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Syllabus 

General Outline of the Course 

.Course : Poetry 1 
Study Program: English 
Faculty : Arts and Languages 
Docent : Dr. Kurnia Ningsih, M.A. 

: Delvi Wahyuni, S.S., M.A. 

Credit Hour : 2 
Code : ING 208 

Learning Outcomes 

Main Competence: 

Upon the completion of the course, students are expected to be able appreciate 
poetry, especially the ones written in English. 

Supporting Competences: 

1. Students are able to explain the nature of poetry 
! 

2. Students are able to identify the formal qualities of elements of poetry 

3. Students are able to analyze thoughts or ideas conveyed in poetry 

Soft skillslCharacter: Students are endowed with the ability to collaborate with 
others; express their opinion; show high commitment and passion in what they are 
doing; read between the lines and think critically. 



Learning Matrix: 

References 

1 (pg. 15-16) 
2 ( pg. 20-30) 
3 ('g. 521-522, 
525 - 526,555- 
559) 
4 (pg. 5-8,9-16) 
5 (15-22,268) 

3 (pg. 566-585, 
645-685,589- 
608) 
4 (pg. 25-29,49- 
50,73-79, 105- 

Assessment 

1. Informal 
writing by 
the students 
on the topics 
which have 
been covered 

2. Students led 
presentation 
on the 
attitude, 
reception, 
and function 
of poetry 

1. Informal 
writing on 
the topic 
which have 
been 

Method 

Lecture, 
tutorial and 
discussion 

Lecture, and 
students 
forwarding 
their 
opinion 

Week 

1-5 

6- 13 

Learning 
Outcomes 
Students are able 
to explain the 
nature of poetry 

Students are able 
to identify the 
formal qualities 
or elements of 
Poetry 

Learning 
Experience 
Students learns 
through 
interacting with 
reading 
materials given 
by the lecturer; 
discovering new 
knowledge 
through 
discussion with 
peers and share 
what they have 
got through a 
student led 
discussion 

Students learn 
that poets use 
several 
techniques in 
creating poetry. 

Topic 

1. The definition of poetry (week 1) 
2. How to read poetry (week 2) 

Differences it has compared to other 
literary genre 
May Swenson's "Southbound 

Freeway" 
3. The tradition of poetry (week 3) 
4. Types of poetry (week 3) 

Note: 
Week 4 and 5 are used for students lead 
presentation. Each times, three groups 
present their case. 

Poets for Presentation 
I .  Eating poetry 
2. Some People Like Poetry 
3. Poetry 
4. Literaria Autobioraphia 
5. The New Poem 

p~ - 

1. Speaker (week 6) 
2. Words (week 7) 
3. Figurative Languages 

@Metaphor and Simile, (week 7) 
Personification, apostrophe, 



they also learns overstatement, understatement, covered. 121,85-95, 19- 
about the metonymy, synecdoche, paradox, 2. A 1-2 pages 21,33 -41, 145- 
creative use of and pun. (week 8) device paper 175,687- 707) 
language in 4. Imagery (week 9) 
Poetry 5. Irony and Tone (week 10) 

6. Sound and Rhythm (week 11) 

Note: 
Week 12 and 13 are used for student led 
presentation. Each time, three groups 
present their case. 

14-16 Students are able Students learn 1. ACCORDING TO MY MOOD Discussions 1. A 3-4 pages 6 (pg. 334) 
to analyze that meanings (Benjamin Zephaniah) (Week 14) in which paper to 7 (pg. 580-582, 
thoughts or ideas and truths are 2. Language Barrier (Valerie Bloom) students are assess 708-710,8 14) 
conveyed in not necessarily (Week 15) encouraged students' 
Poetry singular in a 3. Background, Casually (Nissim to fcrward ability to 

poem. And the Ezekiel) (Week 16) their discover 
same wisdom is 4. Do Not Say (Mohamad Bin Haji opinion. ideas being 
also applicable Saleh conveyed in 
in real life. 5. Sun-a-shine, Rain-a-fall (Valerie a poem and 

Bloom) (Week 14) analyze it. 
2. Student led 

presentations 
on ideas 
conveyed in 
poems 
assigned to 
them 
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Course : Poetry 1 

Study Program: English 

Faculty : Arts and Languages 

Docent : Dr. Kurnia Ningsih, M.A. 

: Delvi Wahyuni, S.S., M.A. 

Lesson Plam 

(SAP) 

Credit Hour : 2 

Code : ING 208 

Learning Outcomes 

Main Competence: 

Upon the completion of the course, students are expected to be able appreciate 
poetry, especially the ones written in English 

Supporting Competence: 

Students are able to explain the nature of poetry 

Soft skills1Character: Students are endowed with the ability to collaborate with 
others; express their opinion; show high commitment and passion in what they are 
doing; read between the lines and think critically. 

Topics: 

1. The definition of poetry 
2. How to read poetry 

a. Differences it has compared to other literary genre 
3. The tradition of poetry 
4. Types of poetry 



Lesson Plan 

Media 

Syllabus 

Whiteboard 

PowerPoints slides 

PowerPoints slides 

Assessment 

Students led 
presentation on the 
definition, function, 
reception of poetry 

Students' activities 

Listen to the lecture 

Listen to the lecturer 

Respond to the lecturer 

Listen to the lecture 

Listen to the lecture 

stage 

Introduction 

Presentation 

Lecturer's Activities 

1 .  Explain the overview of lesson in 
meeting 1-5. 

2. Explain the benefit students can 
gain from their understanding of 
the nature of poetry 

3. Explain the competences they 
should achieve by the end of 
meeting 5 

1. Read "Southbound Freeway" 
aloud 

2. Activate students background 
knowledge on what they have 
known, heard, or read about 
poetry 

3. Listen to and write down 
students' response on the white 
board. 

4. Elicits to students about the 
importance of poetry in societies 



Photocopied texts 
which have been 
forwarded to them 
in advance. 

PowerPoint slides 

Powerpoint slides 

Applying practical reading 
strategies just explained by the 
lecturer 

Listen to the lecture 

Listen to the lecture 

Respond to the questions 

Closing 

around the word. 

5. Explain to students the definition 
of poetry. 

6. Tutor students how to read Poetry. 
The poem used is May Swenson's 
"Southbound Freeway" 

7. Explain to students about the 
tradition of poetry 

8. Explain general divides in the 
type of poetry 

9. Close the session. 

a. Ask students questions on 
topics which have been 
covered 

b. Respond to students' answer 

c. Assign then to be prepared for 
student led presentation which 
will be held in the 4th and 5th 
week on the definition, 
function and reception of 
poetry. 



Assessment Rubric: 

1. Presentation rubric (evaluating students presentation) adopted from http://www.ncsu.edu~midlinklrub.~res.htm (see appendix) 
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Appendices: 

1. Powerpoint slides print outs 

2. Photocopied material forwarded to students in advance 

3. Rubric to evaluate students' presentation 



DEFINITION OF POETRY 
B 

o Poetry has been important in the known human 3 
history 

o In ancient Japan and China, poetry was prized 
above anything else. L 

o E.g. A samurai before his execution by his enemy 
pleaded to be given time to compose poetry, 
which was so moving and resulted in his 
liberation from his captor. 

n 

A CASE FOR POETRY 
5 

o There are divides on the theory of poetry - 
To merely entertain (Hedonistic theory) 
o Art in lor delight (Somerset Maugham) 1 

To educate and entertain at the same time (Didactic 
theory) 
o ... .Poetry is the bottom of a miticism of life ... 

u .  

i 
3 : 
i 
i 



DEFINITION OF POETRY 
f 

o To the ancient Greeks and Romans, poetry was g 
the medium to express their philosophy that no " 

wonder classing like Iliad and Aeneid were 9 
written in verse f 

o Don't forget that the Bible and the Koran were 
also written in verse 

@9 

DEFINITION OF POETRY 
I 

o It uses language to condense experience into an 
intensely concentrated package, with each sound, * 

each word, each image and line carrying great [ weight. 
o Key words: 

Experience 
Compact language 

@ ;  

: 
i 
j 
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HOW TO READ A POEM 
I 

o To be able to understand or even contemplate on g 
the message of anything the poem tries to convey, " 

it is necessary for student to know what the poem 2 

says. 8 
o Problem for EFL learners: 
o English proficency! 

@! 

, 

., 



PREVIEWING 
g 

o It is basically the activity in which readers - I 
survey the text. 

o As in surveying, readers are only expected to see 
what's on the surface or clear physical attributes ! 
in the poem like: 

The title 
Special prints : bold, ~talica, underline 
Repeated worda 
Repeated images 

@!9 

HOW TO READ A POEM 

o Thus, it is important to read actively I 
o A reading strategy that involves readers with the 

text one is reading. i 
Previewing . Highlighting 
Annotating 

8 ;  "* 

HIGHLIGHTING 

o It is the process in which readers begin to mark 3 
the text they are reading. 

o During previewing, there might be questions on 
difficult words, or images, important ideas. 

o This is the time for readers to put down their 
questions on the marked page. 

; 
i 
: 
: 

. 



ANNOTA~NG 
J 

o This is the time for readers to begin answering 
questions they have in highlighting activities. 

o The first thing to do is to deal with difficult ! 

words. a 
o For those in EFL situation, this is their first 

barrier to the poem, so this is the most important 
thing to do. 

o This is the readers' deeper engagement with the 
text. 

THE TRADITION OF POETRY 
8 

o Poetic diction: words that  writers of poets 
choose to use. 

o Decorum: the basis on which the poet ch-s 
hi diction &om the general reservoirs of words. B 

o Poetic license: The ~ o e t ' s  freedom to bend the 
rule of language, diction, decorum, grammar in 
order to achieve certain effect. 

tq 

M .  

i 
i 
i 

i 

THE TRADITION OF POETRY 
5 

o Poetic convention: % 
o Artificial and sometimes unrealistic devices that 

'; 

are accepted by common agreement between the 
artists and their public. B 

o Poetry: Speaker, figurative language, sounds and 
rhythm, meter, etc 

fl: J'. 

! 
! 
! 
! 
i 
i 

i 

i 
! 
! 
! 
! 
! 
! 
! 
! 
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THE TRADITION OF POETRY 
f 

o This section will talk exclusively about the 
tradition in Western Poetry. 

o Throughout the history there have been many 3 
$ poetic revolutions. 

o Yet, it all begin with the tradition where Anglo- 
Saxon heroes' victories in wars were sung by the 
singers in verse 

THE TRADITION OF POETRY 
f 

o Anglo-Saxon: the importance of similar stressed 3 
consonant sound-alliteration. 

o Continent's influence: the beginning of the reign 
of rhyme and the question about meter B 

o Elizabethan poems: the importance hexameter; 
the development of blank verse. 

o The 17Ih century saw the rule of heroic couplet 

@$ 

* :  

I 
! 
! 
! 
i 

! 
i 
i 
! 
! 
! 
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! 
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I 

THE TRADITION OF POETRY 
S 

o The 18Ih century witnesses Romantics poets 
overthrew the rigidity of the heroic couplet 

o The l9Ih century revolution t w k  place in America i led by Walt Whitman, who had managed to 
gather a big crowd of followers 

o The 20th century observe the crowd shifts to Ezra 
Pound and Robert Frost. 

j 
i 
1 
i 

l j  

U :  

9 

I 
i 



THE TRADITION OF POETRY 
g 

o Elizabethan: Pastoral and platonic and musical 3 
o The school of Donne: obsession with inner 

searching through symbols and metaphor r 
o The 18Ih century was full of reason and wit 
o The romantics were busy looking for imagination. 
o The Victorian poets were obsessed with ethical 

and philosophical matters. 

@ $ :  
_, 

TYPES OF POETRY 
g 

0 Lyric Poetry 3 
Poems expressing the thought and feeling of a single " 

speaker. 
o Narrative Poetry 

Poems which tell stories 
o Dramatic Poetry 

Poems or speech by a dramatic characters at a 
certain moment in a drama 

o Didactic Poetry 
Poema written to teach 

- .  

f ;  

C 

i 
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APPENDICES AND PHOTOCOPIED MATERIAL WHICH SERVES AS BOTH 
TEACHING MATERIAL AND STUDENTS' WORK SHEET 



Part I 

What is poetry 
o Reading Poetry 

Its differences fiom other 
I * .  

literary genres 
The tradition ofspoetry 

o 'l'ypes 01 poetry 







flea, the base- 
,;... ball fan, the statistician- 

, nor is it valid 
to discriminate against "business documents and 

na are important. One must make a 

hen dragged into prominence by half poets, the result is 

ts among us can be 
"literalists of 

insolence and triviality and can present 

'imaginary gardens with real toads in them," shall 

eantime, if you demand on the one hand, 
erial of poetry in 

all its rawness and 
ich is on the other hand 

genuine, you are interested in poetry. 

DEFINING POETRY 
0 0 0 

ries of Tolstoy (New York, 1917): "Where the boundary between 
I shal l  never be able to understand. . . . Poetry is verse; prose is 

try is everything with the exception of business documents and 



. --... . ,.. I r v U N D E R S T A N D I N G  P O R T R "  

Instead of writing a will, however, the warri 
so moved his captor that he immediately released him. 

To the ancient Greeks and Romans, poetry was the medium o 
tual and philosophical expression. Epics such as the Iliad and the 
are written in verse, and so are dramas such as Oedipus rhe King (p. 
Passages of the Bible, the Koran, and the Hindu holy books are also 
in poetry. Today, throughout the world, poetry continues to deli 

the heart. 
Despite the longstanding place of poetry ig our lives, h 

people-including poets themselves-have difficulty decid 
poetry is. Is a poem "pure energy / ho 
mind / of the poet and the ear of the read 

calls "all this fiddle"? 
One way of defining poetry is to say th 

experience into an intensely concentrated pa 

lines a poem. Part of the problem is that poetry has many guises: a 
may be short or long, accessible or obscure; it may express a mood or 
story; it may conform to a familiar poetic 
haiku-or follow no conventional pattern; it may or may 
lar, identifiable meter or a rhyme scheme; it may depend 
rate imagery, figures of speech, irony, complex allusio 
repeated sounds-or it may include none of these featu 
associated with poetry. 

To further complicate the issue, different readers, d 
ferent generations of readers and poets, and different 
different expectations about poetry. As a result, they 
sumptions about poetry, and these different assumpti 
Must poetry be written to delight or inspire, or can a 
cal or social message? And must this message be co 
ished with imaginatively chosen sounds and word 
and straightforward? These questions, which have 
ary critics as well as by poets for many years, have 
perhaps no answers at all. A haiku-short, rich in 
rigid formal structure-is certainly poetry, and so 
Wole Soyinka's "Telephone Conversation" (p. 6:. 
however, a haiku might seem too plain and und 
Soyinka's poem might seem to be a political trac 
Still, most of these readers would agree that the 
poetry. 



READING A POEM 

Every good poem begins as the poet's 
but ends as the render's. 

-MILLER WILLIAMS 

H ow do you read a poem! The literal-minded might say, "Just let your eye 
light on it"; but there is more to poetry than meets the eve. What Shake- 

speare callid "the mind's eye" also plays a part. Many a reader who has no trouble un- 
derstanding and enjoying prose finds poetry difficult. This is to be expected. At first 
glance, a poem usually will make some sense and give some pleasure, but it may not, 
yield everything at once. Poetry is not to be galloped over like the daily news: a poem 
differs from most prose in that it is to be read slowly, carefully, and attentively. Not 
all poems are difficult, of course, and some can be. understood and enjoyed on first 
encounter. But gr : .' poems yield more if read twice; and the best poems-after ten, 
twenty, or a hun&,i readings-still go on yielding. 

POETRY OR VERSE 
Approaching a thing written in lines and surrounded with white space, we need not 
expect it to be a poem just because it is verse. (Any composition in lines of more or 
less regular rhythm, often ending in rimes, is verse.) Here, for instance, is a specimen 
of verse that few will call poetry: 

Thirty days hach Sepcember, 
April, June, and November; 
All the rest have thirty-one 
Excepting February alone, 
To which we twenty-eight assign 
Till leap year makes it twenty-nine. 

To a higher degree than that classic memory-tickler, poetry appeals to the mind 
and arouses feelings. Poetry may state facts, but, more important, it makes imagi- 
native statements chat we may value even if its facts are incorrect. Coleridge's 
error in placing a scrr within the horns of the crescent moon in "The Rime of the 
Ancient Mariner" does not stop the passage from being good poetry, though it is 
faulty astronomy. According to poet Gerard Manley Ho~kins ,  poetry is "to be 



heard for its own sake and interest even ovtr and above its interest of meaning." 
There are other elements in a poem besides plain prose sense: sounds, images, 
rhythms, figures of speech. These may strike us and please us even before we ask, 
"But what does it  all mean!" 

This is a truth not readily grasped by anyone who regards a poem as a kind of 
puzzle written in secret code with a message slyly concealed. The  effect of a poem 
(our whole mental and emotional response to it) consists of much more than simply 
a message. By its musical qualities, by its suggestio~s, it can work on the reader's 
unconscious. T .  S. Eliot put it well when he said in The Use of Poetry and the Use of 
Criticism that the prose sense of a poem is chiefly useful in keeping the reader's mind 
"diverted and quiet, while the poem does its work upon him." Eliot went on  to liken 
the meaning of a poem to the bit of meat a burglar brings along to throw to the fam- 
ily dog. What is the work of a poem? T o  touch us, to stir us, to make us glad, and 
possibly even to tell us something. 

READING A: POEM 
How to set about reading a poem? Here aro a few suggesr'ions. T o  begin with, read the 
poem once straight through, with no particular expectations; read open-mindedly. 
Let yourself experience whatever you find, without worrying just yet about the large 
general and important ideas the poem contains (if indeed it contains any). Don't 
dwell on a troublesome word or difficult passage-just push on. Some of the difficul- 
ties may seem smaller when you read the poem for a second time; at least, they will 
have become parts of a whole for you. 

O n  the second reading, read for the exact sense of all the words; if there are 
words you don'c understand, look them up in a dictionary. Dwell on any difficult 
parts as long as you need to. 

If you read thk poem silently, sound its words in your mind. Better still, read 
the poem aloud, or listen to someone else reading it. You may discover meanings you 
didn't perceive in it before. To  decide how to speak a poem can be an excellent 
method of getting to understand it. 

PARAPHRASE 
Try to paraphrase the poem as a whole, or perhaps just the more difficult lines. In 
paraphrasing, we put into our own words what we understand the poem to say, re- 
stating ideas that seem essential, coming out and stating what the poem may only 
suggest. This may sound like a heartless thing to do to a poem, but good poems can 
stand it. In  fact, to compare a poem to its paraphrase is a good way to see the dis- 
tance between poetry and prose. In making a paraphrase, we generally work 
through a poem or a passage line by line. The  statement that results may take as 
many words as the original, if not more. A paraphrase, then, is ampler than a 
summary, a brief condensation of gist, main idea, or story. (Summary of a horror 
film in 7'V Guide: "Demented biologist, coveting power over New York, swells 
.sewer rats to hippopotamus-size.") Here is' a poem worth considering line by line. 
The  poet writes of an island in a lake in the west of Ireland, in a region where he  
spent many summers as a boy. W 

Thc Lalte Isle of lnnisircc 1892 

I will arise and go now, and go to Innisfree, 
And a small cabin build there, of clap and \r~attles made: 
Nine bean-rows will 1 have there, a hive for the honey-bee, 
And live alonp in the bee-loud glade. 

And 1 shall have some peace there, for peace comes dropping slow, 
Dropping from the veils of the morning to where the cricket sings; 
There midilight's alla glimmer, and noon a purple glow, 
And evening full of the linnet's wings. 

I will arise and go now, for always night and day 
I hear lake water lapping wit11 low sounds by [he shore; 10 

While I stand on the roadway, or on the pavements gray, 
I hear it in the < ! ~ p  heart's core. 

Though relatively simple, this poem is far from simple-minded. We need to ah- 
sorb it slowly ant1 thoughtfully. At  the start, for most of us, it raises problems: what 
are wattles, from which the speaker's dream-cabin is to be made? W e  might guess, but 
in this case it will help to consult a dictionary: they are "poles interwoven with sticks 
or branches, formerly used in building as frameworks to support walls or roofs." Evi- 
dently, this getaway house will be built in an old-fashioned way: it won't be a prefab- 
ricated log cabin or A-frame house, nothing modern or citified. The phrase bee-loud 
glade certainly is11'c commonplace language, but right away, we'can understand ic, a t  
least partially: it's a place loud with bees. What is a &de? Experience might tell us 
that it is an cpen space in woods, but if that word stops us, we can look it up. Al- 
though the linnet dozsn't live in North America, it is a creature with wings-a song- 
bird of the finch family, adds the dictionary. But even if we don'c make a special trip 
to the dictionary to find linnet, wc probably recognize that the word means "bird," ~ 

and the line makes sense to us. 
A paraphrase of the whole poem might go something Like this (in language eas- 

ier to forget than that of the original): "I'm going to get up now, go to Innisfree, build 
a cabin, plant beans, keep bees, and live peacefully by myself amid nature and Leauti- 
ful light. I want to because I can't forget the sound of that lake water. When I'm in 
the city, a gray and dingy place, 1 seem to hear it deep inside me." 

These dull remarks, roughly faithful to what Yeats is saying, seem a long way 
from poetry. Nevertheless, they make certain things clear. For one, they spell out 
what the poet merely hints at in his choice of the word gray: that he finds the city 
dull and depressi-.;. He stresses the word; instead of saying gray pavements, in the 
usual word order, he rums the phrase around and makes pay stand at  the end of the 
line, where it rimes with day and so takes extra emphasis. The grayness of the city 
therefore seems important to the poem, and the paraphrase tries to make its mean- 
ing obvious. 
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C H A P T E R  12 

Read ing  a n d  W r i t i n g  
a b o u t  P o e t r y  

READING POETRY 
0 0 0  

es, which focus on issues discussed elsewhere in this section of the 
help direct your reading. 

hrase the poem in your own words. What does your paraphrase 

sider the poem's voice. Who is the poem's persona or speaker? 

understanding of the poem? (See Chapter 14.) 

's imagery. What kind of imagery 
t specific images are used? Is a pattern of 
w does imagery enrich the poem? (See 

figures of speech. Does the poet use 
rsonification? Hyperbole? Understatement? 

. . 



- -  * - \ L A V I N G  A N D  W R I T ~ N G  A n O U T  POETRY H~~~~~ > T H O S E  WINTER S U N D A Y S  557 

Metonymy or synecdoche? Apostrophe? How do figures ticed too that both poems were divided into stanzas of varying 
affect your reading of the poem? (See Chapter 16.) d that both focused on fathers. Iceeping these features in 
Listen to the sound of the poem. Are rhythm and meter r 
irregular? HOW do rhythm and meter reinforce the poem's 
concerns? Does the poem use alliteration? Assonance? 
How do these elements enhance the poem? (See Chap 

hose Winter Sundays" and "Digging," she 
Look at the poem's form. Is the poem written in  clo her comments and questions. The highlighted and 
form? 1s the poem constructed as a sonnet? A sestina 
An epigram? A haiku? Is the poem an example of co 
How does the poem's form reinforce its ideas? (See 

., '> * Consider the poem's use of symbol, allegory, a1 
R O B E R T  H A Y D E N  

myth. Does the poem make use of symbols? A I ~ U  (1913-1980) 
symbols or allusions support its theme? Is the poe 
Does the poem reteII or interpret a myth? (See c T h o s e  Winter  S u n d a y s  

0 Identify the poemls.theme. What cent 
does the poem explore? How are the th  
Chapter 11.) 

ACTIVE R E A D I N G  

When You approach a poem that you plan to write ab 
the same active reading strategies you use when you re 
play. When you finish recording your reactions to the 
a topic, develop ideas about that topic, decide on a th  
line, and draft and revise your essay. I f d  wake and hear the cold splintering, breaking. 

Catherine Whittaker, a student in an introduction When the rooms were warm, he'd call? 
was asked to write a three- to five-page essay compa 
seven poems about parents that appear in  the exe and slowly I would rise and dress, 

(PP. 531-5.36). Her instructor told the class that the 
students' own reactions to the poems, not the opinio 
As Catherine planned and wrote her paper, she was 
described in Chapter 2, "Reading and Writing about 

who had driven out the cold 

Previewing 
Wac. Shut 

and polished r11y good shoes as m o ~ Y  O Y O ~ ?  
Catherine began her work by previewing the poems, 
considered obscure or difficult and those whose po 
parent did not seem sympathetic. 

This process helped Catherine to narrow do 
looked through "Those Winter Sunda>~s," she wa , ~ i $ a e d  
opening lines ("Sundays too . . . Ip; "blueblack col  so^^^^ 
action to "The squat pen rests; snug as a gun" i 
each case, the words made Catherine want to e 
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3 1 3  Nickins and slicing neatly, heaving Sods 
A l m d  IiNe CLvL 

S E A M U S  H E A N E y  kt OF Jiaing? 
(1939- ) Over his shculder, going down and down 

Digging For the good turf. Digging. 

(1966) 
.25 The cold smell of potato mould, the squelch and slap 

Between my finger andmy thumb urt cuts of an edge 2 blN d o t 5  M&C 

Through living roots awaken in my head: hw lrmdw7 

But I've no spade to follow men like them. \~JM 
Under my window, a clean rasping sound l i ~ c  *-CW' w? 
When the spade sinks into gravelly ground: Between my finger and my thumb 

5 My father, digging. I look down 
3 w y  is +his ve@ed7 

1'11 dig with it. 

