])])V show” (l, 6) I’'m really not sure, but I'd say ,,shadow’s form“ can mean :

(1) the form that causes the shadow (i.e. the real body)
(2) the form of the shadow (i.e. shadow in the literal sense)
(3) the form of the mental representation/dream (shadow in a

[Ll FORM: metaphorical sense)
the context ,clear day“ suggests that the speaker means the sight of

The phrase “form happy show” can be read as syntactically ambiguous, even if not the real addressee (or of his shadow in the literal sense)
transparently so. According to standard English grammar, the subject of a sentence (“thy Commented [ML35]: I'm not sure but maybe this should go

5 2 : : EOR 3 to ,Interpretation®, as it does not become obvious from the
shadow s_form (L. 6)’ in this cgse) has to be principally succeeded by a v;rb. form(y.)_ sonnet that the speaker oriticises the addressee for being
happy(adj.) show(n.)’. In poetic forms, however, the rules of syntax — being not as rigid — fake'
could allow for the possibility of inversion: ‘form(n.) happy(adj.) show (v.)’ in the sense of

. R (But | would certainly include this reading, as it add depth to
show happy form’. the sonnet > At first glance, the speaker is praising the
addressee, but he could also covertly criticise him.)
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Repetition of ‘form’ - doubling

L1. LANGUAGE:
The fact of being presented to view or displayed. (OED 1b)

[Often with the idea that the reality behind is different (cf. 6, 7): In appearance only,
ostensibly, seemingly. (OED 2b)

An unreal or illusory appearance (of something); an appearance with little or no reality behind
it. (OED 6a)

In generalized sense: Empty appearance without reality. (OED 6b)

to make (a) show, to assume an appearance which is more or less deceptive; to make a
pretence or feint, pretend. (OED 7b)

A phantasmal appearance; an apparition. (OED 11)

A spectacle elaborately prepared or arranged in order to entertain a number of spectators; a
pageant, masque, procession, or similar display on a large scale. (OED 13a)

Applied to any kind of public display; e.g. an exhibition of pictures, a dramatic performance
in a theatre (OED 15a). |

Hc

d [ML36]: I'm not sure but maybe this should go

FORM:

CONTEXT:

Plato’s Republic — shadow of a shadow (Plato’s Allegory of the Cave/ Mimesis)
& Dreaming/ Acting
Robert Fludd - memory and theatre comparison (Alt 78-80)

“In choosing a theatre — apparently a real theatre — as his mnemonic space, Fludd follows a
principle articulated by Host, for whom “those men who with their shape, gesture, and actions
in public spectacles, comedies, tragedies, and theatres we see freely represent others” — that is,
actors — provide a model for constructing mnemonic images. As an actor represents
something other than himself, Host reasons, so a mnemonic image recalls something other
than its own physical substance.” (Wilder 53f)

“For the purposes of the memory arts, theatre is defined by its ability to make the internal
external. Describing Camillo’s theatre to Erasmus, Viglius Zuichemus writes that Camillo
“called it a theatre because it can be seen with the eyes of the body” — that is, Camillo’s
memory theatre is a “theatre” not so much because it resembles the structures in which plays
were performed as because it literalizes the Greek root of the word “theatre,” which mean
“seeing.” Through the use of physical objects, real or imagined, this “memory theatre” places
the mind on display. As Zuichemus puts it,
all the things that the human mind conceives but that cannot be seen with the eyes of
the body can... be expressed with some bodily signs, so that everyone can see directly
with his own eyes all that which otherwise is submerged in the depths of the human
mind.
For Zuichemus, the conceptual link between Camillo’s “theatre” and theatrical performance
has to do only with the visual nature of such performances: both theatrical performance and

to ,Interpretation”, as it does not become obvious from the
sonnet that the speaker criticises the addressee for being
fake*

(But | would certainly include this reading, as it add depth to
the sonnet > At first glance, the speaker is praising the
addressee, but he could also covertly criticise him.)

~{ Commented [ML37]: I'd say geminatio (and maybe

antanaclasis)

| Commented [ML38]: Very good point. Maybe you could

elaborate a little bit on it (e.g. paraphrase the line according to
both possibilities)

|

Commented [ML39]: Maybe ,Interpretation“ would be better,
because the connection to the sonnet is not obvious.

|
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http://www.oed.com/view/Entry/178735?rskey=UYcNEa&result=1&isAdvanced=false#eid23047216
http://www.oed.com/view/Entry/178735?rskey=UYcNEa&result=1&isAdvanced=false#eid23047278

memory theatres “can be seen.” The use of theatres as memory loci implies not just that
theatres and memory /oci are both visual media, but that theatres (and, for Fludd and Willis,
specifically the private and perhaps the public theatres of London) do what /oci do: the make
the mind visible. Theatre is thus a version of the “extended mind,” a “cognitive environment”
in which physical objects give shape to and even constitute the mind itself” (Wilder 56-57)
INTERPRETATION:

Connection with the theatre

‘Scene’ etymologically related to ‘Shadow’ (from the greek cknvn — okud)

“To the clear day with thy much clearer light” (1._7)

13 9

L1 FORM:

The repetition of the adjective ‘clear’ in its comparative form ‘clearer’ in this line is again an

example of a polyptoton as the repeated word varies in terms of inflection (“Polyptoton” Formatted: Font: 12 pt, Not Bold, Not Highlight

Princeton 1086).

Works Cited:
_ /{ Formatted: Font: Times New Roman, 10 pt
L1 LANGUAGE: /{ Formatted: Font: Times New Roman

The expression “clear day” (1. 7) is an archaic idiom meaning a “fully light, bright” day, as
“opposed to dusk or twilight” (OED 2a). In combination with ‘light’, the adjective ‘clear’

similarly underlines “the vividness or intensity” of the light’s brightness (OED 1a). When

opposed to a blurry, “imperfect” (1. 10) shadow (Il. 5, 6, 10), the “much clearer light” (1. 7)
could also mean more “sharp”, distinctly delineated (OED 6), or even “more perfect, more
complete” (Booth 204n7:; cf. OED 17). In the context of this sonnet, the second instance of
‘clear’ could additionally stand for “cheerful” (OED 2d) — which would link back to “form

Jappy show” (1. 6) [Hyperlink]; “beautiful” (OED 4c¢) — which would link back to one | Formatted: Font: Ialic

plausible interpretation of “make bright” (1. 5) [Hyperlink]; and “innocent” (OED 15a) —
which could maybe allude to a moral dimension otherwise not openly addressed.

Works Cited:

“clear, adj., adv., and n.”. OED Online. Oxford University Press, June 2017. Web. Accessed July 2017.

/{ Formatted: Font: Times New Roman, 10 pt
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L2 INTERPRETATION:

. /{ Formatted: Font: Times New Roman ]
The use of the sSame adjective (‘clear’) referring to different nouns within the same line = /{ Formatted: Font: Times New Roman ]
establishesing a relationship between the light of the day and to the metaphorical light of the
addressee. The comparative construct seems to suggest that the light emanated from the
addressee is even brighter than the light of a perfect, cloudless day

Does the climactic construct suggest a structure: clear (day) — clearer (reality) /{Formaﬂe& Font: Times New Roman )
— the clearest (shadow/dream image/ideal)?

clearer than the day or clearer than the dream image

[climaetic structure]

Sidney, Arcadia: “Thy [i.e. Phoebus’s = the sun’s] beames I like, but her cleare rayes I love”
(gtd. in Evans 144n7)
[NO 800.120 p.177] /{ Formatted: Font: Times New Roman, English (United States) ]
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Student C

Version 1 (V1)

“darkly bright” (1.4)

L1 Language
For ‘darkly’, the OED suggests the meaning of “in the dark; in secrecy, secretly” (Def. 1.)

with line 4 of this sonnet as the first example for it,

L1 Form:
The phrase darkly bright is an oxymoron since darkness is the opposite of brightness.

L2 Interpretation:

Darkly bright [could refer }to a color, or degree of brightness, which is darker than usual. The« Commented [ML1]: Darkly can also mean ,in the
oxymoron makes it impossible to determine whether the eyes are dark, but sparkling, or bright, dc?rkl; v Def. 1. OED Onfine. Oxford U

R . . . . "darkly, adv." Def. 1. nline. Oxford Universi
but their look darkened or blurred for some reason. Bearing in mind the suggested meaning of Press?/March 2017. Web. 18 March 2017. v
‘darkly’, the phrase can also be read in the sense that the eyes can see (brightly) in the dark. Then, it could mean that the eyes see in the dark as if it

was bright daylight

This description of'the eyes is puzzling for readers and bestows an enigmatic quality to the eyes.

[“bright in dark directed”\ (1.4) Commented [ML2]: It would be interesting to have an

intertext-annotation about the repetition of the
bright/dark oxymoron in this line. > how are these two
L1 Form: parts of the line connected?

The phrase bright in dark directed is an oxymoron since darkness cannot be bright. It is the
second oxymoron of the same type in this line [Link to L1 Form annotation “darky bright”]

L2 Interpretation:

This oxymoron lets one assume that there is brightness in the darkness. This line suggests that
the speaker’s eyes become brighter when looking into darkness. If the speaker’s eyes were
darkly bright before, they become brighter when seeing darkness. The darkness that the
speaker refers to could either be the darkness of night, the darkness of the addressee’s shadow
or just the darkness of having his eyes closed and sleeping. (To be continued...)

This second oxymoron stresses the blurring of light and darkness: The eyes unite both, and+
Dbright in dark directed emphasizes the idea that there is something bright to be found in the
darkness. Yet it is unclear which darkness the speaker is talking about: It could be the darkness
of the night, as this is the time when people go to sleep and close their eyes. Given that ‘But’

in line 3 introduces a shift away from ‘day’ (line 2), the night-reading would make sense.

However, it is equally possible that the speaker refers to the darkness perceived upon closing

one’s eyes: Instead of seeing nothing (or only blackness), the closing of the eyes allows the
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speaker to see something brightly and clearly. As the eyes are ‘directed’, it can be assumed that
the image he sees is not random, but perceived deliberately.

Repath paraphrases it as “alertly directed in the darkness” (100), indicating the dynamic towards
the dark and a certain purpose to do so: Whenever the eyes of the poet are closed, the desired

image would appear brightly in his imagination.

- int. eyes emitting

“di 2 (1 /{f- ted [ML3]: Is this annotation neccesary? l.e.

do we assume readers not to know this word?

SAnd darkly bright, are bright in dark directed” (1. 4, whole line) /{ Formatted: Font: Bold
L1 Form /{ Formatted: Font: Bold

Whereas the adjective ‘bright’ is repeated in this line, the use of ‘darkly’ and ‘dark’ indicates ak——{ Formatted: Justified

polyptoton. The Princeton Encyclopedia of Poetry and Poetics describes it as a “word in many
cases” (1086), which means that it “repeat[s] a word or words by varying their word class”
(1086). In a classification of varieties of repetition, it defines the polyptoton as “same word
different form, same meaning” (1086) and lists 43.4-7 as an example for an “intentional” and
frequent use of this figure.

Booth (203) provides a detailed list of figures to be found in this sonnet, with line 4 containing

most of them. These include an ““antithesis: [...] bright, dark (4)”, a “diacope (repetition of a /{ Formatted: Font: Italic

word with one or a few words in between); pright, are bright (4)”, the already mentioned /{ Formatted: Font: Italic

polyptoton consisting of ‘darkly’ and ‘dark’, an ‘“‘antimetabole (inversion of the order of

repeated words): darkly bright, are bright in dark (4)” and what he calls “rhetorically /{Formaued; Font: ltalic

unclassified word plays”.

1.2 Context /{ Formatted: Font: Bold

Booth points out that “in the Renaissance eyes were generally thought of as giving off light”

(203). = Clark, /{ Formatted: English (United Kingdom)
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Version 2 (V2)

“darkly bright” (1.4)

L1 Language
For ‘darkly’, the OED suggests the meaning of “in the dark; in secrecy, secretly” (Def. 1.)

with line 4 of this sonnet as the first example for it.

Works cited:
“darkly, adv.” Def. 1 OED Online. Oxford University Press, March 2017. Web. 25 March
2017.

L1 Form:
The phrase darkly bright is an oxymoron since darkness is the opposite of brightness.

L2 Interpretation:
Darkly bright [could refer }to a color, or degree of brightness, which is darker than usual. The<«
oxymoron makes it impossible to determine whether the eyes are dark, but sparkling, or bright

but their look darkened or blurred for some reason. Bearing in mind the suggested meaning of
‘darkly’, the phrase can also be read in the sense that the eyes can see (brightly) in the dark.

This description of the eyes is puzzling for readers and bestows an enigmatic quality to the eyes.

= Hammond (194) The annotation on ‘bright’, defining it as ‘shining’, however, is not
helpful at all: Which of the two does it refer to? And how does this help readers understand
this paradoxical line? Seems like there was a need to give some more explanation for this line,
yet this attempt comes across as futile)

[“bright in dark directed”\ 1.4)

Commented [ML1]: Darkly can also mean ,in the dark”

"darkly, adv." Def. 1. OED Online. Oxford University
Press, March 2017. Web. 18 March 2017.

Then, it could mean that the eyes see in the dark as if it
was bright daylight

Cc ted [ML2]: It would be interesting to have an

L1 Form:
The phrase bright in dark directed is an oxymoron since darkness cannot be bright. It is the
second oxymoron of the same type in this line [Link to L1 Form annotation “darky bright”]

L2 Interpretation:

intertext-annotation about the repetition of the
bright/dark oxymoron in this line. = how are these two
parts of the line connected?

This oxymoron stresses the blurring of light and darkness: The eyes unite both, and pright in"ﬂ Formatted: Justified

dark directed emphasizes the idea that there is something bright to be found in the darkness.

Formatted: Font: Italic
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Yet it is unclear which darkness the speaker is talking about: It could be the darkness of the
night, as this is the time when people go to sleep and close their eyes. Given that ‘But’ in line

3 introduces a shift away from ‘day’ (line 2), the night-reading would make sense. However, it
is equally possible that the speaker refers to the darkness perceived upon closing one’s eyes:

Instead of seeing nothing (or only blackness), the closing of the eyes allows the speaker to see

something brightly and clearly. As the eyes are ‘directed’, it can be assumed that the image he
sees is not random, but perceived deliberately.

Ingram paraphrases it as “alertly directed in the darkness” (100), indicating the dynamic+
towards the dark and a certain purpose to do so: Whenever the eyes of the poet are closed, the

desired image would appear brightly in his imagination. However, Ingram’s following remark
on this line “[h]ere the adverb [bright] balances ‘darkly’” (100) is to be criticized: Describing
the effect of pright as a ‘balance’ is too weak, as it also creates tension and bewilderment
instead of merely reestablishing harmony.

saskiv-brioht and-bricktin-darlal .

- int. eyes emitting

“oi >k Cc ted [ML3]: Is this annotation neccesary? l.e.
do we assume readers not to know this word?

"Jq; in
5 B B 5

. 4 “And darkly bright, are bright in dark directed” (whole line)

L1 Form

Whereas the adjective ‘bright’ is repeated in this line, the use of ‘darkly’ and ‘dark’ indicates a+
polyptoton. The Princeton Encyclopedia of Poetry and Poetics describes it as a “word in many
cases” (1086), which means that it “repeat[s] a word or words by varying their word class”
(1086). In a classification of varieties of repetition, it defines the polyptoton as “same word
different form, same meaning” (1086) and lists 43.4-7 as an example for an “intentional” and
frequent use of this figure.

Booth (203) provides a detailed list of figures to be found in this sonnet, with line 4 containing
most of them. These include an “antithesis: [...] bright, dark (4)”, a “diacope (repetition of a
word with one or a few words in between). pright, are bright (4)”, the already mentioned
polyptoton consisting of ‘darkly’ and ‘dark’, an “antimetabole (inversion of the order of

repeated words): darkly bright, are bright in dark (4)” and what he calls “rhetorically /{Formatted: Font: Italic

unclassified word plays”.

. .. F : Font: Bol
L2 Context: Theories of vision and the role of the eyes, ormatted: Font: Bold

\[ Formatted: Font: Bold
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Booth straightforwardly explains that “in the Renaissance eyes were generally thought of as /{ Formatted: Not Highlight

giving off light” (203) to help make sense of this line. Hammond gives slightly more detail to
this by pointing out that “Renaissance theories of vision held either that the eyes send out rays
which connect with the object seen, or that the object sends out rays which connect with the
eyes” (194). Both remarks are a hint that theories of vision are vital for a better understanding

of the intentionally puzzling line.

In Vanities of the Eye (2007), Stuart Clark provides a detailed discussion of the historical /{ Formatted: Font: ltalic

development of theories about vision and the eyes.
In chapter 1, going back to Greek antiquity, Clark names Aristotle and Plato as two of the main

examples for the ancient hierarchy of the senses which gave the eyes a special preference over
the other sense organs (9). This ocularcentrism included an extramission theory of vision

meaning that the process of seeing things was imagined as the result of the “projective power
of the soul to [...] produce objects of vision” (17). According to this Greek idea, “perceptions

were ‘encoded’ as phantasmata, ‘representations’” (11), which “could [then] be ‘seen’ by the /{ Formatted: Font: Italic

‘eye’ of the mind. and resulted in a “mental picture” (11).

Centuries later, a shift from extra- to intromission theories became dominant:
“[IIntromission itself [was] largely preferred in optical theory after the thirteenth century” (20).
Clark describes intromission as being based on “the projective power of objects to emit their
own likenesses and then have them propagated through a medium and replicated in the faculties

of sense” (17). A crucial element of this approach was the “doctrine of species” (15), which /{ Formatted: Font: Italic

“radiated out from [...] objects into [...] the aire, transmitting images [...] to the eye” (15). In
this theoretical framework, the eyes are not active emitters of light or projections. Instead,

“objects act pn passive recipients, leaving impressions in their senses and intellects which /{Formatted: Font: Italic

translate into conceptual images” (15), and the eyes are “reduced to [...] a passive receiver”

(20).

According to Clark’s accounts, the sixteenth and seventeenth century then made the most
decisive shift towards the dominance intromission theories. Yet simultaneously, during the late
Renaissance, “new importance and attention [were] given to the human imagination” (39). The

previously common idea of the eyes being merely recipients of images projected by objects
became increasingly challenged, and scholars and writers discussed the issue of “the extent to
which sight is a constructed medium and the eye not the innocent, objective reporter of the
world but its creator and interpreter” (39). In this tension between objective and subjective

influences in the process of perception, imagination ‘“became the single mediator between the
corporeal soul and the corporeal human body” (43). acknowledging both the real world that
could be seen and the influence of the human mind on these perceptions. As Clark puts it,
“[imagination] was, indeed, the ‘eye’ of the mind, in the sense that, in an ocularcentristic
psychology, the rational powers were deemed to ‘see’ the external world only via its agency”
(46).

With this acknowledgement of the subjective element in the perception of things in the world
also came doubts about their reliability, and “serious anxieties about [imagination’s] capacity

to mislead and deceive” (45f.) Chapter 2 of Vanities of the Eyes discusses how theories of
vision were also crucial for contemporary studies of mental illnesses such as delusions, of the
condition of melancholy.

Clark’s detailed overview of ideas and books published at the time illustrates that there
were controversial discussions during Shakespeare’s time about the implications and
connotations of theories of the eye.

/{ Formatted: Not Highlight
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R Formatted: Not Highlight
Formatted: Justified

L3 Interpretation
Formatted: Font: Bold, Not Highlight

The oxymoron playing with bright and dark causes a blurring of darkness and light: it is no
longer possible to make a clear distinction what is bright, dimmed or dark. However, this does
not create a gloomy or threatening atmosphere. Moreover, it is only one of several instances in
which the boundaries of light and dark, and day and night, are confounded [link to other
annotations? i.e. 1. 2-3, 7-8, 10-11, 13-14]. Innes argues that sonnet 43 “tries to make the
conflation of night and day into something positive” (165): The speaker is not a victim of
darkness, but actively provokes it and shapes his own perception in order to be able to see the
image he desires. While doing so, he states a clear preference of mental images over those
which are seen in the real world during the day. Hunter goes even further in attributing positivity
to this line by pointing out that it is “not merely a piece of wordplay but also a triumphant dance
of words expressing a lover’s delight” (158).

Works cited:

Innes, Paul, Shakespeare and the English Renaissance Sonnet. Basingstoke: Macmillan, 1997.

Hunter, G.K. “The Dramatic Technique in Shakespeare’s Sonnets”. Essays in Criticism, vol. 3,
no. 2. 1953, pp. 152-164. Oxford Academic Journals, doi: 10.1093/eic/I11.2.152.
Accessed 30 March 2017.

A

L3 Question

The speaker needs to exclude all other visual impressions so that he can see the mental
image of the addressee. However, the brightness of the image of the beloved does not expel the
darkness. Instead, both dark and bright elements remain in the sonnet. Bearing in mind the
contemporary ideas about the importance of eyesight and visual perception on the mental
condition, the speaker’s eyes which are ‘in dark directed’ can be seen as a hint towards the eyes
of those who suffer from melancholy, whose eyes are believed to look into blackness (cf. Clark
59). According to Clark, there was an awareness of the impact of the mind on the process of
creating images (cf. 60). Whereas the brightly-shining images of the beloved are a proof of this
positive influence and the happiness they bring, at the same time, the dark elements can
illustrate melancholy and scepticism in the speaker. Does sonnet 43 then portray both the joy

of the imagination and the suffering caused by the knowledge that this image is not real? The
eyes are directed in darkness, and although this darkness is associated with a “happy show’ (6)

some doubts remain as to whether it is to be interpreted as exclusively positive, given that there
could still be a subtext of melancholy underlying this praise of the bright imagery,

Works cited:
Clark, Stuart. Vanities of the Eye. Oxford: Oxford UP, 2007.

A

l. 8 “shade”

L1 Language
n this context, shade is what the OED describes as “[a]n unsubstantial image of something

real [...]” (Def. 11.5.b). Here, the shade is the image of the real person of the beloved.
However, the same OED definition also indicates that this image has the qualities of “an
unreal appearance; something that has only a fleeting existence, or that has become reduced

almost to nothing”.
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L2 Intratextuality,

contrast shade <-> shadow?
(shade = ‘weaker’, i.e. a place in the shade can still be brighter than what we associate with

shadows: absence/blockage of light (vs. shade: no full exposure to light, but not dark yet)

- to be continued

A

1. 8 “to unseeing eyes thy shade shines so”

L1 Form

This phrase contains several indicators of contradiction. First of all, the capacity of the eyes to
see is negated by unseeing, and yet the iambic pentameter stresses -see- in unseeing, and gyes.

Furthermore, the shade that shines is an oxymoron, as shade normally implies the absence of

light and therefore cannot shine.

Another element to be noted is the emphasis on ‘shade shines’ by the alliteration repeating the
initial /[/ sound. Although it is not stressed in the iambic pentameter pattern, this sound
repetition draws readers’ attention to shines.

L2 Interpretation

‘Unseeing eyes’ which perceive someone’s shade are contradictory upon first sight. However.

as paradox as this expression might seem, it makes sense in the logic of the sonnet and
especially in connection to line 1: The ‘unseeing eyes’ are the ones that wink (1). The

prerequisite for perceiving the shade of the beloved is this shift from seeing normally to

blindness: By closing them, the speaker’s eyes become unseeing, and only then can the image

of the beloved shine in his imagination — this is how he ‘best sees’ (1).

Despite the emphasis on seeing and shining, the phrase contains an indication that the
image seen by the poet is not perfect. The connotation of a shade in this sense is that it is an

image of something in the world, but an unreal and fleeting one [link to annotation L1 Language
“shade”]. Although it shines, the shade of the beloved is not the same as the real person and

can therefore not be an ideal substitute for the absence of the latter. On the other hand, there is
brightness assigned to this image (shines) and the syntactic unit of lines 6-8 suggests that
looking at it would make the poet sappy (6).

Considering these aspects, this phrase in the middle part of the sonnet seems to oscillate
between positive and negative, with sight and brightness on one, and blindness and darker
qualities on the other end. This in-between stage is also pointed out by Vendler in her illustration
of how the sonnet “gets darker” (223): The unseeing eyes are a first indicator of a deteriorating
eyesight, as the eyes change from being seeing (1) to unseeing (8) and, finally, to sightless (12).
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Version 3 (V3)

“darkly bright” (1.4)

L1 Language
For ‘darkly’, the OED suggests the meaning of “in the dark; in secrecy, secretly” (Def. 1.)

with line 4 of this sonnet as the first example for it.

Works cited:
“darkly, adv.” Def. 1 OED Online. Oxford University Press, March 2017. Web. 25 March
2017.

L1 Form:
The phrase darkly bright is an oxymoron since darkness is the opposite of brightness.

L2 Interpretation:

Darkly bright [could refer }to a color, or degree of brightness, which is darker than usual. The Cc ted [ML1]: Darkly can also mean ,in the dark*

oxymoron makes it impossible to determine whether the eyes are dark, but sparkling, or bright

"darkly, adv." Def. 1. OED Online. Oxford University

but their look darkened or blurred for some reason. Bearing in mind the suggested meaning of Press, March 2017. Web. 18 March 2017.
da.rklv N tl.le .phrase can als<.) be rea.d in the sense that the eyes can .see (l.)rlghtlx./) in the dark. T [Ea el e TR e S R e e
This description of the eyes is puzzling for readers and bestows an enigmatic quality to the eyes. was bright daylight
Hoyes Bpressd a FCV eSO Formatted: Justified
“bright in dark directed”\ (1.4) Ce ted [ML2]: It would be interesting to have an

intertext-annotation about the repetition of the
bright/dark oxymoron in this line. > how are these two
L1 Form: parts of the line connected?

The phrase bright in dark directed is an oxymoron since darkness cannot be bright. It is the
second oxymoron of the same type in this line [Link to L1 Form annotation ‘“darky bright”]

L2 Interpretation:

This oxymoron stresses the blurring of light and darkness: The eyes unite both, and pright inﬂ Formatted: Justified

dark directed emphasizes the idea that there is something bright to be found in the darkness. \[ Formatted: Font: Italic

Yet it is unclear which darkness the speaker is talking about: It could be the darkness of the
night, as this is the time when people go to sleep and close their eyes. Given that ‘But’ in line

3 introduces a shift away from ‘day’ (line 2), the night-reading would make sense. However, it
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is equally possible that the speaker refers to the darkness perceived upon closing one’s eyes:
Instead of seeing nothing (or only blackness), the closing of the eyes allows the speaker to see
something brightly and clearly. As the eyes are ‘directed’, it can be assumed that the image he
sees is not random, but perceived deliberately.

Ingram paraphrases it as “alertly directed in the darkness” (100), indicating the dynamic+

towards the dark and a certain purpose to do so: Whenever the eyes of the poet are closed, the
desired image would appear brightly in his imagination. However, Ingram’s following remark
on this line “Th]ere the adverb [bright] balances ‘darkly’” (100) is to be criticized: Describing
the effect of pright as a ‘balance’ is too weak, as it also creates tension and bewilderment

instead of merely reestablishing harmony.

- int. eyes emitting

ek 2 Commented [ML3]: Is this annotation neccesary? l.e.
do we assume readers not to know this word?

"q: in
0 B B >

1. 4 “And darkly bright, are bright in dark directed” (whole line)

L1 Form

Whereas the adjective ‘bright’ is repeated in this line, the use of ‘darkly’ and ‘dark’ indicates a+
polyptoton. The Princeton Encyclopedia of Poetry and Poetics describes it as a “word in many
cases” (1086), which means that it “repeat[s] a word or words by varying their word class”
(1086). In a classification of varieties of repetition, it defines the polyptoton as “same word
different form, same meaning” (1086) and lists 43.4-7 as an example for an “intentional” and
frequent use of this figure.

Booth (203) provides a detailed list of figures to be found in this sonnet, with line 4 containing

most of them. These include an ““antithesis: [...] pright, dark (4)”, a “diacope (repetition of a /{ Formatted: Font: Italic

word with one or a few words in between); pright, are bright (4)”, the already mentioned /[Formatted- Font: Italic

polyptoton consisting of ‘darkly’ and ‘dark’, an ‘“‘antimetabole (inversion of the order of

repeated words): darkly bright, are bright in dark (4)” and what he calls “rhetorically /{Formaued; Font: ltalic

unclassified word plays”.

L2 Context: Theories of vision and the role of the eyes /{ Formatted: Font: Bold

Formatted: Font: Bold

Booth straightforwardly explains that “in the Renaissance eyes were generally thought of as . p
ormatted:

Not Highlight

o J )

giving off light” (203) to help make sense of this line. Hammond gives slightly more detail to
this by pointing out that “Renaissance theories of vision held either that the eyes send out rays
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which connect with the object seen, or that the object sends out rays which connect with the
eyes” (194). Both remarks are a hint that theories of vision are vital for a better understanding
of the intentionally puzzling line.

In Vanities of the Eye (2007), Stuart Clark provides a detailed discussion of the historical /{ Formatted: Font: Italic

development of theories about vision and the eyes.

In chapter 1, going back to Greek antiquity, Clark names Aristotle and Plato as two of the main
examples for the ancient hierarchy of the senses which gave the eyes a special preference over
the other sense organs (9). This ocularcentrism included an extramission theory of vision

meaning that the process of seeing things was imagined as the result of the “projective power
of the soul to [...] produce objects of vision” (17). According to this Greek idea, “perceptions

were ‘encoded’ as phantasmata, ‘representations’” (11), which “could [then] be ‘seen’ by the /{ Formatted: Font: ltalic

‘eye’ of the mind. and resulted in a “mental picture” (11).

Centuries later, a shift from extra- to intromission theories became dominant:
“[IIntromission itself [was] largely preferred in optical theory after the thirteenth century” (20).
Clark describes intromission as being based on “the projective power of objects to emit their
own likenesses and then have them propagated through a medium and replicated in the faculties

of sense” (17). A crucial element of this approach was the “doctrine of species” (15), which /{ Formatted: Font: Italic

“radiated out from [...] objects into [...] the aire, transmitting images [...] to the eye” (15). In
this theoretical framework, the eyes are not active emitters of light or projections. Instead,

“objects act pn passive recipients, leaving impressions in their senses and intellects which /[Formatted: Font: Italic

translate into conceptual images” (15), and the eyes are “reduced to [...] a passive receiver”
(20).

According to Clark’s accounts, the sixteenth and seventeenth century then made the most
decisive shift towards the dominance intromission theories. Yet simultaneously, during the late
Renaissance, “new importance and attention [were] given to the human imagination” (39). The
previously common idea of the eyes being merely recipients of images projected by objects
became increasingly challenged, and scholars and writers discussed the issue of “the extent to
which sight is a constructed medium and the eye not the innocent, objective reporter of the
world but its creator and interpreter” (39). In this tension between objective and subjective
influences in the process of perception, imagination ‘“became the single mediator between the
corporeal soul and the corporeal human body” (43)., acknowledging both the real world that
could be seen and the influence of the human mind on these perceptions. As Clark puts it,
“[imagination] was, indeed. the ‘eye’ of the mind, in the sense that, in an ocularcentristic
psychology, the rational powers were deemed to ‘see’ the external world only via its agency”
(46).

With this acknowledgement of the subjective element in the perception of things in the world
also came doubts about their reliability, and “serious anxieties about [imagination’s] capacity

to mislead and deceive” (45f.) Chapter 2 of Vanities of the Eyes discusses how theories of
vision were also crucial for contemporary studies of mental illnesses such as delusions, of the
condition of melancholy.

Clark’s detailed overview of ideas and books published at the time illustrates that there
were controversial discussions during Shakespeare’s time about the implications and
connotations of theories of the eye.

_—{ Formatted: Not Highlight
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L3 Interpretation
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The oxymoron playing with bright and dark causes a blurring of darkness and light: it is no
longer possible to make a clear distinction what is bright, dimmed or dark. However, this does
not create a gloomy or threatening atmosphere. Moreover, it is only one of several instances in
which the boundaries of light and dark, and day and night, are confounded [link to other
annotations? i.e. 1. 2-3, 7-8, 10-11, 13-14]. Innes argues that sonnet 43 “tries to make the
conflation of night and day into something positive” (165): The speaker is not a victim of
darkness, but actively provokes it and shapes his own perception in order to be able to see the
image he desires. While doing so, he states a clear preference of mental images over those
which are seen in the real world during the day. Hunter goes even further in attributing positivity
to this line by pointing out that it is “not merely a piece of wordplay but also a triumphant dance
of words expressing a lover’s delight” (158).
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A

L3 Question

The speaker needs to exclude all other visual impressions so that he can see the mental
image of the addressee. However, the brightness of the image of the beloved does not expel the
darkness. Instead, both dark and bright elements remain in the sonnet. Bearing in mind the
contemporary ideas about the importance of eyesight and visual perception on the mental
condition, the speaker’s eyes which are ‘in dark directed’ can be seen as a hint towards the eyes
of those who suffer from melancholy, whose eyes are believed to look into blackness (cf. Clark
59). According to Clark, there was an awareness of the impact of the mind on the process of
creating images (cf. 60). Whereas the brightly-shining images of the beloved are a proof of this
positive influence and the happiness they bring, at the same time, the dark elements can
illustrate melancholy and scepticism in the speaker. Does sonnet 43 then portray both the joy

of the imagination and the suffering caused by the knowledge that this image is not real? The
eyes are directed in darkness, and although this darkness is associated with a “happy show’ (6)

some doubts remain as to whether it is to be interpreted as exclusively positive, given that there
could still be a subtext of melancholy underlying this praise of the bright imagery.

Works cited:
Clark, Stuart. Vanities of the Eye. Oxford: Oxford UP, 2007.

A

l. 8 “shade”

L1 Language
In this context, shade is what the OED describes as “[a]n unsubstantial image of something

real [...]” (Def. I1.5.b). Here, the shade is the image of the beloved. However, the same OED
definition also indicates that this image has the qualities of “‘an unreal appearance; something
that has only a fleeting existence, or that has become reduced almost to nothing”.

L2 Intratextuality
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Though unsubstantial and associated with darkness, it can be argued that a shade is not as
dark as a shadow (1.5,6). In this respect, there is a tendency towards brightness with the
change from shadows (1. 5.6) to shades (. 8, 11) which then culminates in ‘bright days’ (14).

1. 8 “to unseeing eyes thy shade shines so”

L1 Form

This phrase contains several indicators of contradiction. First of all, the capacity of the eyes to
see is negated by unseeing, and yet the iambic pentameter stresses -see- in unseeing, and gyes.
Furthermore, the shade that shines is an oxymoron, as shade normally implies the absence of
light and therefore cannot shine.

Another element to be noted is the emphasis on ‘shade shines’ by the alliteration repeating the
initial /[/ sound. Although it is not stressed in the iambic pentameter pattern, this sound
repetition draws readers’ attention to shines.

L2 Language

In addition to the general tendency from shadow to shade and, finally, bright daylight mentioned
in [“shade” L2 Intratextuality], Vendler points out that mane of “these lines are “bright
directed”: they all brighten as they end” (224). In this line, there is a progression from the
absolute darkness of ‘unseeing eyes’ to the less darker shade which (brightly) shines.

L2 Interpretation
‘Unseeing eyes’ which perceive someone’s shade are contradictory upon first sight. However

as paradox as this expression might seem, it makes sense in the logic of the sonnet and
especially in connection to line 1: The ‘unseeing eyes’ are the ones that wink (1). The

prerequisite for perceiving the shade of the beloved is this shift from seeing normally to
blindness: By closing them, the speaker’s eyes become unseeing, and only then can the image
of the beloved shine in his imagination — this is how he ‘best sees’ (1).

Despite the emphasis on seeing and shining, the phrase contains an indication that the
image seen by the poet is not perfect. The connotation of a shade in this sense is that it is an
image of something in the world, but an unreal and fleeting one [link to annotation L1 Language
“shade”]. Although it shines, the shade of the beloved is not the same as the real person and
can therefore not be an ideal substitute for the absence of the latter. On the other hand, there is
brightness assigned to this image (shines) and the syntactic unit of lines 6-8 suggests that
looking at it would make the poet sappy (6).

Considering these aspects, this phrase in the middle part of the sonnet seems to oscillate
between positive and negative, with sight and brightness on one, and blindness and darker
qualities on the other end. This in-between stage is also pointed out by Vendler in her illustration
of how the sonnet “gets darker” (223): The unseeing eyes are a first indicator of a deteriorating

eyesight, as the eyes change from being seein, seeing (8) and, finally, to sightless (12). Formatted: Font: Italic

However, the lines themselves tend to get brighter [link annotation .2 Language]

Formatted: Font: Italic

towards their end, which again results in a blurring of darkness and light which makes it hard

Formatted: Font: Italic

for readers to decide which one of them is the predominant one.
Formatted: Font: Bold
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Version 4 (V4)

“darkly bright” (1.4)

Formatted: Font: Bold, Highlight

Formatted: Highlight

Formatted: Highlight

Commented [MF1]: See comment below on
antimetabole.

Formatted: Justified

o A A L )

[Ll Form:
The phrase darkly bright is one of two consecutiveas oxymorae# in this line since darkness is
the opposite of brightness. [Link to L1 Form annotation “bright in dark directed”]

Commented [ML2]: Darkly can also mean ,in the dark"

"darkly, adv." Def. 1. OED Online. Oxford University
Press, March 2017. Web. 18 March 2017.

Then, it could mean that the eyes see in the dark as if it
was bright daylight

L2 Interpretation:

Commented [MF3]: This is an awkward way to say
this. But we don’t have any better ideas.

Darkly bright in line 4 of the poem refers to the color or degree of brightness speaker’s
eye —Mhieh—ls—d-&rker—khaﬂ—usual—h" he oxymoron

makes it impossible to determine whether the eyes are dark; butyet sparkling, or bright; yetbut
their look—darkened or blurred. for-some reasen—Bearing in mind the suggested meaning of

‘darkly’, the phrase can also be read in the sense that the eyes can see (brl,qhtlv) in the dark.
This description i

of the speaker.

5>

“bright in dark directed”| (1.4)

Commented [MF4]: The lover’s eyes could be
interpreted as emitting rays of light. Look up
“extramission theory” vs. “intromission theory”

Wlklpedla says:

theory or extr theory (variants:
extromission, extromittism) is the proposal that visual
perception is accomplished by rays of light emitted by the
eyes. This theory has been replaced by intromission theory,
which states that visual perception comes from something
representative of the object (later established to be rays of
light reflected from it) entering the eyes.

Can you find out whether the extramission theory was still
believed in in the Early Modern period? Then you could
argue for this interpretation of darkly bright eyes emitting
light in the dream of the speaker. This interpretation might
work even better for the second part of line 4 ([...] bright in
dark directed”

[Ll Form:

Formatted: Highlight

The phrase bright in dark directed is an oxymoron since darkness cannot be bright. It is the
second oxymoron in this line, playing on the same oppositions -efthe-same-type-in the form
of darkness versus brightnessia-this Hine, JIiNK {0101 Form annotation - darky bright]

Commented [ML5]: It would be interesting to have an
intertext-annotation about the repetition of the
bright/dark oxymoron in this line. > how are these two
parts of the line connected?

Formatted: Highlight

L2 Interpretation:

Commented [MF6]: The whole line might be an
example of a antimetabole.

See https://literarydevices.net/antimetabole/ for further
info. (but do not use this as a source, but the Princeton
Encyclopedia)
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[Theis\ oxymoron bright in dark directed stresses the blurring of light and [darknesg‘g. TThe eyes+ Cc ted [MF7]: We thought you should first
interpret only “bright in dark directed”, before you go on
to interpreting the expression in the context of the whole
found in this-the darkness. Yet, it is unclear what kind ofhieh darkness the speaker is talking line. So maybe just devote a sentence or two to
interpretating bright in dark directed?

unite both, and pright in dark directed emphasizes the idea that there is something bright to be

about: It could be the darkness of the night, as this is the time when people go to sleep and close

their eyes. Given that ‘But’ in line 3 introduces a shift away from ‘day’ (line 2), the night-

reading would make sense. However, it is equally possible that the speaker refers to the Commented [MF8]: We thought that the line is about
. R B R . the blurring of light and darkness but the emphasis lies
darkness perceived upon closing one’s eyes:. Instead of seeing nothing (or only blackness), the on the brightness of the eyes, as they are (darkly) bright
closing of the eyes allows the speaker to see something brightly and clearly. As the eyes are eyes looking into (more) surrounding darkness?!
‘directed’, it can be assumed that the image he sees is not random, but perceived deliberately. Formatted: Font: Italic }
Ingram paraphrases it as “alertly directed in the darkness” (100), indicating the dvnamic"ﬂ Formatted: Justified, Indent: First line: 1,25 cm J

towards the dark and a certain purpose to do so: Whenever the eyes of the poet are closed, the

desired image would appear brightly in his imagination. However, Ingram’s following remark
on this line “[h]ere the adverb [bright] balances ‘darkly’” (100) is to be criticized: Describing

the effect of pright as a ‘balance’ is too weak, as it also creates tension and bewilderment /{Formatted: Font: ltalic

instead of merely reestablishing harmony.
"4( Formatted: Justified

b b it i dacle ol .

- int. eyes emitting

el Sk Cc ted [ML9]: Is this annotation neccesary? l.e.
do we assume readers not to know this word?

[IEH "

L. 4 “And darkly bright, are bright in dark directed” (whole line)

L1 Form

Whereas the adjective ‘bright’ is repeated in this line, the use of ‘darkly’ and ‘dark’ indicates a+
polyptoton. The Princeton Encyclopedia of Poetry and Poetics describes it as a “‘word in many
cases” (1086), which means that it “repeat[s] a word or words by varying their word class”
(1086). In a classification of varieties of repetition, it defines the polyptoton as “same word
different form, same meaning” (1086) and lists 43.4-7 as an example for an “intentional” and
frequent use of this figure.

Booth (203) provides a detailed list of figures to be found in this sonnet, with line 4 containing

most of them. These include an “antithesis: [...] pright, dark (4)”, a “diacope (repetition of a /{ Formatted: Font: Italic

word with one or a few words in between): pright, are bright (4)”, the already mentioned /{Formatted: Font: Italic

polyptoton consisting of ‘darkly’ and ‘dark’, an ‘“‘antimetabole (inversion of the order of
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repeated words): darkly bright, are bright in dark (4)” and what he calls “rhetorically /{Formatted:

unclassified word plays”.

L2 Context: Theories of vision and the role of the eyes,

Font: Italic

/{ Formatted:

Booth straightforwardly explains that “in the Renaissance eyes were generally thought of as

Font: Bold

Font: Bold

giving off light” (203) to help make sense of this line. Hammond gives slightly more detail to

this by pointing out that “Renaissance theories of vision held either that the eyes send out rays
which connect with the object seen, or that the object sends out rays which connect with the

eyes” (194). Both remarks are a hint that theories of vision are vital for a better understanding
of the intentionally puzzling line.

In Vanities of the Eve (2007), Stuart Clark provides a detailed discussion of the historical /{ Formatted:

4{ Formatted:

Not Highlight

o L )

development of theories about vision and the eyes.

In chapter 1, going back to Greek antiquity, Clark names Aristotle and Plato as two of the main
examples for the ancient hierarchy of the senses which gave the eyes a special preference over
the other sense organs (9). This ocularcentrism included an extramission theory of vision

meaning that the process of seeing things was imagined as the result of the “projective power
of the soul to [...] produce objects of vision” (17). According to this Greek idea, “perceptions

Font: Italic

were ‘encoded’ as phantasmata, ‘representations’” (11), which “could [then] be ‘seen’ by the /{ Formatted:

‘eye’ of the mind. and resulted in a “mental picture” (11).

Centuries later, a shift from extra- to intromission theories became dominant:
“[IIntromission itself [was] largely preferred in optical theory after the thirteenth century’ (20).
Clark describes intromission as being based on “the projective power of objects to emit their
own likenesses and then have them propagated through a medium and replicated in the faculties

Font: Italic

of sense” (17). A crucial element of this approach was the “doctrine of species” (15), which /{Formatted:

“radiated out from [...] objects into [...] the aire, transmitting images [...] to the eye” (15). In
this theoretical framework, the eyes are not active emitters of light or projections. Instead,

Font: Italic

“objects act pn passive recipients, leaving impressions in their senses and intellects which /{Formatted:

translate into conceptual images” (15), and the eyes are “reduced to [...] a passive receiver”

(20).

According to Clark’s accounts, the sixteenth and seventeenth century then made the most
decisive shift towards the dominance intromission theories. Yet simultaneously, during the late
Renaissance, “new importance and attention [were] given to the human imagination” (39). The

previously common idea of the eyes being merely recipients of images projected by objects
became increasingly challenged, and scholars and writers discussed the issue of “the extent to
which sight is a constructed medium and the eye not the innocent, objective reporter of the
world but its creator and interpreter” (39). In this tension between objective and subjective

influences in the process of perception, imagination “became the single mediator between the
corporeal soul and the corporeal human body” (43). acknowledging both the real world that

could be seen and the influence of the human mind on these perceptions. As Clark puts it,
“[imagination] was, indeed, the ‘eye’ of the mind, in the sense that, in an ocularcentristic

psychology, the rational powers were deemed to ‘see’ the external world only via its agency”

(46).

With this acknowledgement of the subjective element in the perception of things in the world
also came doubts about their reliability, and “serious anxieties about [imagination’s] capacity
to mislead and deceive” (45f.) Chapter 2 of Vanities of the Eyes discusses how theories of
vision were also crucial for contemporary studies of mental illnesses such as delusions, of the
condition of melancholy.

Clark’s detailed overview of ideas and books published at the time illustrates that there
were controversial discussions during Shakespeare’s time about the implications and
connotations of theories of the eye.
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L3 Interpretation
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longer possible to make a clear distinction what is bright, dimmed or dark. However, this does
not create a gloomy or threatening atmosphere. Moreover, it is only one of several instances in
which the boundaries of light and dark, and day and night, are confounded [link to other
annotations? i.e. 1. 2-3, 7-8, 10-11, 13-14]. Innes argues that sonnet 43 “tries to make the
conflation of night and day into something positive” (165): The speaker is not a victim of
darkness, but actively provokes it and shapes his own perception in order to be able to see the
image he desires. While doing so, he states a clear preference of mental images over those
which are seen in the real world during the day. Hunter goes even further in attributing positivity

to this line by pointing out that it is “not merely a piece of wordplay but also a triumphant dance
of words expressing a lover’s delight” (158).
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darkness. Instead, both dark and bright elements remain in the sonnet. Bearing in mind the
contemporary ideas about the importance of eyesight and visual perception on the mental
condition, the speaker’s eyes which are ‘in dark directed’ can be seen as a hint towards the eyes
of those who suffer from melancholy, whose eyes are believed to look into blackness (cf. Clark
59). According to Clark, there was an awareness of the impact of the mind on the process of
creating images (cf. 60). Whereas the brightly-shining images of the beloved are a proof of this
positive influence and the happiness they bring, at the same time, the dark elements can
illustrate melancholy and scepticism in the speaker. Does sonnet 43 then portray both the joy
of the imagination and the suffering caused by the knowledge that this image is not real? The
eyes are directed in darkness, and although this darkness is associated with a ‘happy show’ (6)

some doubts remain as to whether it is to be interpreted as exclusively positive, given that there

could still be a subtext of melancholy underlying this praise of the bright imagery,,
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In this context, shade is what the OED describes as “[a]n unsubstantial image of something

real [...]” (Def. I1.5.b). Here, the shade is the image of the beloved. However, the same OED
definition also indicates that this image has the qualities of “‘an unreal appearance; something
that has only a fleeting existence, or that has become reduced almost to nothing”.

L2 Intratextuality

Though unsubstantial and associated with darkness, it can be argued that a shade is not as
dark as a shadow (1.5,6). In this respect, there is a tendency towards brightness with the

change from shadows (1. 5.6) to shades (l. 8, 11) which then culminates in ‘bright days’ (14).

1. 8 “to unseeing eyes thy shade shines so”

L1 Form

This phrase contains several indicators of contradiction. First of all, the capacity of the eyes to
see is negated by unseeing, and yet the iambic pentameter stresses -see- in unseeing, and gyes.

Furthermore, the shade that shines is an oxymoron, as shade normally implies the absence of

light and therefore cannot shine.

Another element to be noted is the emphasis on ‘shade shines’ by the alliteration repeating the
initial /[/ sound. Although it is not stressed in the iambic pentameter pattern, this sound
repetition draws readers’ attention to shines.

L2 Language

In addition to the general tendency from shadow to shade and, finally, bright daylight mentioned
in [“shade” L2 Intratextuality], Vendler points out that mane of “these lines are “bright

directed”: they all brighten as they end” (224). In this line, there is a progression from the

absolute darkness of ‘unseeing eyes’ to the less darker shade which (brightly) shines.

L2 Interpretation

/{ Formatted: Font: Italic

Formatted: Font: Italic

/{ Formatted: Font: Bold

‘Unseeing eyes’ which perceive someone’s shade are contradictory upon first sight. However.

as paradox as this expression might seem, it makes sense in the logic of the sonnet and
especially in connection to line 1: The ‘unseeing eyes’ are the ones that wink (1). The

prerequisite for perceiving the shade of the beloved is this shift from seeing normally to

blindness: By closing them, the speaker’s eyes become unseeing, and only then can the image

of the beloved shine in his imagination — this is how he ‘best sees’ (1).

Despite the emphasis on seeing and shining, the phrase contains an indication that the

image seen by the poet is not perfect. The connotation of a shade in this sense is that it is an

image of something in the world, but an unreal and fleeting one [link to annotation L1 Language
“shade”]. Although it shines, the shade of the beloved is not the same as the real person and

can therefore not be an ideal substitute for the absence of the latter. On the other hand, there is
brightness assigned to this image (shines) and the syntactic unit of lines 6-8 suggests that

looking at it would make the poet sappy (6).

Considering these aspects, this phrase in the middle part of the sonnet seems to oscillate
between positive and negative, with sight and brightness on one, and blindness and darker
qualities on the other end. This in-between stage is also pointed out by Vendler in her illustration
of how the sonnet “gets darker” (223): The unseeing eyes are a first indicator of a deteriorating
eyesight, as the eyes change from being seeing (1) to unseeing (8) and, finally, to sightless (12).
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However, the lines themselves tend to get brighter [link annotation 1.2 Language] /{Formatted: Font: Bold

towards their end, which again results in a blurring of darkness and light which makes it hard
for readers to decide which one of them is the predominant one.
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L2 Interpretation:
Darkly bright in line 4 of the poem refers to the color or degree of brightness speaker’s

eye - —kvhieh—ls—d-&rker—t-haﬂ—usu&l—ﬁ"he oxymoron

Commented [ML2]: Darkly can also mean ,in the dark”

"darkly, adv." Def. 1. OED Online. Oxford University
Press, March 2017. Web. 18 March 2017.

Then, it could mean that the eyes see in the dark as if it
was bright daylight

makes it impossible to determine whether the eyes are dark; butyet sparkling, or bright; yetbut
their look—darkened or blurred. for-some reasen—Bearing in mind the suggested meaning of
‘darkly’, the phrase can also be read in the sense that the eyes can see (brightly) in the dark.

This description efthe-eyesispuzzhine forreaders-and-bestows an enigmatic quality to the leyes

of the speaker.

Intro-/extramission: According to Clark, extramission was already around in the early

medieval period, whereas intomission theory became dominant by the sixteenth century (17

later even claims that it was “largely preferred in optical theory after the thirteenth century
(20).

However,we could argue that in Clark, extramission theories were dated back to
Platonic/Neoplatonic times (cf. 24; Augustine) and could thus have been interesting during
the Renaissance period — could we assume that the discourse about vision was popular enough

during Shakespeare’s time to presuppose that his readers were familiar with the theories? This
would probably read as a far-fetched justification for extramission theory (?)

[“bright in dark directed”\ 1.4)

LLI Form:

Commented [MF3]: This is an awkward way to say
this. But we don’t have any better ideas.

Commented [MF4]: The lover’s eyes could be
interpreted as emitting rays of light. Look up
“extramission theory” vs. “intromission theory”

Wikipedia says:

Emission theory or extramission theory (variants:
extromission, extromittism) is the proposal that visual
perception is accomplished by rays of light emitted by the
eyes. This theory has been replaced by intromission theory,
which states that visual perception comes from something
representative of the object (later established to be rays of
light reflected from it) entering the eyes.

Can you find out whether the extramission theory was still
believed in in the Early Modern period? Then you could
argue for this interpretation of darkly bright eyes emitting
light in the dream of the speaker. This interpretation might
work even better for the second part of line 4 ([...] bright in
dark directed”

Commented [ML5]: It would be interesting to have an
intertext-annotation about the repetition of the
bright/dark oxymoron in this line. - how are these
two parts of the line connected?
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The phrase bright in dark directed,is an oxymoron since darkness cannot be bright. It is the
second oxymoron in this line, playing on the same oppositions -efthesame-type-in the form

of darkness versus brightnessin-this-tine, [Nk {0 LI F Ol ANNOtAtON  datky DHEAt | Commented [MF6]: The whole line might be an
Booth also mentioned the antimetabole, cf. annotation L1 Form for the whole line. example ofaiantimetabole.

See https://literarydevices.net/antimetabole/ for further
info. (but do not use this as a source, but the
Princeton Encyclopedia)

L2 Interpretation:

[Theis oxymoron bright in dark directed stresses the blurring of light and |darkness:. TEhe eyes+ Commented [MF7]: We thought you should first

unite both, and pright in dark directed emphasizes the idea that there is something bright to be Mt etypies @iy 1ailgitt M Gk EiieeiEal’, WS 7ou go @
- - . - - : - to interpreting the expression in the context of the whole

found in this-the darkness. Yet, it is unclear what kind ofhieh darkness the speaker is talking line. So maybe just devote a sentence or two to

interpretating bright in dark directed?

about: It could be the darkness of the night, as this is the time when people go to sleep and close

. ) . ‘ ST . : ¢ s (1; ; _ Commented [MF8]: We thought that the line is about
their eyes. Given that ‘But’ in line 3 introduces a shift away from ‘day’ (line 2), the night the blurring of light and darkness but the emphasis lies

reading would make sense. However, it is equally possible that the speaker refers to the on the brightness of the eyes, as they are (darkly) bright

darkness perceived upon closing one’s eyes:. Instead of seeing nothing (or only blackness). the gyeslicokinglintol(mere)istmoundingldarknessi!
closing of the eyes allows the speaker to see something brightly and clearly. As the eyes are

‘directed’, it can be assumed that the image he sees is not random, but perceived deliberately.
Alternatively: empbhasis on the brightness looking into surrounding darkness?
Ingram paraphrases itthe phrase as “alertly directed in the darkness” (100), indicating -
the dynamic towards the dark and a certain purpose to do so: Whenever the eyes of the poet are
closed, the desired image would appear brightly in his imagination. However, Ingram’s

following remark on this line “[h]ere the adverb [bright] balances ‘darkly’” (100) is to be
criticized: Describing the effect of pright as a ‘balance’ is too weak, as it also creates tension
and bewilderment instead of merely reestablishing harmony.

tasklv beight and beight in dark al .