Till his straining rump among the.flowerbeds 

Bends low. comes Up twenty years-away hC *ir\yi 
in rhythm through potato drills Qb 

Where he was digging. ine found the language of both poems appealing, and she believed 
blighting and annotating had given her some valuable insights. For 

e parallels between the two poems: both focus 
fathers as hard workers, and neither mentions a 

- 
Loving their cool hardness in our hands. N G  A B O U T  POETRY 

0 0 0 

15 BY God, the old man could handle a spade. 

Just like his old man. ad to find a specific topic for her paper, her 
ome interesting possibilities. She was esPe- 
t h  poems depict fathers as actively engaged 

MY grandfather cut more turf in a day 

Than any other man on Toner's bog. 

Once I carried him milk in a bottle write about was the signif- 
20 Corked sloppily with paper. He straightened up ers: although both see their ' 

To drink it, then fell to right away -9 nC inter Sundays" seems to have 
1's devotion to his family, whereas the son 

explored this idea in the two 



I So on we worked, and waited for the light, I 
And went without the meat, and cursed the bread; I 
And Richard Cory, one calm summer night, 15 ) 
Went home and put a bullet through his head. I 

I 
EDWIN ARLINGTON ROBINSON 1 

I 

1. What words in this poem are effective primarily because of their connotation? ! 
Compare this poem with "Call It a Good Marriage." In which poem does the 1 

ending come as the greater surprise? I 
I 

D I C T I O N  
I 
I 
I 

The words that a poet or any other writer or speaker chooses to use 
are called his diction. Critics and poets have long been interested in the 1 
relationship between the diction of poetry and the diction of ordinary 1 

speech. In some ages they have held that the two dictions resemble each 
other closely; in others, they have held the opposite view. In  the so- 
called Augustan Age of English poetry (about 1660-1790), for in- 
stance, the authors of serious poems avoided words that had acquired 
"low" or familiar associationsfrom extensive use; in place of these they 
used fancier or more dignified expressions. Thus Smollett's "Ode to 
Leven-Water" (page 262) has swain for shepherd, lave for waih, and 
scaly brood for school of fih. Against such embellished diction some 
poets of the late eighteenth and early nineteenth centuries protested. In  
1800 Wordsworth asserted that "there neither is, nor can be, any essen- 
tial difference between the language of prose and metrical cornposi- 
tion." H e  thought that a poem should not have a special kind of 
language, but that it should be written in "a selection of the language 
really spoken by men." Consequently when he wrote about a shepherd, 
he called him "a shepherd"; sheep he called "sheep." Expressions like 

' "keepei of the fleecy people" he labeled as "poetic dictionu-a term that 
always had a derogatory connotation to him. 

But Wordsworth had his own notions of what poetic diction should 
be; his own diction is no less poetic merely because it differs from the . 1 
diction of the poets that preceded him. The  word selection in the I 

I passage just quoted ("a -selection of the language really spoken by 
men") implies that Wordsworth did not consider the language of 
poetry identical with the spoken language. H e  knew that a good poet 
selects his words much more carefully than a casual talker ever does. I 
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The term poetic diction, then,-need not be a term of abuse; it may 
instead refcr to the total differences between the language of poetry and 
the language of coml;lon speech a t  any given time. I n  our own day 
T. S. Eliot has said that every age has i ts 'own poetic diction. 

DECORUM 

T h e  basis on  which a poet selects his diction from the general supply 
of words is called decorum. E. E. Cummin i s  follows a different deco- 
r u m  in each of the  two following poems, with the result that the 
diction i n  one poem is very different from that i n  the  other. 

All in Green Went My Love Riding 

All in green went my love riding 

on a great horse of gold 
into the silver dawn. 

four lean hounds crouched low and smiling 
the merry deer ran before. 5 

Fleeter be they than dappled dreams 
the swift sweet deer 
the red rarc deer. 

Four red roebuck at a white wa ta  
the cruel bugle sang before. 

Horn at  hip went my love riding 
riding the echo down 
into the silver dawn. 

four lean hounds crouched low and smiling 
the level meadows ran before. 15 

Softer be they than slippered sleep 
the lean lithe deer 
the fleet flown dcer. 
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Four fleet does at a gold valley 
the famished arrow sang before. 

Bow at belt went my love riding 
riding the mountain down 
into the silver dawn. 

four lean hounds crouched low and s 
the sheer peaks ran before. 

Paler be they than daunting death 
the sleek slim deer 
the tall tense dcer. 

Four tall stags at a green mountain 
the lucky hunter sang before. 

All in grcen went my love riding 
on a great horse of gold 
into the silver dawn. 

four lean hounds crouched low and smiling 
my heart fell dead before. 35 -6 

E. E. CUMMINCS 

Nobody Loses All the Time 

nobody loses all the time 

i had an uncle named 
Sol who was a born failure and 
nearly everybody said he should have gone 
into vaudeville perhaps because my Uncle Sol could 5 

sing McCann H e  Was a Diver on Xmas Eve like Hell Itself which 
may or may not account for the fact that my Uncle 

Sol indulged in that possibly most inexcusable 
of all to use a highfalootin phrase 
luxuries that is or to 
wit farming and be 
it needlessly 
added 



my Uncle Sol's farn  
failed because the chickens 
ate the vegetables so 
my Uncle Sol had a 
chicken farm till the 
skunks ate the chickens when 

my Uncle Sol 
had a skunk farm but 
the skunks caught cold and 
died and so 
my Uncle Soi imitated the 
skunks in a subtle manner 

or by drowning himself in the watcrtank 
but somebody who'd given my Uncle Sol a Victor 
Victrola and records while lie lived presented to 
him upon the auspicious occasion of his decease a 
scrumptious not to mention s?lendiferous funeral with 30 

tall boys in black gloves and flowers and everything and 

i remember we all cried like the Missouri 
when my Uncle Sol's coffin lurched because 
somebody pressed a button 
(and down went 
my Uncle 
Sol 

and started a worm farm) 

E. E. CUMMINCS 

N9 one would ever make the mistake of thinking that a line or 
phrase quoted from one of these poems was taken from the other. T h e  
diction of the first poem is romantic and heraldic, as if i t  were a 
medieval troubadour's song or a description of a medieval tapestry. 
T h e  diction of the second has the distinctive twang of American 
speech. Cummings would have violated decorum-that is, he  would 
have had two conflicting Lases for choosing his words in one poem--if 
he had used such adjectives as scrumptious and splendiferous in "All in 
Green." These words are facetious, and they are therefore appropriate 
in  "Nobody Loses," a facetious poem. Decorum demands appropriate 
diction. 

of language is a very useful concept to a poet, for if h e  did 
decorum he could not violate it. Poets in every age, but 1 
the seventeenth and twentieth centuries,,have delighted in 1 

Donne, for instance, begins a love poem with lan- 1 
uage appropriate to back-fence argument: "For God's sake, hold your ) 
ngue!" This opening is much more unexpected than it would be if a 1 
corum. for love poems had not been established. T h e  unexpected 1 
ways depends for its existence on the expected. I 

To Any Member of My Generation 
' 

What was it you remember-the summer mornings 
Down by the river at Richmond with a girl, 
And as you kissed, clumsy in bathing costumes, I 

History guffawed in a rosebush. 0 what a warning- 1 
If only we had known, if only we had known! 5 1 
And when you looked in mirrors was this meaning 1 
Plain as the pain in the centre of a pearl? 
Horrible tomorrow in Teutonic postures 
Making absurd the past we cannot disown? 

Whe~lrver we kissed we cocked the future's rifles 10 

And from our wild-oat words, like dragon's teeth, 
Death underfoot now arises; when we were gay 
Dancing together in what we hoped was life, 
Who was it in our arms but the whores of death 
Whom we have found in our beds today, today? 15 

rid GEORGE BARKER 

Richmc *d ;7): resort city up the Thamcs River a short dis- 
tance from London. dragon's teerll (1 1 )  : In Greek mythology, 
when Cadrnus slew a dragon and sowcd its tcctl~ on a plam. 

t, a 

armed men sprang up from them. 

I 
..\--,: 

: . , . . This poem opens nostalgically with an invitation to recall pleasant 1 
5; summer scenes of love-making by a river. Suddenly, in  line 4, History 1 *. -. 
f ' ;. ?, is discovered lurking in a rosebush and watching the lovers like a dirty- 1 

. 

minded old man. The  reader is surprised, for he does not expect His- 
.::: tory to be followed by guflawed; decorum seems to require something 22 .. . 

< . .. .+.: . more dignified. Yet this unexpected juxtaposition is essential to what 
. the poem is saying; History gave a ribald ieer at the innocent young .," . 

?.. .,, ... . , ,.... 
.'!. 

Ej+ 
I!$;: I - '. 
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lovers, even as the coming of World War I1 mocked a whole genera- nlow hope to terror; blow seeing to blind I 

tion. Barker is saying that his generation led their usual lives, ignorant . (blow pity to envy and soul to mind) I 

-whose hearts are mountains, roots are trees, 15 ) of the coming war and unaware that they were soon to be swallowed . 

up in  it. it's they shall cry hello to the spring I 
I 

POETIC LICENSE 

Poets are allowed-and take-much greater freedom with language 
than other writers and speakers. Poetic license, the right of a poet to 
deviate from standard practices in order to achieve a certain effect, 
allows him to ignore rules that prose writers customarily follow. Poetic 
license takes many forms. A poet may, for instance, invent new words 
or jam together old ones; he may leave their referents implied rather 
than stated. H e  may use a noun to do the work of an adjective or verb, 
an adjective to do the work of a noun. When Shakespeare's Cleopaua 
says of Caesar, 

r' 

He words mc, girls, he words me, that I should not 
Be noble to myself 

she is turning the noun word into a verb. Among modern poets E. -E. 
Cummings especially uses this device: 

What If a Mnch of a Which of a Wind 

what if a much of a which of a wind 
gives the truth to summer's lie; 
bloodies with dizzying leaves the sun 
and yanks immortal stars awry? 
Blow king to beggar and queen to seem 
(blow friend to fiend: blow space to time) 
-when skies are hanged and oceans drowned, 
the single secret will still be man 

what if a keen of a lean wind Rays 
screaming hills with sieet and snow: 
strangles valleys by ropes of thing 
and stifles forests in white ago? 

what if a dawn of a doom of a dream 
> tes this universe in two, 
peels forever out of his grave 
and sprinkles nowhere with mc and you? 
Blow soon to never and never to twice 
(blow life to isn't: blow death to was) 
-311 nothing's only our hugest home; 
the most who die, the more we live 

B. H. CUMMINGS 

Poets also take liberties with syntax, the order of words in  a sentence. 
There are even a few poems consisting entirely of words and phrases 

ther than of complete sentences. But the most common syntactical 
liberties are various kinds of inversions of prose order. "All in green 
went my love riding," writes Cummings, rather than "My love went 
riding all in grden." Requirements of rhyme and rhythm often make it 
necessary to change the normal order of words, thoughexcessive use of 
this license, as in the metrical paraphrase oE Psalm 23 (see page 175), is 
a defect in a poem. A poet is supposed to be able to control the form of 
.his poem; it should not control him. 

k 
, , EXERCISE 5 

What kinds of ~ o e t i c  license are found in these poems? 

To-day and Thee 

The appointed winners in,a long-stretch'd game; 
Thecoursr of Time and nations-Egypt, India, Greece and Rome; 

... .. 
3 .  c 

The  past entire, with all its heroes, histories, arts, experiments, 
. ,... Its store of songs, inventions, voyages, teachers, books, 

Garner'd for now and thec-To think of it! 5 
10 . $1:. 

. . Thc heirdom all converged in thee! 

., , ... 
WALT WHITMAN 
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i r' Springand Fall: To a Young Child 

Margaret, are you grieving 
Over Goldengrove unleaving? 
Leaves, like the things of man, you 
With your fresh thoughts care for, can you? 
Ah! as the heart grows older 
It will come to such sights colder 
By and by, nor spare a sigh 
Though worlds of wanwood leafmeal lie; 
And yet you will weep and know why. 
Now no matter, child, the name: 
Sorrow's springs are the same. 
Nor mouth had, no nor mind, expressed 
What heart heard of, ghost guessed: 
It is the blight man was born for, 
It is Margaret you morlrn for. 

GERARD , MANLEY HOPKINS 

P A R A P H R A S E  

A bold use of ~ o e t i c  license, coupled with unfamiliar words, may 
make it diflicult for a reader to grasp the sense of a poem. One useful 
way to help overcome the difficulty is to write a ~araphrase. A para- 
phrase is a word-for-word rendering of 2 poem, or part of a poem, into 
clear prose. Although it is seldom necessary to paraphrase a whole 
poem, here, for purposes of demonstration, is a poem followed by a 
complete paraphase. 

On My First Daughter 

Here lies to each her parent's ruth, 
Mary, the daughter of their youth; 
Yet all heaven's gifts, being heaven's due, 
It makes the father less to rue. 
At  six months' end she parted hence 
With safety -of her innocence; 



while? I suppose a good intention would be to communicate a : 
stirring narrative, an original and important idea, or a reminiscent . 
emotion to as many sensitive readers as possible, for a poet who de- 2 
sires to express only his personal idiosyncrasies (and there are many 
such) is no poet at all but an exhibitionist. AU art, in spite of many 
modern tendencies to the contrary, is more or less enduring as its 
intention is more or less communal, granted that the receptive com- ! 
munity is the intelligent and responsive part of the general popula- ' 

tion. That is a minority and always has been. The audience for verse 
is like a pyramid, the influence of critics increasing as we approach , 

the tapering point at the top. 
At the bottom of the pyramid is the unguided and sometimes 

uneducated part of the audience that loves rhymed platitudes and 
only occasionally, as it were by chance, deviates into appreciation 
of some solitary masterpiece. Rhymesters like Edgar Guest are the 
laureates of the many, who will vindicate their choice with almost 
passionate conviction against the claims of what they would call 
"high-brow" poetry. Once when Robert Frost was lecturing in De- 
troit, he made some jesting reference to Edgar Guest, forgetting that 
Detroit was his home town. At the end of the lecture an indignant 
dowager swept up to the platform. "What kind of car do you drive?" 
she asked belligerently. "A Ford," said Frost. "Mr. Guest," said she, 
"drives a Cadillac." 

One solitary masterpizce "ften known to such people is Gray's 
Elcgy Written in a Country Churchyard. Almost from the moment 
of its publication, this great poem captured the eager many and 
the discriminating few (with the exception of Dr. Johnson, whose 
prejudice against Gray was natural, almost prophetic, in view of the 
fact that in Gray's work were many buds that were to be among the 
flowers of romanticism a few decades later). Another popular master- 
piece is Edward FitzGerald's Rubniyat, but we can not put this in a 
class with the Elegy. It is quotable and at times magnificent, but the 
phrasing is almost too glib to be true, and much of its charm is in 
the exotic background, which convinces only for the moment, like 
stage scenery. 

Just a little higher on the pyramid is the audience that loves the 
bad poems of good poets and hence does those poets a good deal of 
harm. The most conspicuous victim in our own times of such lethal 
enthusiasm is Edna Millay. Her popularity among people who chose 

g:v .all the wrong things-the Bohemian (or Greenwich Village) 
ts;7 +.;-pieces, .. especially that nauseating little bit beginning, "My candle 
?A$ burls at both ends," and some of the more absurd poems of passion, 
$,c .:,:,.that might well have dragged her into oblivion along with Elinor 
++ ;.! Glynn and Ella Wheeler Wilcox-such popularity made conven- . 

fi, tional reviewers who aspired to be taken for critics afraid to risk 
k their reputatioc: by praising her. The fact is that she was, when freed 

of affectation and propaganda, a very fine poet, and nowhere more 
,. , so than in the posthumous volume Mine the Harvest. 

; Before I ascend to the next step of the pyramid, the-reader will, 
I hope, grant me a little digression. I have just spoken of Edna Millay 

: as occasionally a "very fine" poet. There is an almost insurmountable 
J difficulty in assigning poets to their relative places by means of 

adjectives. If we speak of a "great" poet, we are putting him in a 
, very small company, and the word is often misapplied. Yet if we 

speak of a "good" poet, which ought to mean just what it says, never- 
theless, we seem to be damning him with faint praise. Then there is 
the difficulty with the words "major" and "minor." Theoretically, 
a major poet should be one who, like Shakespeare, deals with major 
themes in substantial bulk, and a minor poet should be one who 
deals with minor themes within a small scope. Excellence may, again 
theoretically, be attributed to a minor as well as a major poet: Herrick 
is as good in his way as Shakespeare in his. But this distinction has, 
unfortunately, been lost, and if I should speak of Herrick as a minor 
poet, the reader would conclude that I meant second-rate. There is 
no solution for these adjectival problems, which I call to the reader's 
attention for his guidance in reading reviews and criticisms, includ- 
ing my own. 

And now we may ascend to the next step of the pyramid. Here we 
find an audience of wide yet discriminating interest in poetry. These 
readers have, or desire to have, more information on the subject in 
order to enlarp- :he scope for their appreciation and give them more 
confidence in their own judgments. T o  this en1igh:ened minority 1 
address this book, and I need not describe it further. 

At the apex of the pyramid is the small group of the elite, critics 
as well as poets. One of the most common foibles of mankind is the 
desire to be counted among the elite. Every member of the human' 
race is a snob of one sort or another. Virgil's Aeneid presented the 
Emperor Augustus with princely Trojan ancestors, and LayamonS 
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r Brut ZAngleterre did no less for the kings of England. In our Own true amid changes of taste, and whicll are merely passing phenomena. 
country every kind of organization exists for the veneration and AS a background for conclusions, let us look into the history of our 
display of ancestry, and more coats of arms darn Our than ' poetry and congider the evolution of form and content, both in this 

I ever he College of Heralds acknowledged. An ancestor of my own, passage and in chapters to come. 

! ,  writing shortly after the American Revolution, tells how itinerant Anglo-Saxon verse was written in lines of four accents with a 
! peddlers went through New England selling coats of arms to the Pause dividing the line into two halves. Each zccent had an inde- 

---I- ___ 
t i 

same men who, not a decade before, had been firing their flintlocks at tGminate z b e r  of weak syllab-i& grouped around it. --rhere was 
the aristocracy they came to emulale. ' no r h ~ m r ,  alliteration, similar stressed consonant sounds, adorned 

I ~t is not strange that the literary elite (and they have certain the verse. some two centuries before Chaucer, o m  verse began &ift- 
I social overtones as well) should pour their influence down the ing its emphasis from the alliterative patterns of he AngloSaxons to 

pyramid and; in our time, set fashions in both Poetry and criticism the ___,_,_- rhymed -..-. pattern of the Continent. ~h~ transitional poem, --- 
that have puzzled some, converted others, and, in an!' case, scared alliterated a n z  partly rhymed, was Layamonys B,.*z, c, 1225_ nlat 
off so many readers who might have enjoyed Poetry, that never be- was the first evolution into the rhymed and metered verse that we 
fore in history has the audience been SO small or so uncertain of its 
own taste. This situation will be discussed more at  length in my con- Such changes do not necessarily involve discarding what has gone 
dusion. before- We Still use alliteration, though not in a fixed scheme, and 

~t is difficult to describe the ideal reader of poetry) because Poetry f the syllabic freedom of Anglo-Saxon verse 
itself is undefinable. I t  is like electricity, which is beyond good deal more restraint, so that we have many irregularities 
though we still cmtinue to light our lamps. I t  is like life uld be impossible in formal French verse. The meters that 
which remains a mystery, alihough, by the accumulation of today, many of them established in the writings of ~ ~ ~ f i ~ ~ ~  
we may learn to live wdl  and wisely. So it is with the judgment supplanted the somewhat limited technique of ancient 
poetry: the continued familiarity with it develops an audience CaPa- absorbed some of its principles. 
ble of an instinctive choice of the best atural growth, a survival of he fittest. 
,f---- --------. Elements that aid OK enrich expression are retained; the rest dis- 

f ~ h e ~ e o e l o ~ ~ w  

I~ the twentieth century there have been a number of revolutions The next experiment was a failure, yet influenced our verse, English 
in  poetry &at will go down in literary history, though Some the e know, is measured by accents, classic verse by long and 
rnemplars of them may not. For exam& the "imagism" Of Read the following line with as little 
~ ~ ~ ~ ] l  is an item that history will have to record, but her own writ- emphasizing the difference between 
ings are a lifeless heap of labored and synthetic decorations. The nd you will get some idea of a metric 
audience hat she attracted by her personal vigor and keenness has 
fallen away, and it is not likely that she will gain a new one. Many -- - - 
fashionable poets have he same fate. No paet of his time childhood, bright on the lawn and the 
was more popular than Abraham Cowley, who survives in litcrarl 
history but is seldom read. Within thirty years his works were this effect in our verse, for ~ ~ ~ l i ~ h  is 
neglected, and in 1737 Pope could write, "Who now reads Cowle~?" ge. Some of the early Elizabethans did 
-a cruel but not inappropliate question- bstitute time meter for accent meter. 

w i t h  so many schools and experiments as we have at Present, we meter is sometimes called qualr!arruc verse; time meter, qua,,lrrarrvc 
are forced to go back and consider which qualities in poetry remain but I have atundor-l these t e n s  as confusms .vkward. 



Richard Stanyhurtt tried it in his translation of the Aeneid, with These dull notes we sing 
comical results. I quote for the amusement of the reader this descrip Discords need for helps to grace them; 
tion of Dido dying on her funeral pyre: Only beauty purely loving 

Thrice did she endeavor to mount and rest on her elbow; Knows no discord; 

Thrice to her bed sliding she quails, with whirligig eyesight But still moves delight, 
Up to the sky staring, with belling screechcry she roareth, Like clear springs renewed by flowing, 
When she the desired sunbeams with faint eye receiveth. Ever perfect, ever in them- 

Incited by an academic pedant named Gabriel Harvey, poets as 
capable as Spenser and Sidney made tentative experiments in classical I- 
time units. The Elizabethan public became greatly interested. When 1, 
Queen Elizabeth visited a 6:-mmar school and asked the children 
what they would like her to talk about, they requested an example 
of the classic hexameter in English, to which the Queen replied, ex- 
temporizing: 

Persius a crab-staff, bawdy Martial, Ovid a fine wag. F 
T h e  hexameter is faulty, but the wonder is that it was requested or 
produced at all. In what school would our children demand a hex- 
ameter and what President would be able to accommodate them? 

The  musician-poet Thomas Campion brought matters to a head .: 
with his pamphlet, Observations in the Art of English Poesie (1602)~ 
in  which he not only discarded rhyme and accentual meter but 
provided examples of the classic forms transferred to English verse. 
This essay was answered by the gentle poet Samuel Daniel, in his ., 

Defence of Rhyme (1603)~ in which hc wondered that a poet of such 
commendable rhymes as Campion should attack rhyme. Out of all , 

this controversy, with its scores of attempts in time meter, just one 
poem, a superb poem, survives, Campion's Rose-cheeked Laura: \,! 

Rose-checked Laura, come; 
Sing thou smoothly with thy beauty's 
Silent music, either other 

Sweetly gracing. 

Lovely forms do flow 
From consent divinely framed: 
Heav'n is music, and thy beauty's 

Birth is heavenly. 

Selves eternal. 

Blank verse as the vehicle for drama was one of the most im- 
p..----. .. -..-. . -'-.. -,. ' . portant developme~~~i'n~th'er~~~e~~of~~~l'Habeih~'~I-'~ve described 

cl's"e'wht~~ts'~inv~'ri~ion"'i~theEa:r1~'of-~Sur~y's"translation of Virgil, 
its transformation in Marlowe's mighty line into a medium of such 
strength that it served as the foundation of Shakespeare's dramatic 
verse. Shakespeare's flexible technique not only evolved within it- 
self but absorbed variations from other playwrights, notably, in his 
later plays, from Fletcher. Fletcher made extensive use of what is 
sometimes called the "monosyllabic feminine ending"; that is, un- 
like the normal feminine ending, like "feather," where the weak 
syllable is part of the last word, it employs two monosyllabic words: 
thus, from F!e*;herls The  Wild-goose Chase: 

And I'll be short; I'll tell you because I love you, 

and from Shakespeare's ~ e n ; ?  the Eighth: 

She shall be lov'd and fear'd; her own shall bless her. 

On no other evidence than the 'prevalence of these endings in He?rry 
the Eighth, some foolish scholars have assigned the play, or at least 
part of it, to Fletcher. This is nonsense; the play is Shakespeare's 
throughout. The  most annoying aspect of that wrong attribution is 
that Shakespeare's beautiful song in Henry the Eighth, "Orpheus 
with his lute," is in many anthologies assigned to Fletcher, or to 
Shakespeare with a question mark. 

Elizabethan dramatic blank verse established the form in a series 
of important works which have extended down to our own day in  
much of the work of E. A. Robinson and Robert Frost. 

The next swing of the pendulum in English verse was John 
Donne's deliberate roughening of meter, distributing his accents 



with wild freedom so that in many of his lines we have an unexpected 
jar when an accent pounds a syllable where the meter does not 
demand it, or a feeling of surprised emptiness where an accent is 
missing from its accustomed place. Ben Jonson remarked to William 
Drummond of Hswthornden that "Donne for not keeping of accent 
deserved hanging" and that "Donne himself for not heing under- 
stood would perish." This prophesy nearly came true, for after his 
d e a t h ' h n n e  was almost entirely forgotten until his revival in the 
1920s, since when he has been overpraised. His influence on  modern 
.English and American poetry has been enormous under the aegis of 
T. S. Eliot. 