- int. eyes emitting

s » (1 Commented [ML9]: Is this annotation neccesary? l.e.
do we assume readers not to know this word?

"Jq; in

l. 4 “And darkly bright, are bright in dark directed” (whole line)
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L1 Form /{ Formatted: Font: Bold

Whereas the adjective ‘bright’ is repeated in this line, the use of ‘darkly’ and ‘dark’ indicates a Formatted: Justified

polyptoton. The Princeton Encyclopedia of Poetry and Poetics describes it as a “word in many
cases” (1086), which means that it “repeat[s] a word or words by varying their word class”
(1086). In a classification of varieties of repetition, it defines the polyptoton as “same word

different form, same meaning” (1086) and lists 43.4-7 as an example for an “intentional” and
frequent use of this figure.

Booth (203) provides a detailed list of figures to be found in this sonnet, with line 4 containing
most of them. These include an “antithesis: [...] bright, dark (4)”, a “diacope (repetition of a
word with one or a few words in between). pright, are bright (4)”, the already mentioned
polyptoton consisting of ‘darkly’ and ‘dark’, an “antimetabole (inversion of the order of
repeated words): darkly bright, are bright in dark (4)” and what he calls “rhetorically
unclassified word plays”.

L2 Context: Theories of vision and the role of the eyes,

Booth straightforwardly explains that “in the Renaissance eyes were generally thought of as

giving off light” (203) to help make sense of this line. Hammond gives slightly more detail to
this by pointing out that “Renaissance theories of vision held either that the eyes send out rays
which connect with the object seen, or that the object sends out rays which connect with the
eyes” (194). Both remarks are a hint that theories of vision are vital for a better understanding

of the intentionally puzzling line.
In Vanities of the Eye (2007), Stuart Clark provides a detailed discussion of the historical

development of theories about vision and the eyes.

In chapter 1, going back to Greek antiquity, Clark names Aristotle and Plato as two of the main
examples for the ancient hierarchy of the senses which gave the eyes a special preference over
the other sense organs (9). This ocularcentrism included an extramission theory of vision
meaning that the process of seeing things was imagined as the result of the “projective power
of the soul to [...] produce objects of vision” (17). According to this Greek idea, “perceptions
were ‘encoded’ as phantasmata, ‘representations’” (11), which “could [then] be ‘seen’ by the
‘eye’ of the mind. and resulted in a “mental picture” (11).

Centuries later, a shift from extra- to intromission theories became dominant:
“[IIntromission itself [was] largely preferred in optical theory after the thirteenth century’ (20).
Clark describes intromission as being based on “the projective power of objects to emit their
own likenesses and then have them propagated through a medium and replicated in the faculties
of sense” (17). A crucial element of this approach was the “doctrine of species” (15), which

“radiated out from [...] objects into [...] the aire, transmitting images [...] to the eye” (15). In

this theoretical framework, the eyes are not active emitters of light or projections. Instead,
“objects act pn passive recipients, leaving impressions in their senses and intellects which
translate into conceptual images” (15), and the eyes are “reduced to [...] a passive receiver”
(20).

According to Clark’s accounts, the sixteenth and seventeenth century then made the most
decisive shift towards the dominance intromission theories. Yet simultaneously, during the late
Renaissance, “new importance and attention [were] given to the human imagination” (39). The

previously common idea of the eyes being merely recipients of images projected by objects
became increasingly challenged, and scholars and writers discussed the issue of “the extent to
which sight is a constructed medium and the eye not the innocent, objective reporter of the
world but its creator and interpreter” (39). In this tension between objective and subjective

influences in the process of perception, imagination “became the single mediator between the




corporeal soul and the corporeal human body” (43)., acknowledging both the real world that
could be seen and the influence of the human mind on these perceptions. As Clark puts it,
“[imagination] was, indeed, the ‘eye’ of the mind, in the sense that, in an ocularcentristic
psychology, the rational powers were deemed to ‘see’ the external world only via its agency”
(46).

With this acknowledgement of the subjective element in the perception of things in the world
also came doubts about their reliability, and “serious anxieties about [imagination’s] capacity

to mislead and deceive” (45f.) Chapter 2 of Vanities of the Eyes discusses how theories of
vision were also crucial for contemporary studies of mental illnesses such as delusions, of the
condition of melancholy.

Clark’s detailed overview of ideas and books published at the time illustrates that there
were controversial discussions during Shakespeare’s time about the implications and
connotations of theories of the eye.
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longer possible to make a clear distinction what is bright, dimmed or dark. However, this does
not create a gloomy or threatening atmosphere. Moreover, it is only one of several instances in
which the boundaries of light and dark, and day and night, are confounded [link to other
annotations? i.e. 1. 2-3, 7-8, 10-11, 13-14]. Innes argues that sonnet 43 “‘tries to make the
conflation of night and day into something positive” (165): The speaker is not a victim of
darkness, but actively provokes it and shapes his own perception in order to be able to see the
image he desires. While doing so, he states a clear preference of mental images over those
which are seen in the real world during the day. Hunter goes even further in attributing positivity

to this line by pointing out that it is “not merely a piece of wordplay but also a triumphant dance
of words expressing a lover’s delight” (158).
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darkness. Instead, both dark and bright elements remain in the sonnet. Bearing in mind the
contemporary ideas about the importance of eyesight and visual perception on the mental
condition, the speaker’s eyes which are ‘in dark directed’ can be seen as a hint towards the eyes
of those who suffer from melancholy, whose eyes are believed to look into blackness (cf. Clark
59). According to Clark, there was an awareness of the impact of the mind on the process of
creating images (cf. 60). Whereas the brightly-shining images of the beloved are a proof of this
positive influence and the happiness they bring, at the same time, the dark elements can
illustrate melancholy and scepticism in the speaker. Does sonnet 43 then portray both the joy

of the imagination and the suffering caused by the knowledge that this image is not real? The
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eyes are directed in darkness, and although this darkness is associated with a ‘“happy show’ (6)

some doubts remain as to whether it is to be interpreted as exclusively positive, given that there
could still be a subtext of melancholy underlying this praise of the bright imagery.
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l. 8 “shade”

L1 Language
In this context, shade is what the OED describes as “[a]n unsubstantial image of something

real [...]” (Def. 11.5.b). Here, the shade is the image of the beloved. However, the same OED
definition also indicates that this image has the qualities of “an unreal appearance; something
that has only a fleeting existence, or that has become reduced almost to nothing”.

L2 Intratextuality

Though unsubstantial and associated with darkness, it can be argued that a shade is not as
dark as a shadow (1.5,6). In this respect, there is a tendency towards brightness with the

change from shadows (1. 5.6) to shades (. 8, 11) which then culminates in ‘bright days’ (14).

A

1. 8 “to unseeing eyes thy shade shines so”

L1 Form

This phrase contains several indicators of contradiction. First of all, the capacity of the eyes to
see is negated by unseeing, and yet the iambic pentameter stresses -see- in unseeing, and eyes.
Furthermore, the shade that shines is an oxymoron, as shade normally implies the absence of
light and therefore cannot shine.

Another element to be noted is the emphasis on ‘shade shines’ by the alliteration repeating the
initial /[/ sound. Although it is not stressed in the iambic pentameter pattern, this sound
repetition draws readers’ attention to shines.

L2 Language

In addition to the general tendency from shadow to shade and, finally, bright daylight mentioned
in [“shade” L2 Intratextuality], Vendler points out that mane of “these lines are “bright
directed”: they all brighten as they end” (224). In this line, there is a progression from the

absolute darkness of ‘unseeing eyes’ to the less darker shade which (brightly) shines. /{ Formatted
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Despite the emphasis on seeing and shining, the phrase contains an indication that the /{ Formatted: Font: Italic
image seen by the poet is not perfect. The connotation of a shade in this sense is that it is an Formatted: Font: ltalic
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Version 6 (V6)

“darkly bright” (1.4)

[Ll Form:
The phrase darkly bright is one of two consecutiveas oxymorae# in this line since darkness is

the opposite of brightness. [Link to L1 Form annotation “bright in dark directed”]

Cc ted [MF1]: See comment below on

/{

antimetabole.

L2 Interpretation:
Darkly bright in line 4 of the poem refers to the color or degree of brightness speaker’s

eye —kvhxeh—ns—d&fker—bhaﬂ—asu&l—h" he oxymoron

makes it impossible to determine whether the eyes are dark; butyet sparkling, or bright; yetbut

5>

Commented [ML2]: Darkly can also mean ,in the dark"

"darkly, adv." Def. 1. OED Online. Oxford University
Press, March 2017. Web. 18 March 2017.

Then, it could mean that the eyes see in the dark as if it
was bright daylight

their look—darkened or blurred. forsemereasen—Bearing in mind the suggested meaning of
‘darkly’, the phrase can also be read in the sense that the eyes can see (brightly) in the dark.

Commented [MF3]: This is an awkward way to say
this. But we don’t have any better ideas.

This description efthe-eyesispuzzhineforreaders-and-bestows an enigmatic quality to the leyes

of the speaker.

Intro-/extramission: According to Clark, extramission was already around in the early

medieval period, whereas intomission theory became dominant by the sixteenth century (17

later even claims that it was “largely preferred in optical theory after the thirteenth century
(20).

However,we could argue that in Clark, extramission theories were dated back to

Platonic/Neoplatonic times (cf. 24; Augustine) and could thus have been interesting during

the Renaissance period — could we assume that the discourse about vision was popular enough

during Shakespeare’s time to presuppose that his readers were familiar with the theories? This
would probably read as a far-fetched justification for extramission theory (?)

[“bright in dark directed”\ 1.4)

Commented [MF4]: The lover’s eyes could be
interpreted as emitting rays of light. Look up
“extramission theory” vs. “intromission theory”

Work both Booth’s and the Arden Shakespeare’s
annotations on extramission theory into your annotation
here.

Wlklpedla says:

ission theory or extr theory (variants:
extromission, extromittism) is the proposal that visual
perception is accomplished by rays of light emitted by the
eyes. This theory has been replaced by intromission theory,
which states that visual perception comes from something
representative of the object (later established to be rays of
light reflected from it) entering the eyes.

Can you find out whether the extramission theory was still
believed in in the Early Modern period? Then you could
argue for this interpretation of darkly bright eyes emitting
light in the dream of the speaker. This interpretation might
work even better for the second part of line 4 ([...] bright in
dark directed”

JLI Form:

Commented [ML5]: It would be interesting to have an
intertext-annotation about the repetition of the
bright/dark oxymoron in this line. > how are these two
parts of the line connected?
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The phrase bright in dark directed is an oxymoron since darkness cannot be bright. [t is the | Formatted: Highlight J

second oxymoron in this line, playing on the same oppositions -efthesame-type-in the form
of darkness versus brightnessin-this line. [IIink to 11 Form annotation darkly bright’]

L2 Interpretation:

Commented [MF6]: The whole line might be an
example of a antimetabole.

See https://literarydevices.net/antimetabole/ for further
info. (but do not use this as a source, but the Princeton
Encyclopedia)

[Theis|oxymoron “bright in dark directed” stresses the blurring of light and|darkness:. TFhe eyes+ ]

unite both, and “bright in dark directed” emphasizes the idea that there is something bright to
be found in this-the darkness. Yet, it is unclear what kind ofhieh darkness the speaker is talking
about: It could be the darkness of the night, as this is the time when people go to sleep and close
their eyes. Given that ‘But’ in line 3 introduces a shift away from ‘day’ (line 2), the night-
reading would make sense. However, it is equally possible that the speaker refers to the
darkness perceived upon closing one’s eyes:. Instead of seeing nothing (or only blackness), the

closing of the eyes allows the speaker to see something brightly and clearly. As the eyes are

Commented [MF7]: We thought you should first
interpret only “bright in dark directed”, before you go on
to interpreting the expression in the context of the whole
line. So maybe just devote a sentence or two to
interpretating bright in dark directed?

Commented [MF8]: We thought that the line is about
the blurring of light and darkness but the emphasis lies
on the brightness of the eyes, as they are (darkly) bright
eyes looking into (more) surrounding darkness?!

Formatted: Justified }

‘directed’, it can be assumed that the image he sees is not random, but perceived deliberately.

IIngram paraphrases itthe phrase as “alertly directed in the darkness” (100), indicating‘“{ Formatted: Justified, Indent: First line: 1,25 cm

the dynamic towards the dark and a certain purpose to do so: Whenever the eyes of the poet are
closed, the desired image would appear brightly in his imagination. However, Ingram’s
following remark on this line “[h]ere the adverb [bright] balances ‘darkly’” (100) is to be
criticized: dBescribing the effect of “bright’ -as a “balance” is too weak, as it also creates tension
and bewilderment instead of merely reestablishing harmony.

tackiv-brioht and-bricktin-darlcal .

- int. eyes emitting\

Formatted: Highlight

o _J_J

Commented [MF9]: Pick this up for you annotation, but
elaborate a little more, especially on your last thought
here about why you disagree with bright being a
balance for dark here.

"Jq; in

Commented [ML10]: Is this annotation neccesary? l.e.
do we assume readers not to know this word?
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L. 4 “And darkly bright, are bright in dark directed” (whole line)

L1 Form

Whereas the adjective ‘bright’ is repeated in this line, the use of ‘darkly’ and ‘dark’ indicates a
polyptoton. The Princeton Encyclopedia of Poetry and Poetics describes this stylistic deviceit
as a “word in many cases” (1086), which means that it “repeat[s] a word or words by varying
their word class” (1086). In a classification of varieties of repetition, it defines the polyptoton
as “same word, different form, same meaning” (1086) and lists 43.4-7 as an example for an

“intentional” and frequent use of this figure,, /[ Formatted: Font color: Text 1

Booth|(203) provides a detailed list qf fi ures to be fpund in this sonnet. .w1th line 4 cggtamm Commented [MF11]: Try to make two or three

most of them. These include an “antithesis: [...] bright, dark (4)”, a “diacope (repetition of a sentences out of this, so it flows better and your reader
word with one or a few words in between); bright, are bright (4)”, the already mentioned has more chance to process these thoughts.

olyptoton consisting of ‘darkly’ and ‘dark’, an ‘“antimetabole (inversion of the order of
repeated words): darkly bright, are bright in dark (4)” and what he calls “rhetorically
unclassified word plays”.

L2 Context: Theories of vision and the role of the eyes

Booth straightforwardly explains that “in the Renaissance eyes were generally thought of as

iving off light” (203) to help make sense of this line. Hammond gives slightly more detail to
this by pointing out that “Renaissance theories of vision held either that the eyes send out rays

Commented [MF12]: Add the Arden annotation to this
as well!

which connect with the object seen, or that the object sends out rays which connect with the

eyes” (194). Both remarks are a hint that theories of vision are vital for a better understanding

of the intentionally puzzling line.

This ocularcentrism included an extramission theory of vision

meaning that the process of seeing things was imagined as the result of the “projective power
of the soul to [...] produce objects of vision” (17). According to this Greek idea, “perceptions

were ‘encoded’ as phantasmata, ‘representations’” (11), which “could [then] be ‘seen’ by the /{ Formatted: Font: Italic

‘eye’ of the mind- and resulted in a “mental picture” (11).

Centuries later, a shift from extra- to intromission theories became dominant:
“[IIntromission itself [was] largely preferred in optical theory after the thirteenth century’ (20).
Clark describes intromission as being based on “the projective power of objects to emit their
own likenesses and then have them propagated through a medium and replicated in the faculties
of sense” (17). A crucial element of this approach was the “doctrine of species” (15), which
“radiated out from [...] objects into [...] the aire, transmitting images [...] to the eye” (15). In

this theoretical framework, the eyes are not active emitters of light or projections. Instead,

“objects act pn passive recipients, leaving impressions in their senses and intellects which /{Formatted; Font: ltalic

translate into conceptual images” (15, emphasis in original). and the eyes are “reduced to [...

a passive receiver” (20).

According to Clark’s accounts, the sixteenth and seventeenth century then made the most
decisive shift towards thea dominance of intromission theories. Yet simultaneously, during the
late Renaissance, “new importance and attention [were] given to the human imagination” (39).
The previously common idea of the eyes being merely recipients of images projected by objects
became increasingly challenged, and scholars and writers discussed the issue of “the extent to
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which sight is a constructed medium and the eye not the innocent, objective reporter of the
world but its creator and interpreter” (39). In this tension between objective and subjective

influences in the process of perception, imagination “became the single mediator between the
corporeal soul and the corporeal human body” (43), acknowledging both the real world that

could be seen and the influence of the human mind on these perceptions. As Clark puts it,
“[imagination] was, indeed, the ‘eye’ of the mind, in the sense that, in an ocularcentricstie

psychology, the rational powers were deemed to ‘see’ the external world only via its agency”
(46).

With this acknowledgement of the subjective element in the perception of things in the world
also came doubts about their reliability, and “serious anxieties about [imagination’s] capacity

to mislead and deceive” (45f.) Chapter 2 of Vanities of the Eyes discusses how theories of

vision were also crucial for contemporary studies of mental illnesses such as delusions, of the

Works cited:
Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP, 1977.
Clark, Stuart. Vanities of the Eye. Oxford: Oxford UP, 2007.

L3 Interpretation
The ox;gmoron ;__)laying with bright and dark causes a blurring of darkness and light: it is no

longer possible to make a clear distinction between what is bright, dimmed or dark. However,
this does not create a gloomy or threatening atmosphere. Moreover, it is only one of several

instances in which the boundaries of light and dark, and day and night, are confounded [link to
other annotations,? i.e. 1. 2-3, 7-8, 10-11, 13-14]. Innes argues that sonnet 43 “tries to make the
conflation of night and day into something positive” (165): The speaker is not a victim of
darkness, but actively provokes it and shapes his own perception in order to be able to see the

image he desires. While doing so, he states a clear preference of mental images over those
which are seen in the real world during the day. Hunter goes even further in attributing positivity

to this line by pointing out that it is “not merely a piece of wordplay but also a triumphant dance

of words expressing a lover’s delight” (158). Cc ted [MF13]: Write an introductory sentence
that ties it back to the context annotation. Add full
names of scholars.

Works cited:

Innes, Paul. Shakespeare and the English Renaissance Sonnet. Basingstoke: Macmillan, 1997.

Hunter, G.K. “The Dramatic Technique in Shakespeare’s Sonnets”. Essays in Criticism, vol. 3,
no. 2, 1953, pp. 152-164. Oxford Academic Journals, doi: 10.1093/eic/II1.2.152.
Accessed 30 March 2017.

IL3 Question

The speaker needs to exclude all other visual impressions so that he can see the mental
image of the addressee. However, the brightness of the image of the beloved does not expel the
darkness. Instead, both dark and bright elements remain in the sonnet. Bearing in mind the
contemporary ideas about the importance of eyesight and visual perception on the mental
condition, the speaker’s eyes which are ‘in dark directed’ can be seen as a hint towards the eyes
of those who suffer from melancholy, whose eyes are believed to look into blackness (cf. Clark
59). According to Clark, there was an awareness of the impact of the mind on the process of

creating images (cf. 60). Whereas the brightly-shining images of the beloved are a proof of this
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positive influence and the happiness they bring, at the same time, the dark eclements can
illustrate melancholy and scepticism in the speaker. Does sonnet 43 then portray both the joy
of the imagination and the suffering caused by the knowledge that this image is not real? The
eyes are directed in darkness, and although this darkness is associated with a ‘happy show’ (6),

some doubts remain as to whether it is to be interpreted as exclusively positive, given that there

could still be a subtext of melancholy underlying this praise of the bright imagery /{r. ted [MF14]: Fix repetitions;

Works cited:
Clark, Stuart. Vanities of the Eye. Oxford: Oxford UP, 2007.

l. 8 “shade”

L1 Commented [MF15]: Add hyperlinks to other
shade/shadow annotations, add a sentence and merge
them

L2 Intratextualitv{ Cc ted [MF16]: Is this intratext or interpretation?
Compare with Vendler’s interpretation (light/dark), and

Though unsubstantial and associated with darkness, it can be argued that a shade is not as '"r"o‘ t?etsg?o?)her annotation (semantic field of sight —

dark as a shadow (1.5,6). In this respect, there is a tendency towards brightness with the ElES

change from shadows (1. 5.6) to shades (1. 8, 11) which then culminates in ‘bright days’ (14).

L. 8 “to unseeing eyes thy shade shines so”

L1 Form

This phrase contains several indicators of contradiction. First of all, the capacity of the eyes to
see is negated by unseeing, and yet the iambic pentameter stresses -see- in unseeing, and eyes.
Furthermore, the shade that shines is an oxymoron, as shade normally implies the absence of
light and therefore cannot shine.

Another element to be noted is the emphasis on ‘shade shines’ by the alliteration repeating the
initial /[/ sound. Although it is not stressed in the iambic pentameter pattern, this sound
repetition draws readers’ attention to shines.

Formatted: Font: Bold, Highlight

L2 Interpretation
‘Unseeing eyes’ which perceive someone’s shade are contradictory upon first sight. However,

especially in connection to line 1: tFhe ‘unseeing eyes’ are the ones that wink (1). The

as paradox as this expression might seem, it makes sense in the logic of the sonnet and Apormaued; Font: Italic, Highlight

Formatted: Highlight
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prerequisite for perceiving the shade, of the beloved is this shift from seeing normally to | Formatted: Highlight

blindness:: byBy closing them, the speaker’s eyes become unseeing, and only then can the

image of the beloved shine in his imagination — this is how s/he ‘best sees’ (1).

Despite the emphasis on seeing and shining, the phrase contains an indication that the
image seen by the poet is not perfect. The connotation of a shade in this sense is that it is an

image of something in the world, but an unreal and fleeting one [link to annotation L1 Language
“shade”]. Although it shines, the shade of the beloved is not the same as the real person and
can therefore not be an ideal substitute for the absence of the latter. On the other hand, there is
brightness assigned to this image (shines) and the syntactic unit of lines 6-8 suggests that
looking at it would make the poet happy (6).

Considering these aspects, this phrase in the middle part of the sonnet seems to oscillate
between positive and negative, with sight and brightness on one, and blindness and darker
qualities on the other end. This in-between stage is also pointed out by Vendler in her illustration
of how the sonnet “gets darker” (223): tFhe unseeing eyes are a first indicator of a deteriorating
eyesight, as the eyes change from being seeing (1) to unseeing (8) and, finally, to sightless (12).

However, the lines themselves tend to get brighter [link annotation .2 Language]

towards their end, which again results in a blurring of darkness and light which makes it hard
for readers to decide which one of them is the predominant one,

Commented [MF17]: Some elements seem to become
brighter, others darker — could that indicate that the
speaker himself sometimes leans towards sadness,
sometimes towards happiness (illustrates the in-
between state of emotions), maybe link to L3 question
annotation?

Make transitions between thoughts/paragraphs
smoother
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Version 7 (V7)

“darkly bright” (1.4)

[Ll Form:
The phrase ‘darkly bright’ is-works ene-eftwo-conseeutivean-oxymoraonin-thistinean

antithesis since it is what the Princeton Encyclopedia of Poetry and Poetics describes as a

“juxtaposition of contraries” (58), describing the eyes as both darkness-is-the-oppesite-of
brightaessdark and bright.- [Link to L1 Form annotation “bright in dark directed”]

Cc ted [MF1]: See comment below on

Works cited:
Greene, Roland, et al. The Princeton Encvclopedia of Poetry and Poetics. Princeton
University Press, 2012.

L2 Interpretation:
‘Darkly bright’ in line 4 of the poem refers to the color or degree of brightness speaker’s

eye 5 —#vhxeh—ns—daﬂeer—bhaﬂ—asu&l—h" he oxymoron

/{

antimetabole.

Commented [ML2]: Darkly can also mean ,in the dark”

"darkly, adv." Def. 1. OED Online. Oxford University
Press, March 2017. Web. 18 March 2017.

Then, it could mean that the eyes see in the dark as if it
was bright daylight

Commented [MF3]: This is an awkward way to say
this. But we don’t have any better ideas.

makes it impossible to determine whether the eyes are dark; butyet sparkling, or bright; yetbut
their look—darkened or blurred. forsemereason—Bearing in mind the suggested meaning of

‘darkly’, the phrase can also be read in the sense that the eyes can see (brightly) in the dark.
This description

of the speaker.

According to Stuart Clark in Vanities of the Eye, the close relationship between eyes and light

can be dated back to Platonic times and has influenced writers and readers over centuries. For
more context on theories of vision, cf. [link to 1.4 L2 Context].

Works cited:
Clark, Stuart. Vanities of the Eye. Oxford: Oxford UP, 2007.

“bright in dark directed”\ (1.4)

Commented [MF4]: The lover’s eyes could be
interpreted as emitting rays of light. Look up
“extramission theory” vs. “intromission theory”

Work both Booth’s and the Arden Shakespeare’s
annotations on extramission theory into your annotation
here.

Wikipedia says:

Emission theory or extramission theory (variants:
extromission, extromittism) is the proposal that visual
perception is accomplished by rays of light emitted by the
eyes. This theory has been replaced by intromission theory,
which states that visual perception comes from something
representative of the object (later established to be rays of
light reflected from it) entering the eyes.

Can you find out whether the extramission theory was still
believed in in the Early Modern period? Then you could
argue for this interpretation of darkly bright eyes emitting
light in the dream of the speaker. This interpretation might
work even better for the second part of line 4 ([...] bright in
dark directed”

Commented [ML5]: It would be interesting to have an
intertext-annotation about the repetition of the
bright/dark oxymoron in this line. > how are these two
parts of the line connected?
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[Ll Form:

The phrase ‘bright in dark directed’ is an oxymoron since darkness cannot be bright and the

expression plays on this opposition: Jtis-the-second-oxymoronin-thislineplaying on-the
Emenppe des e e s s sl s Lo o Dbl s e b e e it Lo | Link

to L1 Form annotation ‘“darkly bright’”].

cf. annotation L1

Form fer-the-whele linefor further information on the whole line.

Works cited:
Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP, 1977.

L2 Interpretation:

[Theisl oxymoron ‘“bright in dark directed’? stresses the blurring of light and [darknessk. TThe

Commented [MF6]: The whole line might be an
example of a antimetabole.

See https://literarydevices.net/antimetabole/ for further
info. (but do not use this as a source, but the
Princeton Encyclopedia)

Cc ted [MF7]: We thought you should first

eyes unite both, and ‘““bright in dark directed’® emphasizes the idea that there is something
bright to be found in this-the darkness. Yet, it is unclear what kind ofhieh darkness the speaker
is talking about: It could be the darkness of the night, as this is the time when people go to sleep
and close their eyes. Given that ‘But” in line 3 introduces a shift away from ‘day’ (line 2), the
night-reading would make sense. However, it is equally possible that the speaker refers to the
darkness perceived upon closing one’s eyes:. Instead of seeing nothing (or only blackness), the
closing of the eyes allows the speaker to see something brightly and clearly. As the eyes are
‘directed’, it can be assumed that the image he sees is not random, but perceived deliberately.