In  the mid seventeenth century, Edmund Waller revolted against 
the looseness and roughness of Donne and his followers and im- 
posed on English verse the tight, closed five-stress couplet, commonly 
called the Heroic Couplet, in which the verse is entirely smooth and 
each couplet has an independent syntax, never overflowing into any 
other. Waller's couplet, the vehicle for Dryden's long poems and the 
exclusive vehicle for Pope, ruled the eighteenth century, until once 
again the pendulum swung, and the Romantic poets overthrew it, 
and when they did write couplets, they delighted in opening them so 
that one would glide into another through whole paragraphs, as in 
Keats's Endymion: 

A thing of beauty is a joy for ever: 
Its loveliness increases; it will never 
Pass into  nothing..:.^; but still will keep 
A bower quiet for us and a sleep 
Full of swcct dreams, and health, and quiet breathing. 
Therefore, on every morrow, are we wreathing 
A flowery band to bind us to the earth, 
Spite of despondence, of the inhuman dearth 
Of noble natures, of the gloomy days, 
Of all the unhealthy and o'erdarkened ways 
Made for our searching. . . . 

And so forth. Perhaps Keats overdid it. Revolutionaries always go to 
extremes. 

A single poem of great significance in the development of our  
verse is Coleridge's Christabel. Whether this poem was merely s y m p  

tomatic of Romantic freedom in general or directly influential on 
the work of other poets, we cannot know, but it embodied certain 

-principles that are with us still. Coleridge noted that "the meter of 
Christabel is not, properly speaking, irregular, though it may seem 
so from its being founded on a new principle; namely, that of 
counting in each line the accents, not the syllables. Though the latter 
may vary from seven to twelve, yet in each line the accents will be 

::!. found to be only four." 
$3,  . 
, The verse easily absorbs these irregularities: (.,. . . 
,: ,, 1:;. I,,! The night is chill; the forest bare; 

Is it the wind that moaneth bleak? 
There is not wind enough in the air 

- .  To move away the ringlet curl 
. ,.. .:, . ' 3  ~ r o m  the lovely lady's cheek- 
;:.:. There is not wind enough to twirl 
' .  

The one red leaf, the last of its clan, 
.,,. . 
,.% That dances as often as dance it can, 

Hanging so light, and hanging so high, 

,. :, 
On the topmost twig that looks up at the sky. 

It  is not necessary to go into Coleridge's application of his principle 
and the fact that he did not always have the four accents and that the 
variety of the syllables ranged from four to thirteen. The  t w o i m -  
portant points are that the. principle was by no means "new" as 
Coleridge stated, and that from the time of the Romantic poets to 
the present day it has been accepted as one phase of poetic practice, 
especially in four-stress verse. Readers who have followed my ex- 
position will easily recognize Coleridge's "new" principle as the 
fundamental rule in Anglo-Saxon verse. I t  was also used freely in 
Elizabethan song poetry. Modern. poets avail themselves of this 
syllabic freedom, sometimes to excess. I t  is not, in general, applied 
to five-stress verse, though botn Robert Bridges and his friend 
Gerard Manley Hopkins extended it to the pentameter (see pages 
84 and 18~: 
 he n u t  revolt took place in America, and was, of course, Whit- 

man's. I should not call Whitman's work free verse, however, but 
dithyrambic verse; that is, a basically metrical rhythm over which 
play extra sy:lables or long pauses where syllables are missing. T h e  
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i ,  meter changes from one ki.1:' to another with the greatest hee- surprising that modern poetry should abound in schools and in- 

I dome When he is writing at his lyric best, his meter is most novators. In general, we have passed through our "metaphysical" 
, noticeable, as for example: . period, and the influence of T. S. Eliot is on the decline. The trend 

Out of the cradle endlessly rocking, 
Out of the mocking bird's throat, the musical shuttle, 
Out of the Ninth-month midnight, 
Over the sterile sanc's and the fields beyond where the child leav- 

ing his bed waiider'd alone, bareheaded, 'barefoot.. . . 
The accents here are muted, and the verse has almost the effect of 
classic dactylic meter. Again, we have a loose iambic effect in 

When lilacs last in the dooryard bloom'd, 
And the great star early droop'd in the western sky in the night, 
I mourn'd, and yet shall mourn with ever-returning spring. 

We do not find completely non-metrical verse until we come to 
the work of Stephen Crane, Carl Sandburg, and William Carlos 
Williams, to name only three of the best known out of a large 
crowd. 

Today there are innumerable varieties of experience in verse, 
from the free and incomprehensible Cantos of Ezra Pound to the 
strict traditionalism-classicism, one might say--of Robert Frost. 

Modes of thought change as well as forms of poetry and the two 
are inextricably bound together. The' Elizabethans were pastoral, 
Platonic, and steeped in music. The school of Donne was obsessed- 
with inner searching of the self, and thought in terms of symbols 
and fantastic metaphors. The eighteenth century made reason its 
guide and wit its idiom. Pope and his school had an aversion to 
wild nature; they prefelred parks and formal gardens and the 
elegance of the strict heroic couplet. The Romantic poet looked 
to imagination rather than reason as his guide and loved the 
solitudes of forest and hill, where, amid untrammeled Nature, he 
could feel akin to cosmic forces and tune his soul to immensity. 
The great Victorians were concerned with ethical and philosophical 
matters, with the exception of Browning's dramatic monologues, 
which, like Chaucer's Canterbury Tales, but from a far different 
angle, sprang from a sheer delight in observing people and the 
human comedy. -.. . 

With all these changes of form and content behind us, it is not 

now favors the elegance and precision of the eighteenth century. 
In our quick and turbulent age, change will doubtless be more 

frequent than in the past, and the problem of the critic more com- 
plex. What roots should we look for to determine whether a poet 
is. a living growth or a parasite without roots-like mistletoe, be- 
loved by druids and young lovers but scarcely desired by the oak? 
How shali: -c distinguish-between the fakir; and the prophets? 

All that we can say is that the majority of the modern poets 
who give us satisfaction, such as Bridges, Frost, Robinson, Sassoon, 
Hodgson, and the great Irish school of Yeats, Stephens, and Gogarty, 
regard life, in spite of its dissonances, as essentially a harmony in 
which they are a part. They are at home in this world. 

It is not true, as some critics contend, that attention to the past- 
both history and poetic tradition-dulls the perceptions to what is, 
going on around one. In Robert Bridges' philosophical epic, T h e  
Testament of Beauty, the timelessness of the images is a delight. The 
poet gives us a picture of himself as he sits on his porch composing 
his "loose Alexandrines." As he writes, he sees an ouzel building 
her nest in the rafters. Or an aeroplane passes through the sky 
and into his poem. Or a steam thresher chatters in the field beyond. 
All these realistic and modern det?.ils he weaves into the time- 
less theme of his poem, which celebrates the gradual evolution of 
the spirit of man toward perfection. 

We might say- that all great poetry, of whatever age, has the 
power of moving on through the years, keeping pace with man- 
kind through his ever-changing landscape. It is the second-rate, . 
following the current vogue, that soon goes out of fashion. All 
great poetry is modern. "Chaucer's power of fascination is endur- 
ing," as Matthew Arnold noted. We  can go back even farther 
than Chaucer and relive with the authors of antiquity the adven- 
tures, material and spiritual, which are with us in the flash and 
music of their lines. 

Most of our great poets have added to their native tradition a 
knowledge of the ancients. A recent example of one so influenced 
is A. E. Housman. His work is the tragic song of the English coun- 
tryside and- its simple folk. His diction depends for its effect al- 



most wholly on words of native stock. His forms, too, are basic, 
usually variations of the folk ballad. But reading on, having fol- 
lowed him through Shropshire and through folk poetry, we strike 
a deeper root, one that goes back to the Greeks, their restraint, 
polish, and exalted stoicism. It is not surprising to learn that Hous- 
man lived a double life, as poet and as Classical scholar. 

. i 
O r  take Robert Frost. H e  sprang into fame as the exponent of 

northern New England in the cadences of its own idiom. Read- 
ing carefully, we hear the controlled music of his conversational 
style. His realism is not photographic; it is symbolic of the rela- 
tion between man and nature and God, and the redeeming com- 
panionship between man and man. Most of his poems are dia- 
logues between two people in the poem or between the poet and 
his reader. When we seek the icqts that sustain his poetry, we at 

I first find the obvious one, that of New England and Emerson, 
and there is another going back through English literature to the 
work of George Crabbe, and yet another that goes back to Greek 
literature and thought. 

Frost is an excellent Greek scholar, and the light of Athens is on 
his philosophy. Some years ago at an academic gathering a student 

I 
I was arguing in favor of the rootless kind of poetry then in vogue 

and against formal education for the poet. He  cited ~ r b s t  as a 
poet who had developed through his inborn talent without re- 
course to the past. By good fortune, a professor of Greek, who had 
formerly taught Frost at Harvard, was among those present. H e  
took us up into his study and produced his old records. Opposite 

I '  Frost's name, across the page, recitation after recitation, test after 
I 

! test, was an unbroken serics of As. 
The  deepest root of poetry penetrates so far that it loses itself 

in the entangled aspirations of mankind. A good poet is at home 
in his countryside and his world, and at one with the spirits and 
traditions of the past. These truths, however, are but aspects of the 
one truth that poetry is the highest expression of what is most 
natural to man in every phase of his life. The single idea of the 
poet is to create from disharmony, harmony; from formlessness, 
form, and to be glad in the work of his hands for its own sake, 

I 
- 

whether or not anyone will, in  the future, remember his name. 



When I resemble her to thee 
How sweet and fair she seems to be. I 
Tell her that's young 
And shuns to have her graces spied, 
That hadst thou sprung 
In deserts where no men abide, 
Thou must have uncommended died. 

Small is the worth 
Of beauty from the light retired; 
Bid her corne forth, 
Suffer herself to be desired, 
And not blush so to be admired. 

Then die, that she 
The common fate of all things rare 
May read in thee; 
How small a part of time they share 
That arc so wondrous sweet and fair! 

EDMUND WALLER . j  
.:, . , 

1. Paraphrase linc 2 and give synonyms for resemble (line 4), deserts (line? 
and sutfcr (line 14). . 1 

2. What docs the speaker ~f the poem want? Trace the argumentative 
. I: 

sion. ..:r . . . +; 
,.., 

3. What is the theme? The tone? , :,:, 
4 

CONVENTIONS AND TRADITIONS 

Poems, like all other forms of art, have their conventions-arti 
and sometimes unrealistic devices that are accepted by common a 
ment between the artist and his public. I n  the movies, for instance, 
passage of time is sometimes indicated by a series of rapidly flas 
pictures of newspaper headlines and easily recognized events. 
audience may spend only a minute looking at the pictures, yet it 
to accept that minute as equivalent to twenty-five years in the. 
life. Among the conventions of poems are rhyme, meter, fixed for 1 
symbols-in fact, any of the devices that make poems different 
ordinary discourse. One kind of poem-necessarily excluded fro 
book because of its length-which makes elaborate use of conven 

. 



Lyric Poetry 9 

LYRIC POETRY 
Originally, as its Greek name suggests, a lyric was a poem sung to the music of a lyre. 
This earlier meaning-a poem made for singing-is still current today, when we use 
lyrics to mean the words of a popular song. But the kind of printed poem we now call 
a lyric is usually something else, for over the past five hundred years the nature of lyric 
poetry has changcl greatly. Ever since the invention of the printing press in the fif- 
teenth century, pocts have written less often for singers, more often for readers. In 
general, this tendency has made lyric poems contain less word-music and (since they 
can be pondered on a page) more thought-and perhaps more complicated feelings. 

What Is a Lyric Poem? 
Here is a rough h in i t i on  of a lyric as it is written today: a short poem expressing the 
thoughts and feelings of a single speaker. Often a poet will write a lyric in the first 
person ("1 will arise and go now, and go to Innisfree"), but not always. A lyric can 
also be in the first person plural, as in Paul Laurence Dunbar's "We Wear the Mask" 
(page 322). Or, a lyric might describe an object or recall an experience without the 
speaker's ever bringing himself or herself into it. (For an example of ~ u c h  a lyric, one 
in which the poet refrains from saying "I," see Theodore Roethke's "Root Cellar" on 
page 86 or Gerard Manley Hopkins's "Pied Beauty" on page 90.) 

Perhaps becaruse, rightly or wrongly, some people still think of lyrics as lyre- 
strumming;, they expect a lyric to bean  outburst of feeling, somewhat resembling a 
song, at least containing musical elements such as rime, rhythm, or sound effects. 
Such expectations are fulfilled in "The Lake Isle of Innisfree," that impassioned lyric 
full of language rich in sound. Many contemporary poets, however, write short poems 
in which they voice opinions or complicated feelings-poems that no reader would 
dream of trying to sing. 

But in the sense in which we use it, lyric will usually apply to a kind of poem you 
can easily recognize. Here, for instance, are two lyrics. They differ sharply in subject 
and theme, but thsv have traits in common: both are short, and (as vou will find) . , 

both set forth one speaker's definite, unmistakable feelings. 

Robert Hal~den (1913-1980) 

Those Winter Sundays 

Sundays too my father got up early 
and put his clothes on in the blueblack cold, 
then with cracked hands that ached 
from labor in the weekday weather made 
banked-fires blaze. No one ever thanked him. 

I'd wake and hear the cold splintering, breaking. 
When the rooms were warm, he'd call, 
and slowly I would rise and dress, 
fearing the chronic angers of that house, 

Speaking indifferently to him, 10 

who had driven out the cold 
and polished my good shoes as well. 
YI1 I . . . .  



Questions 

1. Jot down a brief of this poem. In your paraphrase, clearly show whar the 
speaker finds himself remembering. 

2. What are the speaker's various feelings? What do you understand from the words chronic 
angers and austere? 

3. With what specific details does the poem make the past seem real? 
4. What is the subject.of Hayden's poem? How would you state its theme? 

Adrienne Riclz (b. 1929) 

Aunt Jennifer's Tigers 1951 

Aunt Jennifer's tigers prance across. a screen, 
Bright topaz denizens of a world of green. 
They do not fear the men beneath the tree; 
They pace in sleek chivalric certainty. 

Aunt Jennifer's fingers fluttering through her wool 
., .T 

Find even the ivory needle hard to pull. 
The massive weight of Uncle's wedding band 
Sits heavily upon Aunt Jennifer's hand. 

When Aunt is dead, her terrified hands will lie 
Still ringed with ordeals she was mastered by. 
The  tigers in the panel that she made 
Will go on prancing, proud and unafraid. 

Compare 
"Aunt Jennifer's Tigers" with Adrienne Rich's critical comments on the poem reprinted in the 
"Writing Effectively" section at the end of this chapter. 

NARRATIVE POETRY 
Although a lyric sometimes relates an incident, or like "Those Winter Sundays" draws 
a scene, it does not usually relate a series of events. That  happens in a narrative poem, 
one whose main purpose is to tell a story. 

Narrative poetry dates back to the Babylonian Epic of Gilgamesh (composed be- 
fore 2000 B.c.) and Homer's epics the Iliad and the Odyssey (composed before 700 e.~.) .  
It may well have originated much earlier. In England and Scotland, storytelling poems 
have long been popular; in the late Middle Ages, ballads-or storytelling songs- 
circulated widely. Some, such as "Sir Patrick Spence" and "Bonny Barbara Allan," 
survive in our day, and folksingers sometimes perform them. 

Evidently the art of narrative poetry invites the skills of a writer of fiction: the 
ability to draw characters and settings, to engage attention, to shape a plot. Needless 
to say, it calls for all the skills of a poet as well. In the English language today, lyrics 
seem more plentiful than other kinds of poetry. Although there has recently been a re- 
vival of interest in writing narrative poems, they have a far smaller audience than the 
readership enjoyed by long verse narratives, such as Henry Wadsworth Longfellow's 
Evangeline and Alfred, Lord Tennyson's Idylls of the King, in the nineteenth century. 

- _ U , , , & . r u ~ ~ ~ .  ' 1"- 

Nnrrntivc Poetry 1 I 

A ~ O I ~ . J ~ ~ I Z O I L S  jtradjtional Scottish ballad) 

Sir Patrick Spencc 

The king sits in Durnferling toune, 
Drinking the bh~de-reid wine: 
"0 whar will l get guid sailor, 

T o  sail this schip of mine!" 

Up and spak an eldern knicht," 
Sat at the kings richt kne: 

"Sir Patrick Spence is the best sailor 
That sails upon the se." , 

?he king has written a braid letter, 
And signed it wi' his hand, 

And sent it to Sir Patrick Spence, 
Was walking on the sand. 

The first line that Sir Patrick red, 
A loud h ~ c h  lauch6d he; 

The next line that Sir Patrick red, 
The teir blinded his ee. 

"0 wha" is this has don this deid, 
This ill deid don to me, 

To send me out this time o' the veir, 
T o  sail upon the se! 

"Mak haste, mak'hnste, my mirry men all, 
Our guid schip sails the morne." 

"0 say na sae," my master deir, 
For I feir a deadlie storme. 

"Late late yestreen I saw the new moone, 
Wi' the auld cloone in hir arme, 

And I feir, 1 feir, my deir master, 
That we will cum to harme." 

0 our Scots nobles \vsr richt laitho 
T o  weet0 their cork-heild schoone," 

Bot lang owre" a' tile play wer playd, 
Their hats they swam aboone." 

0 lang, lang may their ladies sit, 
Wi' their fans into their hand, 

Or ere0 they se Sir Patrick Spence 
Cum sailing to the land. 

knight 5 

wet; shwr 30 

lo~lg before 

nlmve (their h e d l  

before 35 

0 lang, lang may the ladies stand, 
Wi' their gold kemsO in their hair, combs 
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Haf owre," haf owre to Aberdour, 
It's fiftie fadom deip, 

And chair lies guid Sir Patrick Spence, 
Wi' the Scots lords at his feit. 

SIR PATRICK SPENCE. 9 braid: Broad, but  broad in what sense! Among guesses are ploin-spoken, official, and 
on wide paper. 

1. That the king drinks "blude-reid wine" (line 2)-what meaning do you find in that 
detail? What does it hint, or foreshadow? 

2.  What do you make of this king and his motives for sending Spence and the Scots lords 
into an impending storm? Is he a fool, is he cruel and inconsiderate, is he deliberately try- 
ing to drown Sir Patrick and his crew, or is it impossible for us to know! Let your answer 
depend on the poem alone, not on anything you read into it. 

3. Comment on this ballad's methods of storytelling. Is the story told too briefly for us to care 
what happens to Spence and his men, or are there any means by which the poet makes us 
feel compassion for them? Do you resent the lack of a detailed account of the shipwreck? 

4. Lines 25-28-the new moon with the old moon in her arm-have been much admired as 
poetry. What does this stanza contribute to the story as well? 

'(Out, Out-" 1916 

T!:e buzz-saw snarled and rattled in the yard 
And made dust and dropped stove-length sticks of wood, 
Sweet-scented stuff when the breeze drew across it. 
And from there those that lifted eyes could count 
Five mountain ranges one behind the other 
Under the sunset far into Vermont. 
And the saw snarled and rattled, snarled and rattled, 
As it ran light, or had to bear a load. 
And nothing happened: day was all but done. 
Call it a day, I wish they might have said 
T o  please the boy by giving him the half hour 
That  a bov counts so much when saved from work. 
His sister itood beside them in her apron 
T o  tell them "Supper." At  the word, the saw, 
As if to prove saws knew what supper meant, 
Leaped out a t  the boy's hand, or seemed to leap- 
He must have given the hand. However it was, 
Neither refused the meeting. But the hand! 
The boy's first outcry was a rueful laugh, 
As he swung toward them holding up the hand 
Half in appeal, but half as if to keep 
The  life from spilling. Then the boy saw all- 
Since he  was old enough to know, big boy 
Doing a man's work, though a child at heart- 
He saw all spoiled. "Don't let him cut my hand off- 25 
?1 - I__ -1 7 

So. But the hand was gone already. 
The doctor put him in the dark of ether. 
He lay and puffed his lips out with his breath. 
And then-the watcher at his pulse took fright. 
No one believed. They listened at his heart. 
Little-less-nothing!-and that ended it. 
NO more to build on there. And they, since they 
Were not the one dead, turned to their affairs. 

"Om, Om-" The title of this poem echoes the words ofShakespeare's Macberh on receiving news that 
his queen is deed: "Out, wit, brief candle! I Life's but a walking shadow, a poor player /That struts and frets 
his hour upon the stage I And then is heard no more. It is a tale I Told by an idiot, full of sound and fury, 
/Signifying nothing" (Mncbedi 5.5.23-28). 

Questions 
1. How does Frost make the buzz-saw appear sinister? How does he make it seem, in another 

way, like a friend? 
2. What do you n* ~ke of the people who surround the boy-rhe "they" of the poem? Who 

might they be? Dl: they seem to you concerned and compassionate, cruel, indifferent, or 
what? 

3. What does Frosr's reference to Macbeth contribute to your understanding of "'Out, 
Out-'"? How aould you state the theme of Frost's poem? 

4. Set this poem side by side with "Sir Patr~ck Spence." How does '"Out, Out-"' resemble 
that medieval folk hallad in subject, or differ from it? How is Frost's poem similar or dif- 
ferent in its way of telling a story? 

DRAMATIC POETRY 
A third kind of poetry is dramatic poetry, which presents the voice of an imaginary 
character (or characters) speaking directly, without any additional narration by the 
author. 

A dramatic poem, according to T. S. Eliot, does not consist of "what the poet 
would say in his o\vn person, but only what he can say within the limits of one imag- 
inary character addressing another imaginary character." Strictly speaking, the term 
dramatic poetry describes any verse written for the stage (and until a few centuries ago 
most playwrights, like Shakespeare and Molikre, wrote their plays mainly in verse). 

Drruilatic Monologue 
The term dramatic poetry most often refers to the dramatic monologue, a poem written 
as a speech made by a character (ocher than the author) at some decisive moment. A 
dramatic monologue is usually addressed by the speaker to some other character who 
remains silent. If the iistener replies, the poem becomes a dialogue (such as Thomas 
Hardy's "The Ruined Maid" on page 59) in which the story unfolds in the conversa- 
tion between two ~ ~ e a k e r s .  

The Victorian poet Robert Browning, who developed rhe foim of the dramatic 
mofiologue, liked to put words in the mouths of characters who were conspicuously 
nasty, weak, reckless, or crazy: see, for instance, Browning's "Soliloquy of the Spanish 
Cloister" (page 4031, in which the speaker is an obsessively proud and jealous monk. 
The dramatic monologue has been a popular form among American poets, including 
Edwin Arlington Robinson, Robert Frost, Ezra Pound, Rapdall Jarrell, Sylvia Plath, 
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anything under the sun. Like Dyer, John Milton described sick sheep in "Lycidas," a 
poem few readers have thought unpoetic: 

The  hungry sheep look up, and are not fed, 
But, swoll'n with wind and the rank mist they draw, 
Rot inwardly, and foul contagion spread . . . 

What makes Milton's lines better poetry than Dyer's is, among other things, a differ- 
ence in attitude. Sick sheep to Dyer mean the loss of a few shillings and pence; to 
Milton, whose sheep stand for English Christendom, they mean a moral catastrophe. 

Adrienne Rich on V+iting --- 
Recalling "Aunt Jennifer's Tigers" 1971 

I know that my style was formed first ty male 
poets: by the men I was reading as an under- 
graduate-Frost, Dylan Thomas, Donnr, Au- 
den, MacNeice, Stevens, Yeats. What I chiefly 
learned from them was craft. But poems are 
like dreams: in them you put what you don't 
know you know. Looking back at poems I 
wrote before I was 21, I'm startled became be- 
neath the conscious craft are glimpses of the 
split I even then experienced between the girl 
who wrote poems, who defined herself in 
writing poems, and the girl who was todefine 
herself by her relationships with men. 'Aunt 
Jennifer's Tigers," written while I was a stu- 
dent, looks with deliberate detachment at this 
split. In writing this poem, composed and ap- 
parently cool as it is, 1 thought I was creating a portrait of an imaginary woman. But 
this woman suffers from the opposition of her imagination, worked out in tapestry, 
and her life-style, "ringed with ordeals she was mastered by." It was important to me 
that Aunc Jennifer was a person as disrinct from myself as possible--distanced by 
the formalism of the poem, by its objective, observant tone--even by putting the 
woman in a different generation. 

In those years formalism was part ofthe strategy-like asbestos gloves, it allowed 
me to handle materials 1 couldn't pick up bare-handed. 

From "When We Dead Awaken: Writing as Re-Vision" 

THINKING ABOUT PARAPIlRASING 
A poet takes pains to choose each word of a poem for both its sound and its exact 
shade of meaning. Since a poem's full effect'is so completely wedded to its exact 

- --.rmtrli+sr._rn-&'- . I I 



es, Cummings suggests the flexibility of language and conveys 
reak out of customary ways of using words to define experience. 
receding discussion illustrates, defining what a poem is (and 
ost impossible. It is true that m'ost poems, particularly those 
tanzas, look like poems, and it is also true that poems tend to 

pressed language. Beyond this, however, what makes a poem a poem 
a matter of degree than a question of.whether or not it conforms to 

:set of rules. A poem is likely to use more imagery, figurative lan- 
a.ge;,.rhyme, and so on than a prose piece-but, then again, it may not. 

READING POETRY 
0 0 0 

that other kinds of writing do not. Even so, some readers see po- 
alien form. They have the misconception that poetry is always 
obscure allusions, complex metrical schemes, and flowery dic- 

structure, approach poetry as something that must be de- 
ertainly, reading poetry often requires hard work and concen- 

ot motivated to dig deeply for what they perceive to be uncer- 
. But not all poems are difficult, and even those that are diffi- 
n well worth the effort. (For specific suggestions about how to 
see Chapter 12.) 

RECOGNIZING KINDS O F  POETRY 
0 0 0  

poems are either narrative poems, which recount a story, or lyric 
ms., which communicate a speaker's mood, feelings, or .state of mind. 

RRATIVE POETRY 
ef poem that tells a story, such as Edwin Arlington 
rd Cory" (p. 827), may be considered a narrative poem, 
liar forms of narrative poetry are the epic and the .ballad. 



1 4  Chapter 1 m Rending 11 Pocrr~ 

Browning's "My Last Duchess," in which the poet creates a Renaissance Italian duke 
whose words reveal much more about himself than the aristocratic speaker intends. 

Robert Browning (1812-1889) 

My Last Duchess 1842 

Ferrara 

That's my last Duchess painted on the wall, 
Looking as if she were alive. I call 
That piece a wonder, now: FrA Pandolfs hands 
Worked busily a day, and there she stands. 
Will't please you sit and look at  her? I said 
"FrP Pandolf' by design, for never read 
Strangers like you that pictured countenance, 
The  depth and passion of its earnest glance, 
But to myself they turned (since none puts by 
The curtain I have drawn for vou, but I) 
And seemed as they would ask mi,  if they durst, 
How such a glance came there; so, not the first 
Are you to turn and ask thus. Sir, 'twas not 
Her husband's presence only, called that spot 
Of joy into the Duchess' cheek: perhaps 
FrA Pandolf chanced to say, "Her mantle laps 
Over my lady's wrist too much," or "Paint 
Must never hope to reproduce the faint 
Half-flush that dies along her throat." Such stuff 
Was courtesy, she thought, and cause enough 
For calling up that spot of joy. She had 
A heart-how shall I say?-too soon made glad, 
Too easily impressed; she liked whate'er 
She looked on, and her looks went everywhere. 
Sir, 'was all one! My favor at her breast, 
The dropping of the daylight in the West, 
The bough of cherries some officious fool 
Broke in the orchard for her, the white mule 
She rode with round the terrace-all and each 
Would draw from her alike the approving speech, 
O r  blush, at  least. She thanked men,-good! but thanked 
Somehow-I know not how-as if she ranked 
My gift of a nine-hundred-years-old name 
With anybody's gift. Who'd stoop to blame 
This sort of trifling? Even had vou skill 
In speech-(which I have not)-to make your will 
Quite clear to such an one, and say ''Just this 
Or that in you disgusts me; here you miss, 
O r  there exceed the mark"-and if she let 
Herself be lessoned so, nor plainly set 
Her witsto~yours,forsoothLandmadeax~scC 

-E'en then wol-1a.l be some stooping; and 1 choose 
Never to stoop. 5i1, sir, she smiled, no doubt, 
Whene'er 1 passed her; but who passed without 
Much the same smile? This grew; 1 gave commands; 
Then all smiles stopped together. There she stands 
As if alive. Will't please you rise? We'll meet 
The company below, then. I repeat, 
Ttie Count your master's known muniticence 
Is ample warrant that no just pretense 
Of mine for dowry will be disallowed; 
Though his fair daughter's self, as I avowed 
At starting, is my object. Nay, we'll go 
Together down, sir. Notice Neptune, though, 
Taming a sea-horse, thought a rarity, 
Which Claus of Irinsbruck cast in bronze for me! 

Didactic Poetry 1.j 

MY LAST DUCHESS. Fernm, 3 city in northern lraly, is thc scene. Browning may have modeled Iris speaker af- 
ter Alonzo, Duke of lZernra (1533-1598). 3 Fri Pnndolfand 56 Chur of Innshuck: fictitious narnes of artists. 1 

I 

Questions 
1. Whom is the Duke addressing? What is chis person's business in Ferrara? 
2. Whac is the Duke's opinion of his last Duchess's personality? Do we see her character 

differently? 
3. I f  the Duke was unhappy rvich the Duchess': behavior, why didn't he make his displeasure 

known? Cice A specific passage to explain his reticence. 
4. How much d:, know about the face of the last Duchess! \Vould it  help our understand- 

ing of the Doem to know more? - 
5. Does Browning irnply any connection between the Duke's art collection and his attitude 

coward his wife? 

DIDACTIC POETRY 
More fashionable in former times was a fourth variety of poetry, didactic poetry: a 
poem written to state a message or teach a body of knowledge. In a lyric, a speaker 
may express sadness; in a didactic poem, he or she may explain that sadness is inher- 
ent in life. Poems that impart a body of knowledge, such as Ovid's Arc of Love and - 
Lucretius's On the Nature of Things, are didactic. Such instructive poetry was favored 
especially by classical Latin poets and by English poets of the eighteenth century. In 
The Fleece (1757), John Dyer celebrated the.Bricish woolen industry and included 
practical advice on raising sheep: 

In cold stiff soils the bleaters oft complain 
Of gouty ails, by shepherds termed the halt: 
Those let the neighboring fold or ready crook 
Detain, and F Y: into their cloven feet 
Corrosive drugs, deep-searching arsenic, 
Dry alum, verdigris, or vitriol keen. 

.One might agree \\rich Dr. Johnson's comment on Dyer's effort: "The subject, Sir, 
s l q r r ~ r  . . nnerw 

I 
I 



Presentation Rubric 

I I Evaluatinn Student Presentations 1 1 I 
I I I I - 

Developed by Information Technology Evaluation Services, NC Department of P~%!;c Instruction 

I (sequence of information. laround. /can follow. /can follow. I I 
1 Organization 

4 p 
Student presents information 

I 
7 

I -r- 2 3 
- 

~udience cannot JAudience has difficulty l~tudent presents 
I 

understand presentation 
because there is no 

Subject 
Knowledge 

Student occasionally uses 

most of report. 
. - - - - - - - - - - --- -------.- - -. - -" 

Student mumbles, Student's voice is clear. Student uses a clear voice 
Student pronounces most and correct, precise 

hear presentation. can hear presentation. 

7777 Total Points: r 
d 

- --- - - 
n9/1013n13 lA-1  

Mechanics 

following presentation- in logical 
because student jumps audience 

Student does not have 
grasp of information; 
student cannot answer 
questions about subject. 

in logical, interesting 
sequence which audience 

I 

Student's presentation 
has four or more spelling 
errors andlor grammatical 
errors. 

elaboration. 

Student is uncomfortable 
with information and is able 
to answer only rudimentary 
questions. 

Presentation has three 
misspellings and/or 
grammatical errors. 

Student is at ease with 
expected answers to all 
questions, but fails to 
elaborate. 

Student demonstrates full 
knowledge (more than 
required) by answering all 
class questions with 
explanations and 

Presentation has no more 
than two misspellings 
and/or grammatical errors. 

Presentation has no 
misspellings or grammatical 
errors. 



Lesson Plan 

(SAP) 

Course : Poetry 1 

Study Program: English 

Faculty : Arts and Languages 

Docent : Dr. Kurnia Ningsih, M.A. 

: Delvi Wahyuni, S.S., M.A. 

Credit Hour : 2 

Code : ING 208 

Learning Outcomes 

Main Competence: 

Upon the completion of the course, students are expected to be able appreciate 
poetry, especially the ones written in English 

Supporting Competence: 

Students are able to identify the formal qualities or elements of poetry 

Soft skills1Character: Students are endowed with the ability to collaborate with 
others; express their opinion; show high commitment and passion in what they are 
doing; read between the lines and think critically. 

Topics: 

1. Speaker 
2. 'Kords 
3. Figurative Languages 

Metaphor and Simile, 
Personification, apostrophe, overstatement, understatement, metonymy, synecdoche, 

paradox, and pun. 
4. Imagery 
5. Irony and Tone 
6. Sound and Rhythm 



Lesson Plan 

Media 

Syllabus 

Whiteboard 

PowerPoints slides 

PowerPoints slides 

stage 

Introduction 

Presentation 

Assessment 

Students led presentation 
on the elements of poetry 
assigned to them. 

A 1-2 pages device paper 
which is due to the end of 
,,,ting 13. 

Lecturer's Activities 

1.  Explain the overview of lesson in 
meeting 6-1 3 

2. Explain the benefit students can 
gain from their understanding of the 
formal qualities or elements of 
Poetry 

3. Explain the competences they 
should achieve by the end of 
meeting 13 

1. Read "Hawk Roosting" aloud 
2. Activate students' background 

knowledge on the speaker of a 
poem by asking them to guess who 
the "I" in the poem might be. 

3. Listen to and wriie down students' 
response on thc v. hite board. 

4. Elicits to students about the 
difference between the poets and 
the character (person or voice or 
persona or mask) they use in their 
poem 

5. Read "Cargoes" 
6. Explain to students the importance 

Students' activities 

Listen to the lecture 

Listen to the recital 

Respond to the lecturer 

Listen to the lecture and 
work to figure out who the 
speaker of the poem 
assigned. 

Listen to the recital 

Listen to the lecture 



of words and their meaning in 
poetry. (denotative and connotative 
meaning of words). 

7. Tutor students how to dig out 
words' connotative meaning 
through context, especially those 
available in the text or things 
around the text 

8. Read "The Eagle" aloud 
9. Explain to students figure of 

speech or figurative languages 
used in poetry 
a. Metaphor and simile 
b. personification apostrophe, 
overstatement, understatement, 
metonymy, synecdoche, paradox, 
and pun. 

10. Read "Embrace" aloud 

1 1. Explain the use of image in 
poetry and types of imagery 
commonly grouped. After that the 
lecture will tutor them to find 

a. visual imagery 
b. audio imagery 
c. tactile imagery 
d. other sensory experiences. 

Working to find 
connotative meaning of 
specific words in poem 
assigned to them 

Listen to the recital 

Listen to the lecture 

Students work to find 
figure of speech just 
explained in poems 
assigned to them. 

Listen to the recital 

Listen to the lecture 

Work to find out sensory 
experience or i~llagery 
describe in poems 
assigned to them 

Photocopied texts which 
have been forwarded to 
them in advance. 

PowerPoint slides 

Photocopied texts which 
have been forwarded to 
them in advance. 

PowerPoint slides 

Photocopied texts which 
have been forwarded to 
them in advance. 



1 1 .  Read "Making it in Poetry" 
aloud 

12. Explain that poetry employs Irony, 
manner of speaking that describe 
discrepancy. 

13. Explain to students about "tone" 
in poetry. Elicit to them some range of 
adjective that can describe the tome of 
the poem. 

14. Read "We Real Cool" aloud or 
play the audio tape of it. 
15. Elicit to them than in poetry sound 
covld carry great weight (meaningful) 
16. Tutor them in : 
a. alliteration and assonance 
b. onomatopoeia 
c. rime 

17. Elicit to students that poetry also 
explores rhythm, the hearth of all 
natural phenomena. 
18. Tutor them to recognize metric 
system in poetry. 

Listen to the recital. 

Listen to the lecture. 

Work to find out irony 
used in poems assigned to 
them 

Listen to the lecture. 

Work to find out irony 
used in poems assigned to 
them. 

Listen to the recital /audio 

Listen to the lecture 

Work to spot sound effect 
in poems assigned to them 

Listen to the lecture 

Work to recognize 
rhythm pattern in poems 
assigned to them 

PowerPoint slides 1 
Photocopied texts which 
have been forwarded to 
them in advance. 

PowerPoint slides 

Photocopied texts which 
have been forwarded to 
them in advance. 

1 PowerPoint slides 

Photocopied texts which 
have been forwarded to 

PowerPoint slides 

Photocopied texts which 
have been forwarded to 



Assessment Rubric: 

Closing 

1. Presentation rubric (evaluating students presentation) adopted fiom htt~:llwww.ncsu.edu/~r~idlink/rub.~res.hl (see appendix) 

2. Essay rubric adopted fiom h~://www.readwritethink.org/files/resowces/p~ntoutsEssay%2ORubric.pdf 

References: 

1. Kirszner, L & Mandell, S. 2000. Literature reading reacting writing. Harcourt Brace: New York. 

a. Iamb, trochee, Anapest, Dactyl, 
spondee, pyrrhic 
b. manometer, diameter, trimester, 
tetrameter, pentameter, hexameter, 
heptameter, heptameter, octarneter. 

19. Close the session. 

a. Ask students questions on 
topics which have been 
covered 

b. Respond to students' answer 

c. Assign then to be prepared for 
student led presentation which 
will be held in the 12 '~ and 13'~ 
week on the elements of poetry 

2. Kennedy, X.J. & Gioia, d. 201 0. An introduction to poetry. Longman: New York. 
Sap2poetry12012 

Respond to the questions 



Appendices: 

1. PowerPoint slides print outs 

2. Photocopied material forwarded to students in advance 

3. Rubric to evaluate students' presentation & essay 

Appendices: 

4. PowerPoint slides print outs 

5. Photocopied material forwarded to students in advance 



: Formal qualities of Poetry 
Delvi Wahyuni 

w11m11 -Y I 

Most of us can tell the difference between 
persons we meet in real life and those 
who inhabit work of art 

Some are unable to do it 

Poetry readers tend to equate the poet 
with the voice in the poem 

Consider this 

OYIInnI1 "W I 

Speaker 

An inscription on a grave stone of a baby 
Since I have been so quickly done for 
I wonder what I was begun for. 

It i s  impossible that the dead baby is the 
poet. 
So, the s~eaker in a poem is the persona, 
a fictitious character, a creation, a mask. 
Speaker's job is to describe events, 
feelings and ideas to readers. 

OYIInnI1 -w 3 



Words, words, words 

Every word has at least one denotation 
or definition in the dictionary. 
A word also has some connotations or 
overtones. sugestions and additional 
meanine that it =ins from all the context 
in which we have met in the Dast. 

WllllOll d I 

Figurative Languages 

Poetry i s  not necessary the sole user of 
figurative languages. 

Day-to-day conversation sometimes also 
uses this kind of language. 

We exaggerate; we liken something with 
something else; we give inanimate object 
human-like qualities, etc 

WllllDlY "&A b 

Words, words, words 

-bus, a word can say and at the same time 

e.$ 
He 
Hc 

( 

Jggest. 

.an anonymousVictorian jingle 
re's a little ditty that you really ought to know: 

lrses "sweat" and men "perspire" but ladies 
lnly "glow," 

OY11llO11 m2.d 5 



Simile 

It is a comparison o f  two  things 

Indicative words: like, as, than, resembles. 

Simile describe similarities, however 
things being compared must be dissimilar 
in  kind. 

E.g. 
you fingers are like sausage 
Her eyes resemble northern stars. 

~ l l m l l  -Y I 

Metaphor 

It is a statement that one thing is another 
thing. 

Your fingers are sausages 
Implied metaphor: one that uses neither a 
connective nor the verb to be 
My love has red petals and sharp thorns. 
Mixed metaphor: 

when there is  a string of stale metaphor in the 
poem. - When the poet mixes different metaphor in the 
poem. WIMII  ..U S 

Personification 
It is a figure of speech in which a thing, an 
animal, o r  an abstract term (truth, nature) is 
made human. 

The wind 
The wind stood up and gave a shoot 
He whistled on his firgers and 
Kicked the withered leaves about 
And thumped the branches with his hand 
And said he'd kill and kill, 
And so he will and so he will. 

O Y l l n a l l  .,.d 9 



Apostrophe 

A way of addressing someone or 
something invisible or not ordinarily 
spoken to, e.g. an absent person or 
historical figures 
An "0" may be put in front of apostrophe 
to announce a serious and lofty tones. 
It usually goes hand in hand with 
personification. 
E.g."Return Delight" 
"0, moon!" 

OYIIrnI1 rU I0 

Overstatement and 
Understatement 

Overstatement or  hyperbole: Emphasis 
with exaggeration to achieve certain 
effea 

Saying more than is meant 
"Every time I shake. some skinny gal loses 
her home" 
Understatement: Implying more than is 
said 

Saying less that is meant 
"for the destruction ice/ Is also great/And 
would suffice wlllM,t - 

I0 

Metonymy and Synecdoche 

Metonymy: the name of a thing is for that 
of another closely associated with it. 
"TheWhite House decided" 
Synecdoche: the substitution of the part 
for the whole. 
"Give us today our daily bread" 

WllllOll ..AM I1 



It occurs in a statement that at first 
strikes us as self-contradictory but that 
on reflection makes some sense. 

Consider how the Blind Milton describe 
his experience of seeing his dead wife in a 
dream 

But oh, as to embroce me she inclined, 

I wake, she fled, and day brought back my 
night 

W1ImlI d I, 

Pun 

Complete term: paronomasia or play on 
words 

It reminds us of another word or other words 
ofsimilar or identical sound but of very 
different denotation 

.The bigness of canon is skillful 

WlMII IM I 4  

It's better to present one Image in a 
lifetime than to produce voluminous 
works (Ezra Pound) 

In a Station of the Metro 

The apparition ofthese faced in the crowd: 

Petals on a wet, black bough 

WlMll ..w IS 



A word or sequence of words that refers 
to any sensory experience. 
Visual imagery: sight 
Auditory imagery : sound 
Tactile imagery: touch 
Odor, taste, bodily sensation like pain, the 
prickling of gooseflesh, the quenching of 
thirst, the perception of something cold 

WIIMII -Y I6 

Imagery is helpful in establishing the 
atmosphere of mood of the poem 
through connotation or  emotional 
association it might engender. 
Synesthesia: 
A special use of imagery when one sense 
is described in a way that is more 
appropriate for another 

E.g.When a sound is described with color. 

WIIMII I Y  I7 

lrony 

It's a manner of speaking that implies a 
discrepancy. 
Or, discrepancy occurs between two 
layers of meaning 
Skillfully used, lrony i s  a powerful means 
to make pointed comment on a situation 
or of manipulating the a reader's emotion 
It is used to see the difference between 
the poet and the words of a fictitious 
character. 

w,,m,, -u I. 



In order to make lrony work, readers must 
be able to see the disparity between what is 
said and what is meant 
Observe this poem: 

Do not weep, maiden, for war is kind. 
Because your lover threw wild hands toward the 

And the frightened steed ran okne, 
Do not weep. 
War is kind 

WllROI2 luU It 

lrony 

Types of lrony 

Ironic point of view 

Dramatic irony 

lronic point of view 

rn Situational irony 

rn Verbal irony 
Sarcasm 

W11rn11 luU m 

Tone 

It is how the poem addresses i t s  readers: 
Cocksure, humble, sad, glad, 
What is  the tone of a poem? 
What attitude does the poet take toward 
a theme or the subject conveyed in her 
poem 
Affectionate, hostile, earnest, playful, 
sarcastic, joyful, playful, serious, comic, 
intimate, formal, relaxed, condescending. 
or ironic 

0911~13 -Y I 1  



Tone 

For poets, conveying the tone t o  readers 
is quite a challenging job. 

So, they use the help of some techniques 
like rhyme, meter, word choice, sentence 
structure, figure of speech and imagery 

~ I I r n I l  IIW 11 

Sound 

Sound as meaning: 

The sound must be seen as an echo t o  
the sense (Alexander Pope) 

Sound is helpful in producing effect the 
poet with the reader have 

Euphonywhen the sound of words working 
together with meaning pleases mind and ear. 
Cacophony: a harsh. discordant effect (also for 
the sake of meaning) 

Wmll - 13 

Onomatopoeia 
Alliteration and assonance 
Rime : 

Exact rime 
Slant rime . Consonance 
End rime 
Masculine 

a Feminine 
Eye rime 

WIIndI1 0.M 14 



Rhythm 

It is the  regular recurrence o f  sound. 

W e  use rhythm when w e  speak to 
emphasis something. 

W e  also pause. 

Some poems are grouped based o n  the i r  
rhythm. 

Poetic rhythm: the repeti t ion of 
stresses and pauses 

OYlIlIOII rU U 

Meter 

It is the recurrence of regular units of 
stressed and unstressed syllables. 
Meter must be appropriate for ideas 
expressed by the poem, and it should help t o  
create a suitable poem. 
E.g. 

A light, skipping is not suitable for an elegy. a 
poem about death 
A slow heavy rhythm is not appropriate for an 
epigram, a short poem that makes a pointed 
comment in an unusually clear and witty manner 

OYIIrnI1 IIU U 

Meter 

Scansion is the art Types of m e t e r  
of scanning the Iambic 
meter of the verse Anapestic 
Prosody is the study a Trochaic 
of metrical Dactylic 
structures in poetry 
Foot is a group of 
syllable with a fixed 
pattern of stressed 
and unstressed 
syllable. 

OYll l lOl l  m M  >I 



The raising meters 
Monometer The falling meters 
Diameter Accentual meters 
Trimeter - Tetrameter 
Pentameter 

Hexameter 
0 Heptameter 

Octamecer 

WlIROI1 rY m 



APPENDICES AND PHOTOCOPIED MATEFUAL WHICH SERVES AS BOTH 
TEACHING MATERIAL AND STUDENTS' WORK SHEET 
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1 '  

\ .r The Person in the Poen! q: 
\ <A!. 

,I \ .5~~~y~,.cr~c.----4- xJQ ice L) - ..: ?)THE PERSON TiU TI% POEM 
-%=of a poem, we said, is like tone of voice in that both communicate feelinEs. Still, 

raises a question: when we yead a poem, whose "voice" speaks to us? 
! \ 
t "The poet's" is 0r.e possible answer; and in the case of many a poem that answer J 

) L t . ,  pQQJ may be right. Reading Anne Bradstreet's "The Author to Her Book," we can be rea- 

! sonably sure that the poet speaks of her very own book, and of her own experiences. 
, -- In order to read n poem, we seldom need to read a poet's biography; but in truth there 
I 

i are certain poem whose full effect depends upon our knowing at least a fact or two of 

,.. ! the poet's life. Here is one such poem. I 
I 

Arntasha Dcl l~erug~ (b. 1966) . 
I 

I 
- -- 

\I1hite Lies 2000 : 
1 The lies I could tell, I 

when I was growing up 
light-bright, near-white, 
high-yellow, red-l)nnl:tl 
in a black pl;~iv, 
were just wl~ice lies. 

I could easily tell the white folks 
that we lived uptown, 
not in that pink and green 
shanty-6ed shotgun section 
along the tracks. I could act 
like my homemade dresses 
came straight out the window 
of Maison Blanche. 1 could even 
keep quiet, quiet as kept, 
like the time a white girl said 
(squeezing my hand), Now 
we haw three of us in this class. 

But I paid for it every time 
Mama found out. 
She laid her hands or. me, 

9 then washed out my mouth 
with Ivory soap. This I is to p~trijy, she said, 
and ckanse your lying mngue. I Believing her, I swallowed suds 
thinking they'd work 
from the inside out. 

Through its pattern of vivid color imagery, Trethewey's poem tells of a black 1 
child light enouch to "pass for white" in a society that was still extremely race- 

I 
- - 

sensitive. But knowing the author's.family background gives us a deeper insight into 
I the levels of meaning in the poem. Trethewy was born in Mississippi in 1966. at  a I 

rim* 1 I 



The Person in rhe Poem 27l 

record the race of her father-who was white and had been born in Nova Scotia- 
appeared the word "Canadian" (although her parents divorced before she began 
grade school, she remained extremely close to both of them). Trethewey has said of 
her birth certificate: "Something is left out of the official record that way. The irony 
isn't !ost on me. Even in documenting myself as a person there is a little fiction." 
"White Lies" succeeds admirably on its own, but these biographical details allow us 
to read it as an cven rnorc complex meditation on issues of racial definition and per- 
sonal identity in America. 

- 
Most of us can tel! the difference between a person we meet in life and a person we 
mcet in a work of art-unlike the movieeoer in the Philiooines who, watching a vil- - . . - 
lain,--film, pulled out a revolver and peppered the screen. And yet, in 
reading poems, we are liable.to temptation. 

When the poet says "I," we may want to assume that he or she is making a personal 
statem<~~B~i~flif~t::.d.~-aLL-poems h a y e p  be persona!? Here is a brief poem inscribed 
on the $ r f $ s & ~ ~ e ~ f  ~jirifi*jn>&iBjfii  Cemetev, Plymouth, Massachusetts: 

1: .;: ?:l\-p$&&%i&&;&: I 2, strrc&' q u d k f ~ d d d % ~ ~ d i ,  
I ~vC6X<$jE~~&%!b~gq$;f~~!&~j 
 in-^- ... -dI l-D.T... -,--.. ii 

\Ye do not &ow who wrote ~Ti5Xhiii5s. but it is clear that the ooet was not a 
short-lived infant writing from personal experience. In other poems, the speaker is 
obviousl~l a oersona. or fictitious character: not the Doet, but the ooet's creation. , . . . 
As a grown man, ~ i l l i a m  Blake, a skilled professional engraver, u;rote a poem in 
the voice of a boy, an illiterate chimney sweeper. (The poem appears later in this 
chapter.) 

Let's consider a poem spoken not by a poet, but by a persona-in this case a 
mysterious one. Edwin Arlington Robinson's "Luke Havergal" is a dramatic mono- 
logue, but the identity of the speaker is never clearly stated. In 1905, upon first 

- reading the poem in Robinson's The Children of the Night (1897), President 
Theodore Roosevelt was so moved that he wrote an essay about the book that made 
the author famous. Roosevelt, however, admitted that he found the musically seductive 
poem difficult. "I am not sure I understand 'Luke Havergal,"' he wrote, "but I am 
entirely sure I like it." Possiblv what most ~uzzled our twentv-sixth oresident was 
who uras speaking in the poem. How much does Robinson let us know about the 
voice and the person it addresses? 