[Ingram paraphrases itthe phrase as “alertly directed in the darkness” (100), indicating
the dynamic towards the dark and a certain purpose to do so: Whenever the eyes of the poet are
closed, the desired image would appear brightly in his imagination. However, Ingram’s
following remark on this line “[h]ere the adverb [bright] balances ‘darkly’” (100) is to be

criticized: dBescribing the effect of ‘bright’ -as a balance” is too weak, as it also creates tension

and bewilderment instead of merely reestablishing harmony. The speaker is neither in a place
of darkness nor of light. Describing this in-between state as a ‘balance’ would neglect the

tension created by the semantics and rhetorical figures of the poem: They all indicate that the
speaker is torn between positive and negative emotions.

Works cited:
Ingram, W. G., and Theodore Redpath (eds.). Shakespeares sonnets. University of London

Press, ,1964.

okl L brishiindasical :

interpret only “bright in dark directed”, before you go on
to interpreting the expression in the context of the whole
line. So maybe just devote a sentence or two to
interpretating bright in dark directed?

Commented [MF8]: We thought that the line is about
the blurring of light and darkness but the emphasis lies
on the brightness of the eyes, as they are (darkly) bright
eyes looking into (more) surrounding darkness?!
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%eye&emﬁ%mgl Ce ted [MF9]: Pick this up for you annotation, but

elaborate a little more, especially on your last thought
here about why you disagree with bright being a
balance for dark here.

toehi > (- Commented [ML10]: Is this annotation neccesary? l.e.
do we assume readers not to know this word?

"qs "
> B B 5

1. 4 “And darkly bright, are bright in dark directed” (whole line)

L1 Form

Whereas the adjective ‘bright’ is repeated in this line, the use of ‘darkly’ and ‘dark’ indicates a
polyptoton. The Princeton Encyclopedia of Poetry and Poetics describes this stylistic deviceit
as a “word in many cases” (1086), which means that it “repeat[s] a word or words by varying
their word class” (1086). In a classification of varieties of repetition, it defines the polyptoton
as “same word, different form, same meaning” (1086) and lists 43.4-7 as an example for an
“intentional” and frequent use of this figure.
IBooth| (203) provides a detailed list of figures to be found in this sonnet, with line 4 containin Commented [MF11]: Try to make two or three
most of them. These include an “antithesis: [...] bright, dark (4)” and a-a “diacope (repetition sentences out of this, so it flows better and your
of a word with one or a few words in between): pright, are bright (4)”.; theFurthermore, he lists reader has more chance to process these thoughts.
the already mentioned polyptoton consisting of ‘darkly’ and ‘dark’ as well as: anthe
“antimetabole (inversion of the order of repeated words): darkly bright, are bright in dark (4)”

resulting from these elements.and-whathe calls “rhetoricallyunelassified word plays™

Works cited:

Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP, 1977.

Greene, Roland, et al. The Princeton Encyclopedia of Poetry and Poetics. Princeton
University Press, 2012.

L2 Context: Theories of vision and the role of the eyes

Booth straightforwardly explains that “in the Renaissance eyes were generally thought of as
giving off light” (203) to help make sense of this line. Duncan-Jones’ annotation on this line
includes the movement of light in both ways, as “[e]yes were thought of as emitting light, as

Commented [MF12]: Add the Arden annotation to this

“Renaissance theories of vision held either that the eyes send out rays which connect with the as well!

object seen, or that the object sends out rays which connect with the eyes” (194). Both remarks

are a hint that theories of vision are vital for a better understanding of the intentionally puzzling
line.
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This ocularcentrism included an extramission theory of vision,

meaning that the process of seeing things was imagined as the result of the “projective power
of the soul to [...] produce objects of vision” (17). According to this Greek idea, “perceptions

were ‘encoded’ as phantasmata, ‘representations’ (11), which “could [then] be ‘seen’ by the

/[ Formatted: Font: Italic

‘eye’ of the mind: and resulted in a “mental picture” (11).

Centuries later, a shift from extra- to intromission theories became dominant:
“[Intromission itself [was] largely preferred in optical theory after the thirteenth century” (20).
Clark describes intromission as being based on “the projective power of objects to emit their
own likenesses and then have them propagated through a medium and replicated in the faculties
of sense” (17). A crucial element of this approach was the “doctrine of species” (15), which
“radiated out from [...] objects into [...] the aire, transmitting images [...] to the eye” (15). In
this theoretical framework, the eyes are not active emitters of light or projections. Instead,
“objects act on passive recipients, leaving impressions in their senses and intellects which
translate into conceptual images” (15, emphasis in original), and the eyes are “reduced to [...
a passive receiver” (20).

According to Clark’s accounts, the sixteenth and seventeenth century then made the most
decisive shift towards thea dominance of intromission theories. Yet simultaneously, during the
late Renaissance, “new importance and attention [were] given to the human imagination” (39).
The previously common idea of the eyes being merely recipients of images projected by objects
became increasingly challenged, and scholars and writers discussed the issue of “the extent to
which sight is a constructed medium and the eye not the innocent, objective reporter of the
world but its creator and interpreter” (39). In this tension between objective and subjective
influences in the process of perception, imagination ‘“became the single mediator between the
corporeal soul and the corporeal human body” (43), acknowledging both the real world that
could be seen and the influence of the human mind on these perceptions. As Clark puts it,
“[imagination] was, indeed, the ‘eye’ of the mind, in the sense that, in an ocularcentricstie
psychology, the rational powers were deemed to ‘see’ the external world only via its agency”
(46).

With this acknowledgement of the subjective element in the perception of things in the world
also came doubts about their reliability, and “serious anxieties about [imagination’s] capacity

to mislead and deceive” (45f.) Chapter 2 of Vanities of the Eyes discusses how theories of vision
were also crucial for contemporary studies of mental illnesses such as delusions, of the
condition of melancholy.

>

Works cited:

Booth, Stephen. Shakespeare’s Sonnets. New Haven: Yale UP, 1977.

Clark, Stuart. Vanities of the Eye. Oxford: Oxford UP, 2007.

Duncan-Jones, Katherin (ed.). Shakespeare’s Sonnets. The Arden Shakespeare, Third Series.
London and New York, Bloomsbury: 1997.

Hammond, Paul (ed.), Shakespeares sonnets: an original-Spelling text. Oxford Universit
Press, 2012.

Formatted: Font: (Default) Times New Roman, English

(United Kingdom), Pattern: Clear

107



L3 Interpretation
Given the importance of ocularcentrism in the context of literary history, the elements of visual

perception in the poem are not merely ornamental or signs of rhetoric playfulness. On the
contrary, they are strong indicators for the speaker’s psychological and emotional state.

[The exymerenantimetabole playing with bright and dark causes a blurring of darkness and
light: it is no longer possible to make a clear distinction between what is bright, dimmed or
dark. However, this does not create a gloomy or threatening atmosphere. Moreover, it is only

one of several instances in which the boundaries of light and dark. and day and night, are

confounded-Hink-to-otherannotations;2+e—+2-3—7-810-1113-14]. Paul Innes argues that
sonnet 43 “tries to make the conflation of night and day into something positive” (165): The
speaker is not a victim of darkness, but actively provokes it and shapes his own perception in
order to be able to see the image he desires. While doing so, he states a clear preference of
mental images over those which are seen in the real world during the day. Hunter goes even

further in attributing positivity to this line by pointing out that it is “not merely a piece of

wordplay but also a triumphant dance of words expressing a lover’s delight” (158). Cc ted [MF13]: Write an introductory sentence
that ties it back to the context annotation. Add full
Works cited: names of scholars.

Innes, Paul. Shakespeare and the English Renaissance Sonnet. Basingstoke: Macmillan, 1997.
Hunter, G.K. “The Dramatic Technique in Shakespeare’s Sonnets”. Essays in Criticism, vol. 3,

no. 2. 1953, pp. 152-164. Oxford Academic Journals, doi: 10.1093/eic/I11.2.152.
Accessed 30 March 2017.

IL3 Question

The speaker needs to exclude all other visual impressions so that he can see the mental
image of the addressee. However, the brightness of the-image-of the-belovedthis image does
not expel the darkness. Instead, both dark and bright elements remain in the sonnet. Bearing in
mind the contemporary ideas about the importance of eyesight and visual perception on the
mental condition, the speaker’s eyes which are ‘in dark directed’ can be seen as a hint towards
the eyes of those who suffer from melancholy, whose eyes are believed to look into blackness
(cf. Clark 59). According to Clark, there was an awareness of the impact of the mind on the
process of creating images (cf. 60). Whereas the brightly-shining images of the beloved are a
proof of this positive influence and the happiness they bring, at the same time, the dark elements
can illustrate melancholywoe, pensiveness andor scepticism in the speaker. Does sonnet 43 then
portray both the joy of the imagination and the suffering caused by the knowledge that this
image is not real? The eyes are directed in darkness, and although this daskress-is associated
with a ‘happy show’ (6), some doubts remain as to whether it is to be interpreted as exclusively
positive, given that there could still be a subtext of melancholy underlying this praise of the

bright imagery. /{r- ted [MF14]: Fix repetitions;

Works cited:
Clark, Stuart. Vanities of the Eye. Oxford: Oxford UP, 2007.

L. 8 “shade”

L1 Commented [MF15]: Add hyperlinks to other
shade/shadow annotations, add a sentence and merge
them
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‘Shade[s]’ and ‘shadow[s]’ repeatedly occur in the poem and contribute to the permanent play
on bright and dark elements, cf.

[link to annotation 1. 5 (shadow shadows), 1. 8 (shade shines), 1. 11 (fair imperfect shade ///{ Formatted: Highlight

Works cited:
“shade, n.” OED Online. Oxford UP, March 2017. Web. 7 November 2017.

L2 Intr—&te*mal-i@ﬂerpretation Commented [MF16]: Is this intratext or interpretation?
Compare with Vendler’s interpretation (light/dark and
Though unsubstantial and associated with darkness, it can be argued that a shade is not as :?'(:g‘?e;g?o?]‘;‘e’ annotation (semantic field of sight —

dark as a shadow (1.5,6). In this respect, there is a tendency towards brightness with the
change from shadows (I. 5,6) to shades (1. 8, 11) which then culminates in ‘bright days’ (14).
Vendler also points out that lines 1-10 “all brighten as they end” (224), followed by the “only
two lines in the body of the poem” (224) in which this dynamic works the other way around.
She attributes both “desire and frustration” (225) to the couplet, and argues that after this
downward progression, the sonnet ends with “the up-driven push of desire” (225) in the

couplet.

Works cited:
Vendler, Helen. The Art of Shakespeares sonnets. Belknap Press, 1999.

L. 8 “to unseeing eyes thy shade shines so”

L1 Form

This phrase contains several indicators of contradiction. First of all, the capacity of the eyes to
see is negated by unseeing, and yet the iambic pentameter stresses -see- in ‘unseeing’, and
‘eyes’. Furthermore, the ‘shade’ that ‘shines’ is an oxymoron, as shade normally implies the
absence of light and therefore cannot shine.

Another element to be noted is the emphasis on ‘shade shines’ by the alliteration repeating the
initial /{/ sound. Although it is not stressed in the iambic pentameter pattern, this sound
repetition draws readers’ attention to ‘shines’.

L2 Interpretation
‘Unseeing eyes’ which perceive someone’s shade are contradictory upon first sight. However,

as paradox as this expression might seem, it makes sense in the logic of the sonnet and
especially in connection to line 1: tFhe ‘unseeing eyes’ are the ones that ‘wink’ (1). The

prerequisite for perceiving the ‘shade’ of the beloved is this shift from seeing normally to
blindness:: byBy closing them, the speaker’s eyes become ‘unseeing’, and only then can the
image of the beloved ‘shine’ in his imagination — this is how s/he ‘best sees’ (1).
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DespiteAlthough the phrase includes this paradox of seeing and not seeing as well as

thean emphasis on seeing and shining, thephraseit also eentainsan-indicationindicates that the /[ Formatted: Highlight

image seen by the poet is not perfect. The connotation of a ‘shade’ in this sense is that it is an
image of something in the world, but an unreal and fleeting one [link to annotation L1 Language
‘shade”]. Although it ‘shines’, the ‘shade’ of the beloved is not the same as the real person and
can therefore not be an ideal substitute for the absence of the latter. On the other hand, there is
brightness assigned to this image (‘shines’) and the syntactic unit of lines 6-8 suggests that
looking at it would make the poet ‘happy’ (6).

Considering these aspects, this phrase in the middle part of the sonnet seems to oscillate
between positive and negative, with sight and brightness on one, and blindness and darker
qualities on the other end. As some elements become brighter whereas other become darker, it
could be argued that this part of the poem indicates the alternation of the speaker’s feelings:
They sometimes have a tendency towards sadness, sometimes towards happiness. This in-
between stage is also pointed out by Vendler in her illustration of how the sonnet “gets darker”
(223): tFhe unseeing eyes are a first indicator of a deteriorating eyesight, as the eyes change
from being ‘see’ing (1) to ‘unseeing’ (8) and, finally, to ‘sightless’ (12).

However, the lines themselves tend to get brighter [link annotation L2 Language]
towards their end, which again results in a blurring of darkness and light which makes it hard

for readers to decide which one of them is the predominant [one\. This can be seen as a Cc ted [MF17]: Some elements seem to become
continuation of 1.4, which has already raised the question of which one of the two emotions brighter, others darker — could that indicate that the

. . . speaker himself sometimes leans towards sadness,
appears more strongly [link'fo'annotation 1.4 1'3 Question) - sgmeﬁm ST R (R e T
between state of emotions), maybe link to L3 question
annotation?

“Works cited: Make transitions between thoughts/paragraphs

X smoother
Vendler, Helen. The Art of Shakespeares sonnets. Belknap Press, 1999.
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Student D

Version 1 (V1)

L.11 When in dead night thy fair imperfect shade

dead night

L1: LANGUAGE

In the given context the adjective ‘dead' can describe 'night' as a period of day 'without
animation, vigour, or activity; inaetive,-quiet, dull; lifeless' (OED A.III) or 'the time of intensest
stillness, darkness, cold, etc' (OED n. B2). The OED already gives the latter interpretation to the
expression 'dead of night'.

L2: INTERPRETATION

The phrase ‘dBead night’ can refer to a still and quiet nighttime, which can moreover be
associated with “death and lifeless phantoms” [Duncan-Jones, p.196] within the semantic field of
shadows (11.5,6,11) in the poem.

thy-fair-imperfect shade
L1: LANGUAGE
The adjective 'imperfect' is defined by the OED as "wanting some quality or attribute necessary

to full efficiency, normal condition, or ideal character' or 'snet-comingup-to-the standard:-not-al
thatitsheuld-be:-defective, faulty" [OED 2]. 'vicious, evil' [OED 3]

L1: INTRATEXTUALITY

‘Shade n.” can_have the same definition as in L5, i.e. “an unreal appearance; a delusive
semblance or image; a vain and unsubstantial object of pursuit” (OED 6a) or even with possible
play on 'ghost' in the context of ‘dead night’ (1.11) and nocturnal visions [Evans, p. 144: Booth
p. 205], which is also aligned with ‘a spectre, phantom’ in OED [6b]

Plato’s Cave (?)

L2: INTERPRETATION
We suggest two possible interpretations of the given-phrase: the first interpretation is built upon
the language definitions [L1]-ef-the—werd—shade’; the second interpretation is given in the
context of sequence with the failings of the friend (e.g. Sonnet 33), which might refer to the
same Addressee.

1. In dreams one cannot always see things as detailed as they are. When saying ‘imperfect
shade’ the Speaker means the dream image ‘which is deficient, less-than-whole because
unreal’ [Paterson, p.130], ‘as only the shadow of the reality’ [Evans, p. 144], i..
imperfect (blurred, incomplete) representation of Addressee's appearance/form in the
Speaker's dream (not a physical actuality):-

2. It can also refer to aA recollection of the allus10ns to the young man's moral defects in
33-5—_and can be interpreted asper : : 'the image of you,
beautiful despite your moral 1mperfect1on [Duncan Jones, p. 196].

A

{ Formatted: Font: Bold
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Evans, G. Blakemore, ed. (1996). The Sonnets. The New Cambridge Shakespeare. Cambridge:
Cambridge University Press.

Paterson, Don (2010). Reading Shakespeare's Sonnets: A New Commentary by Don Paterson.
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‘Dead, adj.,n'. OED Online. Oxford University Press. Web. 13 Dec 2016. <

http://www.oed.com>
‘Imperfect adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. <

http://www.oed.com>
‘Shade, n’. OED Online. Oxford University Press. Web. 13 Dec 2016. < http://www.oed.com>

L 12 Through heavy sleep on sightless eyes doth stay?

L1: LANGUAGE - —_— “
The phrase ,hHeavy sleep’ adj. The word is associated with deep sleep, where and the adjective
,heavy’ can stand formean ‘slow, sluggish, dull’ [Schmidt, 5] and ‘weary, drowsy, sleepy’

(Schmidt, 6)- —_ - -

The word ,sSightless’ adj. means , unable to see; destitute of the power of sight” or can refer to;

blindness [OED la}

L2: INTRATEXTUALITY
='unseeing eves' (1.8)

L2: INTERPRETATION

The line 12 can be interpreted as following: it-you (your 'imperfect shade') remains in my deep
sleep even though my eyes are unable to see (possibly either owing to the darkness or because
the Speaker is asleep).

Works cited:

Schmidt, Alexander ed. (1902).Shakespeare Lexicon and Quotation Dictionary: A Complete
Dictionary of All the English Words, Phrases, and Constructions in the Works of the Poet.
Berlin: Georg Reimer.

‘Heavy, adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. < http://www.oed.com>
‘Sightless, adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. <

http://www.oed.com>

1.13 All days are nights to see till I see thee,

L1: INTERPRETATION

All days are like nights, dark and dismal to the sight ('to see'), until I see (the real) you [Evans,
p.144]

L2: FORM

Works cited:
Evans, G. Blakemore, ed. (1996). The Sonnets. The New Cambridge Shakespeare. Cambridge:
Cambridge University Press.
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.14 And nights bright days when dreams do show thee me.
do show thee me

B

<heveotto-pe

L1: INTERPRETATION

e iont

The sense here must be "show thee to me," but the rhythm (accent on me) and the idiom
ordinarily dictate "show me to thee" [Booth, p.205] Duncan-Jones also suggests that possible
need for a rhyme prompted this syntactical ambiguity (‘shoe me to you’ and ‘show you to me’),
which has the odd effect of leaving the final stress on me rather than thee [Duncan-Jones, p.
196].

And nights bright days when dreams do show thee me
L1: INTERPRETATION
The whole line can be translated as .tFhe nights seem like bright days when I see you in my

dreams’. However, the dream acts as an agent/performer, thus, the couplet can be interpreted as
"I do not see thee, not yet; my eyes do not see thee either; I am dependent on dreams to show
you to me." [Vendler, p.224]

L2: FORM 1.13 & 1.14
The expressions .days are nights’ and ,nights bright days’ are antitheses.

L2: INTRATEXTUALITY

‘The last two line reiterate the contrast between brightness and darkness (11.4), shadow and form
11.5.6), shining shades (1.8). thus, underpining the whole impression of paradox between
dreams/deaths and light/life,

E2: FORM

Paradox/Oxymoron:nights-arc-bricht-days?
feati - 5

Works cited:
Booth, Stephen ed. (1977). Shakespeare's Sonnets. New Haven and London: Yale University
Press.

Duncan-Jones, Katherine, ed. (2010) [Ist ed. 1997]. Shakespeare's Sonnets. The Arden
Shakespeare, Third Series (Rev. ed.). London: Bloomsbury

Vendler, Helen (1997). The Art of Shakespeare’s Sonnets. The Belknap Press of Harvard
Univeristy Press. London, England
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Version 2 (V2)

L11 When in dead night thy fair imperfect shade

dead night
L1: LANGUAGE

“dead—ean—desertbe—ni

1 3 1 favzadse 3 1L fal '/ﬂEn A TTT\
animation—vig af, aetivity .la*et,=él4 o
Lo o I 1

%@@%&@%&M@W}e
eepfessmﬂ—deaéef—m«ghFDuncan -Jones associates 'dead night' (='nighttime") with death and
lifeless phantoms (196). However, we tilt toward the idea that ha-the given-eentext-the adjective

‘dead' ean-describes 'night' as a period of day 'without animation, vigour, or activity; quiet, dull;
lifeless' (OED ALIII). i.e.-et 'the time of intensest stillness, darkness, cold, etc' (OED n. B2).

The OED ives the latter interpretation to the expression 'dead of night', bringing an

example from —Shakespeare's Rape of Lucrece, 162: “Now stole upon the time the dead of /{Formatted: Font: Not Bold

night”.

L2: INTERPRETATION

The phrase ‘dead night’ can refer to a still and quiet nighttime, which can moreover be
associated with “death and lifeless phantoms” (Duncan-Jones, p.196) within the semantic field of
shadows (11.5,6,11)-in—the—peoem, w-hereas, shadows are often interpreted as ,ghosts’ (Evans,
Booth).

imperfect shade

L1: FORM /{ Formatted: Font: Bold, English (United Kingdom)

The word ‘shade’ is repeated in the poem with the same root but with different endings in 1I. 5.6.8, which is the case
of polyptoton.

L1: LANGUAGE

The adjective 'imperfect' is—defined-by—the-OEDcan be defined as "wanting some quality or
attribute necessary to full efficiency, normal condition, or ideal character' or 'defective, faulty"
(OED 2), especially in the context of ‘clear' and 'clearer’ visions in line 7.

/{ Formatted: Font: Bold

‘Shade n.” can_have the same definition as .shadow’ in 1.5: “an unreal appearance; a delusive
semblance or image; a vain and unsubstantial object of pursuit” (OED 6a).

Moreover, with possible play on 'ghost' in the context of ‘dead night’ (1.11) and nocturnal visions
Evans, p. 144; Booth, p. 205), the word can have the meaning of ‘a spectre, phantom’ (OED

6b).

L2: INTERPRETATION

There might be severaltwe possible interpretations-ef-the-phrase: the first interpretation-idea is«
built upon the —paradoxical representation of ‘fair’ vyet ‘imperfect’” image of the

addresseclansuase—definition11; the second—interpretationother is given in the context of
sequence with the failings of the friend (e.g. Sonnet 33), which might refer to the same

Addressee.

1. In dreams one cannot always see things as detailed as they are. When saying ‘imperfect
shade’ the sSpeaker means the dream image ‘which is deficient, less-than-whole because
unreal’ (Paterson ;p-130), ‘as only the shadow of the reality’ (Evans_;p-—144). Thus, it is;
i-e: imperfect (blurred, incomplete) representation of the aAddressee's appearanceimage
in the sSpeaker's dream (not a physical actuality);
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2. Representation is imperfect because it is without substence (Hammond ' because not

substantial like the Boy's body'), i.e. it is just an image, which differs from the original

the original surpasses the add
3. It can also refer to a recollection of the allusions to the young man's moral defects in 33-5

and can be interpreted as 'the image of you, beautiful despite your moral imperfection'
(Duncan-Jones 196).

Works cited:

Booth, Stephen ed. (1977)-—Shakespeare's Sonnets. New Haven and London: Yale University

Press. 1977

Duncan-Jones, Katherine, ed. —26+0|tst—ed—1997}—Shakespeare's Sonnets. The Arden /{Formatted: Font: Italic }

Shakespeare, Third Series (Rev. ed.). London: Bloomsbury. 2010 (1st ed. 1997).

Evans, G. Blakemore, ed.(1996). The Sonnets. The New Cambridge Shakespeare. Cambridge:
Cambridge University Press. 1996

Paterson, Don.(2610): Reading Shakespeare's Sonnets: A New Commentary by Don Paterson.
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‘Dead, adj.,n'. OED Online. Oxford University Press. Web. 13 Dec 2016. <
http://www.oed.com>
‘Imperfect adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. <

http://www.oed.com>
‘Shade, n’. OED Online. Oxford University Press. Web. 13 Dec 2016. < http://www.oed.com>

L.12 Through heavy sleep on sightless eyes doth stay?

L1: LANGUAGE

The phrase .hHeavy sleep’ -adj—TFhe-word-is associated with deep sleep, where-and the adjective «
.heavy’ can stand formean ‘slow, sluggish, dull’ {(Schmidt, 5}) and ‘weary. drowsy, sleepy’
(Schmidt, 6),

The word ,sSightless’-ad}-_ means ,unable to see; destitute of the power of sight’ or can refer to;
blindness {(OED laf),

Steyvotoremainto-linger

L2: INTRATEXTUALITY
In the combination with 'unseeing eyes' in 1.8 'the poem, in short, gets darker as the seeing eyes
become unseeing and then sightless, and as the shade darkens from shin[ing] brightness to
impeifect[ion}’ (Vendler 223).

L2: INTERTEXTUALITY /{ Formatted: Font: Bold }
In the Sonnet 27 'Presents thy shadow to my sightless view' (1.10). Considering that the ¢,,,,,,,{ Formatted: Normal, Left, Pattern: Clear }
circumstances of the sonnet 43 are similar to the sonnets 27 and 28 - night experiences and

rueful feelings in separation from the addressee. , /{ Formatted: Font: Times, 10 pt, Bold, Font color: Auto }

L32: INTERPRETATION

The line 12 can be interpreted as following: | can see it-you (your 'imperfect shade') remains
when I amin- deeply sleeping even though my eyes are unable to see (possibly either owing to
the darkness or because the Speaker is asleep).

Works cited:
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Schmidt, Alexander ed—1992). Shakespeare Lexicon and Quotation Dictionary: A Complete
Dictionary of All the English Words, Phrases, and Constructions in the Works of the Poet.
Berlin: Georg Reimer. 1902

‘Heavy, adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. < http:/www.oed.com>
‘Sightless, adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. <

http://www.oed.com>

113 All days are nights to see till I see thee,

L1: INTERPRETATION

This line can be interpreted as ,.aAll days are like nights, dark and dismal to the sight (‘to see'),
until I see (the real) you {(Evans, p.144})

L1: FORM

diacope (repetition of a word with one or a few words in between) see till I see

L2: FORM

Lo 2

Works cited:

Evans, G. Blakemore, ed. (1996). The Sonnets. The New Cambridge Shakespeare. Cambridge:
Cambridge University Press.

pola

.14 And nights bright days when dreams do show thee me.

L1. FORM
Chiasmus???

do show thee me
R PRETFATGN
show-vou-to-me

L1: INTERPRETATION

e ot

The sense here must be "show thee to me," but the rhythm (accent on me) and the idiom
ordinarily dictate "show me to thee" {(Booth, p.205}) Duncan-Jones also suggests that possible
need for a rhyme prompted this syntactical ambiguity (‘showe me to you’ and ‘show you to
me’), which has the odd effect of leaving the final stress on me rather than thee {(Duncan-Jones,
p. 196%).

Thee/me

And nights bright days when dreams do show thee me

L1: INTERPRETATION

The whole line can be paraphrased, as .tThe nights seem like bright days when I see you in my
dreams’. However, the dream acts as an agent, thus, the phrase can be interpreted as "I am
dependent on dreams to show you to me." (Vendler, p.224)

Show me to you — include also,

L2: FORM 1.13 & 1.14
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The expressions .days are nights’ and .nights bright days’ are antitheses. Syntactical
parallelism. The whole poem is considered to be a work of ‘elaborate wordplay’
(Vendler 39). Compare the similar play on the ideas of sleep, sight,

night, day, light, dark in Sonnet 27; see also 6 |. Booth

comments: 'The recurring themes of this sonnet -

things that are the opposite of what they would normally

be expected to be, and the distinction between

images or shadows of objects and the objects themselves

- are played out stylistically in an intense display

of antithesis and a range of rhetorical devices of

repetition that make the language of the poem suggest

mirror images.' (Booth 203)

L2: INTRATEXTUALITY
The last two lines, reiterate the contrast between brightness and darkness (11.4), shadow and form

(1.5,6). shining shades (1.8), thus, underpining the whole impression of paradox between
dreams/reality and light/darkness

A crude

sketch of the relations of day and night in the poem reveals that we are

talking about a real day (in which the beloved is absent and there is nothing

worth looking at), versus a hypothetical ideal day (in which the beloved

would be present in the flesh), versus a real night (in which the beloved

is present only in dreams). Compared with the empty real day, the

real night of vivid dreams is desirable (Vendler 223),

L2: FORM

The power of dream is still affirmed, but its radical imperfection as a
substitute for real presence is admitted. Absence is still the fact, during

the day and even during the night. What then can the couplet now say?