E d ~ u i n  Arlington Robinson (1869-1935) 

Go to the western gate, Luke Havergal, 
There where the vines cling crimson on the wall, 
And in the twilight wait for what will come. 
The leaves will whisper there of her, and some, 
Like flyirig words, will strike youas they fall; s 
But go, and if you listen she will call. 
Cm rn r h ~  wr-cri=m n*ra 1 . ,I*- b I 

No, there is not a dawn in eastern skies 
To rift the fiery night that's in your eyes; 
But there, where western glooms are gathering, 
The dark will end the dark, if anything: 
God slays Himself with every leaf that tlies, 
And hell is more than half of paradise. 
No, there is not a dawn in eastern skies- 
In eastern skies. 

Out of a grave 1 come to tell you this, 
Out of a grave I come to quench the kiss 
That flames upon your forehead with a glow 
That blinds you to the way that you must go. 
Yes, there is yet one way to where she is, 
Bitter, but one that faith may never miss. 
Out of a grave I come to tell you this- 
To tell you this. 

There is the western gate, Luke Havergal, 
There are the cri~nson leaves upon the wall. 
Go, for the winds are tearing them away,- 
Nor think to riddle the dead words they say, 
Nor any more to feel them as they fall; 
But go, and if you trust her she will call. 
There is the western gate, Luke Havergal- 
Luke Havergal. 

Questions 
1. Who is thespeaker of the pocm! LVlat specific details does the author reveal about thespeaker? 
2. Whac does the speaker ask Luke Havergal to do! 
3. \Vhar do you understand “tile western gate" to be! 
4. Would you advise Luke Havergal to follow the speaker's advice! Why or why not? 

No literary law clecrees that the speaker in a poem even has to be human. Good 
poems have bee11 uttered by clouds, pebbles, clocks, and cats. Here is a poem spoken 
by a hawk, a dramatic monologue that expresses the animaI's thoughts and attitudes 
in a way consciouslv designed to emphasize how different its worldview is from a 
human perspective. 

Ted Hugllcs ( . I Y ~ o - I ~ ~ s )  - . - - - . - - -- . - - -- -- -- - - - -. .- . .. -- -- 
Hnwli Roosting 3.. 

; <, -...,. -. . 
. . 

. : . .  ..=; ' .  
. - 1960 

'(1)sit in the top of the ulood, :ny eyes closed. \ \ ! P I  :I,., !> :I,- . . 

,,.+ .+'Inactio5, no falsihing dream 
8' ' Between my hooked head and hooked feet: 

Or in sleep rehearse perfect kills and eat. 

The convenience of the high trees! 5 
g ' s  rav - I 



-, ,..,l,,~~ u - mstcnrng to n Voice 

My feet are locked upon the rough bark. 
It took the  whole of Creation 
To produce my foot, my each feather: 
Now I hold Creation in my foot 

O r  fly up, and revolve it all slowly- 
I kill where I please because it is all mine. 
There is n o  sophistry in my body: 
My manners are tearing off heads- 

T h e  allotment of death. 
For the  one path of my flight is direct 
Through the bones of the living. 
N o  arguments assert my right: 

i 
T h e  sun is behind me. 
Nothing has changed since I began. 
My eye has permitted no change. 

! I am going to  keep things like this. 
! 
i 

Ques t ions  

1. Find three observations the hawk makes about its world that a human would probably not 
make. What do these remarks tell us about the bird's characiir) 

2. In what ways does Ted Hughes create an un:ealistic rortrayal of the hawk's true mental 
powers? \Vhat statements in the poem would an actual hawk be unlikely co make? Do 
these passages add anything to the poem's impact! What would be lost if they were 
omitted! 

. 
8 Here is a poem in which the speaker is something even more remote from 

humanity, something we ordinarily assume to  have no thoughts or attitudes at  all, 
but whose monologue offers a n  even more pointed contrast with human values. 

Suji K~uock finz (b. 1968) - -- - 

~ o n o , u g I e  for an [G T i  ,xi 3003 
-,.---. 

I don't meal1 to make vou crv. 
I mean nothing, but this has'not kept you 
From peeling away my body, layer, by .layer, 

T h e  tears clouding your eyes as the  table fills 
W i t h  husks, cut flesh, all the debris of pursuit. 
Poor deluded human: you seek my heart. 

Hun t  all you want. Beneath each skin of mine 
Lies another skin: [ ~ m j ~ ~ i o n - p u r e  union 
Of  outside and in, surface and secret core. 

Look at you, chopping and weeping. Idiot. 10 
Is this the  way you go through life, your mind I 
A e t n n l a c r  LniL rlr;.mn L.. . m n , r  CTueruS. -t - 

Of lasting union-slashing away skin after skin 
From things, ruin and tears your only signs 
Of progress? Enough is enough. 

YOU must not  grieve that the world is glirupsed 
'Through veils. HOW elie can it be seen! 
How will you rip away the veil of the eye, the veil 

That you are, you v:ho want to grasp the hearc 
Of things, hungry to know where meaning 
Lies. Taste what you hold in your hands: onion-juice, 

Yellow peels, my stinging shreds. You are the one 
In pieces. Whatever you meant to love, in meaning to 
You changed yourself: you are not who you are, 

Your soul cut moment to moment by a blade 
Of fresh desire, the ground sown with abandoned skins. 
And a t  your inmost circle, what? A core that is 

Not one. Poor fool, you are divided at the heart, 
Lost in its maze of chambers, blood, and love, 
A heart that will one day beat you to death. 

The Person in tl~e Poem 29 , 

Questions I 

1. How would you characterize the speaker's tone in chis poem? What attitudes and judg- 
I 
I 

ments lie behind that tone! I 

2. "1 mean nothi~~g" (line 2)  migilt be seen as a play on two senses of mean-"intend" and i 
"signify." Is the statement true in both senses? I 

3. SuTpose someone said to you, T h e  whole point of the poem is that vegetables have rights 1 

and feelings tbo, anil hulnanity is being rebuked for its arrogance and insensitivity coward i 
other species." How would you argue against that view? I 

4. The speaker is obviously one tough onion, cutting humanity little or no slack. To what 1 

degree do you think cl~e speaker represencs the author's views? Explain your response. 
I '  
I 

A Classic Poenl and Its Source I 
I 

In a famous definition, William Words\vorth calls poetry "the spontaneous overflow I 

of powerful feelings . . . recollected in tranquillity." Bur in the case of the following 
poem, Wordsworth's feelings weren't all his; they didn't just overflow spontaneously; 
and the process of tranquil recollection had to go o n  for years. 

FJGlliarn V4rdsu1ortA (1770-1850) -- 
I Wandered Lo~lely as a Cloud 1807 

I wandered lonely as a cloud. 
That  floats o n  high o'er vales and hills, 

When all at  once 1 saw a crowd, 
A host, of golden daffodils, I 

h~n.=-J-  -1.- * 
I 4  



SAYING AND 
SUGGESTING 

To name an object is to cake away three-fourths 
of the pleasure given by a poem. . . . 

to suggest it, that is the ideal. 

T o write so clearly that they might bring "all things as near the mathematical 
plainness" as possible-that was the goal of scientists, according to Bishop 

Thomas Sprat, who lived in the seventeenth century. Such an effort would seem 
bound to fail, because words, unlike numbers, are ambiguous indicators. Although it 
may have troubled Bishop Sprat, the tendency of a word to have multiplicity of 
meaning-rather than mathematical plainness opens broad avenues to poetry. 

DENOTATION AND CONNOTATION 
Every word has at least one denotation: a meaning as defined in a dictionary. But 
the English language has many a common word with so many denotations that a 
reader may need to think twice to see what it means in a specific context. The  noun 
field, for instance, can denote a piece of ground, a sports arena, the scene of a battle, 
part of a flag, a profession, and a number system ih mathematics. Further, the word 
can be used as a verb ("he fielded a grounder") or an adjective ("field trip," "field 
glasses"). 

A word also has connotations: overtones or suggestionc of additional meaning 
that it gains from all the contexts in which we have met it'in the past. The word 
skeleton, according to a dictionary, denotes "the bony framework of a human being or 
other vertebrate animal, which supports the flesh and protects the organs." But by its 
associations, the word can rouse thoughts of war, of disease and death, or (possibly) 
of one's plans to go to medical school. Think, too, of the difference between "Old 
Doc Jones" and "Theodore E. Jones, M.D." In the mind's eye, the f~ rmer  appears in 
his shirtsleeves; the latter has a gold nameplate on his door. 

That  some words denote the same thing but have sharply different connotations 
is pointed out in this anonymous Victorian jingle: 

n Here's a little ditty that you really ought to know: 
Horses "sweaty and men "perspire," but ladies only "gloi." 

Denotation and Connotation 7:1 

The terms drurn'gisc, pharmacist, and apothecary all denote the same occupation, , 
but apothecaries lay claim to special distinction. 

Poets aren't the only people who care about the connotations of language. 
Advertisers know that connotacions make money. Nowadays many automobile 
dealers advertise their secondhand cars not as "used" but as ':pre-owned," as if fear- 

, 

ing that "used car" would connote an old heap with soiled upholstery and mysteri- 
ous engine troubles. "Pre-owned," however, suggests that the previous owner has 
kindly taken the trouble of breaking in the car for you. Not  long ago prune-pack- 
ers, alarmed by a slump in sales, sponsored a survey to determine the connotacions 
of prunes in the public consciousness. Asked, "What do you think of when you 
hear the word prunes?" most people replied, "dried up," "wrinkled," or "consti- 
pated." Dismayed, the packers h,ired an advertising agency to create a new image 
for prunes, in hopes of inducing new connotatioris. Soon, advertisements began to 
show prunes in brightly colored settings, in the company of bikinied bathing 
beauties. 

In imaginative writing, connotations are as crucial as they are in advertising. 
Consider this sentence: "A new brand of journalism is being born, or spawned" 
(Dwight Macdonald writing in the New York Review of Book). The last word, by its 
associations with fish and crustaceans, suggests that this new journalism is scarcely 
the of human beings. 

I-lere is a fa~l~ous poem that groups together things with similar connotations: 
certain ships and tlwir cargoes. (A quinquireme, by the way, was an ancient Assyrian 
vessel propelled by sails and oars.) 

Cargoes 1902 

Quinquireme of Nineveh from distant Ophir, 
Rowing honle to have11 in sunny Palestine, 
With a cargo of ivory, ,, 

And apes and peacocks, 
Sandalwood, cedarwood, and sweet white wine. 

Stately Spanish galleon coming from the Isthmus, 
Dipping through the Tropics by the palm-green shores, 
With a cargo of diamonds, 
Emeralds, amethysts, 
Topazes, and cinnamon, and gold moidores." 

Dirty British coaster with a salt-caked smoke stack, 
Butting through the Channel in the mad March days, 
With a cargo of Tyne coal, 
Road-rails, pig-lead, 
Firewood, iron-wzre, and cheap tin trays. 

To  us, as well as to the poet's original readers, the place-names in the first [!:,TO 

stanzas suggest the exotic and faraway. Ophir, a vanished place, may have been in 
) . . 6-- :-- * A 
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76 Chapter 4 . Snying and Suggesting 
Der~otation and Connotation 77 

Walluce Stevens (I 879-1955) ---- 
Disillcsionme~lt of Tcn O'CIoclc 1923 

T h e  houses are haunted 
By white night-gowns. 
None are green, 
O r  purple with green rings, 

5 Or green with yellow rings, . , 

O r  yellow with blue rings. 
None  of them are strange, 
W i t h  socks of lace 

i 
3 
, j 

And  beaded ceintures. 
People are not  going 4 

To dream of baboons and periwinkles. 
Only, here and there, an  old sailor, > 
Drunk and asleep in his boots, 
Catches tigers 
In  red weather. 15 

I 

Questions 
1. What are headed ceintlcres? What does the phrase suggest? 
2. Whar contrast does Stevens draw between the people who live in these houses and the 

old sailor! \Vhat do the connotatio?s of white night-gowns and sailor add to this contrast! . 
i 

3. \ m a t  is lacking in these people who wear white night,gou-;s7 Why should the poet's 
- view of them be a "disillusionment"? 

Gwcnclolyn Broolcs (1917-2000) 
--.--.- 

S o u t h e a s t  Corner 1945 
i! 

T h e  School of Beauty's a tavern now. 
T h e  Madam is underground. , 
O u t  a t  Lincoln, among the  graves 

: Her own is early found. 
Where  the thickest, tallest monument 
Cuts  grandly into the air 
T h e  Madam lies, contentedly. 
Her  fortune, too, lies there, 
Converted into cool hard steel 

10 A n d  right red velvet lining; 
While  over her tan impassivity 
Sho t  silk is shining. 

SOUTHEAST Co~xm. 3 Lincoln: cemetery in Chicago where a number of prominent African Arnericaw, 
including Gwendolyn Brooh herself, arc buried. 

Quest ions , 

1. What view of its subject does this poem implicitly take, and through what words is it . 
conveyed? 

E. E. Cunznzin(r.s --c (1894-1962) .-..-----._pp.- 

next to of corlrse god alncrica i ' 1926 

"next to of course god america i 
love you.land of the pilgrims' and so forth oh 
say can you see by the dawn's early my 
country 'tis of centuries come and go 
and are n o  more what of it we sl~ould worry 
in every lsnguage even deafanddumb 
thy sons acclaim your glorious name by gorry 
by jingo by gee by gosh by gutn 
why talk of beauty what could be more beaut- 
iful than these heroic happy dead . 
who rushed like lions to the roaring slaughter 
they did not stop to think they died instead 
then shall the voice of liberty be mute!" 

He spoke. And drank rapidly a glass of water 

Questions 
1. How many allusions in this poem can you identify? Whar do all the sources of those 

allusions have in com~non! 
2. Look up the origin ofjingo (line 8). Is it used here as more than just a mindless exclamation? 
3. Beyond what is ac~ually said, what do the rhetoric of the first thirteen lines and the 

description in the last one suggest about the author's intentions in this poem! 

Rober.1: Frost (.1874-1963) -- -- - - - -. - . . -. - . ., -. . - .- - - .. - - 
Fire and Ica 1923 

Some say the world will end in fire, 
Some say in ice. 
From what I've tasted of desire 
1 hold with those who favor fire. 
But if it had to perish twice, 
1 think I know ecough of hate 
T o  say that for destrucrion ice 
Is also great 
And would suffice. 

Questions 
I .  TO whom does Frost refer in line l ?  In line 2 ?  
2. What connotations offirc and ice contribute to rhe richness of Frost's cornparison? 

Tinzotly --. Stcclc (I,. - 1948) 
: .  
. . Epi tap11 1979 

. 
Here lies Sir Tact, a diplomatic fellow 



'1: 1 
li i 78 Chapter 4 . Saying and Suggesting 
I 

Questions 
1. To what famous saying does the poet dlude? 
2. What are the connotations of golden!Of yellow! 

Diane Tlziel (L. 1967) 

The Minefield 2000 

He was running with his friend from town to town. 
They were somewhere between Prague and Dresden. . 
He was fourteen. His friend was faster 
and knew a shortcut through the fields they could take. 
He said there was lettuce growing in one of them, 
and they hadn't eaten all.day. His friend ran a few lengths ahead, 
like a wild rabbit across the grass, 
turned his head. looked back once. 
and his body was scattered across the field. 

My father told us this, one night, 
and then continued eating dinner. 

He brought them with him-the minefields. 
He carried them underneath his good intentions. 
He gave them to us-in the volume ofhis anger, 
in the bruises we covered up with sleeves. 
In the way he threw anything against the wall- 
a radio, that wasn't even ours, 
a melon, once, opened like a head. 
In the way we still expect, years !ater and continents away, 
that anything might explode at  any time, 
and we would have to run on alone 
with a vision like that 
only seconds behind. 

Quest ions 
1. In the opening lines of the poem, a seemingly small decision-to take a shortcut and find 

something to eat-leads to a horrifying result. What does this suggest about the poem's 
larger view of what life is like? 

2. The speaker tells the story of the minetield before letting us know that the other boy was 
her father. What is the effect of this narrative strategy? 

3. How does the image of the melon reinforce the poem's intentions? 

Rorz Rash (b.1953) 1.. 

The Day tlie Gates Closed 2002 

Denotation and Connotation 79 

'4 

no human sound, the poplars 
and oaks cut down so even 
the wit-.d had nothing to rub 
a whisper from, just silence 
rising over the valley 
deep and wide as a glacier. 

Questions 
1. What do yo11 think the title means, and whac does it contribute to your understanding of . 

the poem?, 
2. How does the first line set a keynote for what followvs! 
3. What mood is created by the imagery and tone of the poem? Be as specific as possible in 

your responses. 
4. How does the simile of the glacier in the last line tie into the theme? I 

Ayred, Lord 7 h121lyson (1809-1892) 
- - - I_p  

Tears, Idle Tears  18K' 
Tears, idle tears, I know not whac they mean, 

Tears from the depth of some divine despair 
Rise in the heart, and gather to the eyes, 
In looking on the happy autumn-fields, 
And thinking of the days that are no more. 

Fresh as the first beam glittering on a sail. 
That brings our friends up from the underworld, 
Sad as the last which reddens over one 
That sinks with all we love below the verge; 
SO sad, so fresh, the days that are no more. 

Ah, sad and strange as in dark summer dawns 
The earliest pipe of half-awakened birds 
To  dying ears, when unto dying eyes 
The casement slowly grows a glimmering square; 
So sad, so strange, the days that are no more. 

Dear as remembered kisses after death, 
And sweet as those by hopeless fancy feigned 
On lips that are for others; deep as love, 
Deep as first love, and wild with all regret; 
0 Death in Life, the days that are no more! 

Riclzarcl FI/i:lDur (L,. IEI) 
- - 
Love Calls  Us to tile Tl i ings of This \Jrorld 1956 

We lose so much in this life. 
Shouldn't some things stay, she said, 

The eyes open to a cry of pulleys, 
And spirited from sleep, the astounded soul 

I I 



: I 80 Chapter 4 Snying nnd Suggcsring :I I. 
As false dawn. 

outs ide  the open window 
T h e  morning air is all awash with angels. 

Some are in bed-sheets, some are in blouses, 
Some are in smocks: but truly there they are. 
Now they are rising together in calm swells 
Of halcyon feeling, filling whatever they wear 
Wi th  the deep joy of their impersonal breathing; 

Now they are flying in place, conveying 
T h e  terrible speed of their omnipresence, moving 
And staying like white water; and now of a sudden 
They swoon down into  so rapt a quiet 
Tha t  nobody seems to  be there. 

The soul shrinks 
I 

From all that  it is about to remember, 
From the  punctual rape of every blessed day, 
And  cries, 

I "011, let there be nothing on earth but laundry, 
Nothing but rosy hands in the rising steam 

I And clear dances done in the sight of heaven." 

Yet, as the sun acknowledges 
With  a warm look the  world's hunks and colors, 
T h e  soul descends once more in bitter love 
To accept the  waking body, saying now 
In a changed voice as the  man yawns and rises, 

"Bring them down from their ruddy gallows; 
Let there be clean linen for the backs of thieves; 
Let lovers go fresh and sweet to be undone, 
And the heaviest nuns walk in a pure floating 
Of dark habits, 

keeping their'difficult balance." 

LOVE CALLS US TO THE THINGS OF THIS ~VORLD. Wilbur claimed that his title was taken from St. Augustine, 
but in a recent interview he admitted t b r  neither he nor any critic has ever been able to locate the quotation 
again. Whatever its source, however. the title establishes the poem's central idea that love allows us to 
return from the divine world of the spirit to the imperfect world of our everyday lives. Wilbur's own 
comments on the poem appear after h e  questions that follow here. 

Questions 
1. What are the angels in line 5? Why does this metaphor seem appropriate to the.sicuacion! 
2. What is "the punctual rape olevery blessed day!" Who is being raped? Who or what commits 

the rape? \ m y  would Wilburchoose this particular word with all its violent associations? 
3. Whom or what does the soul love in line 23, and why is tliat.love bitter? 
4. Is it merely obesity that make the nuns1 balance "difficult" in the two final lines of the 

poem? What other "balance" does Wilbur's poem suggest? 
; 5: 5. The soul has nvo speeches in the poem. How do they differ in tone and imagery? 



T H E  S P E A K E R  I N  T H E  P O E M  .> 

, * I  

E M I L Y '  D I C I C I N S O N  

(1830-1886) 

I 'm N o b o d y !  Who Are  Y o u ?  

I'm Nobody! Who are you? 
Are you-Nobody-TOO? 
Then there's a pair of us? 
Don't tell! they'd advertise-you know! 

5 How dreary-to be-Somebody! 
How public-like a Frog- 

0 0 0  TO tell one's name-the livelong June- 
To an  admiring Bog! 

TEIE SPEAKER I N  T H E  POEM 
0 0 0  

contemporary and ancient. This makes all the difference. 
JOHN I ~ A I N E S ,  "The Iiole in the Bucket" 

provided more less personal poems. 
MAY SAXTON, "Among the Viscal Days" 

contains the world. 

A ~ n l s N N a  RICE, What Is Found There 
0 0 0  n the speaker's voice ,conveys the attitude of the poet, it may do so 



.: ,,',>.:\.',w-i<, 
Epic poems recount the accomplishments of heroic figures, typk$!y$ 

including expansive settings, suyerhuman feats, and gods and superti?@( 
ural beings. The language of epic poems tends to be.forma1, even.elev<teddfa . . :. ;:.> ..- 
and often quite elaborate. ~ p i c .  i pan  many cultures-from the Oiiyjs$!;# 
(Greek) to Beowulf (Anglo-Saxon) to The Epic of Gilgarnesh (Babylonian')&]$$ 
ancient times, epics were handed down ~rr.11~; more recently, poets?ha$$& 
written literary epics, such as John Milton's 1667 Paradise Lost and:NGlief?$ 
Prize-winning poet Derek Walcott's 1990 Omeros, which follow mani~l 
the same conventions. . , k < & ! < V  . .',;.!;,i?ca 

The ballad is another type of narrative poetry with roots in anpi ; f14 
tradition. Originally intended to be sung, a ballad uses repeated :yofds& 
and phrases, including a refrain, to advance its story. Some-but notjii!:E 
ballads use the ballad stanza. For examples of traditional ballads inithis@ 

person, as in Robert Hayden's "Homage to the Empress of the B!?,S~@ 
(p. 807), about the singer Bessie Smith. Another example of this typ'ei'$f@ 
elegy is A. E. Housman's "TO an Athlete Dying Young" (p. 640). r~.$@p@ ,: :..;$A& ,.. 

An ode is a long lyric poem, formal and serious in  style, tone, and{$$$# 
ject matter. An ode typically has a fairly complex stanzaic pattern, -sukhih~t.r,,~ 
the t e r z a  rirna used by Percy Bysshe Shelley in "Ode to the West ~i'n~,!&$$i 
(p. 829). Another ode in this text is "Ode on a Grecian Urn" (p. 813):!:.,:$$& 

An aubade is a poem about morning, usually celebrating the comingf~~i 
of dawn. An example is Philip Larkin1,s "Aubade" (p. 815). ,., :&E,,y 

' .i b?. . ..,, $$ 
An occas iona l  poem is written to celebrate a particular event or'!:$&;,,. 

casion. An example is Miller Williams's poem for President ~ l i n t o n ' s ~ s ' d ~ ~ ~  
ond inaugural in 1997. : b$.;*%u 

, A m e d i t a t i o n  is a lyric poem that focuses on a physical object, u$!,$$4 
this object as a vehicle for considering larger issues. Edmund Waller's ';G&!$,,v! 
Lovely Rose" (p. 842) is a meditation. . , . ~qp+<uhj  , ? !-. ,j$%>+i9 

A pastoral-for example, Christopher Marlowe's "The ~assio'katk:";it'-'%$ ... +..!,si$ 
Shepherd to His Love' (p. 536)-is a lyric poem that celebrates the simp$#%$ 
idyllic pleasures of country life. ., .;.:;*!,, . >;. ., jr+ .+,, 

.! .,k-!p;!i ' 
Finally, a dramatic monologue is zi @em whose speaker 

one or more silent listeners, often revealing much more than he or rhei$$k$ 
tends. Robert Browning's "My Last Duchess" (p. 583) and "Porphyiiii4 

.i*,'C 
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I 

'W I 

I 

I ss, Hansel we are there still, and it is real, real, 
l 

and the fire in  earnest. 
I 

(For this reason, poems by a single poet may have very 
voices. See Sylvia Plath's "Daddy" [p. 6731 and "Morning Song" 

I * n 

L O U I S E  G L B C K  
(1943- ) 

I 

Her tongue shrivels into gas. . . . 
5 

.b , ., 
L E O N A R D  A D A M B  

(1947- ) 

My G r a n d n o t l ~ e r  W o u l d  R o c k  
No one remembers. Even you, my brother. Q u i e t l y  a n d  H u m  

. (1973) 

i n  her house 
she would rock quietly and hum 
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until her swelled hands 4 0  relatives shot 
calmed her father's hopes 

of this country- 
s in summer how they sank 

she wore thick stockings with cement dust 
sweaters . 45 to his insides 
and grey braids 

now 
(when "el chequeuL came when I go 

10 we went to Payless to the .old house 
and I laughed greedily the worn spots 
when given a quarter) 50 by the stove 

mornings, echo of her shuffling 
sunlight barely lit and 

15 the kitchen Mexico 
and where still hangs in her 

there were shadows 
it was not cold calendar pictures 

she quietly rolled poem, the speaker is an adult recalling childhood memories of his 
zo flour tortillas- other. Spanish words-el cheque, tortillas, papas, and caf6-identify 

the "papasn2 ker as Latino. His easy use of English, his comment that talk of 
cracking in hot lard is strange to him, and his observation that he cannot yet see 
would wake me 

she had lost her teeth 
25 and when we ate stalgic memories of the speaker's youth. At another level, she is a 

she had bread 01 of his ties with Mexico, connecting him to  the e-thnic cul- 

soaked in 

always her eyes 
were clear 

30 and she could see atements by the speaker can also help to characterize him. In 
as I cannot yet see- at follows, the first line of each stanza establishes the identity 
through her eyes r-and defines his perspective. 
she gave me herself 

she would sit 
35 and talk 

3 1 ) *  

of her girlhood- L A N G S T O N  H U G H E S  
of things strange to me: (1902-1967) 

Mexico 
epidemics 

The check. I am a ~ e g r o :  

Potatoes. Black as the night is black, 

Coffee. Black like the depths of my Africa. 

' *  
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I've been a slave: ., > '* 

s Caesar told me to keep his door-steps clean. n o n ~ R T  BRowNING 

I brushed the boots of Washington. (1812-1889) 

I've been a worker: My  L a s t  D u c h e s s  
Under my hand the pyramids arose. (1842) 
I made mortar for the Woolworth Building. 

l o  I've been a singer: 
All the way from Africa to Georgia s painted on the wall, 
I carried my sorrow songs. 
I made ragtime. a wonder, now: Frh Pandolf'sl hands 

I've been a victim: sily a day, and there she stands. 
15 The Belgians cut off my hands in the Congo. e you sit and look at her? I said 

They lynch me still in Mississippi. f "  by design, for never read 
ke you that pictured Countenance, 

I am a Negro: nd passion of its earnest glance, 
Black as the night is black, If they turned (since none puts by 
Black like the depths of my Africa. I have drawn for you, but 1) 

as they would ask me, if they durst, 
Here the speaker, identifying himself as "a Negro,", assumes eat glance came there; so, not the first 
roles African-~mericans have historically played in Western s rn and ask thus. Sir, 'was  not 
slave, worker, singer, and victim. By so doing, he gives voice to h s presence only, called that spot 
tors who, by being forced to serve others, were deprived of their i e Duchess' cheek: perhaps 
BY Presenting not just their suffering, but also their accomplish anced to say "Her mantle laps 
speaker asserts his pride in being black. The speaker also impli s wrist too much," or "Paint 
suffering of black people has been caused by economic exploi pe to reproduce the faint 
mans, Egyptians, Belgians, and Americans all used black la dies along her throat": such stuff 
build their Societies. In this context, the speaker's implied he thought, and cause enough 
clear: except for the United States, all the societies that h hat spot of joy. She had 
blacks have declined, and long after these empires have fall all I say?-too soon made glad, 
ple still endure. ssed; she liked whate'er 

In each of the preceding poems, the speaker is alone. d her looks went everywhere. 
Poem, a dramatic monolope, presents a more comple My favor at her breast, 
which the Poet creates a complete dramatic scene. The sp he daylight in the West, 
oped as a character whose distinctive personality is reveal ries some officious fool 
words as he addresses a silent listener. rd for her, the white mule 

er alike the approving speech, 
e thanked men-good! but thanked 

ndred-years-old name 
. Who'd stoop to blame 

a fictive painter. 
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3s This sort of trifling? Even had you skill d a curtain that no one draws except him. His interest in the 
In speech-(which I have not)-to make your will ttle to do with the memory of his wife, however- In death* 
Quite clear to such an one, and say, "Just this as become just what the duke always wanted her to be: a Per- 
Or that in you disgusts me; here you miss, on that reflects his good taste. 
Or there exceed the marku-2nd if she let er plays a cubtle but important role in the poem: his ~ r e s -  

40 Herself be lessoned so, nor plainly set es the dramatic situation that allows the character of the 
Her wits to yours, forsooth, and made excuse ea]ed. The purpose of the Story is to the 
-E'en then would be some stooping; and I choose . -  ly what the duke expects from his prospective bride, and 
Never to stoop. 011 sir, she smiled, no doubt, . AS he speaks, the duke conveys Only the information that 
Whene'er I passed her; but who passed without issary to take back to his master, the count- Although he 

45 Much the same smile? This grew; I g%ve commands; and superficial, the duke is actually extraordinarily shrewd- 
Then all smiles stopped together. There she stands the poem, he turns the conversation to his own ends and 
As if alive. Will't please you rise? We'll meet age through flattery and false modesty. Notice, for exam- 
The company below, then. I repeat, s he has little skill in speaking when actually he is =lev- 
The Count your master's known munificence the conversation. The success of the poem lies in the 

so Is ample warrant that no just pretense velop the voice of this complex character, who embod- 
Of mine for dowry will be disallowed; elegance and shocking cruelty. 
Though his fair daughter's seif, as I avowed 
At starting, is. my object. Nay, we'lI go 
Together down, sir. Notice NeptuneI2 though, . 

ss Taming a sea horse, thought a rarity, 
Which Claus of Innsbruck3 cast in bronze for me! 

$ ) +  

L E S L I E  M A R M O N  S I L K 0  The speaker is probably Alfonso 11, duke of Ferrara, Italy, whose you 
Lucrezia, died in 1561 after only three years of marriage. Shortly af (1948- ) 

. death, the duke began negotiations to marry again. When the poe 
the duke is showing a portrait of his late wife to an emissary e r e  M o u n t a i n  ]Lion Lay  
named count who is there to arrange a marriage between the duke Down wi th  D e e r  
count's daughter. The duke remarks that the artist, Frl Pandolf, (1973) 
a certain look upon the duchess's face. This look aroused the jeal 
duke, who thought thati t  should have been for him alone. ~ c c o r  
duke, the duchess's crime was to have a heart "too soon made stepping from day to day 
easily impressed." Eventually the duke could starid the situatio silently. 
he "gave commands," and "all smiles stopped together." 

Much of what readers 'learn about the duke's state of mind 
what is implied by his words. As he discusses the painting, th cruslled wild mountain smell. 
fenfi~nally reveals himself to be obsessively possessive and jealous;$ 
ring to "my last Duchess," "my favor at her breast,'" and "mygift;, 
nine-hundred-years-old name." He keeps the picture of his late wif& where I descended 

a thousand years ago. 

God of the sea. 
watching wind's reflection An Imaginary--Or unidentified-sculptor. The count of Tyrol's capit 

briick, Austria. in tall yellow flowers. 
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The old ones who remember me are gone 
the old songs are all forgotten 

and the story of my birth. 
How I danced in snow-frost moonlight 

zo distant stars to the end of the Earth, 
How I swam away 

in freezing mountain water 
narrow mossy canyon tumbling down 

out of the mountain 
out of the deep canyon ston 

down 
the memory 

spilling out 
into the world. 

READING A N D  REACTING 

shift? 
2...From where is the speaker returning? What is she trying to 

recover7 
3. JOURNAL ENTRY The poet is of ~ a t i v e  American descent. I 

important for you to know this information about her? How 
. information about the poet's ancestry affect your interpreta 

the poem? 
4. CRITICAL PERSPECTIVE In her 1983 essay "Answering 

Deer," Native American poet and critic Paula Gunn Allen 
that the possibility of cultural extinction is a basic realit 
Americans must face. Native American women writers, s 
face this fact directly, but with a kind of hope: 

emerged . . . stronger and more certain of the endura 
people, the spirits, and the land from which they 
and which tnforms both with life. Transformation, 
rectly, metamorphosis, Is the oldest tribal ceremo 

Does Silko's poem address the issue of cultural extinction an 
possibility of regeneration or metamorphosis? How? 

Related Works: "Two Kinds" (p. 450), " Windigo" (p 
(p. 804), Fences (p. 1347) 

, . 



WORDS 

We all write poe&; 'it is simply that poers are 
the ones who write in words. 

-JOHN FOWLES 
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and which 
you were probably 
saving 
for breakfast 

Forgive me 
they were delicious 10 

so sweet 
and so cold 

Some readers distrust a poem so simple and candid. They think, "What's wrong 
with me? There has to be more to it than this!" But poems seldom are puzzles in need 
ofsolucions. We can begin by accepting the poet's statements, without suspecting the 

.: 
E 
i 

I 

LITERAL MEANING: WHAT A POEM SAYS FIRST 

i Although successful as a painter, Edgar Degas found poetry discouragingly hard to .! 

write. T o  his friend, the poet Stephane Mallarme, he complained; "What a business! 
My whole day gone on a blasted sonnet, without getting an inch further. . . and it isn't 
ideas I'm short o f .  . . I'm full of them, I've got, too many . . . " 

"But Degas," said Mallarm6 "you can't make a poem with idea~-~ou make it 
with words!" 

I Like the celebrated painter, some people assume that all it takes to make a poem 
! 

is a bright idea. Poems state ideas, to be sure, and sometimes the ideas are invaluable; i 
and yet the most impressive idea in the world will not make a poem, unless its words i are selected and arranged with loving art. Some poets take great pains to find the 
right word. Unable to fill a two-syllable gap in an unfinished line that went, 'The 
seal's w i d e g a z e  toward Paradise,".Hart Crane pzged through an unabridged dic- 
tionary. When he reached S, he found the object of his quest in spindrift: "spray 
skimmed from the sea by a strong wind." Thk word is exact and memorable. 

In reading a poem, 'some people assume that its words. can be skipped over 
rapidly, and they try to leap at  once to the poem's general <heme. It is as if they fear 
being thought clods unless they can find huge ideas in the poem (whether or not 

! . there are any). Such readers often ignore the literal meanings of words: the ordinary, 
matter-of-fact sense to be found in a dictionary. (As you will see in the next chapter, 

I 
"Saying and Suggesting," words possess not only dictionary meanings-denotations- 
but also many associations and suggestions-connotations.) Consider the following 
poem and see what you make of it. 

Tfilliam Carlos Williams (1883-1963) 
This Is Just to Say 1934 

I 
!. I have eaten 

the plums 
that were in 

poet of trying to hoodwink us. O n  later reflection, of course, we might possibly decide 
that the poet is playfully teasing or being ironic; but Williams gives us no reason to 
think that. There seems no need to look beyond the literal sense of his words, no 
profit in speculating that the plums symbolize worldly joys and that the icebox stands 
for the universe. Clearly, a reader who held such a grand theory would have over- 
looked (in eagerness to find a significant idea) the plain truth that the poet makes 
clear to us: that ice-cold plums are a joy to taste. 

To  be sure, Williams's small poem is simpler than most poems are; and yet in 
reading any poem, no matter how complicated, you will do well to reach slowly and 
reluctantly for a theory to explain it by. To find the general theme of a poem, you b t  
need to pay attention to its words. Recall Yeats's "The Lake Isle of Innisfree" (page 7), a 
poem that makes a statement--crudely summed up, "I yearn to leave the city and re- 
treat to a place of ideal peace and happiness." And yet before we can realize &s 
theme, we have to notice details: nine bean rows, a glade loud with bees, "lake W ~ E T  

lapping with low sounds by the shore," the gray of a pavement. These details and naot 
some abstract remark make clear what the poem is saying: that the city is drab, while 
the island hideaway is sublimely beautiful. 

Poets often strive for words that point to physical details and solid objects. They 
may do so even when speaking of an abstract idea: 

Beauty is but a flower 
Which wrinkles will devour; 
Brightness falls from the air, ' 
Queens have died young and fair, 
Dust hath closed Helen's eye. 
1 am sick, 1 must die: 

Lord, have mercy on us! 

In these lines by Thomas Nashe, the abstraction beauty has grown petals that shrivel. 
Brightness may be a general name for light, but Nashe succeeds in giving it rhe 
weight of a falling body. 

DICTION 
If a poem says dnffodils instead of plant life, diaper years instead of infancy, we call its 
diction, or choice of words, concrete rather than abstract. Concrete words refer to 
what we can imn~ediately perceive with our senses: dog, actor, chemical, or ~articular 
individuals who belong to chose general classes: Bonzo the , .  fox remet-, Clint E n s t w d ,  



hydrogen sulfate. Abstract words express ideas or concepts: lowe, time, truth. In 
abstracting, we leave out some characteristics found in each individual, and instead 
observe a quality common to many. The word beauty, for instance, denotes what may 
be observed in numerous persons, places, and things. 

Ezra Pound gave a famous piece of advice to his fellow poets: "Go in fear of 
abstractions." This is not to say that a poet cannot employ abstract words, nor that all 
poems have to be about physical things. Much of T. S. Eliot's Four Quartets is con- 
cerned with time, eternity, history, language, reality, and other things that cannot be 
physically handled. Bur Eliot, however high he may soar for a larger view, keeps 
returning to earth. He makes us aware of thing. 

h!!arianne Moore (1887-1972) 

Silence 1924 

My father used to say, 
"Superior people never make long visits, 
have to be shown long fellow:^ grave 
or the glass flowers at  Harvard. 
Self-reliant like the cat- 
that takes its prey to privacy, 
the mouse's limp tail hanging like a shoelace from its mouth- 
they sometimes enjoy solitude, 
and can be robbed of speech 
by speech which has delighted them. 
The  deepest feeling always sho~vs itself in silence; 
not in silence, but restraint." 
Nor was he insincere in saying, "Make my house your inn." 
Inns are not residences. 

Questions 
1. Almost all of "Silence" consisrs of quotation. What are some possible reasons why the 

speaker prefers using another person's words? 
2. IVhat are the words the father uses to describe people he admires? 
3. The poem makes an important distinction between two similar words (lines 13-14). 

Explain the distinction Moore implies. 
4. Why is "Silence" an appropriate title for this poem? 

I 
Rqbert Graves (1895-198s) I Down, lT1anton, Downl 1933 I 
Down, wanton, down! Have you no shame 

I h Tha t  a t  the whisper of Love's name, 
O r  Beauty's, presto! up you raise 
Your anvrv hpnd a t  1 7 2 7 ~ 7  
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0 0 0  

ve of language must, if language is to reward him with 
miracles, that is, with poetry, amount to a passion. The passion 
of the world and the passion For naming them must be in him 

DENISE LEVERTOV, "Origins of a Poem" 

chievcs in fiction. . . . Words in  a novel are subordinate to  

n A N D ,  Inti-oduction to Best American Poems o f  1991 

rairie and sky. When I write poetry, I use such words 

The fox, I think, is a creature of almost 

in its natural habitat and in its dimension of wilderness, the lizard can 
1 thing. Its movements are very wonderful t o  watch. 

N. SCOTT M O M A D A Y ,  in Ancestral Voices 
0 0 0  

- .  613 
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a .) .) though words may be elusive 
S I P I I O  S E P A M L A  nd as if I denied location by the 

(1932- ) ," they still can "stalk our lives 
poetry, as in love and in politics, words matter. 

Words7  Words,  Words' ntitative-how many words, how many letters and s ~ l -  
more important consideration: the quality of words. 

We don't speak of tribal wars anymore nd why? why are certain words placed next to others? 
We simple faction fights suggest in a particular context? How are the words 
there are no tribes around here tly constitutes the right word? 
only nations 

5 it  makes sense you see 
'cause from there 
One moves to multinational 
i t  makes sense you get me WORD CHOICE 
'cause from there a O o 

lo  one gets one's homeland than i n  fiction or drama, words tend to become the 
which is a reasonable idea en the true subject-of a work. For this reason, the 
' c ~ u s c  from there ver another can be crucial. Because poems are brief, 
one can dabble with independence lines; poets know how much 
which deserves warm applause o they choose with great care, 

15 --the bloodless revolution 

we are talking of words 
words tossed around as if etition may place emphasis 

denied location by the wind therefore be needed 

we mean those words some spit a certain combina- 
20 others grab eded to maintain the poem's 

dress them up for the occasion even choose a word because of 

them On the lap of an audience . gh, poets select words because 

we are talking of those words 
that stalk our lives like policemen oose words for their degree of con- 

's words no dictionary can enbrace generality. A Concrete word refers to 

words that change Sooner than seasons a perceivable, tangible entity-for example, a kiss or a flag. 

we mean words refers to an intangible idea, condition, or quality, some- 

that spell out our lives s-love, patriotism, and so on. 

words, words, words ;,general words refer to entire classes 

for there's a kind of poetic licence ample illustrates, whether a word is 

doing the rounds in these parts ee of specificity or generality de- 

Words a n ~  name, characterire and dbtinguish, co 
contrast. Words describe, limit, and embellish; words lbcate an eventeenth-century sonnet 

speare + "MY Mistress' Eyes 

d, one that is both specific and 
t might prefer general or abstract 

I - 
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language, which may allow for more subtlety- as rich nor as complex as the poem. Through careful 
ambiguity. man establishes a dichotonly that supports the poem's 

Finally, a word may be chosen for its ~ o n n o t a t i i ~ - ~ h  me about the relative merits of two ways of learning. 
Every word has one or more d e n o t a t i o n s - ~ h ~ t  it signifies em can be divided into two groups of four lines. The first four 
ti*nal associations, judgxents, or opinions. The word family, epetition of "When," introduce the astronomer and 
denotes "a group of related things or people." connotation is "figures," and "charts and diagrams" to be added, di- 
Plex matter, however, because a single word may have many di , ~n this section of the poem, the speaker is passive: 
ciations. In general terms, a word may.have a connotation t listens ("1 heard"; "1 was shown"; "I sitting heard"). The repe- 
neutral, or negative. Thus, family may have a positive corm hen'' reinforces the dry monotony of the lecture. In the next 
describes a group of loving relatives, a neutral connotati e choice of words signals the change in  the speaker's actions 
scribes a biological category, and an ironically negative connot . The confined lecture hall is replaced by "the mystical moist 
it describes an organized crime fam~ly. Beyond this ry ,lecture and automatic applause give way to "per- 

other word, may have a variety of emotional and sot instead of sitting passively, the speaker becomes active (he 
suggesting loyalty, warmth, home, security, or duty. 1n anders); instead of listening, he looks. The mood of the first 
have SOmewhat different meanings in different conte m is restrained: the language is concrete and physical, and 
choose words, then, they must consider what a particul tudying, receiving information from a " learn'd" authority. 
gest to readers as well as what it denotes. e poem, celebrating intuitive ltnowledge and feelings, is 

In the Poem that follows, the poet chooses words freer, Throughout the poem, the lecture hall contrasts 
their relationships to other words, and their connotations. e natural world outside its walls. 

ering the as a whole, readers should not find it hard 
hy the poet selected certain words. Whitman's use of "kc-  

,,in line 4 rather than a more neutral word like "spoke" is appropri- 

*b .b > 
fh because it suggests formality and distance and because it echoes 

W A L T  W I I I T M A N  
in the same line. The word "sick" in line 5 is striking be- 

(1819-1892) s physical as well as emotional distress, more effectively 
tent of the speaker's discomfort than "bored" or "rest- 
ng" and "gliding" (6) are used rather than "standing" 

w h e n  1 H e a x d  t h e  Lear  both because of the w a y  their stressed vowel sounds 
A s t r o n o m e r  nd echo "time to time" in the next line) and because of 

(1 865) of dreaminess, which is consistent with "wander'd" (6) 
). The word "moist" (7) is chosen not only because its 

When I heard the learn'd astronomer, echo the m and st sounds in "mystical," but also be- 
When the proofs, the figures, were ranged in colu a contrast with the dry, airless lecture hall. Finally, line 
When I was shown the charts and diagrams, to a e" is a better choice than a reasonablesubstitute like 

measure them, or "total silence," either of which would suggest the de- 
5 When I Sitting heard the astronomer where he le but not its quality. 

applause in  the lecture-room, ~n the next poem, the poet also pays careful attention to word choice- 
How soon unaccountable I became tired' and sick, 
Till rising and gliding out I wander'd off by myself, 
In the mystical moist night-air, and from time to tjme, 

10 Look'd up in  perfect silence at the stars. 

This Poem might be paraphrased as follows: "When 
ing a n  astronomy lecture, I went outside, where I 
just by looking at the stars than I had learned insid 

a ,  
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+ 4 b ord "snakeskin" denotes "the skin of a snake"; its most immedi- 
W I L L I A M  S ' T A F F O R D  ations are smoothness and slipperiness. In this poem, however1 

(1914-1993) in signifies more, because it is Daniel Boom who is "leaving 
n of place after place." Like a snake, Boom belongs to the nat- 

For  t h e  Grave  o f  D a n i e l  and, like a snake, he wanders from place to place, shedding his 
(1957) oes. ~ h u s ,  word "snal<eskin," with its connotation of re- 

links to nature, passing time, and the inevitability of change, 
The farther he went the fart!ler home grew. with the image of Boone as both a man of nature and a rest- 
I<entucky became another room; r, "a bird flying after a song." 
the mansion arched over the Mississippi; d stanza, the phrases "velvet falls" and "tapestry of 
flowers were spread all over the floor. ave been selected solely for their pleasing repetition 

5 He traced ahead a deepening home, "tapestry of time"). But both of these paradoxical 
and better, with goldenrod: poem's theme. Alive, Boone was in constant move- 

also larger than life. Now he has been reduced; "his Picture Leaving the snakeskin of place after place, 
going on-after the trees to . . . / a story-picture for children" (11-12), and he is as sta- 

the grass, a bird flying after a song, nit as velvet or tapestry-no longer dynamic, like "falls" and 

10 Rifle so level, sighting so well "barbwire" (in line 19's phrase "barbwire time") is another 
,his picture freezes down to now, 
'a story-picture for children. ultiple meanings enrich the poem's theme- In the simplest 

tes a metal fencing material. In light of the poem's 
They go over the velvet falls distance, however, "barbwire" (with its COnnOta- 
into the tapestry of his time, ness, danger, and confinement) is also the antithesis 

15 heirs to the landscape, feeling no jar: peaceful wilderness, evoking images of Prisons and 
it is like evening; they are the quail s and reinforcing the poem's central dichotomy between 
surrounding his fire, coming in for the kill; present restriction. 
their little feet move sacred sand. ld hands" (20) might also have multiple meanings in  the 

Children, we live in a baibwire time em. On one level, the hands could belong to a n  elderly 

20 but like to follow the old hands back- storybook; on another level, "old hands" could refer to 

the ring in  the light, the knuckle, the palm, erable life experience-like Boone, who was an "old 

all the way to Daniel Boone, On still another level, given the poem's concern with 

hunting our own kind of deepening home. could suggest the hands of a clock. 

From the land that was his I hef t  this rock. it says literally,and through what its words suggest, "For 
1 Boone" con-n-nunicates a good deal about the speaker's 

25 Here O n  his grave I put it down, Daniel Boone and with the nation he called home. 
is concept of "home," expanded as he wandered. Now, 

A number of words in "For the Grave of Daniel Boone" are no he is frozen in time and space, a character in a child's picture book) 
their denotations and connotations. In the first stan e still "hunting our own kind of deepening home," 
PIe, does not mean Boonefs residence; :it connote e Boonefs, have narrowed in  this "barbwire time-" 

a concept that grows and deepens, encompass 
rivers becoming paradoxically more and nlore 

Boonets "home" at the poem's end is a narrow, confined 
grave- In a wider sense, his home is the United States, parti 
ural landscape he explored. Thus, the word "homen comes t 
ety Of to readers beyond its denotative m~anj  

infinite possibilities beyond the frontier and the 
lization's walls and fences. 

, , 



I 

I Why S p e d  Figuratively 7 105. 1 

FIGURES OF 
SPEECH 

All slang is metaphor, 
and all metaphor is poetry. 

I WHY SPEAK FIGURATIVELY? 
"I will speak daggers to her, but use none," says Hamlet, preparing to confront his 
mother. His statement makes sense only because, we :ealize that dagge~s is to be taken 
two ways: literally (denoting sharp, pointed weapons) and nonliterally (referring to 
something that can be used like weapons-namely, words). Reading poetry, we often 
meet comparisons between two things whose similarity we have never noticed be- 
fore. When Marianne Moore observes thac a fir tree has "an emerald turkey-foot at 
the top," the result is a pleasure that poetry richly affords: the'sudden recognition of 

! . likenesses. 
A treetop like a turkey-foot, words like diggers-such comparisons are called 

figures of speech. In its broadest definition, a figure of speech may be said to occur' 
I whenever a speaker or writer, for the sake of freshness or emphasis, departs from the 

usual denotations of words. Certainly, when Hamlet says-he will speak daggers, no 
one expects him to release pointed weapons from his lips, for daggers is not t'o be read 
solely for its denotation. Its connotations-sharp, stabbing, piercing, wounding- 
also come to mind, and we see ways in which words and daggers work alike, (Words 
too can hurt: by striking through pretenses, possibly, or by wounding their hearer's 

i self-esteem.) In the statement "A razor is sharper than an  ax," there is no departure 
1 
i from the usual denotations of ra7m and ax, and no figure of speech results. Both objects 

'are of the same class; the comparison is not offensive to logic. But in King Lear's "HOW 
! sharper than a serpent's tooth it is / T o  have a thankless child," the objects-snake's 

- I tooth (fang) and ungrateful offspring-are so unlike that no reasonable comparison 
may be made between them. To  find similarity, we attend to the connotations of I,.: serpent's tooth-biting, piercing, venom, pain-rather than to its denotations. If we 

- .  - I!: are aware of the connotations of red rose (beauty, softness, freshness, and so forth), 
.I. . .,. .. then the line "My love is like a red, red rose" need not call to mind a woman with a 

scarlet face and a thorny neck. 
Figures of speech are not devices to state what is demonstrably untrue. Indeed ' 

11 .[::, thev often state truths that more literal language cannot communicate; they call 

Alfred, - Lor(/ 7"nrzyson (1809-1892) I 
- I 

The Engle 1851 1 

He clasps the crag with crooked hands; 
Close to the .sun in lonely lands, 
Ringed with the an,-? world, he stands. 