The couplet offers a frank longing for presence: "All days are nights to see
till T see thee." I see thee is the kernel sentence for presence. It has hitherto
been ingeniously repressed by the displacement of agency from the personal
pronoun onto the speaker's eyes: "Mine eyes best see; they view; they

look on thee: [they] are directed; thy shade shines to eyes; mine eyes would
be made blessed by looking on thee; thy shade doth stay on sightless eyes."
The second line of the couplet finally admits the lack of all agency in

the self, including its (putatively hitherto active) eyes: "And nights [are

bright days when dreams do show thee me." Truth has arrived with avengeance:

'l do not see thee, not yet; my eyes do not see thee either; I am dependent
on dreams to show you to me." (Vendler 224)
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Version 3 (V3)

L11 When in dead night thy fair imperfect shade

dead night
L1: LANGUAGE

“dead—ean—desertbe—ni
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eepfessmﬂ—dead—ef—mght—,Duncan Jones associates dead mght ( mghttlme) w1th death and /{Formatted Font: 12 pt, Not Bold

lifeless phantoms (2010, 196). However, we tilt toward the idea that In-thegiveneontext-the

adjective ‘dead' ean-describes night' as a period of day “*without animation, vigour, or activity;
quiet, dull; lifeless™ (OED AL.III), i.e.—er “‘the time of intensest stillness, darkness, cold, etc” *

OED n. B2).
The OED already-gives the latter interpretation to the expression 'dead of night', bringing an

example from —Shakespeare's Rape of Lucrece, 162: “Now stole upon the time the dead of /{Formatted: Font: Not Bold

night”.

L2: INTERPRETATION

The phrase ‘dead night’ can refer to a still and quiet nighttime, which can moreover be
associated with “death and lifeless phantoms” (Duncan-Jones, p.196) within the semantic field of
shadows (11.5,6,11)—in—the—peem, w-hereas, shadows are often interpreted as ,ghosts’ (Evans
Booth).

imperfect shade

L1: FORM

The word ‘shade’ is repeated in the poem with the same root but with different endings in I1.
5.6.8, which is the case of polyptoton.

L1: LANGUAGE

The adjective 'imperfect' is—defined-by—the-OEDcan be defined as "wanting some quality or
attribute necessary to full efficiency, normal condition, or ideal character' or 'defective, faulty"
(OED 2), especially in the context of ‘clear' and 'clearer' visions in line 7.

/{ Formatted: Font: Italic

“Shade—#- can_have the same definition as shadow in 1.5: “an unreal appearance; a delusive
semblance or image; a vain and unsubstantial object of pursuit” (OED 6a), especially contrasted
with substence, i.e. actual object that drops the shadow.

Moreover, with possible play on 'ghost' in the context of ‘dead night’ (1.11) and nocturnal visions
(Evans 1996, 144; Booth 1977, 205), the word can have the meaning of ‘a spectre, phantom’

(OED 6b).

L2: INTERPRETATION

There might be severaltwe possible interpretations-ef-the-phrase: the first interpretation-idea is
built upon the —paradoxical representation of ‘fair’ vet ‘imperfect” image of the
addresseelangnage—definition—11; the second—interpretationother is given in the context of

sequence with the failings of the friend (e.g. Sonnet 33), which might refer to the same
Addressee.

1. In dreams one cannot always see things as detailed as they are. When saying ‘imperfect
shade’ the sSpeaker means the dream image ‘which is deficient, less-than-whole because
unreal’ (Paterson :p-130), ‘as only the shadow of the reality’ (Evans -p-—144). Thus. it is;
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i-e- imperfect (blurred, incomplete) representation of the aAddressee's appearaneeimage
in the sSpeaker's dream (not a physical actuality);

2. Representation is imperfect because it is without substence (Hammond 'because not ///{ Formatted: Font: (Default) Times New Roman

substantial like the Boy's body"), i.e. it is just an image, which differs from the original

the original surpasses the add;

3. It can also refer to a recollection of the allusions to the young man's moral defects in 33-5
and can be interpreted as 'the image of you, beautiful despite your moral imperfection'
(Duncan-Jones 196).
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L.12 Through heavy sleep on sightless eyes doth stay?

L1: LANGUAGE

The phrase .hHeavy sleep’ -adj—Fhe-word-is associated with deep sleep, where-and the adjective
heavy’ can stand formean ‘slow, sluggish, dull’ {(Schmidt, 5}) and ‘weary, drowsy. sleepy’

(Schmidt, 6).

The word .sSightless’-adj- means ,-unable to see; destitute of the power of sight’ or can refer to;

blindness {(OED laf)

H S g

L2: INTRATEXTUALITY

In the combination with 'unseeing eyes' in 1.8 'the poem, in short, gets darker as the seeing eyes
become unseeing and then sightless, and as the shade darkens from shin[ing] brightness to
impeifect[ion}’ (Vendler 223).

L2: INTERTEXTUALITY

In Sonnet 27 'Presents thy shadow to my sightless view' (1.10). Moreover, the circumstances of
Sonnet 43 are similar to Sonnets 27 and 28 - night experiences and rueful feelings in separation
from the addressee.

L32: INTERPRETATION

TFheL-ine 12 ean-be-interpreted-as—foHlowing:-describes that the speaker can see i-the addressee
(at least hisyeur 'imperfect shade') remainseven though- beingin- deeply sleep-asleep wheneven
theugh-my his eyes are actually unable to see (pessibly-either owing to the darkness or because
the sSpeaker is asleep).
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L 13 All days are nights to see till I see thee,

L1: FORM

In this line we meet a diacope - repetition of a word with one or a few words in between - see till
[ see, which creates an effect of internal thyming. The poet continues picturing opposed images
(days are nights) — anthisesis

L2+: INTERPRETATION
The poet reckons that aAll days are like nights_to him; -dark-and-dismal-to—the-sight (to-see);

until hel sees (the real) addresse, not only his .,.shade“yes. The days are compared to the nights

robably to show that they have become dark and dismal to the sight, because only the addressee

can light it up with his beauty (fair shade). Especially even if in the dreams he brights shine.

A crude sketch of the relations of day and night in the poem reveals that we are talking about a
real day (in which the beloved is absent and there is nothing worth looking at), versus a
hypothetical ideal day (in which the beloved would be present in the flesh), versus a real night
(in which the beloved is present only in dreams). Compared with the empty real day, the real
night of vivid dreams is desirable (Vendler 223)-fEvans;p-144}

E2: FORM

.14 And nights bright days when dreams do show thee me.

oo tlon e
B e
sheveeotboe

L1: FORM
The main dispute in this line is caused by the word ordering of do show thee me, E2: EORM

The sense here must be "show thee to me," but the rhythm (accent on me) and the idiom
ordinarily dictate "show me to thee" {(Booth, p.205}) Duncan-Jones also suggests that possible
need for a thyme prompted this syntactical ambiguity (‘showe me to you’ and ‘show you to
me’), which has the odd effect of leaving the final stress on me rather than thee {(Duncan-Jones,
p. 1961).

L2: INTERPRETATION

1 Formatted: Font: Italic )

Field Code Changed ]

__—{Field Code Changed )

///{ Formatted: Underline, English (United Kingdom) }

/{ Formatted: Font: Not Bold, English (United Kingdom) }
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Theelme

Lnichtsbrisht-d hend o5} ;
EHINTFERPREFATION

The line suggests that fFhe nights seem like bright days when the speaker} sees the addressee /{Formatted: Font: English (United Kingdom)

yott whenin—my dreamings. However, the dream acts as an agent, thus, the phrase can be
interpreted as "I am dependent on dreams to show you to me." (Vendler, p.224)

Shew-me-to-you—inehidealse

L3: FORM .13 & 1.14

The last two lines reiterate the contrast between brightness and darkness (11.4), shadow and form
(11.5,6), shining shades (1.8), thus, underpining the whole impression of paradox between
dreams/reality and light/darkness.

The whole poem is considered to be a work of ‘elaborate wordplay’ (Vendler 39): play on the
ideas of sleep, sight, night, day. light, dark. They are emphasized by using the words of the same

roots, repeating the similar words in different meaning and playing on the opposite images and

concepts. Booth comments: "The recurring themes of this sonnet - things that are the opposite of
what they would normally be expected to be, and the distinction between images or shadows of

objects and the objects themselves - are played out stylistically in an intense display of antithesis /{ Formatted: Font: Times New Roman, Not Bold

and a range of rhetorical devices of repetition that make the language of the poem suggest mirror
images.' (Booth 203)

A /{ Formatted: Font: Bold

E2: FORM

i i 21.3: INTERPRETATION

The power of dream is still affirmed, but its radical imperfection as a substitute for real presence
is admitted. Absence is still the fact, during the day and even during the night. What then can the
couplet now say? The couplet offers a frank longing for presence: "All days are nights to see till
I see thee." I see thee is the kernel sentence for presence. It has hitherto been ingeniously
repressed by the displacement of agency from the personal pronoun onto the speaker's eyes:
"Mine eyes best see; they view: they look on thee; [they] are directed; thy shade shines to eyes;
mine eyes would be made blessed by looking on thee: thy shade doth stay on sightless eyes."

The second line of the couplet finally admits the lack of all agency in the self, including its
(putatively hitherto active) eyes: "And nights [are] bright days when dreams do show thee me."
Truth has arrived with avengeance: "I do not see thee, not yet; my eyes do not see thee either; I
am dependent on dreams to show you to me." (Vendler 224)
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Version 4 (V4)

L.11 When in dead night thy fair imperfect shade

dead niiht

Commented [MF1]: Try to elaborate some on what
these different editors say about the meaning of the
phrase. In a second step, try to take it back to the
original text and give your thoughts on the interpretation
of the line (maybe even say who of those three editors
your interpretation agrees with / disagrees with)

endings Commented [MF2]: Shade is a different ,morpheme* of
shadow

/[Commented [MF3]: Add a L2 Interpret? ]

L1: LANGUAGE

[The\ adjective 'imperfect' is—defined-by-the OEDcan be defined as "wanting some quality or
attribute necessary to full efficiency, normal condition, or ideal character' or 'defective, faulty"
(OED 2), especially in the context of ‘clear' and 'clearer' visions in line 7.

meanings. You don’t have to give all of possible
definitions, some of them are synonymous.

Commented [MF4]: Paraphrase some of these

~Shade—+- can_have the same definition as shadow in 1.5: “an unreal appearance:; a delusive

semblance or image; a vain and unsubstantial object of pursuit” (OED 6a), especially contrasted

with substaence, i.e. actual object that drops the shadow.

Moreover, [with a possible play on 'ghost' jin the context of ‘dead night’ (1.11) and nocturnal visions /{Commented [MF5]: Add Hyperlink to L2 Interpretation J
Evans 1996, 144 Booth 1977, 205), one might argue that the-werdshade haseanhave the meanin; on ‘dead night'.

of ‘a spectre, [or]; phantom’ (OED 6b).

L2: INTERPRETATION
There mightare-be severaltwe possible interpretations_of what the phrase ‘imperfect shade’ could

mean here—ef-thephrase: the first two—interpretation—idea—is are built upon the —paradoxical
representation of a ‘fair’, yet ‘imperfect’, image of the addresseelangnage-definition+. However.

+tthe second-interpretationetherthird interpretation is given in the context of a sequence with the Cc ted [MF6]: Make this reference clearer, | don't
failings of the friend (e.g. Sonnet 33), which might refer to the same Addressee:: understand it @
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as only the shadow of the

3. [It can also refer to a recollection of the allusions to [the young man's moral Hefects in 33-5

and can be interpreted as 'the image of you, beautiful despite your moral imperfection’
(Duncan-Jones 196). \

Commented [MF7]: Make a new sentence out of this.

Commented [MF8]: Write background annotation for
the Sonnet explaining why the addressee here seems
to be a young man (as opposed to the dark lady, etc.).
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L.12 Through heavy sleep on sightless eyes doth stay?

L1: LANGUAGE

The phrase .hHeavy sleep’ -adj—Fhe-word-is associated with deep sleep, where-and the adjective
.heavy’ can stand formean ‘slow, sluggish, dull’ {(Schmidt, 5}) and ‘weary. drowsy, sleepy’
(Schmidt, 6).

The word ,sSightless’-adj- means ,-unable to see; destitute of the power of sight’ or can refer to;
blindness {(OED la})

L2: INTRATEXTUALITY

In the combination with 'unseeing eyes' in 1.8 'the poem, in short, gets darker as the seeing eyes
become unseeing and then sightless, and as the shade darkens from shin[ing] brightness to
impeifect[ion}’ (Vendler 223).

L2: INTERTEXTUALITY

—

Commented [MF9]: Hyperlink to background
annotation on ,the young man’

In Sonnet 27 'Presents thy shadow to my sightless view' (1.10). Moreover, the circumstances of %f*{ Formatted: Normal, Left, Pattern: Clear

Sonnet 43 are similar to Sonnets 27 and 28 - night experiences and rueful feelings in separation
from the addressee.

L32: INTERPRETATION

TheLline 12 can-be-interpreted-asfolowing:describes that the speaker can see #-the addressee
(at least hisyeur 'imperfect shade') remainseven though- beingin- deeply sleep-asleep wheneven
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theush-my his eyes are actually unable to see (pessibly—either owing to the darkness or because
the sSpeaker is asleep).

Works cited:

Schmidt, Alexander ed—1902). Shakespeare Lexicon and Quotation Dictionary: A Complete
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113 All days are nights to see till I see thee,
L1: FORM
In this line we meet a diacope - repetition of a word with one or a few words in between - see till

1 see, which creates an effect of internal rhyming. The poet continues picturing opposed images
(days are nights) — anthisesis

L21+: INTERPRETATION

The poet reckons that aAll days are like nights to him; -dark-and-dismal-to-the-sight('te-see’); until
hel sees (the real) addresse, not only his ,,shade*“ye. The days are compared to the nights probably
to show that they have become dark and dismal to the sight, because only the addressee can light
it up with his beauty (fair shade). Especially even if in the dreams he brights shine.

A crude sketch of the relations of day and night in the poem reveals that we are talking about a
real day (in which the beloved is absent and there is nothing worth looking at), versus a
hypothetical ideal day (in which the beloved would be present in the flesh), versus a real night (in
which the beloved is present only in dreams). Compared with the empty real day, the real night of

vivid dreams is desirable (Vendler 223){Evans;p-144}

.14 And nights bright days when dreams do show thee me.

do-show-thee-me
EHINFERPRETATION
show-youto-me

L1: FORM

The main dispute in this line is caused by the word ordering of do show thee me. E2: EORM
The sense here must be "show thee to me," but the rhythm (accent on me) and the idiom ordinarily
dictate "show me to thee" f(Booth, p.205}) Duncan-Jones also suggests that possible need for a
rhyme prompted this syntactical ambiguity (‘showe me to you’ and ‘show you to me’), which has
the odd effect of leaving the final stress on me rather than thee {(Duncan-Jones, p. 1961).

125


http://www.oed.com/
http://www.oed.com/

L2: INTERPRETATION

A

Thee/me /{ Formatted: Font color: Auto

I FERPREETATON
The line suggests that tFhe nights seem like bright days when the speakert sees the addressee-you
wheninmy dreamings. However, the dream acts as an agent, thus, the phrase can be interpreted as

"I am dependent on dreams to show you to me." (Vendler, p.224) /{ Formatted: Font: 12 pt

Show-me-to-you—includealso
L3: FORM 1.13 & 1.14
The last two lines reiterate the contrast between brightness and darkness (11.4), shadow and form

11.5.6), shining shades (1.8), thus, underpining the whole impression of paradox between
dreams/reality and light/darkness.

ideas of sleep, sight, night, day, light, dark. They are emphasized by using the words of the sam Formatted: Normal

The whole poem is considered to be a work of ‘elaborate wordplay’ (Vendler 39): play on the-><g Formatted: Font: (Default) Times New Roman
e
d

roots, repeating the similar words in different meaning and playing on the opposite images an
concepts. Booth comments: "The recurring themes of this sonnet - things that are the opposite of
what they would normally be expected to be, and the distinction between images or shadows of
objects and the objects themselves - are played out stylistically in an intense display of antithesis
and a range of rhetorical devices of repetition that make the language of the poem suggest mirror
images.' (Booth 203)

E2: FORM

Paradox/Oxymoron: nights are bright days? /{ Formatted: Font: Bold

i i 2L.3: INTERPRETATION

The power of dream is still affirmed, but its radical imperfection as a substitute for real presence /{ Formatted: Font color: Red

is admitted. Absence is still the fact, during the day and even during the night. What then can the
couplet now say? The couplet offers a frank longing for presence: "All days are nights to see till
see thee." I see thee is the kernel sentence for presence. It has hitherto been ingeniously repressed
by the displacement of agency from the personal pronoun onto the speaker's eyes: "Mine eyes best
see: they view; they look on thee; [they] are directed; thy shade shines to eyes: mine eyes would
be made blessed by looking on thee; thy shade doth stay on sightless eyes."

The second line of the couplet finally admits the lack of all agency in the self, including its
(putatively hitherto active) eyes: "And nights [are] bright days when dreams do show thee me."
Truth has arrived with avengeance: "I do not see thee, not yet; my eyes do not see thee either; I

am dependent on dreams to show you to me." (Vendler 224), /{ Formatted: Font color: Red
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Version 5 (V5)

L.11 When in dead night thy fair imperfect shade

L1: LANGUAGE

L2: INTERPRETATION

[The\ phrase ~“dead night- can refer to a still and quiet nighttime;—which-ean. Mmoreover, ‘dead Commented [MF1]: Try to elaborate some on what
night’ can elicit nocturnal visions and ghostly imagesbe asseciated—with—‘death—andJlifeless these different editors say about the meaning of the
phantems”Dunean-Jones;p-196-within the semantic field of shadows (11.5,6,11)-in-the-poem). g:};?,f:.' tlgx?::g%?ges;iz}ttr%s;:tksec;;?Pa\:kir:?e:g?etation
The editors (Evans 1996, 144; Booth 1977, 205) agree that a meaning of shade as a “ghost” may of the line (maybe even say who of those three editors
well impinge on a reader's understanding triggered by images of dead night. Thus, we can agree your interpretation agrees with / disagrees with)

with Duncan-Jones’s (196) interpretation of dead night as a “nighttime, which is associated with

death and lifeless phantoms”. -

L1: LANGUAGE

[The adjective 'imperfect' is—defined by the OEDcan be defined as "wanting some quality or
attribute necessary to [...] full-efficieney;normal-condition,—or-ideal character' or something
“defective and; faulty" (OED 2). especially opposed to the earlier ‘clear’ and 'clearer' (1.7) visions
of the addressee in the poem.

meanings. You don’t have to give all of possible
definitions, some of them are synonymous.

Commented [MF2]: Paraphrase some of these

“Shade—+#— can_have the same definition as shadow in 1.5: “an unreal appearance; a delusive
semblance or image; a vain and unsubstantial object of pursuit” (OED 6a). especially contrasted
with substaence, i.e. actual object that drops the shadow.

Moreover, with a possible play on 'ghost| one might argue that the-werdshade haseanhave the Commented [MF3]: Add Hyperlink to L2 Interpretation J
meaning of ‘a spectre, [or]; phantom’ (OED 6b). on ‘dead night'.
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L2: INTERPRETATION

There mightare-be severaltwe possible interpretations_of what the phrase ‘imperfect shade’ could
mean here-of-the—phrase: the first_two—interpretation—idea—is_are built upon the —paradoxical
representation of a ‘fair’, yet ‘imperfect’, image of the addresseel—aﬂg&ag%deﬁmﬂeﬂ—kl-
However, ;—tthe second-interpretationetherthird interpretation is given in the context of a

sequence with the failings of the friend (e.g. Sonnet 33)\ which might refer to the same

Addressee:-

as only the shadow of the

“its radical imperfection as a substitute for real

It can also refer to a recollection of the allusions to [the young man's moral Hefects in 33-5

/{

Commented [MF4]: Make this reference clearer, | don’t
understand it

|

Commented [MF5]: Make a new sentence out of this.

J

and can be interpreted as 'the image of you, beautiful despite your moral imperfection'
(Duncan-Jones 196).

Commented [MF6]: Write background annotation for
the Sonnet explaining why the addressee here seems
to be a young man (as opposed to the dark lady, etc.).
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L.12 Through heavy sleep on sightless eyes doth stay?

L1: LANGUAGE

The phrase .hHeavy sleep’ -adj—TFhe-word-is associated with deep sleep, where-and the adjective
.heavy’ can stand formean ‘slow, sluggish, dull’ {(Schmidt, 5}) and ‘weary. drowsy, sleepy’
(Schmidt, 6).

The word ,sSightless’-adj- means ,-unable to see; destitute of the power of sight’ or can refer to;
blindness {(OED la})

oy ]

L2: INTRATEXTUALITY

In the combination with 'unseeing eyes' in 1.8 'the poem, in short, gets darker as the seeing eyes
become unseeing and then sightless, and as the shade darkens from shin[ing] brightness to
impeifect[ion}’ (Vendler 223).

—

Commented [MF7]: Hyperlink to background
annotation on ,the young man’

|
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L2: INTERTEXTUALITY

In Sonnet 27 'Presents thy shadow to my sightless view' (1.10). Moreover, the circumstances of
Sonnet 43 are similar to Sonnets 27 and 28 - night experiences and rueful feelings in separation
from the addressee.

L32: INTERPRETATION

TheLline 12 can-be-interpreted-asfoHowing:-describes that the speaker can see #-the addressee
(at least hisyeur 'imperfect shade') remainseven though- beingin- deeply sleep-asleep wheneven
theugh-my his eyes are actually unable to see (pessibly-either owing to the darkness or because

the sSpeaker is asleep).

Works cited:
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113 All days are nights to see till I see thee,
L1: FORM
In this line we meet a diacope - repetition of a word with one or a few words in between - see till

1 see, which creates an effect of internal rhyming. The poet continues picturing opposed images
(days are nights) — anthisesis

L21+: INTERPRETATION

The poet reckons that aAll days are like nights_to him; -dark-and-dismal-to-thesight('to-see");
until hel sees (the real) addresse, not only his ..shade“yes. The days are compared to the nights
probably to show that they have become dark and dismal to the sight, because only the addressee
can light it up with his beauty (fair shade). Especially even if in the dreams he shines bright.

A crude sketch of the relations of day and night in the poem reveals that we are talking about a
real day (in which the beloved is absent and there is nothing worth looking at), versus a
hypothetical ideal day (in which the beloved would be present in the flesh), versus a real night
(in which the beloved is present only in dreams). Compared with the empty real day, the real

/{ Formatted: English (United Kingdom)

night of vivid dreams is desirable (Vendler 223){Evans;p-144]

.14 And nights bright days when dreams do show thee me.

/{ Formatted: English (United Kingdom)
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show-youto-me

L1: FORM

The main dispute in this line is caused by the word ordering of do show thee me. E2-FORM

The sense here must be "show thee to me," but the rhythm (accent on me) and the idiom
ordinarily dictate "show me to thee" {(Booth, p.205}) Duncan-Jones also suggests that possible
need for a rhyme prompted this syntactical ambiguity (‘showe me to you’ and ‘show you to
me’), which has the odd effect of leaving the final stress on me rather than thee {(Duncan-Jones,

p. 1961).

L2: INTERPRETATION
Thee/me

Lniohtsbriohi-d hend  do-sh ;
EHINTFERPREFAHON

The line suggests that tFhe nights seem like bright days when the speaker} sees the addressee /{Formatted: Font: English (United Kingdom)

you whenin—my dreamings. However, the dream acts as an agent, thus, the phrase can be
interpreted as "I am dependent on dreams to show you to me." (Vendler, p.224)

Show-ne-to-you—ineludealse

L3: FORM .13 & 1.14

The last two lines reiterate the contrast between brightness and darkness (11.4), shadow and form
11.5.6), shining shades (1.8). thus, underpining the whole impression of paradox between
dreams/reality and light/darkness.

The whole poem is considered to be a work of ‘elaborate wordplay’ (Vendler 39): play on the

ideas of sleep, sight, night, day, light, dark. They are emphasized by using the words of the same /{ Formatted: English (United Kingdom)

roots, repeating the similar words in different meaning and playing on the opposite images and

concepts. Booth comments: '"The recurring themes of this sonnet - things that are the opposite of
what they would normally be expected to be, and the distinction between images or shadows of

objects and the objects themselves - are played out stylistically in an intense display of antithesis
and a range of rhetorical devices of repetition that make the language of the poem suggest mirror
images.' (Booth 203)

E2: FORM
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Version 6 (V6)

L.11 When in dead night thy fair imperfect shade

L1: LANGUAGE

L2: INTERPRETATION

[Thel phrase “dead night-. can refer to a still and quiet night time;—~which-ean. Mmoreover, ‘dead Commented [MF1]: Try to elaborate some on what
night’ can elicit nocturnal visions and ghostly imagesbe asseciated—with—‘death—andJlifeless these different editors say about the meaning of the
phantems”Dunean-Jones;p-196-within the semantic field of shadows (11.5,6,11)-in-the-poem). g:};?,f:.' tlgx?::g%?ges;iz}ttr%s;:tksec;;?Pa\:kir:?e:g?etation
The editors (Evans 1996, 144; Booth 1977, 205) agree that a meaning of shade as a “ghost” may of the line (maybe even say who of those three editors
well impinge on a reader's understanding triggered by images of dead night. Thus, we can agree your interpretation agrees with / disagrees with)

with Duncan-Jones’s (196) interpretation of dead night as a “nighttime, which is associated with

death and lifeless phantoms”. -

L1: LANGUAGE

[The adjective 'imperfect' is—defined by the OEDcan be defined as "wanting some quality or
attribute necessary to [...] full-efficieney;normal-condition,—or-ideal character' or something
“defective and; faulty" (OED 2). especially opposed to the earlier ‘clear’ and 'clearer' (1.7) visions
of the addressee in the poem.

meanings. You don’t have to give all of possible
definitions, some of them are synonymous.

Commented [MF2]: Paraphrase some of these

“Shade—+#— can_have the same definition as shadow in 1.5: “an unreal appearance; a delusive
semblance or image; a vain and unsubstantial object of pursuit” (OED 6a). especially contrasted
with substaence, i.e. actual object that drops the shadow.

Moreover, with a possible play on 'ghost| one might argue that the-werdshade haseanhave the Commented [MF3]: Add Hyperlink to L2 Interpretation J
meaning of ‘a spectre, [or]; phantom’ (OED 6b). on ‘dead night'.
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L2: INTERPRETATION

There mightare-be severaltwe possible interpretations_of what the phrase ‘imperfect shade’ could
mean here-of-the—phrase: the first_two—interpretation—idea—is_are built upon the —paradoxical
representation of a ‘fair’, yet ‘imperfect’, image of the addresseelangﬁag%deﬁmhea—L—l-
However, ;—tthe second-interpretationetherthird interpretation is given in the context of a

sequence [ﬂlth the failings of the friend (e.g. Sonnet 33)\ which might refer to the same

Addressee:-

as only the shadow of the

“its radical imperfection as a substitute for real

It can also refer to a recollection of the allusions to [the young man's moral Hefects in 33-5

understand it

/{Commented [MF4]: Make this reference clearer, | don’t

|

Commented [MF5]: Make a new sentence out of this.