The wrinkled sea beneath him crawls; 
He watclzes from his mountain walls, 

. And like a thunderbolt he falls. 

This brief poem is rich in figurative language. In the first line, the phrase crooked 
hands may surprise us. An eagle does not have hands, we might protest; but the 
nbjection would be a quibble, for evidently Tennyson is indicating exactly how an 
eagle clasps 2 crag, in the way that human fingers clasp a thing. By implication, too, 
the eagle is a person. Close to thesun, if taken literally, is an absurd exaggeration, the 
sun being a mean distance of 93,000,000 miles from the earth. For the eagle to be 
closer to it by the altitudeof a mountain is an approach so small as to be insignifi- 
cant. But ficuratively, Tennyson conveys that the eagle stands above the clouds, 
perhaps silhouetted against the sun, and for the moment belongs to the heavens 
rathe; than to the land and sea. The word ringed makes a circle of the whole 
world's horizons and suggests that we see the world from the eagle's height; the 
wrinkled sea becomes an aged, sluggish animal; mountain walls, possibly literal, also 
suggests a fort or castle; and finally the eagle itself is likened to a thunderbolt in 
speed and in power, perhaps also in that its beak is-like our abstract conception 
of a lightning bolt-pointed. How milch of the poem can be taken literally? Only 
he clasps the crag, he stands, he watches, he falls. The rest is made of figures of 
speech. The result is thac, reading Tennyson's poem, we gain a bird's-eye view. of 
sun, sea, and land-and even of hird. Like imagery, figurative language refers us to 
the physical world. 

J.T/illiunz S I ~ a k c s p e u r e  (1564-1616) -- - 
S h a l l  I cornpare thee to n sununer 's  day? 1609 

Shall I compare thee to a summer's day? 
' Thou art more lovely and more temperate. 

Rough winds do shake the darling buds of May, 
And summer's lease hath all too short a date. 
Sometime too hot t!~e eye of heaven shines, 5 

And often is his gold complexion dimmed; 
And every fair0 from fair sometimes declines, /a~r one 

By chance, or nature's changing course, untrimmed: 
But thy eternal summer shall not fade, 
Nor lose possession of thac fair thou ow'st,' omerr .  hauc 10 

Nor shall death brag thou wand'rest in his shade, 
When in eternal lines to time thou grow'st. 

So long as men can breathe or eyes can see, 
l iyrrrc  tl-,ic qnA thlF VlVpq life . .  . m thee. ' , , 
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Howard filoss (1922-1987) 

S h a l l  I C o m p a r e  Thee to  n Summer's Dny? 1976 

Who says you're like one of the dog days? 
You're nicer. And better. 
Even in May, the weather can be gray, 
And a summer sub-let doesn't last forever. 
Sometimes the sun's too hot; 
Sometimes it is not. 
Who can stay young forever? 
People break their necks or just drop dead! 
But you? Never! 
If there's just one condensed reader left 
Who can figure out the abridged alphabet, 

After you're dead and gone, 
In  this poem you'll live on! 

SHALL 1 COMPARE THEE TO A SUMMER'S DAY? (MOSS). Dog dnys: the hottest days of summer. The ancient 
Romans believed that the Doestar, Sirius, added heat to summer months. 

Quest ions 
1. In Howard Moss's streamlined version of Shakespeare, from a series called "Modified 

Sonnets (Dedicated to adapters, abridgers, digesters, and condensers everywhere)," to 
what extent does the poet use figurative language! In Shakespeare's original sonnet, how 
high a proportion of Shakespeare's language is figurative? 

2. Compare some of Moss's lines to the corresponding lines in Shakespeare's sonnet. Why is 
Even in May, the upeather can be gray less interesting than the original? In the lines on the 
sun (5-6 in both versions), what has Moss's modification deliberately left out? Why is 
Shakespeare's seeing death as a braggart memorable? Why aren't you greatly impressed by 
Moss's lasr two lines? 

3. Can you explain Shakespeare's play on the word untrimmed (line 8)? Evidently the word 
can mean "divested of trimminns," but what other suggestions do you find in it? . .  . -- 

4. How would you answer someone who argued, "Maybe Moss's language isn't as good as 
Shakespeare's, but the meaning is still there. What's wrongwith putting Shakespeare into 
up-to-date words that can be understood by everybody?" 

METAPHOR AND SIMILE 
Life, like a dome of many-colored glass, 
Stains the white radiance of Eternity. 

T h e  first of these lines (from Shelley's "Adonais") is a simile: a comparison of two 
things, indicated by some connective, usually like, as, h n ,  or a verb such as resembles. 
A simile expresses a similarity. Still, for a simile to exist, the things compared have to 
be dissimilar in kind. It is no simile to say !'Your fingers are like mine"; it is a literal 

I observation. But to sav "Your fineers are like sausaees" is to use a simile. Omit the 
connective-say "your kngers are s;usages"-and thevresult is a metaphor, a statement 
that one thing is something else, which, in a literal sense, it is not. In the second of 
Shelley's lines,. it is assumed that Eternity is light or radiance, and we have an implied 

Oh, my love is like a red, red rose. 
Oh,  my love resembles a red, red rose. 
Oh,  my love is redder than a rose. 
Oh, my love is a red, red rose. 
Oh, my love has red ~ e t a l s  and sharp thorns. 
Oh, I placed my love into a long-stem vase 

and 1 bandaged my bleeding thumb. 

Metaphor and Simiin 107 

Simile 

Simile 

Sirnile 
Metuplwr 

Itnplicd munphor 

Implied metaphor 

Often you can tell a metaphor fro111 a simile by much more than just the pres- 
ence or absence of a connective. In general, a simile refers to only one characteristic 
that two things have in common, while a metaphor is not plainly limited in the num- 
ber of resemblances it may indicate. To  use the simile "He eats like a pig" is to com- 
pare man and.animal in one respect: eating habits. But to say "He's a pig" is to use a 
metaphor that might involve comparisons of appearance and morality as well. 

For scientists as well as poets, the making of metaphors is customary. In 1933 
George Lemaitre, tlic Belgian priest and physicist credited with the big bang theory 
of the origin of the universe, conceived of a atom that existed before anything 
else, which expanded and produced everything. And so, he remarked, making a won- 
derful metaphor, the evolution of the cosmos as it is today "can be compared to a dis- 
play of fireworks that has just ended." As astrophysicist and novelist Alan Lightman 
has noted, we can't help envisioning scientific discoveries in terms of things we know 
from daily life-spinning balls, waves in water, pendulums, weights on springs. "We 
have no other choice," Lightman reasons. "We cannot avoid forming mental pictures 
when we try to grasp the meaning of our equations, and how can we picture what we 
have not seen!"' In science as well as in poetry, it would seem, metaphors are neces- 
sary instruments of understanding. 

Mixed Metaphors 
In everyday speech, simile and metaphor occur frequently. We use metaphors ("She's 
a doll") and similes ("The tickets are selling like hotcakes") without being fully con- 
scious of them. If, however, we are aware that words possess literal meanings as well 
as figurative ones, we do not write died in the wool for dyed in the wool or tow the line for 
toe the line; nor do we use mixed metaphors as did the writer whoadvised, "Water the 
spark of knowledge and it will bear fruit," or the speaker who urged, "To get ahead, 
keep your nose to the grindstone, your shoulder to the wheel, your ear to the ground, 
and your eye on the ball." Perhaps the unintended humor of these statements comes , 

from our seeing that the writer, busv stringing together stale metaphors, was not 
aware that they had any physical reference. 

Unlike a writer who thoughtlessly mixes metaphors, a good poet can join to- 
gither incongruous things and still keep the reader's respect. In his ballad "Thirty 
Bob a Week," John Davidson has a British workingman tell how it feels to try to 
support a large fanlily on small-wages: 

It's a naked child against a hungry wolf; 
It's playing bcwls upon a splitting wreck; 

It's walking on a string across a gulf . 

With millstones fore-and-aft about your neck; 
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But the thing is daily done by many and many a ont; 
And we fall, face forward, fighting, on the deck. 

Like the man with his nose to the grindstone, Davidson's wage earner is in an 
absurd fix; but his balancing act seems far from merely nonsensical. For every one 
of the poet's comparisons--of workingman to child, to bowler, to tightrope 
walker, and to seaman--offers suggestions of a similar kind. All help us see (and 
imagine) the workingman's hard life: a brave and unyielding struggle against impossi- 
ble odds. 

Poetry and Metaphor 
A poem may make a series of comparisons, like Davidson's, or the whole poem may 
be one extended comparison: 

My Life had stood - a Loaded Gun (about 1'863) 

My Life had stood - a Loaded Gun - 
In Corners - till a Day 
Thc Owner passed - identified - 
And carried Me away - 
And now We roam in Sovereign Woods - 
And now We hunt the Doe - 
And every time I speak for Him - 
The Mountains straight reply - 
And do I smile, such cordial light 
Upon the Valley glow - 
It is as a Vesuvian face 
Had let its pleasure through - 
And when at  Night - Our good Day done - 
I guard My Master's Head - 
'Tis better than the Eider-Duck's 
Deep Pillow - to have shared - 
T o  foe of His - I'm deadly foe - 
None stir the second time - 
O n  whom I lay a Yellow Eye - 
Or an emphatic Thumb - 

Though I than He - may longer live 
H e  longer must - than I - 
For I have but the power to kill, 
Without - the power to die - 

How much life metaphors bring to poetry may be seen by comparing two poems 

Metnpl1or and Similt: lo! 

Alfr.ecl, - Lord Tcnrzj~sort - (1809-1892) 

Plower in tIlc Crannied \\'a11 1869 

Flower in the crannied wall, 
I pluck you out of the crannies, 
I hold ycu.here, root and all, in my hand, 
Little flower-but if1 could understand 
What you are, root and all, and all in all, 
I should know what God and man is. 

How many metaphors does this poem contain? None. Compare it with a briefer 
poem on a similar theme: the quatrain that begins Blake's "Auguries of Innocence." 
(We follow here the opinion of W. B. Yeats, who, in editing Blake's poems, thought 
the lines ought to be printed separately.) 

PTGlliarn Blulcc! (1757-1827) 
-- -- 

To see a world in a ga in  oC sand (about 1803) 

To see a world in a grain of sand 
And a heaven in a wild flower, 
Hold infinity in the palm of your hand 
And eternity in an hour. 

Set beside Blake's poem, Tennyson's-short though it is-seems lengthy. What con- 
tributes to the richness of "To see a world in a grain of sand" is Blake's use of a 
metaphor in every line. And every metaphor is loaded with suggestion. Our world 
does indeed resemble a grain of sand: in being round, in being stony, in being one of 
a myriad (the suggestionsgo on and on). Like Blake's grain of sand, a metaphor holds 
much, within a small circumferei~ce. 

Sylvia Plutfi (1932-1963) 

Metaphors 1960 

I'm a riddle in nine syllables, 
An elephant, a ponderous house, 
A mzlon strolling 011 two tendrils. 
0 red fruit, ivory, fine timbers! 
This loafs big with its yeasty rising. 
Money's new-minted in this fat purse. 
I'm a means, a stage, a cow in calf. 
I've eaten a bag of green apples, 
Boarded the train there's no getting off. 

Questions 
1. To what central fact do all the metaphors in this poem refer? 
2. In the first line, what has the speaker in common wigh a ridd,le?,\Vhy does she say she has - 



N. Scott ~llornaday (h. 1934) 

Simile 1974 

What  did we say to each other 
that now we are as the deer 
who walk in single file 
with heads hieh 
with ears forward 
with eyes watchful 

, with hooves always placed o n  hrm ground 
in whose limbs there is latent flight 

Questions 
1. Momnday never tells us what was said. Does this omission keep us from understanding the , 

comparison! 
2. The comparison is extended with each detail adding some new twist. Explain the implica- 

tions of the last line. 

Experiment: Likening 
Write a poem that follows the method of N. Scott Mornaday's "Simile," consisting of one long 
con~parison between two objects. Possible subjects might include talking to a loved one long- 
distance; what you feel like going to a weekend job; being on a diet; not being noticed by 
someone you love; winning a lottery. 

- -- - - 

It dropped so low - in my Regard (about 1863) 

I t  dropped so low - in my Regard - 
I heard i t  hit the Ground - 
A n d  go to pieces on the Stones 
A t  bottom of my Mind - 

Yet blamed the Face that flung it -less 
T h a n  I denounced Myself, 
For entertaining Plated Wares 
Upon  My Silver Shelf - 

Questions 
1. What is it? What two things are compared? 
2. How much of the poem develops and amplifies this comparison! 

Jill Alexander Essbaurn (b. 1971) - 
T l l e  Heart 2007 

Four simple chambers. 
A thousand complicated doors. 

Metaphor and Simile 111 

Questions 
1. Which line contains a figure of speech? 
2. Is that figure a nietaphor or a simile? Explain. 

Craig Raine (b. 1944) /. 
A R4artian Scnds a Postcard I-Iomc 1979 

Caxtons are mechanical birds with many wings 
and some are treasured for their markings-, 

chey cause the eyes to melt 
or the body to shriek without pain. 

I have never seen one fly, but 
sometimes they perch on  the hand. 

Mist is when the sky is tired of flight 
and rests its soft machine o n  ground: 

then the world is dim and bookish 
like engravings under tissue paper. 

Rain is when the earth is television. 
It has the property oi making colors darker. 

Model T is a room witii the lock inside- 
a key is turned to free the world 

for movement, so quick there is 3 film 
to watch for anything missed. 

But time is tied to tne wrist 
or kept in a box, ticking with impatience. 

I n  homes, a haunted apparatus sleeps, 
that snores when you pick it up. 

If the ghost cries, they carry it 
t o  their lips and soothe it to sleep 

with sounds. Ar.d yet, chey wake it up 
deliberately, by tickli~\g with a finger. 

Only the young are allowed to suffer 
openly. Adults go to a punishment room 

with water bur nothing to ear. 
They lock the door and suffer the noises 

alone. No one is exempt 
and everyone's pain has a different smell. 

At night, when all the colors die, 



and read about themselves- 
i n  color, with their eyelids shut. 

A MARTIAN SENDS A POSTCARD HOME. ll;e title of this poem literally describes in contents. A Martian 
briefly describes everyday objects and activities on earth, but the visitor sees them all from an alien perspec- 
tive. The Marriardauthor lacks a complete vocabulav and sometimes describes general categories of thing 
with B proper noun (as in ModelT in line 13). 1 Cmms: Books, since WilliamCaxton (c. 1422-1491) was 
the first person to print books in England. 

Question 
Can you recognize everything the Martian describes and translate it back into Earth-based 
English? 

Exercise: What Is Similar? 
Each of these qrlotations contains a simile or a metaphor. In each of these figures of speech, 
what nvo things is the poet comparing? Try to state exactly what you understand the two 
things to have in common: the most striking similarity or similarities that the poet sees. 

1 .  All the world's a stage, 
And all the men and women merely players: 
They havc their exits and their entrances, 
And one mnn in his time plays many parts, 
His acts being seven ages. 

-\Villiam Shakespeare, As You Like I c  

2. When the Ilounds of spring are on winter's traces . . . 
-Algernon Charles Swinburne, "Atalanta in Calydon" 

3. Art is long, and Time is fleeting, 
And our hearts, though strong and brave, 

Still, like muffled drums are beating 
Funeral marches to the grave. 

-Henry \Vadsworth Longfellow, "A Psalm of Life" 

4.  "Hope" is the thing with feathers - 
That perches in the soul - 
And sings the tune without the words - 
And never stops -at  all - 

-Emily Dickinson, an untitled poem 

5 .  Why should I Ict the toad work 
Squat on my life? 

Can't I use my wit as a pitchfork 
And drive the brute off? 

-Philip Larkin, "Toads" 

6. I wear my patience like a lightegreen dress 
and wear it thin. 

-Emily Grosholz, "Remembering the Ardeche" 

7. a laugti nlaybe, like glasses on a shelf 
suddenly found by the sun. . . 
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8. A ncw electric fencc, 
Ics five barbed wires tight 
As a steel-strinzed banjo. 

-Van K. Rrock, "Driving at Dawn" 

9. Spring stirs Gossamer Beynon Schoolmistress like a spoon. 
-Dylan Thomas, Under Milk Wood 

10. Our headlight caught, as in a flashbulb's flare, 
A pair of hitchhikers. 

-Paul Lake, "Two Hitchhikers" 

OTHER FIGUIjES OF SPEECI-I 

1 When Shakespeare asks, in a sonnet, 

O! how shall surnmer's honey breath hold out 
Against the wrackful siege of batc'ring days, 

it might seem a t  first that he rnixes metaphors. How can a breath confront the  
battering ram of an  invading army? But it is summer's breath and, by giving i t  to 
summer, Shakespeare makes the season a man or woman. It is as if t he  fragrance 
ofsummer were the breath within a person's body, and winter were the onslaught 
of old age. 

Such is Shakespeare's instance of personification: a figure of speech in which a thing, 
an animal, or an  abstract term (truth, nature) is made human. A personification extends 
throughout this short poem. 

James Stcpllc~rs (1882-1950) -- 
Tlie ITrind 1915 

The  wind stood up and gave a shout. 
He whistled 011 his fingers and 

Kicked the withered leaves about 
And thumped the branches with his hand 

And said he'd kill and kill and kill, 
And so he  will and so he will. 

T h e  wind is a wild Inan, and evidently it is not just any autumn breeze but a hur- 
ricane or a t  least a stiff gale. In poems that  do no t  work as well as this one, per- 
sonification may be employed mechanically. Hollow-eyed personifications walk 
the works of lesser English poets of the eighteenth century: Coleridge has quoted the  
beginning of one such neoclassical ode, "Inoculation! heavenly Maid, descend!" I t  is 
hard for the  contemporary reader to be excited by William Collins's "The Pas- 
sions, An O d e  for Music" (1747), which personifies, stanza by stanza, Fear, 
A n n ~ r  n ~ c n ~ i r  U R D I I C ~ . ) P I O  Pirv l p a l n ~ ~ c t t  d n r ~ a  .Uaro Mplanp- 
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Cheerfulness, and has them listen to Music, until even "Brown Exercise rejoiced to 
hear, / And Sport leapt up, and seized his beechen spear." Still, in "Two Sonnets 
o n  Fame" John  Keats makes an abstraction come alive in izeing Fame PS "a way- 
ward girl." 

\ 

Apostrophe 
Hand in hand with personification often goes apostrophe: a way of addressing some- 
one or something invisible or not ordinarily spoken to. In an apostrophe, a poet (in 
these examples Wordsworth) may address an inanimate object ("Spade! with which 
Wilkinson hath tilled his lands"),. some dead or absent person ("Milton! thou 
shouldst be living at  this hour"), an abstract thing ("Return, Delights!"), or a spirit 
("Thou Soul that art the eternity of thought"). More often than not, the poet uses 
apostrophe to announce a lofty arid serious tone. An "0 may eve,n be put in front of 
it ("0 moon!") since, according to W. D. Snodgrass, every poet has a right to do so at 
least'oncc in a lifetime. But apostrophe doesn't have to be highfalutin. It is a means 
of giving life to the inanimate. It is a way of giving body to the intangible, a way of 
speaking to it person to person, as in the words of a moving American spiritual: 
"Death, ain't you got no shame!" 

O v e r s t a t e m e n t  and Understatement 
Most of us, from time to time, emphasize a point with a statement containing exag- 
geration: "Faster than greased lightning," "I've told him a thousand times." We speak, 
then, not literal truth but use a figure of speech called overstatement (or hyperbole). 
Poets too, being fond of emphasis, often exaggerate for effect. Instances are Marvell's 
profession of a love t h x  should grow "Vaster than empires, and more slow" and John 
Burgon's description of Petra: "A rose-red city, half as old as Time." Overstatement 
can be used also for humorous purposes, as in a fat woman's boast (from a blues song): 
"Eveq time I shake, some skinny gal Ioses her home."2 n ~ e  opposite is understatement, 
implying more than is said. Mark Twain in Life on the Mississippi recalls how, as an ap- 
prentice steamboat-pilot asleep when supposed to be on watch, he was roused by the 
pilot and sent clambering to the pilot house: "Mr. Bixby was close.behind, comment- 
ing." Another example is Robert Frost's line "One could do worse than be aswinger of 
birchesv-the conclusion of a poem that has suggested that to swing on a birch tree is 
one of the most deeply satishing activities in the world. 

M e t o n y m y  and Synecc loche  

In metonymy, the name of a thing is substituted for that of another closely 
associated with it. For instance, we say 'The  White House decided," and mean that 
the president did. When John Dyer writes in "Grongar Hill," 

A little rule, a little sway, 
A sun beam in a winter's day, 
Is all the proud and mighty have 
Between the cradle and the grave, 

we recognize that crndle and graw signify birth and death:.A kind of metonymy, 
synecdoche is the use of a part of a thing to stand for the whole of it or vice versa. 
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We say "She lent a hand," and mean that she lent her entire presence. Similarly, 
Milton in "Lycidas" refers to greedy clergymen as "blind mouths." 

Paradox 
Paradox occurs in a statement that ac fint strikes us as self-contradictory but t b t  on 
reflection makes some sense. "The peasant," said G. K. Chesterton, "lives in a larger 
world than the globe-trotter." Here, two different meanings of larger are contrasted: 
"greater in spiritual values" versus "greater in miles." Some paradoxical statements, 
however, are much more than plays on words. In a moving sonnet, the blind John 
Milton tells how one night he dreamed he could see his dead wife. The poem ends in 
a paradox: 

,But oh, as to embrace me she inclined, 
I waked, she fled, anti day brought back my night. 

Pun 
Asked to tell the difference between men and women, Samuel Johnson replied, "1 
can't conceive, madam, can you?" The great dictionary-maker was using a figure of 
speech known to classical rhetoricians as paronomasia, better known to us as a pun 
or play o n  words. How does a pun operate? It reminds us of another word (or other 
words) of similar vr identical sound but of very different denotation. Although 
puns at  their worst can be mere piddling quibbles, at best they can sharply poinc ro 
surprising but genuine resemblances. The name of a dentist's country estate, Tooth 
Acres, is accurate: aclling teeth paid for the property. In his novel Moby-Dick, 
Herman Melville takes up questions about whales thac had puzzled scientis:~: for 
instance, are tlie whale's spoutings water or gaseous vapor? And when Melville 
speaks pointedly .of che great whale "sprinkling and mistifying the gardens of the 
deep," we catch his pun, and conclude that the creature both miscifies and mysti- 
fies at once. 

In poetry, a pun may be facetious, as in Thomas Hood's ballad of "Faithless Nelly 
Gray": 

Ben Battle was a soldier bold, 
And used to war's alarms; 

But a cannon-ball tsok off his legs, 
So 11e laid down his arms! 

Or it may be sericus, as in these lines 011 war by E. E. Cummings: 

:he bigness of cannon 
9 is skillful, 

(is skillful becoming is kill-ful when read aloud); or perhaps, as in Shakespeare's song 
in Cymbeline, "Fear no more the heat o' th' sun," both facetious and serious at once: 

Golden lads and girls all must,. 
As chimney-sweepers, come to dust. 

Poets often make puns on images, thereby combining the sensory force of im- 
agery with the verbal pleasure of wordplay. Find and explain the punning images in 
these two poems. 
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Margaret Atwood (b. 1939) - -- --- - ------ 
You fit i n t o  me 1971 

you fit into me 
like a hook into an eye 

a fish hook 
an  open eye 

George Herbert (1593-1633) -- --- 
The Pulley 2633 

When God at  first made man, 
Having a glass of blessings standing by- 
Let us (said he) pour on him all we can; 
Let the world's riches, which disperstd lie, 

Contract into a span. 5 

So strength first made a way, 
Then beauty flowed, then wisdom, honor, pleasure: 
When almost all was out, God made a stay, 
Perceiving that, alone of all His treasure, 

Rest in the bottom lay. 

For if I should (said he) 
Bestow this jewel also on  My creature, 
He  would adore My gifts instead of Me, 
And rest in Nature, not the God ofNature: 

So  both should losers be. 

Yet let him keep the rest, 
But keep them with repining restlessness; 
Let him be rich and weary, that at least, 
If goodness lead him not, yet weariness 

May toss him to My breast. 

Quest ions 
1. What different senses of the word rest does Herbert bring into this poem? 
2. How do God's words in line 16, Yet let him keep the rest, srem paradoxical! 
3. What do you feel to be the tone of Herbert's poem! Does the punning make the poem 

seem comic? 
4. Why is the poem called "The Pulley"? What is its implied metaphor? 

T o  sum up: even though figures of speech are not to be taken only literally, they 
refer us to a tangible world. By personifying an eagle, Tennyson reminds us that the 
bird and humankind have certain characteristics in common. Through metonymy, a 
poet can focus our attention on a particular'detail in a larger object; through 
hyperbole and understatement, make us see the physical actuality in back of words. 
Pun and paradox cause us to realize this actuality, too, and probably surprise us 

F I ~ P  T the e 

Other Figures of Speech 1 17 

- 

and asks it to listen-speaks directly to an immediate god or to the revivified dead. 
Put to such uses, figures of speech have power. They are Inore than just ways of playing 
with words. 

Dana Gioia (b. 1950) 

Money 1991 
I 

Money is a kind of p o e q .  
-Wallace Stevens 

Money, the long green, 
cash, stash, rhino, jack 
or just plain dough. 

Chock it up, fork it over, 
shell it out. Watch it 
burn holes through pockets. 