Commented [MF6]: Write background annotation for

and can be interpreted as 'the image of you, beautiful despite your moral imperfection'
(Duncan-Jones 196).

the Sonnet explaining why the addressee here seems

to be a young man (as opposed to the dark lady, etc.).
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112 Through heavy sleep on sightless eyes doth stay?

Commented [MF7]: Hyperlink to background
annotation on ,the young man’

|

Formatted: Highlight
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to: blindness {(OED la}).

L2: INTRATEXTUALITY
In the-combination with -'unseeing eyes' in 1.8, Vendler argues that- “‘the poem, in short, gets
darker as the seeing eyes become unseeing and then sightless, and as the shade darkens from

shin[ing] brightness to imperifect[ion]3’2 (Mendler223).

Works Cited

L2: INTERTEXTUALITY
In Sonnet 27 'Presents thy shadow to my sightless view' (1.10). Moreover, the circumstances of

Sonnet 43 are similar to Sonnets 27 and 28 - night experiences and rueful feelings in separation
from the [addressee\.

Commented [MF8]: Add your own comment.

L32: INTERPRETATION

In ThelL-tine 12_of the sonnet ean-be-interpreted-as—folowing:deseribesthat-the speaker ean-is
able to seelook at #-the addressee (at least his/heryeur 'imperfect sshade'), remainseventhough

desplte bemgi—n— in deeplj—s}eep—a sleep [vaerhnk to Wlnk] and thus, phvswally 51ghtless

Works cited:

Schmidt, Alexander ed—1902). Shakespeare Lexicon and Quotation Dictionary: A Complete
Dictionary of All the English Words, Phrases, and Constructions in the Works of the Poet.
Berlin: Georg Reimer.- 1902. Print

‘Heavy, adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. < http:/www.oed.com>
‘Sightless, adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. <
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L 13 All days are nights to see till I see thee,

L1: FORM

In this line we meet a diacope - repetition of a word with one or a few words in between - see till
1 see, which creates an effect of internal rhyming. The poet continues picturing opposed images

Commented [MF9]: Full sentence. Good thought.

J

(days are nights) — anthisesis

L21: INTERPRETATION

The poet reckons that aAll days are like nights_to hims -
until hel sees (the real) addresse, not only his ,.shade“yex. The days are compared to the mghts
probably to show that they have become dark and dismal to the sight, because only the addressee
can light it up with his beauty (fair shade). Especially even if in the dreams he shines bright.

A crude sketch of the relations of day and night in the poem reveals that we are talking about a
real day (in which the beloved is absent and there is nothing worth looking at), versus a
hypothetical ideal day (in which the beloved would be present in the flesh), versus a real night
(in which the beloved is present only in dreams). Compared with the empty real day, the real

/{ Formatted: English (United Kingdom)

night of vivid dreams is desirable (Vendler 223){Evans;p-144]

2 ROPST
OrevmoronPavsarenicht

/{ Formatted: English (United Kingdom)
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1.14 And nights bright days when dreams do show thee me. /{ Formatted: English (United Kingdom)

el e e
EH-INFERPRETATFION
Sl

L1: FORM

The main dispute in this line is caused by the word ordering of do show thee me. E2- EORM Formatted: Font: Not Bold, ltalic, English (United
The sense here must be "show thee to me," but the rhythm (accent on me) and the idiom Kingdom)

ordinarily dictate "show me to thee" {(Booth, p.205}) Duncan-Jones also suggests that possible
need for a rhyme prompted this syntactical ambiguity (‘showe me to you’ and ‘show you to
me’), which has the odd effect of leaving the final stress on me rather than thee {(Duncan-Jones,

p. 196}).

L2: INTERPRETATION
Thee/me

Liichtsbricht-d . ; ook ;
L INTERPRETATION

The line suggests that tFhe nights seem like bright days when the speaker} sees the addressee
you whenin—my dreamings. However, the dream acts as an agent, thus, the phrase can be
interpreted as "I am dependent on dreams to show you to me." (Vendler, p.224)

Shew-e-to-you—inehidealse

L3: FORM 1.13 & 1.14

The last two lines reiterate the contrast between brightness and darkness (11.4), shadow and form
(11.5.6), shining shades (1.8), thus, underpining the whole impression of paradox between
dreams/reality and light/darkness.

The whole poem is considered to be a work of ‘elaborate wordplay’ (Vendler 39): play on the
ideas of sleep, sight, night. day. light. dark. They are emphasized by using the words of the same
roots, repeating the similar words in different meaning and playing on the opposite images and
concepts. Booth comments: 'The recurring themes of this sonnet - things that are the opposite of
what they would normally be expected to be, and the distinction between jmages or shadows of
objects and the objects themselves, - are played out stylistically in an intense display of antithesis
and a range of rhetorical devices of repetition that make the language of the poem suggest mirror
images.' (Booth 203)

E2+FORM

A
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Version 7 (V7)

L.11 When in dead night thy fair imperfect shade

L1: LANGUAGE

L2: INTERPRETATION

[The phrase “dead night’ can refer to a still and quiet night_time;—~which-ean. Mmoreover, ‘dead Commented [MF1]: Try to elaborate some on what
night’ can elicit nocturnal visions and ghostly imagesbe assoeciated—with—“death—andlifeless thhese diTEfe"t editgrstsaytab?ui ‘:e Tsanli("tg C;:]the
phrase. In a second step, try to take it back to the
ph.emtems—Daﬂeaﬂ—}eﬂes,—p,—l—Qéwuhm the semantic field of shfidows (11.5,6,11)-inthe-poer). The TS (5 26 G el Al S G (i i Easatian
editors (Evans 1996, 144; Booth 1977, 205) agree that a meaning of shade as a “ghost” may well of the line (maybe even say who of those three editors
impinge on a reader's understanding triggered by images of dead night. Thus, we can agree with your interpretation agrees with / disagrees with)

Duncan-Jones’s (196) interpretation of dead night as a “nighttime, which is associated with death
and lifeless phantoms”. -

L1: LANGUAGE

[The\ adjective 'imperfect' is—defined-by—the-OEDcan be defined as "wanting some quality or
attribute necessary to [...] full-efficieney,normal-condition,—or-ideal character' or something
“defective and; faulty" (OED 2). especially opposed to the earlier ‘clear’ and 'clearer' (1.7) visions
of the addressee in the poem.

meanings. You don’t have to give all of possible
definitions, some of them are synonymous.

Commented [MF2]: Paraphrase some of these

“Shade—+#- can_have the same definition as shadow in 1.5: “an unreal appearance: a delusive

semblance or image; a vain and unsubstantial object of pursuit” (OED 6a), especially contrasted

with substaence, i.e. actual object that drops the shadow.

Moreover. with a possible play on 'ghost] one might argue that the wordshade hasean have the /{Commented [MF3]: Add Hyperlink to L2 J

meaning of ‘a spectre, [or]; phantom’ (OED 6b). Interpretation on ‘dead night'.

L2: INTERPRETATION
There mightare-be severaltwe possible interpretations_of what the phrase ‘imperfect shade’ could
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mean here-ef-the—phrase: the first tWO—l-B%erfet—aﬁeﬂ—ldea—tS are built upon the —paradoxical
representation of a ‘fair’, yet ‘imperfect’, image of the addresseclangnage-definition+. However,

+tthe second-interpretationotherthird interpretation is given in the context of a sequence \with the

failings of the friend (e.g. Sonnet 33), which might refer to the same Addressee:-

as only the shadow of the

“its radical imperfection as a substitute for real
resence is admitted”’

3. [It can also refer to a recollection of the allusions to [the young man's moral Hefects in 33-5

understand it @

Commented [MF4]: Make this reference clearer, | don’t

|

Commented [MF5]: Make a new sentence out of this.

Commented [MF6]: Write background annotation for

and can be interpreted as 'the image of you, beautiful despite your moral imperfection'
(Duncan-Jones 196).

the Sonnet explaining why the addressee here seems

to be a young man (as opposed to the dark lady, etc.).
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L.12 Through heavy sleep on sightless eyes doth stay?

M eusce
—

Commented [MF7]: Hyperlink to background
annotation on ,the young man’

|

/{ Formatted: English (United Kingdom)

L2: INTRATEXTUALITY

/{ Formatted: English (United Kingdom), Highlight
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In the-combination with 'unseeing eyes' in 1.8, Vendler argues that- “‘the poem, in short, gets
darker as the seeing eyes become unseeing and then sightless, and as the shade darkens from
shin[ing] brightness to imperifect[ion]}”2 (Vendler223). /[Commented [MF8]: Add your own comment. ]

Works Cited

L2: INTERTEXTUALITY
In Sonnet 27 'Presents thy shadow to my sightless view' (1.10). Moreover, the circumstances of

Sonnet 43 are similar to Sonnets 27 and 28 - night experiences and rueful feelings in separation
from the [addressee‘. /[Commented [MF9]: Full sentence. Good thought. ]

[L32 INTERPRETATION

In FheLtine 12 of the sonnet ean-be-interpreted-as-foHowing:deseribesthatthe speaker ean-is able
to seelook at itthe addressee (at least his/heryeus 'imperfect sshade'), remainseven-theugh-despite

be1 gm— in deepl_—y—s-}eep—a sleep [vaerhnk to Wlnk] and thus phvswallv s1ghtless —wheneveﬂ

th%sSpeaker—ls—as}eep) \ Commented [MF10]: Add your thoughts on the link
between the three different sonnet here. Include an
Works cited: interpretation.

Schmidt, Alexander ed—19023. Shakespeare Lexicon and Quotation Dictionary: A Complete
Dictionary of All the English Words, Phrases, and Constructions in the Works of the Poet. Berlin:
Georg Reimer,: 1902. Print

‘Heavy, adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. < http:/www.oed.com>
‘Sightless, adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. <

http://www.oed.com>

L 13 All days are nights to see till I see thee,
L1: FORM

peet;speaker continues picturing opposeding images (days are nights) — anthithsesis _—{ commented [MF11]: Put this into its own annotation. |

L2+: INTERPRETATION
The poet reckons that aAll days are like nights to him; -dark-and-dismal-to-the sight-(‘te-see);-until

hel sees (the real) addresse, not only his ‘zshade’yeuw. The days are compared to the nights
probably to show that they have become dark and dlsmal to the sight, because only the addressee
can light it up with his beauty (fair shade). Especially even if in the dreams he shines bright.

A crude sketch of the relations of day and night in the poem reveals that we are talking about a
real day (in which the beloved is absent and there is nothing worth looking at), versus a
hypothetical ideal day (in which the beloved would be present in the flesh), versus a real night (in
which the beloved is present only in dreams). Compared with the empty real day, the real night of

vivid dreams is desirable (Vendler 223){Evans;p-144]
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.14 And nights bright days when dreams do show thee me. /{ Formatted: English (United Kingdom)

do-show-thee-nte

EANTERPREFAHON

show you tome

L1: FORM

The main dispute in this line is caused by the word ordering of do show thee me. E2- FORM Formatted: Font: Not Bold, Italic, English (United
The sense here must be "show thee to me," but the rhythm (accent on me) and the idiom ordinarily Kingdom)

dictate "show me to thee" f(Booth, p.205}) Duncan-Jones also suggests that possible need for a
rhyme prompted this syntactical ambiguity (‘showe me to you’ and ‘show you to me’), which has
the odd effect of leaving the final stress on me rather than thee {(Duncan-Jones, p. 1961).

L2: INTERPRETATION
Theomme

L nichtsbrichi-d . : o5} .
L1: INTERPRETATION
The line suggests that tFhe nights seem like bright days when the speaker} sees the addressee-you
wheninmy dreamings. However, the dream acts as an agent, thus, the phrase can be interpreted as
"] am dependent on dreams to show you to me." (Vendler, p.224)

Show-rme-to-you—include also

L3: FORM .13 & 1.14

The last two lines reiterate the contrast between brightness and darkness (11.4), shadow and form
(11.5,6), shining shades (1.8), thus, underpining the whole impression of paradox between
dreams/reality and light/darkness.

The whole poem is considered to be a work of ‘elaborate wordplay’ (Vendler 39): play on the+
ideas of sleep, sight, night, day, light, dark. They are emphasized by using the words of the same
roots, repeating the similar words in different meaning and playing on the opposite images and
concepts. Booth comments: "The recurring themes of this sonnet - things that are the opposite of
what they would normally be expected to be, and the distinction between, images or shadows of
objects and the objects themselves - are played out stylistically in an intense display of antithesis
and a range of rhetorical devices of repetition that make the language of the poem suggest mirror
images.' (Booth 203)

2RO

A
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Version 8 (V8)

L11 When in dead night thy fair imperfect shade

dead night

L1 LANGUAGE

Works cited:
‘Dead, adj.,n’. OED Online. Oxford University Press. Web. 13 Dec 2016. <
http://www.oed.com

L2: INTERPRETATION

hrase ‘“dead night’> can refer to a still and quiet night time-—whieh-can. Mmoreover, ‘dead
night’ can elicit nocturnal visions and ghostly imagesbe associated—with—death—andtifeless
phantems™Dunean-Jones;—p-196-within the semantic field of shadows (11.5,6,11)-in-the-peem).
The editors (Evans 144; Booth 205) agree that a meaning of shade as a ‘ghost” may well impinge
on a reader's understanding triggered by nocturnal images. Thus, we can agree with Duncan-
Jones’s interpretation of ‘dead night’ as a “nighttime, which is associated with death and lifeless

phantoms” (196).

Works cited:

Booth, Stephen ed. Shakespeare's Sonnets. New Haven and London: Yale University Press. 1977
Duncan-Jones, Katherine, ed. Shakespeare's Sonnets. The Arden Shakespeare, Third Series
(Rev. ed.). London: Bloomsbury. 2010 (1st ed. 1997).

Evans, G. Blakemore, ed. The Sonnets. The New Cambridge Shakespeare. Cambridge:
Cambridge University Press. 1996+

Commented [MF1]: Try to elaborate some on what
these different editors say about the meaning of the
phrase. In a second step, try to take it back to the
original text and give your thoughts on the interpretation
of the line (maybe even say who of those three editors
your interpretation agrees with / disagrees with)

imperfect shade

L1: LA.NGUAGE . X Commented [MF2]: Paraphrase some of these
| adjective 'imperfect' can be defined as "wanting meanings. You don’t have to give all of possible

ideal character' or something “defective and faulty" (OED 2), especially opposed to the ea earher definitions, some of them are synonymous.
‘clear’ and 'clearer' (1.7) visions of the addressee in the poem.%
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Works cited:
‘Imperfect _adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. <
http://www.oed.com>

shade

L1: LANGUAGE

‘sShade’-#— can_have the same definition as ‘shadow’ in 1.5: “an unreal appearance; a delusive

semblance or image; a vain and unsubstantial object of pursuit” (OED 6a). especially contrasted
with substaence, i.e. actual object that drops the shadow. Moreover, with a possible play on
'ghost' [hyperlink to L1 shade] one might argue that the-werdshade haseanhave the meaning of
“a spectre, [or]; phantom” (OED 6b).

Works cited:
‘Shade, n’. OED Online. Oxford University Press. Web. 13 Dec 2016. < http://www.oed.com>

L2: INTERTEXTUALITY

The poem is often interpreted in the context of a sequence with the failings of the Friend, which
occurs in Sonnet 33. These two poems might refer to the same Addressee.

imperfect shade
L2: INTERPRETATION

ph%&s%ﬁh&ﬁf&t—tw%ﬁeWt&h—&pﬁﬂ—Tthe —paradoxlcal rcprcscntatlon of a ‘“fair’,

yet ‘imperfect’, image of the addresseel—ang&ag%d%ﬁ%eﬂ—l:l- 1mplles the suggestlon of seeing in
a dream where-—Hewev

3 i S £ = Commented [MF3]: Make this reference clearer, | don’t ‘
In-dreams; one cannot always see things as detailed as once-micht being awakethey-are. When understand it @
saying ‘imperfect shade’ the sSpeaker means the dream image ‘which is deficient, [and] less-
than-whole because unreal’ (Paterson ;$-130). When dreaming one might perceive the images;
[‘as only the shadow of the reality’ (Evans ;p--144). Thus, it is; e an imperfect — in the sense of /{Commented [MF4]: Make a new sentence out of this. ]
¢blurred_or; incomplete )— representation of the aAddressee's appearanceimage in the sSpeaker's
dream, and +not a physical actuality}-e (Hammond “because not substantial like the Boy's body”,
Vendler “its radical imperfection as a substitute for real presence is admitted”). His imagination
is reproducing a likeness of reality, what Aristotle would call a “species” (Stuart 15) or a
“phantasm” (Stuart 11). -addressee
Considering possible intertextual connection with Sonnet 33 [hyperlink], another interpretation
of the phrase can be suggested. Thus, ‘imperfect shadc’[ can also refer to a recollection of the
allusions to fthe Young man's moral defects in 33-5 and, according to Duncan-Jones, can be Commented [MF5]: Write background annotation for

interpreted as “the image of you, beautiful despite your moral imperfection” (196). the Sonnet explaining why the addressee here seems

representation of ‘imperfect shade’ stands out from the previous interpretation, because it jolbeabetngimanlissioppesadiioheldaridiadvacicl]
Commented [MF6]: Hyperlink to background }

excludes the speaker’s dreaming the image of the addressee.

annotation on ,the young man’
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Vendler, Helen (1997). The Art of Shakespeare’s Sonnets. The Belknap Press of Harvard /{Formatted: Font: ltalic

Univeristy Press. London, England

B /{ Formatted: English (United Kingdom)

L.12 Through heavy sleep on sightless eyes doth stay?

Formatted: Highlight

Works cited:
‘Heavy, adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. <

http://www.oed.com>
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Works cited:
‘Sightless, adj’. OED Online. Oxford University Press. Web. 13 Dec 2016. <
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[T LX)
SV endlerar 2ues that“s

Werks-Cited
L2: INTERTEXTUALITY ]

A similar image occurs in Sonnet 27 “Presents thy shadow to my sightless view” (1. 10). The /{ Commented [MF7]: Full sentence. Good thought.

sonnets revolve around the haunting “shadow” during the night-time experiences, which evokes

the rueful feelings in the absence of the addressee\. Though in Sonnet 43 the eyes are “‘sightless” /[Commented [MF8]: Full sentence. Good thought.

because the speaker is sleeping, in sonnet 27 the eyes seem to be blinded due to the darkness.

[LS% INTERPRETATION

A interp i i hat-The speaker ean-is
able to seelook at H—the addressee ( at least hls/her!yle\;uc 1mperfect sshade’) remainseven-thoush
despite beingin—_in deepli—s}eep—a sleep [anerlmk to ka] and, thus bemg phvswally

‘sightless’-wheneven e : e b ossibly—e oWinge to
éa%kﬂess—er—beea&se—t—he—sSpeaker—ts—as{eep)\ Vend]er argues that “the poem [ ] gets darker as Cc ted [MF9]: Add your thoughts on the link
the seeing eyes become unseeing and then sightless, and as the shade darkens from shin[ing] between the three different sonnet here. Include an

interpretation.

brightness to imperfect[ion

sleep (‘heavy sleep’) is being created. The speaker is slowly falling asleep (‘wink’); graduall Commented [MF10]: Add your own comment.

he/she starts seeing dreams about the addressee... [Hyperlink to Heike’s shade-shadow]

Works cited:
Vendler, Helen (1997). The Art of Shakespeare’s Sonnets. The Belknap Press of Harvard

Univeristy Press. London, England

L 13 All days are nights to see till I see thee,

days are night
L1: FORM

The speaker pictures the opposing images (‘days are nights’) which is the case of antithesis. /{ Formatted: Not Highlight

L2: INTERPRETATION

The poet reckons that all days are like nights to him until he sees the real addresse, not only his
‘shade’. The days are compared to the nights probably to show that they have become dark and

dismal to the sight, because only the addressee can light it up with his beauty (fair shade). /{Formatted: Font: Not Italic

Especially even if in the dreams he shines bright.
A crude sketch of the relations of day and night in the poem reveals that we are talking about a
real day (in which the beloved is absent and there is nothing worth looking at), versus a
hypothetical ideal day (in which the beloved would be present in the flesh), versus a real night
(in which the beloved is present only in dreams). Compared with the empty real day, the real
night of vivid dreams is desirable (Vendler 223)

Works cited:
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to see till I see thee /{ Formatted: Font: Not Italic, No underline

L1: FORM

Formatted: Highlight

.14 And nights bright days when dreams do show thee me.

nights bright days
L1: LANGUAGE

The phrase ‘bright day’ refers to a day time, esp. “in terms of its clarity, purity, brightness, etc.; a
light like that of day” (OED 21).

Works cited:
‘Day, n’. OED Online. Oxford University Press. Web. 13 March 2017. < http://www.oed.com>

L1: FORM
The speaker continues picturing opposing images (‘nights bright days) which is the case of
antithesis.

do show thee me
do-stow-theeme
A R PR A O R

show-youto-me

L1: FORM
The main dispute in this line is caused by the word ordering of ‘do show thee me’. E2-: EORM

o

The sense here must be ““show thee to me’s" but the rhythm (accent on me) and the idiom /{Formatted: English (United Kingdom)

ordinarily dictate ““show me to thee’" f(Booth, $-2051) Duncan-Jones also suggests that possible

need for a rhyme prompted this syntactical ambiguity (‘showe me to you’ and ‘show you to
me’), which has the odd effect of leaving the final stress on me rather than thee {(Duncan-Jones,

p-1961).
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Works cited:

Booth, Stephen ed. (1977). Shakespeare's Sonnets. New Haven and London: Yale University
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nights bright days when dreams do show thee me
L2: INTERPRETATION
Thee/me

Lnichtsbricht-d ; ; ook ;
L INTERPRETATION

The line juxtaposes the Fhe-nights seemtikeand bright days to emphasize whenthat -the speaker}
sees the addressee-you wheninmy dreaming (in night) as clear as in a daytime (bright days)s.
The dream acts as an agent, thus, the phrase can be interpreted as "I am dependent on dreams to

show you to me." (Vendler, p.224) /{ Formatted: English (United Kingdom)

Works cited:
Vendler, Helen (1997). The Art of Shakespeare’s Sonnets. The Belknap Press of Harvard

Univeristy Press. London, England

All days are nights to see till I see thee,
And nights bright days when dreams do show thee me.

L3: FORM 113 & 1.14

The last two lines reiterate the contrast between brightness and darkness (11.4), shadow and formk——[ Formatted: Justified

11.5,6), shining shades (L.8), thus, underpining the whole impression of paradox between
dreams/reality and light/darkness.
The whole poem is considered to be a work of ‘elaborate wordplay’ (Vendler 39): play on the

ideas of sleep, sight, night, day, light, dark. They are emphasized by using the words of the same
roots, repeating the similar words in different meaning and playing on the opposite images and

concepts. Booth comments: "The recurring themes of this sonnet - things that are the opposite of
what they would normally be expected to be, and the distinction between images or shadows of
objects and the objects themselves - are played out stylistically in an intense display of antithesis
and a range of rhetorical devices of repetition that make the language of the poem suggest mirror
images.' (Booth 203)

E2: FORM

Works cited:
Booth, Stephen ed. (1977). Shakespeare's Sonnets. New Haven and London: Yale University
Press.
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“most I wink” (I. 1)

L1 LANGUAGE:

The verb ‘to wink’ means “to close one’s eyes”; a meaning that is now obsolete (OED 1a).
“To wink’ can also be used as a synonym for “to blink” which describes the action of
“open[ing] and shut[ing] one’s eyes momentarily” (OED 2). Possible other meanings also are

29 <¢

“to sleep”, “to slumber” or to “have the eyes closed in sleep” (OED 3).

Works Cited:

“wink, v."”. OED Online. Oxford UP, Dec 2016.

L2 INTERPRETATION:

A possible interpretation is that ‘to wink’ was used as a synonym for “to blink” (OED 2). One
could suggest that the speaker is able to see better when blinking more often. This could be
compared to looking into the sun or a bright light, and being able to see better when blinking
rapidly. Because of the explicit mentioning of sleeping and dreaming in line 3 of the poem
(“But when I sleep, in dreams they look on thee”), a different interpretation would be more
fitting.

The use of the word ‘to wink’ can also be interpreted as having the eyes closed in
sleep which would suggest that the speaker is able to see the clearest when he is asleep or has
his eyes closed. This, however, is a paradox since one cannot physically see with one’s eyes
closed. The reader may assume that the speaker of the poem is asleep and dreaming which is
also confirmed in line 3. The word ‘most’ in this phrase indicates that the speaker is able to
see best when he sleeps deeply. Booth suggest that ‘wink’ in this context means to shut one’s
eyes or to sleep (203). This reading is also corroborated by Evans who paraphrases the
passage as: “when I sleep most deeply” (144).

Works Cited:

Booth, Stephen (ed.). Shakespeare’s Sonnets. Yale UP, 1977.
Evans, G. Blakemore (ed.). The Sonnets. The New Cambridge Shakespeare, Cambridge UP, 2006.

“see” (I. 1)
L1 LANGUAGE:

The verb ‘to see’ does not only mean that one is perceiving their surroundings through their
eyes. According to the OED, it can also mean “to behold (visual objects) in imagination, or in

149



a dream or vision” (1e). Therefore, the semantic meaning of ‘to see’ goes beyond the eyes’
mere physical abilities.

Works Cited:

“see, v.”. OED Online. Oxford UP, Dec 2016.

L2 CONTEXT:

In the early modern period, people had a different notion of vision and the act of seeing than
we have today. It was believed that one could not only physically see while being awake and
conscious, but also while being asleep. Seeing a person in one’s sleep was not seen as a
dream, a creation of the subconscious mind, but as a real depiction of the other person.
Campbell argues that seeing in these sleeping visions was “considered far deeper and ‘truer’”
(34). This phenomenon goes back to the idea of an inner eye [Hyperlink to L2 CONTEXT:
“And darkly bright, are bright in dark directed” (1. 4)]. This idea is based on the understanding
that what was once perceived by the physical eye would be memorised, and could be revisited
via the inner eye.

Works Cited:

Campbell, Mary Baine. “The Inner Eye: Early Modern Dreaming and Disembodied Sight.” Dreams, Dreamers,
and Visions, edited by Ann Marie Plane and Leslie Tuttle, U of Pennsylvania P, 2013, pp. 34-48.

L2 INTERPRETATION:

The speaker claims to be able to see best in his dreams. This is due to the belief in an inner
eye that enables to see objects even with one’s eyes closed. The object that the speaker sees is
the addressee of the poem. This is revealed in line 3: “in dreams they [the eyes] look on thee”.
The image of the addressee is therefore projected before the speaker’s inner eye. This
experience is not a physical, but a psychological one.

“unrespected” (1. 2)
L1 LANGUAGE:
The adjective ‘unrespected’ describes something that is “not held in respect or regard” (OED

2). Other annotations of ‘unrespected’ in previous editions paraphrase the term as “unvalued”
(Duncan-Jones 196), “ignored” (Booth 203), or “unnoticed” (Hammond 194).

Works Cited:
Booth, Stephen (ed.). Shakespeare’s Sonnets. Yale UP, 1977.
Duncan-Jones, Katherine (ed.). Shakespeare’s Sonnets. The Arden Shakespeare, Third Series (Rev. ed.),

Bloomsbury, 2010.
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Hammond, Paul (ed.). Shakespeare's Sonnets: an Original-Spelling Text. Oxford UP, 2012.
“unrespected, adj.”. OED Online. Oxford UP, Dec 2016.

L2 INTERPRETATION:

The speaker describes how he “view[s] things unrespected” (1. 2) all day. These things seem
to be less important to the speaker than the sight of the addressee. The line can be interpreted
in two different ways, depending on the paraphrase chosen. In the first interpretation, the
reader is aware of his surroundings, in the second he is not.

First, “‘unrespected’ can be substituted with “ignored” (Booth 203), which would
suggest that the speaker observes his surroundings, but deems the things to be unimportant
and actively chooses to ignore them. Evans supports this reading, paraphrasing ‘unrespected’
as “not worthy of respect” but also as “unregarded, not carefully observed” (144).

Second, ‘unrespected’ could be substituted with “unnoticed” (Hammond 194). This
reading would indicate that the speaker does not even observe or notice the things around
him.

Works Cited:

Booth, Stephen (ed.). Shakespeare’s Sonnets. Yale UP, 1977.
Evans, G. Blakemore (ed.). The Sonnets. The New Cambridge Shakespeare, Cambridge UP, 2006.
Hammond, Paul (ed.). Shakespeare's Sonnets: an Original-Spelling Text. Oxford UP, 2012.

“look on” (l. 3)
L1 LANGUAGE:

‘To look on’ means that one directs her/his sight “in observation or contemplation; esp. to
watch without participating, to be a spectator or observer” (OED 1a).

Works Cited:

“look, v.”. OED Online. Oxford UP, Dec 2016.

L2 INTERPRETATION:

The speaker is able to see the addressee in his dream (“they look on thee”, line 3), i.e. to see a
projected image of the addressee before his inner eye. This interpretation would also tie in
with the definition provided on L1, according to which the speaker would be the observer.
Furthermore, the idea of observation is taken up again later in the poem [Hyperlink to L2
CONTEXT: “form happy show” (I. 6)].
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“darkly bright” (1. 4)
L1 LANGUAGE:

For ‘darkly’, the OED suggests the meaning of “in the dark; in secrecy, secretly” (OED 1),
with line 4 of this sonnet being offered as the first example of this usage.

Works Cited:

“darkly, adv.” OED Online. Oxford UP, March 2017.

L1 FORM:

The phrase “darkly bright” is an oxymoron as it “yokes together two seemingly contradictory
elements” — darkness and brightness [Hyperlink to L1 FORM: “bright in dark directed” (1. 4)]
— in order to form a “condensed paradox” (Princeton 988).

Works Cited:

“Oxymoron”. The Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene et al., Fourth Edition,
Princeton UP, 2012, pp. 988-999.

L2 INTERPRETATION:

“[D]arkly bright” in line 4 of the poem refers to the color or degree of brightness of the speaker’s
eyes. The oxymoron makes it impossible to determine whether the eyes are dark yet sparkling,
or bright yet darkened or blurred. Bearing in mind the suggested meaning of ‘darkly’, the phrase
can also be read in the sense that the eyes can see (brightly) in the dark. This description bestows
an enigmatic quality to the speaker’s eyes. For more context on theories of vision, cf. [Hyperlink
to L2 CONTEXT: “And darkly bright, are bright in dark directed” (1.4)].

Works Cited:

Clark, Stuart. Vanities of the Eye: Vision in Early Modern European Culture. Oxford UP, 2007.

“bright in dark directed” (l. 4)

L1 FORM:

The phrase “bright in dark directed (1. 4) works as an antithesis, since it is what The
Princeton Encyclopedia of Poetry and Poetics describes as a “juxtaposition of contraries”

(58) and it echoes the preceding oxymoron “darkly bright” in the same line [Hyperlink to L1
FORM: “darkly bright” (1. 4)]. (For further information on the whole line, cf. annotation L1
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FORM: “And darkly bright, are bright in dark directed” (1. 4)).

Works Cited:

“Antithesis”. The Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene et al., Fourth Edition,
Princeton UP, 2012, pp. 58-59.

L2 INTERPRETATION:

The antithesis “bright in dark directed” (I. 4) stresses the blurring of light and darkness. The
eyes unite both and the trope emphasises the idea that there is something bright to be found in
this darkness. Yet, it is unclear what kind of darkness the speaker is talking about. It could be
the darkness of the night, as this is the time when people go to sleep and close their eyes. Given
that “But” in line 3 introduces a shift away from “day” (l. 2), the night-reading would make
sense. However, it is equally possible that the speaker refers to the darkness perceived upon
closing one’s eyes. Instead of seeing nothing (or only blackness), the closing of the eyes allows
the speaker to see something brightly and clearly. As the eyes are “directed”, it can be assumed
that the image he sees is not random, but evoked deliberately.

Ingram paraphrases the expression as “alertly directed in the darkness” (100), indicating
the dynamic towards the dark and a certain purpose to do so: whenever the eyes of the speaker
are closed, the desired image would appear brightly in his imagination. However, Ingram’s
following remark on this line “[h]ere the adverb [bright] balances ‘darkly’” (100) is to be
criticised: describing the effect of ‘bright’ as a balance is too weak, as it also creates tension
and bewilderment instead of merely re-establishing harmony. The speaker is neither in a place
of darkness nor of light. Describing this in-between state as a ‘balance’ would neglect the
tension created by the semantics and rhetorical figures of the poem: they all indicate that the
speaker is torn between positive and negative emotions [Hyperlink to L3 QUESTION: “And
darkly bright, are bright in dark directed” (1. 4)].

Works Cited:

Ingram, W. G., and Theodore Redpath (eds.). Shakespeare’s Sonnets. U of London P, 1964.
“And darkly bright, are bright in dark directed” (1. 4)
L1 FORM:

Booth (203) provides a detailed list of figures to be found in this sonnet, with line 4 containing
most of them. These include an “antithesis: [...] bright, dark (4)” and a “diacope (repetition of
a word with one or a few words in between); bright, are bright (4)”. Furthermore, he lists an
“antimetabole (inversion of the order of repeated words): darkly bright, are bright in dark (4)”,
as well as a polyptoton consisting of the variants “darkly” and “dark”. The Princeton
Encyclopedia of Poetry and Poetics describes the polyptoton as a “word in many cases” (1086),
which means that it “repeat[s] a word or words by varying their word class” (1086).
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Works Cited:

Booth, Stephen (ed.). Shakespeare’s Sonnets. Yale UP, 1977.
“Polyptoton”. The Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene et al., Fourth Edition,
Princeton UP, 2012, pp. 1086-1087.

L2 CONTEXT:

Theories of vision and the role of the eyes

Booth explains that “in the Renaissance eyes were generally thought of as giving off light”
(203). Duncan-Jones’ annotation on this line mentions the notion that light moves in both ways,
as “[e]yes were thought of as emitting light, as well as receiving it” (196). Hammond gives
slightly more details on this by pointing out that “Renaissance theories of vision held either that
the eyes send out rays which connect with the object seen, or that the object sends out rays
which connect with the eyes” (194). All three remarks are hints that theories of vision are vital
for a better understanding of the intentionally puzzling line.

In Vanities of the Eye (2007), Stuart Clark provides a detailed discussion of the historical
development of theories about vision and the eyes and points out that there were controversial
discussions during Shakespeare’s time around this topic. In chapter 1, going back to Greek
antiquity, Clark names Aristotle and Plato as two of the main sources for the ancient hierarchy
of the senses, which gave the eyes a special preference over the other sense organs (9). This
ocularcentrism included an extramission theory of vision, which means that the process of
seeing things was imagined as the result of the “projective power of the soul to [...] produce
objects of vision” (17). According to this Greek idea, “perceptions were ‘encoded’ as
phantasmata, ‘representations’ (11), which “could [then] be ‘seen’ by the ‘eye’ of the mind
and resulted in a “mental picture” (11).

Centuries later, a shift from extra- to intromission theories became dominant:
“[IIntromission itself [was] largely preferred in optical theory after the thirteenth century” (20).
Clark describes intromission as being based on “the projective power of objects to emit their
own likenesses and then have them propagated through a medium and replicated in the faculties
of sense” (17). A crucial element of this approach was the “doctrine of species” (15), which
“radiated out from [...] objects into [...] the aire, transmitting images [...] to the eye” (15). In
this theoretical framework, the eyes are not active emitters of light or projections. Instead,
“objects act on passive recipients, leaving impressions in their senses and intellects which
translate into conceptual images” (15, emphasis in original), and the eyes are “reduced to [...]
a passive receiver” (20).

According to Clark’s accounts, the sixteenth and seventeenth century, then, made the
most decisive shift towards a dominance of intromission theories. Yet, simultaneously, “new
importance and attention [were] given to the human imagination” (39). The previously common
idea of the eyes being merely recipients of images projected by objects was increasingly
challenged, and scholars and writers discussed the issue of “the extent to which sight is a
constructed medium and the eye not the innocent, objective reporter of the world but its creator
and interpreter” (39). In this tension between objective and subjective influences in the process
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of perception, imagination “became the single mediator between the corporeal soul and the
corporeal human body” (43), acknowledging both the real world that could be seen and the
influence of the human mind on these perceptions. As Clark puts it, “[imagination] was, indeed,
the ‘eye’ of the mind, in the sense that, in an ocularcentric psychology, the rational powers were
deemed to ‘see’ the external world only via its agency” (46).

This acknowledgement of the subjective element in the perception of things in the world
also gave rise to doubts about the reliability of visual impressions, and “serious anxieties about
[the imagination’s] capacity to mislead and deceive” (45f.). Chapter 2 of Vanities of the Eye
discusses how theories of vision were also crucial for contemporary studies of mental illnesses
such as delusions, or the condition of melancholy [Hyperlink to L3 QUESTION: “And darkly
bright, are bright in dark directed” (1. 4)].

Works Cited:

Booth, Stephen (ed.). Shakespeare’s Sonnets. Yale UP, 1977.

Clark, Stuart. Vanities of the Eye: Vision in Early Modern European Culture. Oxford UP, 2007.

Duncan-Jones, Katherine (ed.). Shakespeare’s Sonnets. The Arden Shakespeare, Third Series (Rev. ed.),
Bloomsbury, 2010.

Hammond, Paul (ed.). Shakespeare’s Sonnets: an Original-Spelling Text. Oxford UP, 2012.

L3 INTERPRETATION:

Given the importance of ocularcentrism in its historical context, the elements of visual
perception in the poem are not merely ornamental or signs of rhetorical playfulness. On the
contrary, they are strong indicators for the speaker’s psychological and emotional state.

The antimetabole “And darkly bright, are bright in dark directed” (1. 4) is only one of
several instances in this poem in which the boundaries of light and dark (or of day and night)
are blurred: it is no longer possible to make a clear distinction between what is bright, dimmed
or dark. However, this does not create a gloomy or threatening atmosphere. Innes argues that
Sonnet 43 “tries to make the conflation of night and day into something positive” (165): The
speaker is not a victim of darkness, but actively provokes it and shapes his own perception in
order to be able to see the image he desires. While doing so, he states a clear preference of
mental images over those which he sees in the real world during the day. Hunter goes even
further in attributing positivity to this line by pointing out that it is “not merely a piece of
wordplay but also a triumphant dance of words expressing a lover’s delight” (158).

Works Cited:

Innes, Paul. Shakespeare and the English Renaissance Sonnet. Macmillan, 1997.
Hunter, G.K. “The Dramatic Technique in Shakespeare’s Sonnets”. Essays in Criticism, vol. 3, no. 2, 1953, pp.

152-164. Oxford Academic Journals, doi: 10.1093/eic/111.2.152.

L3 QUESTION:
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The speaker needs to exclude all other visual impressions so that he can see the mental image
of the addressee. However, the brightness of this image does not expel the darkness. Instead,
both dark and bright elements remain in the sonnet. Bearing in mind the contemporary ideas
about the importance of eyesight and visual perception on the mental condition, the speaker’s
eyes “in dark directed” (1. 4) can be seen as a reference to melancholy sufferers whose eyes
were believed to look into blackness (cf. Clark 59) [Hyperlink to L2 CONTEXT: “And darkly
bright, are bright in dark directed” (1. 4)]. According to Clark, there was an awareness of the
impact of the mind on the process of creating images (cf. 60). Whereas the brightly-shining
images of the beloved are a proof of this positive influence and the happiness they bring, at the
same time, the dark elements can illustrate the speaker’s woe, pensiveness or scepticism. Does
Sonnet 43 then portray both the joy of the imagination and the suffering caused by the
knowledge that this image is not real? [Hyperlink to L2 INTERPRETATION: “bright in dark
directed” (1. 4)]. The eyes are directed in darkness, and although this is associated with a “happy
show” (1. 6), some doubts remain as to whether it is to be interpreted as exclusively positive,
given that there could still be a subtext of melancholy underlying this praise of bright imagery.

Works cited:

Clark, Stuart. Vanities of the Eye: Vision in Early Modern European Culture. Oxford UP, 2007.
“shadow” (l. 5)
L1 LANGUAGE:

The term ‘shadow’ in this sonnet cannot be reduced to one single meaning. Literally speaking,
a shadow is an “image cast by a body intercepting light” (OED II). Metaphorically, it can
refer to a hollow representation, “an unreal appearance; a delusive semblance [...]; a vain and
unsubstantial object of pursuit” (OED 6a), or to “a spectral form, [a] phantom” (OED 7). In
the seventeenth century, ‘shadow’ was also another term for “an actor or a play” (OED 6b)
and it was often employed by Shakespeare in this sense: see, for example, “Life’s but a
walking shadow, a poor player” (Macbeth V.v.24 qtd. in Duncan-Jones 196n5), or Puck’s
epilogue in 4 Midsummer Night’s Dream: “If we shadows have offended,/ Think but this, and
all is mended:/ That you have but slumbered here/ While these visions did appear” (V.i.413-
416).

Works Cited:

Duncan-Jones, Katherine (ed.). Shakespeare’s Sonnets. The Arden Shakespeare, Third Series (Rev. ed.),

Bloomsbury, 2010.

“shadow, n.”. OED Online. Oxford UP, June 2017.

Shakespeare, William. 4 Midsummer Night’s Dream. Ed. Sukanta Chaudhuri, The Arden Shakespeare,
Bloomsbury, 2017.

L2 CONTEXT:
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Since Aristotle and all the way through to the early modern period, dreams were thought of as
primarily visual (Clark 302) and were closely associated with the faculties of imagination and
memory. It was believed that once the eye perceived an actual object, this produced a likeness
of itself in the mind — what Aristotle called a ‘species’ [Hyperlink to L2 CONTEXT: “And
darkly bright, are bright in dark directed” (1. 4)]. Subsequently, the species travelled in the form
of a mental impression from the outer to the inner senses in order to be examined by common
sense, to be stored in memory and, eventually, to be retrieved by the imagination at will (cf.
Clark 15; Rossky 50-51). Dreams were one of those products of imagination; they were defined
as “vision[s] presented to the interior senses” (Dupleix qtd. in Clark 302-303) and projected
during sleep before the inner eye, similar to a theatrical performance [Hyperlink to L2
CONTEXT: “form happy show” (l. 6)]. Since antiquity, dreams were thought to be “caused by
traces of the species left behind in the internal senses by the waking perceptions of the external
ones, once the latter were no longer active” (Clark 301). The reproduced ‘species’ or ‘phantasm’
could also be referred to as a ‘shadow’ (Clark 15).

Dreams were often considered to disclose what most occupied the mind and to provide
an insight into the dreamer’s innermost desires. Dreaming about a beloved thus suggested an
impassioned — often forlorn — fixation on the object of desire and was a common motif in
early modern courtly poetry. It offered a paradoxical fulfilment of an otherwise unrequited
love, as the painful absence of the loved one was compensated by the presence of the dream
image (cf. Alt 117).

Works Cited:

Alt, Peter-André. Der Schlaf der Vernunft: Literatur und Traum in der Kulturgeschichte der Neuzeit. C.H. Beck,
2011.

Clark, Stuart. Vanities of the Eye: Vision in Early Modern European Culture. Oxford UP, 2007.

Rossky, William. “Imagination in the English Renaissance: Psychology and Poetic”. Studies in the Renaissance,
Vol. 5, The U of Chicago P on behalf of the Renaissance Society of America, 1950, pp. 49-73. The
University of Chicago Press Journals, doi: 10.2307/2856974.

L3 INTERPRETATION:

As Wickert in her article “Das Schattenmotiv bei Shakespeare” asserts, the motif of the
shadow was often used by Shakespeare and was favoured for its multi-layeredness and its
ample associations (cf. 274) [Hyperlink to L2 CONTEXT: “Then thou whose shadow
shadows doth make bright,” (1. 5)]. In Sonnet 43, the shadow plays a central role and is
directly evoked five times in different variations: “shadow” (1. 5), “shadows” (1. 5), “thy
shadow’s form” (1. 6), “thy shade” (1. 8), “thy fair imperfect shade” (1. 11).

Within the context of eyes emitting light, evoked in 1. 4 [Hyperlink to L2 CONTEXT:
“And darkly bright, are bright in dark directed” (1. 4)], the first reference to ‘shadow’ can be
understood literally as the image cast by the addressee’s body when exposed to the speaker’s
radiant gaze. Yet, the conceit is much more complex than that. Taking place in the realm of
dreams, the shadow is also the incorporeal mental image of the addressee — the ‘species’ —
produced before the speaker’s inner eye; it is “an unreal appearance; a delusive semblance
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[...]; a vain and unsubstantial object of pursuit” (OED 6a) compared to the real addressee.
The shadow can therefore be understood as an actor impersonating the addressee on the stage
of dramatic dream action which is created and directed by and for the speaker before his inner
eye [Hyperlink to L2 CONTEXT: “form happy show” (1. 6)]. Furthermore, in the dreadful
darkness of “dead night” (1. 11), the shadow might carry some uncanny implications and
remind momentarily of ghosts or spirits [Hyperlink to L2 INTERPRETATION: “dead night”
(1. 11)], even though this possibility is not pursued any further in this sonnet.

Works Cited:

“shadow, n.”. OED Online. Oxford UP, June 2017. Accessed July 2017.
Wickert, Maria. “Das Schattenmotiv bei Shakespeare”. Anglia: Zeitschrift fiir englische Philologie, N.F. 59=T71,
1952/3, pp. 274-309. DigiZeitschriften.

“shadows” (l. 5)
L1 LANGUAGE:

Apart from the other meanings and connotations attached to ‘shadow’ [hyperlink to L1
LANGUAGE: “shadow” (1. 5)], the word ‘shadows’, when in plural, also explicitly refers to
“the darkness of night” (OED 2a).

Works Cited:

“shadow, n.”. OED Online. Oxford UP, June 2017.

“shadow shadows” (1. 5)
L1 FORM:

The emphatic repetition “shadow shadows” in this line is an example of both a polyptoton and
an antanaclasis. A polyptoton (Gr. for “word in many cases”) is a form-related figure of
repetition where the repeated word varies in terms of word class or inflection (“Polyptoton”
1086). Antanaclasis (Gr. for ‘reflection’) is a semantic-related figure of repetition where the
repeated word “shift[s] in meaning” (“Polyptoton” 1086).

Works Cited:

“Polyptoton”. The Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene et al., Fourth Edition,
Princeton UP, 2012, pp. 1086-1087.

L2 FORM:
The two rhetorical figures, polyptoton and antanaclasis, overlap in this line. The repetition
“shadow shadows” (1. 5) is a polyptoton in that the two, otherwise identical, nouns differ in

grammatical number. However, on the level of their semantic meaning, the antanaclasis
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becomes relevant. Although ‘shadow’ and ‘shadows’ share much in their connotations, they
actually refer to two different things: the shadow of the addressee as opposed to the shadows
(or darkness) that the addressee makes bright. Polyptoton and antanaclasis are closely related
figures and, whenever a word is repeated in a different form and with a different meaning,
they are often used interchangeably (“Polyptoton” 1086).

According to The Princeton Encyclopedia of Poetry and Poetics, Shakespeare was
quite fond of such playful devices, as they “[increased] patterning without wearying the ear”,
and lines 4-7 of Sonnet 43 are cited as an illustrative example of his deliberate and diligent
use thereof (“Polyptoton” 1086).

Works Cited:

“Polyptoton”. The Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene et al., Fourth Edition,
Princeton UP, 2012, pp. 1086-1087.

“Then thou whose shadow shadows doth make bright,” (. 5)
L1 FORM:

This is, at first sight, a paradoxical image as it is impossible for a shadow, typically associated
with darkness, to illuminate something. Considering, however, the multiplicity of semantic
layers inherent to the term “shadow” (1. 5) — a dark outline, a hollow representation, a ghostly
image or an actor — [Hyperlink to L1 LANGUAGE: “shadow” (. 5)] as well as to the phrase “
[to] make bright” (1. 5) — to illuminate, to cheer up or to make beautiful — [Hyperlink to L1
LANGUAGE: “Then thou whose shadow shadows doth make bright” (1. 5)], the line gains in
complexity and is not to be read solely as a paradoxon.

L1 LANGUAGE:

The meaning one would immediately associate with the phrase “make bright” (1. 5) would be
‘to illuminate’ (cf. Duncan-Jones 196n5; Evans 144n5). Nevertheless, it can also be
understood figuratively to mean ‘to cheer someone up’ (cf. “bright, adj. and n.” OED 7a), or,
as an archaism, to mean ‘to make beautiful or fair’ (cf. OED 3).
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L1 INTRATEXT:

This is the third occurrence of the word ‘bright’ in the sonnet. In the previous line, the
adjective is repeated twice when referring to the eyes of the speaker: “[a]nd darkly bright, are
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bright in dark directed” (1. 4). In line 5, ‘bright’ is repeated once more, this time however,
combined with an active verb (“make bright”) and referring to the addressee’s shadow.

L2 INTERTEXT:

Considering that the phrase “make bright” might also imply that the addressee’s shadow has a
beautifying impact on “the darkness of [the] night” (“shadow, n.” OED 2a) [Hyperlink to L1
LANGUAGE: “Then thou whose shadow shadows doth make bright,” (1. 5)], one might argue
that line 5 is reminiscent of Shakespeare’s Sonnet 27. In 27, the shadow of the addressee is
not only bright “like a jewel” (1. 11), but it also has the ability to “[make] black night
beauteous” (1. 12), much like in Sonnet 43. The only difference seems to be that the speaker in
Sonnet 27 is still awake - his wandering thoughts “keep [his] drooping eyelids open wide” (l.
7) - while the speaker in Sonnet 43 is asleep and dreaming of the addressee.

The image further recalls the radiant ‘shadow’ (1. 10) from Sonnet 27 which, “like a
jewel hung in ghastly night” (1. 11), has the power to emit light and transform darkness. The
motif is also evoked in similar terms in Romeo and Juliet, where Juliet is described as
someone who is capable of even “teach[ing] the torches to burn bright. / It seems she hangs
upon the cheek of night / Like a rich jewel in an Ethiop’s ear;” (I.V.43-45) and elaborated

further in the balcony scene:

“But soft, what light through yonder window breaks?
It is the east, and Juliet is the sun.

[...]

Two of the fairest stars in all the heaven,

Having some business, 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” (I.1i.2-22).

Yet, this idea of the image of the beloved shedding light onto the speaker’s darkness is
not solely reserved to Shakespeare’s imagination, but seems to be part of a general tradition.
For example, in Sidney’s Sonnet 38 from his sequence Astrophil and Stella, “Stella’s image”
(1. 6; p. 149) perceived in the speaker’s dreams appears to be shining (after all, ‘Stella’ in
Latin means ‘star’). Further, in Spenser’s Amoretti, Sonnet 66, the speaker exclaims along the
same lines: “For now your light doth more it selfe dilate, / And in my darknesse greater doth
appeare” (1. 11-12; p. 614).
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L3 INTERPRETATION:

This multi-layered phrase is a brilliant token of how Shakespeare managed to play with
different nuances and evoke different images that allowed for different interpretations without
necessarily cancelling each other.

At first sight, this is a paradoxical statement, as a shadow, being itself a dark outline,
cannot possibly illuminate anything. Nevertheless, the motif of the radiant shadow of the
beloved, emanating light into the speaker’s inner darkness, seems to have been part of the
contemporary love imagery and rhetoric [Hyperlink to L2 CONTEXT: “Then thou whose
shadow shadows doth make bright,” (1. 5)]. In the reversed hierarchical relationship common
to love sonnets of the time, the wooer fashions himself as dependent and subordinate to the
object of pursuit, and the addressee is attributed with the power to bring light into the
speaker’s life. “To make bright’ may very well be understood metaphorically as in ‘to enliven
and ‘make one happier’, or even ‘to make more beautiful’ [Hyperlink to L1 LANGUAGE:
“Then thou whose shadow shadows doth make bright,” (1. 5)].

The choice of consecutively repeating the same word “shadow shadows” (1. 5) while
essentially referring to two disparate images (the radiant ‘shadow’ of the addressee as
opposed to the ‘shadows’ of the night and the gloominess of the speaker) blurs even more the
boundaries between light and darkness in this sonnet. Paradoxically, “it becomes possible to
place shadow ad libitum at both sides of the anthithesis” (Wickert 282, my translation).

2
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“thy shadow’s form” (1. 6)
L1 LANGUAGE:

‘Form’ may generally refer to the visible shape of something (OED 1a), or, more specifically,
to a bodily frame “considered in respect to its outward shape and appearance” (OED 3). In the
seventeenth century, the term could also be used to refer not only to a material body, but also
to “an image, representation, or likeness” thereof (OED 12). In Platonic philosophy, a form is
the ideal state of a thing or a concept (cf. Bruce n.pag.; OED 4a).
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L2 CONTEXT:
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The distinction between shadow and form was quite popular in the Renaissance as Platonic
thought was re-discovered and re-interpreted at the time. Plato’s theory of forms, evoked in a
number of his works, assumes that there is a world or a dimension beyond human reality that
contains “the ideal or archetypal forms of all things and concepts” (Bruce n.pag.). In Book 7
of The Republic, Plato elaborates on this idea and comes up with an allegory known as ‘the
allegory of the cave’. According to this conception, human beings are inhabiting a cave and
what they perceive as their immediate reality is just a shadow of the outside world reflected
on the illuminated walls of their confined abode. The cave represents the world of senses and
the outside represents the world of forms. It is only through “true knowledge achieved by
philosophical contemplation that one can “[perceive] the forms directly, with [one’s] mind’s
eye” (Bruce n.pag.).

In Neoplatonic thought, the notion of contemplation is broadened to include the
intense contemplation of sensible things, such as a “person of rare beauty”, which would then
lead the way up to the world of forms (Jones 10). Under these premises, imagining or
dreaming about a beloved constituted “the first step towards a higher form of love” (Wickert
283, my translation).
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L3 INTERPRETATION:

‘Form’ in this phrase is ambiguous. On the one hand, it could refer either to the shape of the
addressee’s actual shadow in the literal sense, or to the outline of the shadow image appearing
in the speaker’s dream. On the other hand, ‘form’ could refer to the original substantial body
of the addressee of which the shadow is but a reflection.

The latter interpretation is favoured both by Evans (“your real, physical shape (‘form”)
which produces this mental image (‘shadow’)” (144n6)) and by Booth (“the model for the
image, the reality of which the shadow is an image, body, self” (204n6)). Similarly, Catherine
Duncan-Jones paraphrases “thy shadow’s form” (1. 6) as “the substance behind your imagined
image” (196n6), yet ‘substance’ itself is an ambiguous term. Substance could either refer to
the physical “material of which a body is formed” (OED 7a), as Booth and Evans suggest, or
it could refer to the immaterial “essence of a thing” (OED 6b) that could be associated with
the Platonic form.

Duncan-Jones, perhaps undeliberately, identifies this inherent ambiguity of the word
‘form’ that becomes even more complicated when combined with the ambiguous ‘shadow’.
While the context of the “clear day” (1. 7) suggests that “thy shadow’s form” (1. 5) most
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probably refers to the addressee’s real bodily presence, the Neoplatonic context still implies
that this presence could be compared to a Platonic ideal.
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“form happy show” (l. 6)
L1 FORM:

The phrase “form happy show” can be read as syntactically ambiguous. According to standard
English grammar, the subject of a sentence (“thy shadow’s form™ (1. 6) in this case) has to be
principally succeeded by a verb: ‘form (v.) happy (adj.) show (n.)’. In poetic forms, however,
the rules of syntax — being not as rigid — could allow for the possibility of a structural
inversion: ‘form (n.) happy (adj.) show (v.)’ in the sense of ‘show (a) happy form’.

Regardless of whether this is an inversion or not, the placement of ‘form’ is deliberate
as it results in an aesthetic doubling with “shadow’s form” (. 6). Following conventional
syntactical rules, the repetition would be another instance of a ‘polyptoton’ [Hyperlink to L2
FORM: “shadow shadows” (. 5)] as the same word would vary in word class (noun vs. verb).

L1 LANGUAGE:

The term ‘show’, either as a verb or a noun, refers to “[t]he action or an act of displaying,
exhibiting, or presenting something” (OED “show,n.!” 1a). It is often associated with public
‘spectacle’ and “theatrical performance[s]” (OED “show, n.!” 15b,c; cf. OED “show, v.” 4b)
and, sometimes, it can imply superficiality and intentional deceit: “[a] false, misleading, or
illusory appearance of a quality, emotion, etc.; a semblance” (OED “show, n.!” 3b; cf. Booth
204n6). Another, by now obsolete, meaning that might prove relevant to the interpretation of
the sonnet would be that of “[a] phantom, a vision, an apparition” (OED “show, n."” $22). As
an example of this use, the OED cites Shakespeare’s Cymbeline: “As I slept, me thought
Great Iupiter vpon his Eagle back'd Appear'd to me, with other sprightly shewes Of mine
owne Kindred” (V.vi.429 qtd. in OED “show, n.'” 22).
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L2 CONTEXT:
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Since the Middle Ages, it was common to think of the human mind in spatial and architectural
terms. The Italian philosopher Giulio Camillo, in his work L 'Idea del Teatro, was the first to
establish a connection between the mental space occupied by memory and the theatre.
Shakespeare’s contemporaries Robert Fludd and John Willis adopted Camillo’s model and
were probably inspired by actual “public theatres of early modern London” (Wilder 1). In
fact, Frances Yates, in The Art of Memory, goes as far as to argue that the Globe Theatre may
have served as a model for Fludd’s memory theatre (Wilder 15; Alt 78-79). According to this
model, images of memory, imagination and dreams are acted out on a stage before the inner
eye:

“Describing Camillo’s theatre to Erasmus, Viglius Zuichemus writes that Camillo “called it a theatre

because it can be seen with the eyes of the body” — that is, Camillo’s memory theatre is a “theatre” not

so much because it resembles the structures in which plays were performed as because it literalizes the

Greek root of the word “theatre,” which mean “seeing.” Through the use of physical objects, real or
imagined, this “memory theatre” places the mind on display” (Wilder 56).

Thus, in this inner performance, the one remembering, imagining or dreaming is,
paradoxically, at once the audience and the actor, the seer and the seen (cf. Bauer and Zirker
8).
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L3 INTERPRETATION:

Both Duncan-Jones and Evans keep the interpretation of this phrase quite simple: “create a
joyful spectacle” (Duncan-Jones 196n6) and “produce a (comparatively) felicitous (“happy’)
appearance” (Evans 144n6). Booth’s interpretation is indeed similar (“create a joyous
spectacle, be a pleasing sight” (204n6)), even though he does briefly inform his readers of the
possible negative undertones of ‘show’.

A show may, at times, imply a mere external display and illusion instead of sincerity
and reality. Although there is no evidence in the sonnet that the speaker could be criticising
the addressee for being dishonest, the choice of ‘show’ might momentarily strike a dissonant
chord in this otherwise glorifying tribute to the beloved. This uncertainty is enhanced by the
potential syntactical ambiguity of the phrase “form happy show” (1. 6) [Hyperlink to L1
FORM: “form happy show” (1. 6)] which manages to somewhat blur the boundaries between
“the illusoriness of show and the reality of form” (Cormack 253).
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Combined with ‘shadow’ which used to be a word for ‘actor’ at the time [Hyperlink to
L1 LANGUAGE: “shadow” (1. 5)], the connection of ‘show’ with the theatre is plausible. The
image of the addressee invoked in the speaker’s dreams, is presented like an actor on a mental
stage. In the context of “the clear day” (I. 7), the addressee seems to maintain his role as a
performer and one has the impression that the world of dreams penetrates reality.

Finally, an interesting possibility is that ‘show’ is meant in the sense of ‘ghost’
[Hyperlink to L1 LANGUAGE: “form happy show” (l. 6), as it reminds of the uncanny, yet
unspoken, subtext of shadow [Hyperlink to L3 INTERPRETATION: “shadow” (I. 5)].
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“To the clear day with thy much clearer light” (1. 7)
L1 FORM:

The repetition of the adjective ‘clear’ in its comparative form ‘clearer’ in this line is again an
example of a polyptoton, as the repeated word varies in terms of inflection
(“Polyptoton”1086).
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L1 LANGUAGE:

The expression “clear day” (1. 7) is an archaic idiom meaning a “fully light, bright” day as
“opposed to dusk or twilight’ (OED 2a).

Works Cited:
“clear, adj., adv., and n.”. OED Online. Oxford UP, June 2017.

L2 INTERPRETATION:
In combination with ‘light’, the adjective ‘clear’ underlines “the vividness or intensity” of the

light’s brightness (OED 1a). When opposed to a blurry, “imperfect” (1. 10) shadow (1l. 5, 6,
10), the “much clearer light” (1. 7) could also mean more “sharp”, distinctly delineated (OED
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6), or even “more perfect, more complete” (Booth 204n7; cf. OED 17). In the context of this
sonnet, the second instance of ‘clear’ could additionally stand for “cheerful” (OED 2d) —
which would link back to “form happy show” (1. 6); “beautiful” (OED 4c) — which would link
back to one plausible interpretation of “make bright” (1. 5) [Hyperlink to L1 LANGUAGE:
“Then thou whose shadow shadows doth make bright” (1. 5)]; and “innocent” (OED 15a) —
which could maybe allude to a moral dimension otherwise not openly addressed.
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L3 INTERPRETATION:

The unequivocal brightness of “the clear day” and the “much clearer light” (1. 7) of the
addressee in this line are set in sharp contrast to the ambiguous interplay of darkness and light
in the preceding lines of the sonnet. It is clearly no longer night and we are no longer in the
realm of dreams. This means that the “clear day” (1. 7) refers to reality and the “much clearer
light” (1. 7) refers to the real addressee.

The structure of this clause is ambiguous as far as the comparative is concerned. On
the one hand, the use of the same adjective (clear-clearer) seems to underline the relationship
between the light of the day and the metaphorical light of the beloved and to encourage a
comparison between the two (see, for example, this line from Sidney’s Arcadia: “Thy [i.e.
Phoebus’s = the sun’s] beames I like, but her cleare rayes I love” (qtd. in Evans 144n7)). On
the other hand, a more likely comparison would be between the dream image and its pendant
in real life.

The addressee’s “shadow” (1. 5) in the speaker’s dreams has the ability to illuminate
the darkness [Hyperlink to L1 LANGUAGE: “Then thou whose shadow shadows doth make
bright,” (1. 5)]. In reality, then, the addressee’s light must be much brighter and much sharper,
or metaphorically, much more cheerful, beautiful or innocent than the dream image. A
‘clearer light,” in the sense of “more perfect, more complete” (Booth 204n7), could refer to
the Platonic form in the sense of an ideal archetype [Hyperlink to L3 INTERPRETATION:
“thy shadow’s form” (L. 6)].
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“shade” (1. 8)
L1 LANGUAGE:

In this context, shade is what the OED describes as “[a]n unsubstantial image of something
real [...]” (Def. I1.5.b). Here, the ‘shade’ is the image of the beloved. However, the same

166



OED definition also indicates that this image has the qualities of “an unreal appearance;
something that has only a fleeting existence, or that has become reduced almost to nothing”.
‘Shade[s]” and ‘shadow[s]’ repeatedly occur in the poem and contribute to the permanent play
on bright and dark elements (cf. 1. 5 “shadow shadows”, 1. 8 “shade shines” and 1. 11 “fair
imperfect shade”).

Works Cited:

“shade, n.”. OED Online. Oxford UP, March 2017.

L2 INTERPRETATION:

Though unsubstantial and associated with darkness, it can be argued that a shade is not as
dark as a shadow (1. 5, 6). In this respect, there is a tendency towards brightness with the
change from shadows (1. 5, 6) to shades (1l. 8, 11) which then culminates in “bright days” (l.
14).

Vendler also points out that lines 1-10 “all brighten as they end” (224), followed by
the “only two lines in the body of the poem™ (224) in which this dynamic works the other way
around. She attributes both “desire and frustration” (225) to the couplet, and argues that after
this downward progression, the sonnet ends with “the up-driven push of desire” (225) in the
couplet.
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“to unseeing eyes thy shade shines so” (l. 8)
L1 FORM:

This phrase contains several indicators of contradiction. First of all, the capacity of the eyes to
see 1s negated by the adjective “unseeing”, and yet the iambic pentameter in this line stresses -
see- in “unseeing”, and “eyes”. Furthermore, the “shade” that “shines” is an oxymoron, as shade
normally implies the absence of light and therefore cannot shine.

Another element to be noted is the emphasis on ‘“shade shines” by the alliteration
repeating the initial /f/ sound. Although it is not stressed in the iambic pentameter pattern, this
sound repetition draws the readers’ attention to “shines”.

L2 INTERPRETATION:

“Unseeing eyes” (I. 8) which perceive someone’s shade are contradictory upon first sight.
However, as paradoxical as this expression might seem, it makes sense in the logic of the sonnet
and especially in connection to line 1: the “unseeing eyes” are the ones that “wink™ (1. 1)
[Hyperlink to L2 INTERPRETATION: “most I wink™ (1. 1)]. The prerequisite for perceiving
the ‘shade’ of the beloved is this shift from seeing normally to blindness: by closing them, the
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speaker’s eyes become ‘unseeing’, and only then can the image of the beloved ‘shine’ in his
imagination — this is how he “best see[s[]” (1. 1).

Although the phrase includes this paradox of seeing and not seeing as well as an
emphasis on seeing and shining, it also indicates that the image seen by the poet is not perfect.
The connotation of a ‘shade’ in this sense is that it is an image of something in the world, but
an unreal and fleeting one [Hyperlink to L1 LANGUAGE: “shade” (1. 8)]. Although it ‘shines’,
the ‘shade’ of the beloved is not the same as the real person and can therefore not be an ideal
substitute for the absence of the latter [Hyperlink to L3 INTERPRETATION: “imperfect shade”
(1. 11)]. On the other hand, there is brightness assigned to this image (“shines” (I. 8)) and the
syntactic unit of lines 6-8 suggests that looking at it would make the poet “happy” (1. 6).

Considering these aspects, this phrase in the middle part of the sonnet seems to oscillate
between positive and negative, with sight and brightness on one, and blindness and darker
qualities on the other end. As some elements become brighter whereas other become darker, it
could be argued that this part of the poem indicates the alternation of the speaker’s feelings:
they sometimes have a tendency towards sadness, sometimes towards happiness. This in-
between stage is also pointed out by Vendler in her illustration of how the sonnet “gets darker”
(223): the unseeing eyes are a first indicator of a deteriorating eyesight, as the eyes change from
being ‘see’ing (1. 1) to ‘unseeing’ (1. 8) and, finally, to ‘sightless’ (1. 12).

However, the lines themselves tend to get brighter [Hyperlink to L2
INTERPRETATION: “to unseeing eyes thy shade shines so” (I. 8)] towards their end, which
again results in a blurring of darkness and light which makes it hard for readers to decide which
one of them is the predominant one. This can be seen as a continuation of 1. 4, which has already
raised the question of which one of the two emotions appears more strongly [Hyperlink to L3
QUESTION: “And darkly bright, are bright in dark directed” (1. 4)].
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“in dead night” (1. 11)

L1 LANGUAGE:

According to the OED, ‘dead’ describes night as a period of day “without animation, vigour or
activity; quiet, dull; lifeless” (16a). Therefore, the expression “dead night” can refer to a part of

the night of the most intense quietness, darkness, etc. The Farlex Dictionary of Idioms suggests
that the phrase “in/at the dead of night” means “in or during the middle of the night”.

Works Cited:
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L2 INTERPRETATION:
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The actions that take place in the “dead of night” happen during the quietest and darkest period
of a day. Moreover, “dead night” can elicit nocturnal visions and ghostly images within the
semantic field of the recurring ‘shadows’ (1. 5, 6, 11). The editors Evans (144) and Booth (205)
agree that the meaning of shade as a ‘ghost” may well impinge on a reader’s understanding
triggered by nocturnal images. Thus, we can agree with Duncan-Jones’ interpretation of “dead
night” as a “night-time, which is associated with death and lifeless phantoms” (196).
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“imperfect shade” (1. 11)
L1 INTRATEXT:

The word ‘shade’ is repeated in the poem with the same root but with different flexions in 11. 5,
6, 8, which creates a polyptoton stretching across these four lines.

L1 LANGUAGE:
The adjective ‘imperfect’ can be defined as “wanting some quality or attribute necessary to [...]
ideal character” or something “defective and faulty” (OED 2), especially opposed to the earlier
‘clear’ and ‘clearer’ (1. 7) visions of the addressee in the poem.

The word ‘shade’ can have the same meaning as ‘shadow’ in . 5: “an unreal appearance;
a delusive semblance or image; a vain and unsubstantial object of pursuit” (OED 6a), especially
contrasted with substance, i.e. the actual object that casts the shadow. Moreover, with a possible
play on ‘ghost’ [Hyperlink to L2 INTERPRETATION: “dead night” (1. 11)] one can argue that
shade has the meaning of “a spectre, [or] phantom” (OED 6b).
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L2 INTERTEXT:

The poem is often interpreted in the context of a sequence with the failings of the friend, which
occurs in Shakespeare’s Sonnet 33. These two poems might refer to the same addressee.

L3 INTERPRETATION:

The paradoxical representation of a ‘fair’, yet ‘imperfect’, image of the addressee implies the
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suggestion of seeing in a dream in which one cannot always see things as detailed as when
being awake. When saying “imperfect shade” the speaker means the dream image “which is
deficient, [and] less-than-whole because unreal” (Paterson 130). While dreaming, one might
perceive the images “as only the shadow of the reality” (Evans 144). Thus, it is an imperfect —
in the sense of blurred or incomplete — representation of the addressee’s image in the speaker’s
dream, and not a physical actuality (Hammond: “because not substantial like the Boy's body”
(194n11); Vendler: “its radical imperfection as a substitute for real presence is admitted” (224)).
The speaker’s imagination is reproducing only a likeness of reality.

Considering a possible intertextual connection with Sonnet 33 [Hyperlink to L2
INTERTEXT: “imperfect shade” (1. 11)], another interpretation of the phrase can be suggested.
“[TImperfect shade” can here also refer to a recollection of the allusions to the young man’s
moral defects in 33.5 and, according to Duncan-Jones, can be interpreted as “the image of you,
beautiful despite your moral imperfection” (196). This representation of “imperfect shade”
seems to stand out from the previous interpretation, because it excludes the speaker’s dreaming
the image of the addressee.
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“heavy sleep” (1. 12)
L1 LANGUAGE:

The phrase “heavy sleep” is associated with deep sleep. The adjective ‘heavy’ can also stand
for “slow, sluggish, dull” (Schmidt 5) and “weary, drowsy, sleepy” (Schmidt 6).
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“sightless eyes” (l. 12)
L1 LANGUAGE:

The word °‘sightless’ means “unable to see; destitute of the power of sight” or can refer to
blindness (OED 1a).
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“sightless, adj.”. OED Online. Oxford UP, Dec 2016.

L2 INTERTEXT:

A similar image occurs in Sonnet 27 “Presents thy shadow to my sightless view” (1. 10). The
sonnets both revolve around the haunting ‘shadow’ during the night-time, which evokes rueful
feelings in the addressee’s absence. In Sonnet 43, the eyes are ‘sightless’ because the speaker
is sleeping, whereas in Sonnet 27 the eyes seem to be blind due to the surrounding darkness.

L3 INTERPRETATION:

The speaker is able to see the addressee (at least his “imperfect shade”(l. 11)), despite being in
a deep sleep [Hyperlink to L2 INTERPRETATION: “most I wink” (1. 1)] and, thus, being
physically ‘sightless’. Vendler argues that “the poem [...] gets darker as the seeing eyes become
unseeing and then sightless, and as the shade darkens from shin[ing] brightness to
imperfect[ion]” (223). Indeed, throughout the poem the speaker slowly falls asleep (‘wink’),
and gradually, he starts dreaming of the addressee [Hyperlink to L2 INTERPRETATION:
“shade” (1. 8)].
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“All days are nights to see till I see thee,” (1. 13)
L1 FORM:

Day and night are used as metaphors for emotional states. The speaker juxtaposes contrasting
images (“days are nights” (1. 13)), which is the case of an antithesis.

Also, in this line, one encounters a diacope, which is the repetition of a word with one
or several words in between: “[...] see till I see [...]”. This creates an internal rhyme, which
stands next to a second internal rhyme within the same line in “see thee”.

L2 INTERPRETATION:

The poet reckons that all days are like nights to him until he sees the addressee in person, not
only his ‘shade’. The days are compared to nights probably to show that the days have become
dark and dismal to the speaker’s sight, because the addressee’s image only lights up his life
with his beauty (fair shade). Thus, “[c]ompared with the empty real day, the real night of vivid
dreams is desirable” (Vendler 223).
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“And nights bright days when dreams do show thee me.” (1. 14)
L1 LANGUAGE:

The phrase ‘bright day’ refers to daytime, esp. “in terms of its clarity, purity, brightness, etc.; a
light like that of day” (OED 21).

Works Cited:
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L1 FORM:

The main dispute in this line is caused by the word order of “do show thee me”. The sense here
should be “show thee to me” but the rhythm (a stress on me) and the idiom ordinarily dictate
“show me to thee” (Booth 205). Duncan-Jones also suggests that the possible need for a rhyme
prompted this syntactical ambiguity (“show me to you and “show you to me”’), which has “the
odd effect of leaving the final stress on me rather than thee” (Duncan-Jones 196).
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L2 INTERPRETATION:

The line juxtaposes the nights and bright days to emphasize that the speaker sees the addressee
when dreaming (in night) as clear as in daytime (bright days). By using metaphorical images,
the speaker conveys his happiness [Hyperlink to L1 FORM: “days are nights” (1. 13)] to see the
addressee’s image; his days are like nights because he is sad because he does not see the
addressee. The dream acts as a medium to evoke the addressee’s image, thus, the phrase can be
interpreted as “I am dependent on dreams to show you to me” (Vendler 224).
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L3 INTRATEXT:
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The whole poem is considered to be a work of “elaborate wordplay” (Vendler 39): brightness
and darkness (1. 4), shadow and form (ll. 5, 6), day and night (1. 7, 10, 11, 13, 14). They are
emphasised by using words of the same roots, repeating similar words in different meanings
and playing with the oxymorons. This play with contrasting images and concepts underpins the
general impression of paradox between dreams and reality. Booth suggests that “the recurring
themes of this sonnet — things that are the opposite of what they would normally be expected to
be, and the distinction between images or shadows of objects and the objects themselves — are
played out stylistically in an intense display of antithesis and a range of rhetorical devices of
repetition that make the language of the poem suggest mirror images™ (203).
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“What to Annotate”

Sonnet 43

WHEN most I wink, then do mine eyes best see

For all the day they view things unrespected;

But when I sleep, in dreams they look on thee,

And darkly bright, are bright in dark directed.

Then thou, whose shadow shadows doth make bright,

How would thy shadow’s form form happy show

To the clear day with thy much clearer light,

When to unseeing eyes thy shade shines so!

How would, I say, mine eyes be blessed made

By looking on thee in the living day,

When in dead night thy fair imperfect shade

Through heavy sleep on sightless eyes doth stay!
All days are nights to see till I see thee,

And nights bright days when dreams do show thee me.

Line What? Category Who?
1 wink Language,
interpretation
2 unrespected Language
1-2 Line 1 and 2 as a whole Interpretation (1-2)
3 obsolete meaning: eyes shine Context
bright in the dark?
3-4 “Are bright in dark directed” interpretation
=» Connected to volta /
rhyming couplet? (i.e.
days are actually nights,
and nights are days)
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=» Or is he maybe hurting
because she’s doesn’t

return his feelings?

3-4 Oxymora Form
Semantic field: light/dark,
day/night, wakefulness/sleep,
dead/living, seeing/not seeing,
shadows/light
5+6 Shadow = actor or shadow? Language
(ambiguity) Context
Obsolete meaning of shadow
6 Form = make? (ambiguity) Language
=» Make a happy show, Context
1.e. a play?
5-6 Interpretation of both lines Interpretation
9-10 “How would...” Interpretation
=>» Speculative
(subjunctive)
=» They can’t see each
other?
9-10 Obsolete: would could mean Language /
‘will’? Context?
=>» Speaker can see + Interpretation
addressee in the future
but still seems unhappy
=» Unrequited love?
11-12 | Fair imperfect shade? Interpretation

=» In dreams one cannot
always see things as
detailed as they are

=>» Imperfect shade

= When speaker actually
gets to see addressee

during the day he/she
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would be even more
beautiful

=>» ‘Sightless eyes’ during
the night

13-14

Interpretation of the couplet
and poem as a whole
=>» Is the speaker unhappy
because his love is
either not returned or
too far away and they

are separated

Interpretation

Whole

Poem

Form annotations on stylistic
devices: personifications,

oxymora, etc.

Form

Whole

Poem

Does the addressee return the
speaker’s love?

And:

Are they separated or can they

see each other?

Question
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Version 2 (V2)

Sonnet 43‘ | Commented [CN1]: The punctuation in the Arden is quite
different. Which edition are we using here?

WHEN most I wink, then do mine eyes best see
For all the day they view things unrespected;
But when I sleep, in dreams they look on thee,
And darkly bright, are bright in dark directed.
Then thou, whose shadow shadows doth make bright,
How would thy shadow’s form form happy show
To the clear day with thy much clearer light,
When to unseeing eyes thy shade shines so!
How would, I say, mine eyes be blessed made
By looking on thee in the living day,
When in dead night thy fair imperfect shade
Through heavy sleep on sightless eyes doth stay!
All days are nights to see till I see thee,
And nights bright days when dreams do show thee me.

Line What? Category Who?
1 “wink” Language, Student A
interpretation
1 “most I wink” Language Student A
2 “unrespected” Language Student A
1-2 Line 1 and 2 as a whole Interpretation (1-2) | Student A
Paradox
3 “in dreams they look on thee” Context

Pineal Gland in the Brain

linking Dreaming & the Third

Eye/ Imagination (?)

3 “look on” Language Student A
34 “darkly bright” Context Student A
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obsolete meaning: eyes shine

bright in the dark?

34

“Are bright in dark directed”

=> Connected to volta /
rhyming couplet? (i.e.
days are actually nights,
and nights are days)

=>» Or is he maybe hurting
because she’s doesn’t
return his feelings?

= Belief that eyes emitted

light/ shining eyes

interpretation

Student A

314

Oxymora, Triple oxymoron

Form

Student A

Semantic field: light/dark,
day/night, wakefulness/sleep,
dead/living, seeing/not seeing,

shadows/light

|

“whose shadow shadows doth

Language

make bright”
= Shadow

= Word Categories
= Link to Plato’s

Republic: shadow of a

shadow?

Form

Context

Student B

“thy shadow’s form form

happy show”

Shadow = actor or shadow?
(ambiguity)

Obsolete meaning of shadow

=>» Svyntactical Ambiguity:

‘form happy show’ or

‘show happy form”’ (See:

show and shew)

Language
Context

Form

Student B

“form form”

Language

Student B
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Form = make? (ambiguity) Context
=> Make a happy show, Form
i.e. a play?
= Word Categories
5-6 Interpretation of both lines Interpretation Student B
7 “clear day” Language Student B
7 “clearer light” Question Student B
Why a comparative here? Interpretation
Can sth be clearer than clear?
8 “unseeing eyes” Language Student B
not dreaming/ not believing/
not understanding / sleeping/
not seeing (blind)
8 “shade shines Form Student B
= Paradox Language
= Difference between
‘Shadow’ and ‘Shade’
9 “blessed” Language Student E
Ambiguity (See Arden n. 9)
9-10 “How would...” Interpretation Student E
= Speculative
(subjunctive)
= They can’t see each
other?
9-10 Obsolete: would could mean Language / Student E
‘will’? Context?

=> Speaker can see
addressee in the future
but still seems unhappy
=> Unrequited love?

+ Interpretation
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10-11

“living day” vs. “dead night”

Form

= Opposition

= Personification (?)

=» Ironically, he is more

active and alive in the

“dead night” than in his

3

‘living day”

Interpretation

Student E

11-12

“Fair imperfect shade”?

=> In dreams one cannot
always see things as
detailed as they are

= Imperfect shade

= When the speaker
actually gets to see the
addressee during the
day he/she would be
even more beautiful

=> ‘Sightless eyes’ during
the night

Language

Interpretation

Student D

“sightless eyes”
= “unseeing eyes” (1. 8)

Language

Intratext

= “sightless view”
(Sonnet 27, 1. 10)

Intertext

Student D

13-14

Interpretation of the couplet
and poem as a whole
=> Internal Rhymes
=> Is the speaker unhappy
because his love is
either not returned or
too far away and they

are separated

Form

Interpretation

Student D

“show thee me”

Syntactical ambiguity (‘show

Form

Interpretation

me to you’ or ‘show you to

Student D
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)

me

Whole | Form annotations on stylistic Form The whole group
Poem | devices: personifications,

oxymora, etc.
Whole | Does the addressee return the Question The whole group
Poem | speaker’s love?

And:
Are they separated or can they

see each other?

184



	Appendix C_print_2021-07-08
	Student A
	Version 1
	Version 2
	Version 3
	Version 4
	Version 5
	Version 6
	Version 7

	Student B
	Version 1
	Version 2
	Version 3
	Version 4
	Version 5
	Version 6
	Version 7
	Version 8

	Student C
	Version 1
	Version 2
	Version 3
	Version 4
	Version 5
	Version 6
	Version 7

	Student D
	Version 1
	Version 2
	Version 3
	Version 4
	Version 5
	Version 6
	Version 7
	Version 8

	Final 
	Overview
	Annotations (final)

	"What to Annotate"
	Version 1
	Version 2


	Leere Seite