To be made of it! To  have it 
to bum! Greenbacks, double eagles, 
megabucks and Gin~iie Macs. 

It greases the palm, feathers a nest, 
holds heads above water, 
makes boch ends mcct. 

Money breeds money. 
Gathering interest, co~npounding daily. 
Always in circulation. 

Money. You don't know where it's been, 
but you put it where your mouth is. 
And it talks. 

Question 
Whac figures of speech can you identify in this poem? 

Carl Sand6rtr.g (1878-1967) -- .---- 

Fog 1916 

The fog comes 
on little cat feet. 

I t  sits looking 
over harbor and city 
on silent haunches 
and then moves on. 

Questions 
1. Whac figure of speech does this poem use?. 
2. Which specific feline qualities does the speaker impute to the fog? 

- ~ 
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Charles Simic (11. 1938) -- 
My Shoes 1967 

Shoes, secret face of my inner life: 
Two gaping toothless mouths, 
Two partly decomposed animal skins 
Smelling of mice nests. 

My brother and sister who died at  birth 
Continuing their existence in you, 
Guiding my life 
Toward their incomprehensible innocence. 

What use are books to me 
When in you it is possible to read 
The  Gospel of my life on earth 
And still beyond, of things to come? 

I want to proclaiin the religion 
I have devised for your perfect humility 
And the strange church I.am building 
With you as the altar. 

Ascetic and maternal, you endure: 
Kin to oxen, to Saints, to condemned men, 
With your mute patience, forming 
The  only true likeness of myself. 

Question 
Which statements in this poem are literal, and which are not? For those that are figurative, 
identifi the specific figure of speech that each employs. 

FOR REVIEIV AND FURTHER STUDY 

Robert Fros t  (1874-1963) .- -. 

The Silken Tent 1942 

She is as in a field a silken tent 
A t  midday when a sunny summer breeze 
Has dried the dew and all its ropes relent, 
S o  that in guys" it gently sways at ease, 
And its supporting central cedar pole, 
Tha t  is its pinnacle to heavenward 
And sianifies the sureness of the soul, - 
Seems to owe naught to any single cord, 
But strictly held by none, is loosely bound 
Bv countless silken ties of love and thoueht " 
T o  everything on earth the comDass round, 
And miy by one's going slightl;taut 
In the capriciousness of summer air 

For Review and Further Study 1 19 

Questions 
1. Is Frost's comparison of a woman and tent a simile or a metaphor? 
2. What are the ropes or cords? 
3. Does the poet con:.ey ally sense of this woman's character! What sort of person do you . 

believe her to be? 
4. Paraphrase the poem, trying to state its implied meaning. (To be refreshed about para- 

phrase, turn back to page 6.) Be sure to include the implications of the last three lines. 

,Jane Kenyon (1947-1995) 
. - - 

Tlic Suitor 1978 

We lie back to back. Curtains 
lift and fall, 
like the chest of someone sleeping. 
Wind moves the leaves of the box elder; 
they show their light undersides, 
turning all at once 
like s s c h o ~ l  of fish. 
Suddenly I understand that I am happy. 
For months this feeling 
has been coming closer, stopping 
for short visits, like a timid suitor. 

.Questioi~ 
In each simile you find in "TheSuitor," exactly what is the similarity? 

Exercise: Figures of Speech 
Identify the central figure of speech in the following four short poems. 

Robert Rus t  (187.1-1963) -- - 
Tlie Secret Sils 1942 

We dance round in a ring and suppose, 
But the Secret sits in the middle and knows. 

A. R. Amrnorls (1926-2001) ----- - - 
Coward 1975 

Bravery runs in my family. 

Kay Rjpan (11. 1945) - --- 
Turtle 1994 

Who would be a turtle who could help it! 
A barely mobile hard roll, a four-oared helmet, 
she can ill afford the chances she must take 
in rowing toward the grasses that she eats. 
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a pacliirlg-case places, and almost any slope 
defears her modest hopes. Eve11 being practical, 
she's often stuck up to the axle on her way 
to sometl~ing edible. With everything optimal, 
she skirts the ditch which would convert 
her shell into a serving dish. She lives 
below luck-level, never imagining some lottery 
will change her load of pottery to wings. 
Her only levity is patience, 
the sport of truly chastened things. 15 

Anne Stevenson (b. 1933) -- - -- 
The De~nolition 1974 

They havc lived in each other so long 
There is little to do there. 
They have taken to patching the floor 
Lylhile the roof tears. 

The rot in her feeds on his woodwork. 
He batters her cellar. 
He camps in the ruin of her carpet. 

. She cries on his stairs. 

Hands 1929 

Inside a cave in a narrow canvon near Tassaiara 
The  vault o i  rock is painted with hands, 
A multitude of hands in the twilight, a cloud of men's palms, 

no more, 
No other picture. There's no one to say 
Whethe: the brown shy quiet people who are dead intended 
Religion or magic, or made their tracings 
In the idleness of art; but over the division of years these 

careful 
Signs-manual are now like a sealed message 
Saying: "Look: we also were human; we had hands, not paws. 

All hail 
You people with the cleverer hands, our supplanters 
In the beautiful country; enjoy her a season, her beauty, and 

come down 
And bc supplanted; fo? you also are human." 

I.:: 

Question 
. ' I  

Robert Burn.s (1759-1796) ---- - 
Oh, my lovc is likc a red, red rose (about 1788) 

Oh, my love is like a red, red rose 
That's newly sprung in June; 

My love is like the melody 
That's sweetly playedin tune. 

So fair art thou, my Imnny lass, 
So deep in love am I; , 

And I will love thee still, my dear, 
Till a' the seas gango dry. 

Till a' the seas gang dry, my dear, 
And the rocks melt wi' the sun; 

And I will love thee still, my dear, 
While the sands o' life shtill run. 

And fare thee weel, my only love! 
And fare thee weel awhile! 

And I will come again, my love 
Though it were tert thousand mile. 

@Fi WRITING effectiflel?~ 
Robert Frost on FJ4-itirzg 
- - --- -- - ----. -- 
The Irnporta~~ce of Poetic Metaphor 1930 

1 do not think anybody ever knows the discreet 
use of metaphors, his own and other people's, 
the discreet handling of metaphor, unless he 
has been properly educated in poetry. 

Poetry begins in trivial metaphors, pretty 
metaphors, "grace" metaphors, and goes on to 
the profoundest thinking that we have. Po- 
etry provides the one permissible way of say- 
ing one thing and meaning another. People 
say, "Why don't you say what you mean!" We 
never do that, do we, being all of us too much 
poets. We like to talk in parables and in hints 
and in indirections-whether from diffidence 
or some other instincc. 

I have wanted in late years to go further 
and further in making metaphor the whole of 
thinkine. I find someone now and then to " 
agree with me that all thinking, excepc 
mathematical thinking, is metaphorical, or all thinking except scientific thinking. Tk:e 
mathematical  night be difficult for me to bring in, but the , scientific D is easy enough. 
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0 0 0 

is probably the most fertile power possessed by man. 
J o s t  ORTBGA Y GASSET 

ade of comparisons, simple or complex, open or concealed. The 
poetry is obtained by mixing or interweaving or juxtaposing 
arisons. The mixture is either a mechanical mixture or a chemical 
hen the mechanical becomes chemical the explosion takes place. 

e difference between prose and poetry. In  prose all comparisons are 
d uncompounded. In poetry all metaphors are mixed metaphors. 

J.  ISAACS, The Background of Modern Poetry 

we shall never be able to distinguish absolutely and with a hard edge 
the metaphor, any more than anyone has so distinguished 

poetry.'. . . We shall very often be able to tell, just as we can very 

B?;resonances take it prospectively beyond a pure perception. . . . 
b~~?ph'or stands somewhat as 2 mediating term squarely between a thing and 
E&;ht, which may be why it is so likely to compose itself about a word of e ehrid a word of thought, as in this example of a common Shakespearean 

mli: "Even to the teeth and forehead of mv fault." 
HOWARD NEMEROV, "On Metaphor" 

. ."', 
,:2;;,,., 

'$fi$r is not to be considered, . . . as the alternative of the poet, which he 
Xcct to use or not, since he may state the matter directly and - ii. +. - 
Ltforwardly if he chooses. It is frequently the only means available if 

.., 
o,:write at all. . : . 

:$<:,$ 
Gy,,:.$, 
..$'.,. a CLIANTH I ~ R O S K S ,  "Metaphor and the Tradition" 



C H A P T I R  16 o F I G U R E S  01: S P E E C H  H U G H E S  0 H A R L E M  

3 ~ )  red, lonely." By comparing himself in  his loneliness to a 
W I L L I A M  S H A K E S P E A R E  sts that like the cloud he is a part of nature and that he too 

(1564-1 616) sive, blown by winds, and lacking will or substance. Thus, 
e of speech, the poet can suggest a wide variety of feelings 

S h a l l  I C o m p a r e  T h e e  s in very few words. The phrase "I wandered lonely as a 
t o  a SurnrnkrJs D a y ?  ile, a comparison between two unlike items that includes 

(1 609) n an imaginative comparison between t w o  'unlike items 
e like or as-that is, when it says "a is b" rather than "a is 

Shall I compare thee to a summer's day? 
Thou art more lovely and more temperate. speaker in Adrienne Rich's "Living in Sin" 
Rough winds do shake the darling buds of May, t coming / like a relentless milkman u p  the 

And summer's lease hath all too short a date. ' ngly original simile to suggest that daylight 
s Sometime too hot the eye of heaven shines, associations of promise and awakening, but 

And often I S  his gold complexion dimmed; tale, never-ending routine that is greeted without enthusiasm. 
And every fair from fair sometimes declines, is consistent with the rest of the poem, an  account of an un- 
By chance, or nature's changing course, untrimme ationship. However, when the speaker in Audre Lorde's poem says 
But thy eternal summer shall not fade, men" (p. 6661, she uses a metaphor, equating 

lo  or lose possession of that fair thou ow'st;' common associations with emptiness, tran- 
Nor shall death brag thou wand,rest in his shade, addition, by identifying rooming houses as 
When in eternal lines to time thou grow'st. ersonification, a special kind of compari- 

So long as men can breathe or eyes can see, or, that gives life or human characteristics to 
So long lives this, and this gives life to thee. 

"I wandered lonely as a cloud," a single 
Although figurative language is used in all kinds of writ preciated for what it communicates on 

Particular recognize the power of a figure of speech to take re simile or metaphor may be one of sev- 
the literal meaning of a word. For this reason, figures of ork together to communicate a poem's 
Pressions that describe one thing in terms of something el example, presents a series of related 
Prominent in Poetry than in other kinds of writing. For exa 
ceding sonnet by Shakespeare compares a loved one to a su ile could not do alone. 
order to make the point that, unlike the fleeting summer, 
will-within the poem-remain forever young. ~ u t  this s 
yond the obvious equation (loved one = summer's day); 
sertion that his loved one will live forever in his poem a 

0 n ., 
about his confidence in his own talent and r-putatio L A N G S T O N  H U G H E S  
Power of figurative language) than about the loved one' (1902-1967) 

H a r l e m  
SXMILE, METAPHOR, (1951) 

A N D  ~ E R S O N I F I C A T I O N  What happens to a dream deferred? 
O O *  

Does it dry up 
When William Wordsworth opens a poem with "I wa like a raisin in the sun? 
cloud" (p. 8471, he conveys a good deal more than he Or fester like a sore- 

s And then run? 
' Beauty you poisess. Does it stink Iike rotten meat? 
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Or crust and sugar over- to the other side of day 
like a syrupy sweet? &forming entrechats 

and sleight-of-foot tricks 
Maybe it just sags thcr high theatrics 

l o  like a heavy load. and all without mistaking 

Or does it explode7 
for what it may not be 

The dream to which Hughes alludes in his 1951 poem i For he's the super realist 
racial equality. It is also the American Dream-or, by exte who must perforce perceive 
portant unrealized dream. His speaker offers six tentative taut truth 
question asked in  the poem's first line, and five of the six a before the taking of each stance or step 
similes. As the poem unfolds, the speaker considers differ supposed advance 
The dream can shrivel u p  and die, fester, decay, crust toward that still higher perch 
under the weight of the burden those who hold the dream must; Beauty stands and waits 
each case, the speaker transforms an abstract enti , with gravity 
crete item-a raisin in the sun, a sore, rotten me to start her death-defying leap 
load. The final line of the poem, italicized for emphasi 
from what i t  says than from what it leaves unsaid. Unl 
natives explored in the poem, "Or does i t  explode?" is a little charleychaplin man 
simile. Nevertheless, because of the pattern of f i p r  who may or may not catch 
poem has established, readers supply the other, unspo 
parison: ". . . like a bomb." spreadeagled in the empty air 

Sometimes a single extended simile or extended m 
throughout a poem. The poem that follows, for exa 
tended simile; comparing a poet to an acrobat. ison between a poet and an acrobat, Ferlinghetti 

s a kind of all-purpose circus performer, at once 
trapeze and balancing carefully on a tightrope. 
ests is that the poet, like an acrobat, works hard at 

? 3 ., make it all look easy. Something of an  exhibi- 
L A W R E N C E  F E R L I N G H E T T I  tive and creative, taking impossible chances yet 

(1919- ) a1 skills in his quest for truth and beauty. More- 
poet is balanced "on eyebeams / above a sea of 

C o n s t a n t l y  R i s k i n g  A b s  on audience reaction to help him keep his per- 

(1958) he super realist," but he also has 
: "entrechats / and sleight-of-foot 

Constantly risking absurdity uding puns ("above the heads 1 of 
and death imbs on rime"), alliteration (''taut 

whenever he performs n man"), and all the other linguis- 

above the heads he arrangement of the poem's lines 
s describes.) Like these tricks, the 

the poet like an acrobat one, perhaps suggesting that. Fex- 
climbs on rime ke their craft too seriously. In any 

to a high wire o o illustrate the acrobatic possibilities of lan- 
and balancing on eyebeams 

10 above a sea of faces extended metaphor, personifying 
paces his way 
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) .) b , people~r loud parties, but their own lives have been reduced to a 
A U D R E  L O R D E  ffle" to nowhere, a liopeless, frightened-and perhaps point- 

(1934-1992) ting searclling,zf Over time, the women and the piaces in 
live have become one. BY using an unexpected c o m ~ a ~ i s o n  be- 

l i o o m i n g  H o u s e s  Are O l d  Worn seemingly unrelated entities, the poem illuminates the 
(1968) he rooming houses and the essence of their elderly. occupants. 

Rooming houses are old women 
rocking dark windows into their whens I ; U ~ ~ H E R  READING: S'IMIU, ~ E ~ ~ H O R ~  
waiting incomplete circles 
rocking ERSONIFICATION 

s rent office to stoop to 
9 3 3 

community bathrooms to gas rings and n o l $ B n T  B U R N S  
~nder-bed boxes of once useful garbage (1759-1796) 
city issued with a twice monthly check 
and the Young men next door 

10 with their loud midnight parties 
oh, L o v e  I s  l i k e  

and fishy rings left i n  the bathtub a R e d ,  R e d  R o s e  
110 longer arouse them (1796) 
from midnight to mealtime no stops inbetween 
light breaki~lg to pass through jumbled up windows oh, my love is like a red, red rose 

Is and was it who married the widow that Bu~zie '~  son mess That's newly sprung in June; 
MY love is like the melody 

To Welfare and insult form the slow shuffle  hat's sweetly played in tune- 
from dayswork to shopping bags 
heavy with leftovers SO fair art thou, my bonny lass* 
Rooming houses So deep in love am 1; 

20 are old women. waiting ~~d I will love thee still, my dear, 
searching Till a'  the seas gang' dry. 
through darkening ~vindows Till a' the seas gang dry, my c;ear, 
the end or beginning of agony 

lo And the rocks melt wi' the sun; 
old womell Seen through half-ajar doors And I will love thee still, my dear, 

2s hoping While the sands o' life shall run. 
they are not waiting 
but being And fare thee weel, my only love! 
the entrance to somewhere And fare thee wee1 awhile! 
unknown and desired And 1 will cclrne again, my love 

30 but not new. ~ h o ~ g l . 1  it were ten thousand mile. 

So does Lorde equate rooming houses and women in thi 
that at times it is difficult to tell which of the two is actually the G AND REACTING 
mbject. the Poem's assertion, rooming houses are mt old does the speaker compare his love to a What 

they are comparable to the old women who live there,,b,&gS e is used in the poem? For what Purpose is it used? 
their enclose a lifetime of disappointments as well as the phy do you suppose Burns begins his poeln with similes7 
tritus Of life, LikP the old women, rooming houses are in decline ng them to the end change the poem's impact? 
away their remaining years. Like the houses they inh.abit, these 

are fixed-"rent office to stoop to / community bathrooal 
gas rings"-and their hopes and expectations are few. They are su 
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J h R R E L L  ,.? T H E  D E A T H  O F  THE' B A L L  T U R R E T  GUNNER 
A F T E R  1 6  .Y F I G U R E S  or, S P E E C H  

3. Where doesthe speaker seem to exaggerate the exte AND REACTING 
Why does he exaggerate? Do you think this exagger n t h e  use of personification in the second stanza and in  the 
the effectiveness of the poem? Explain. 

Reiated Works: "Araby" (p. 226); "MyMistress' Eyes Are Not 
Sun" (p. 538), "To His Coy Mistress" (p. 679) t kind of figure of speech is each of the following: "His hands 

like wild birds" (18); "Grease-gray and kind of coiled" (26)? 
ther figures of speech can you identify in the poem? 

3 1 )  AL ENTRY Who do you think this poem's speaker might 
J O H N  U P D I K E  

(1932- ) 

E X - B a s k e t b a l l  P l a y e r  Works: "Miss Eirill" (p. 103), "Sadie and Maud" (p. 689), Death of 

(1958) 

Pearl Avenue runs past the high-school lot, ) + 

Bends with the trolley tracks, and stops, cut off R A N D A L L  J A R R E L L  
Before it has a chance to go two blocks, (1914-1965) 
At Colonel McComsky Plaza. Berth's Garage 

s IS on the corner facing west, and there, T h e  D e a t h  of t h e  Bal l  
Most days, you'll find Flick Webb, who helps Berth T u r r e t  G u n n e r  
Flick stands tall among the idiot pumps- (1945) 
Five on a side, the old bubble-head style, 
Their rubber elbows hanging loose and low. r's,sleep I fell into the State 

lo One's nostrils are two S's, and his eyes n its belly till my wet fur froze. 
An E and 0 .  And one,is squat, without arth, loosed from its dream of life, 
A head at all-more of a football type. lak and the nightmare fighters. 

Once Flick played for the high-school team, the Wi washed me out of the turret with a hose. 

He was good: in fact, the best. In '46 
1s He bucketed three hundred ninety points, 

A county record still. The ball loved Flick. 
I saw him rack up thirty-eight or forty 
In one home game. His hands were like wild birds. words establish this comparison? 

identity with the one he creates for 
He never learned a trade, he just sells gas, ements of his actual situation do you 

zo Checks oil, and c,hanges flats. Once in a while, e himself as he does in these lines? 
As a gag, he dribbles an inner tube, poem and "Dulce et Decorum Est" 
But most of us remember anyway, ge to describe the horrors of war. 
His hands are fine and nervous on the lug wrench. 
It makes no difference to the lug wrench, though. 

2s Off work, he hangs around Mae's luncheonette. 
Grease-gray and kind of coiled, he pltiys pinball, 
Smokes those thin cigars, nurses lemon, phosphates. dle between the 

Flick seldom says a word to Mae, just nods oem presents a man 

Beyond her face toward bright applauding tiers 
30 Of Necco Wafers, Nibs, and Juju Beads. 
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J .  Horner writes that the "manipulation of time reveals the : visualize? Explain the relationship between the secretary and each 
stunning brevity of the gunner's waking life and the state's item with which she is compared. 
disregard for that phenomenon. . . . Because of the telescopi JOURNAL ENTRY Using as many metaphors and similes as YOU 

time, . . . [the poem] resonates with powerful feeling." can, write a "chant" about a job You have held. 
With which critic do you agree? That is, do you see the C R ~ T Z C A L  PERS~ECTTVE In a review of a recent collection of 

of a middle" as a positive or negative quality of this poem? Piercy's poetry, feminist critic Sandra Gilbert notes instances of "a 
kind of bombast" (pompous language) and remarks, "As most 

Related Works: "An Irish Airman Foresees His Death" (p', 545)) poets realize, political verse is almost the hardest kind to write." 
night Saigon" (p. 552), "Dulce et Decorum Est" Ip. 658) In what sense can "The Secretary Chant" be seen as "political 

verse"? Do you think Piercy successfully achieves her political 
3 3 +  purpose, or does she undercut it with "bombast"? 

M A R G E  P I B R C Y  
rated Works: "Like a Winding Sheet" (p. log), "Barbie-Q" (p. 3541, (1934- ) 

men" (p. 744), "Metaphors" (p. 822) 

T h e  S e c r e t a r y  C h a n t  
(1973) ) . &  

J O H N  D O N N E  
My hips are a desk. 

(1572-1631) From my ears hang 
chains of paper clips. 
Rubber bands form my hair. A V a l e d i c t i o n :  

5 My breasts are wells of mimeograph ink. F o r b i d d i n g  M o u r n i n g  
My feet bear casters. (1611) 
BUZZ. Click. 
My head is a badly organized file. AS virtuous men pass mildly away, 
My head is a switchboard And whisper to their souls to go, 

l o  where crossed lines crackle. Whilst some of their sad friends do say 
Press my fingers The breath goes now, and some say no: 
and in my eyes appear s So let us melt, and make no noise, 
credit and debit. No tear-floods, nor sigh-tempests move; 
Zing. Tinkle. 'Twere profanation of our joys 

1s My navel is a reject button. To tell the laity1 our love. 
From my mouth issue canceled reams. 
Swollen, heavy, rectangular Moving of th' earth brings harms and fears; 
I am about to be delivered lo  Men reckor, what it  did and meant; 
of a baby But trepidation of the spheres, 

20 Xerox machine. Though greater far, is innocent. 
File me under W Dull sublunary lovers' love 
because I wonce (Whose soul is sense) cannot admit 
was 

IS Absence, because it doth relnove 
a woman. Those things which elemented it. 

R E A D I N G  A N D  REACTING 
1. Examine each of the poem's figures of speech. DO they a1 

reasonable comparisons, or are some far-fetched or hard t 

I I 

I? 
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But we, by a love so much refined wobbles on a dry, measured beat." Yet, he argues, "the Poem comes 
That Ourselves know not what it is, aoked with emotional power" because "the speaker reads as a 

Inter-assurPd of the mind, naturally reticent man, leaving his beloved in uncertainty and 
z0 Care less, eyes, lips, and hands to miss. deep trouble." Stampfer concludes, "Easy self-expression here 

Our two souls, therefore, whicll are one, would be self-indulgent, if not reprel~ensible. . . . his 

Though I must go, endure not yet dignity, we feela heart is breaking here-" 
DO you find such emotional power in this highly intellectual 

A breach, but an expansion, 
Like gold to airy thinness beat. 

25 If they be two, they are two SO 
rks: "How Do I Love Thee?" (p .  5401, "To MY Dear and Loving 

As stiff twin compasses2 are two: p. 678), "The Silken Tent" (p. 8031, A Doll House (P- 970) 

T l l ~  soul, the fixed foot, makes no show 
To move, but doth, if th' other do. R B O L E  A N D  UNDERSTATEMENT 

And though it in the center sit, O B O  

30  Yet when the other far doth roam, 
It jeans and harkens after it, inds of figurative'language, hyperbole and 

And grows erect as that comes home. pportunities to suggest meaning beyond the literal level 

Such wilt thou be to me, who must, s intentional exaggeration-saying more than is actually 
Like th '  other foot, obliquely run; m "oh ,  ~y Love Is like a Red, Red Rose" (p. 667)) when 

35 firmness makes my circle just,3 hat he will love his lady until all the seas go he is 
And makes me end where I begun. ndersta ternent is j ust the 0p~osite-saYing less than 

. . speaker in the poem "Fire and Ice" (P. 5891, weighing 

R E A D I N G  A N D  REACT IN^ ternatives for the end of the world, says that "for de- 
great 1 And would suffice," he is using understate- 

" Beginning with line 25 ,  the poem develops an extended met , poets rely on their readers .to understand that their 
a 'Oncei t# which compares the speaker and his loved 

twin COmPaSSeS'' ( 26 ) ,  attached and yet separate. why is th statement, poets attract readers' atten- 
an apt metaphor? What qualities of the perbole to convey exaggerated anger or 

compa'ss does the poet emphasize? icule and satirize as well as to inflame 
'. The Poem uses other figures of speech to characterize both ets can convey the same kind of Pow- 

lovers' union and their separation. To what other do ce or embellishment, thereby leading 
compare his separation from his loved one? , T ~  wh y would otherwise do. ' 

he COn-Ipare their attachment? Do you thin hat follows uses hyperbole to attract 
comparisons are effective? rness that seem almost beyond the 

3. J o u n N * ~  ENTRY TO what other object .could Donne h 
'Ompared his loved one and himself? Explain the logic 
extended metaphor you suggest. a 3 1  

4- C R I T 1 c ~ ~  PERSPECTIVE In John Donne and the S Y L V I A  P L A T H  

Poets (19701, Judah Stampfer writes of this poem1 (1932-1963) 
texture, its stanzas of pinched music," noting th 

a brevity to qualify as a song* and t D a d d y  
(1965) 

The reference here is to the V-shaped instrument used to dra You do not do, you do not do 
Vice used to determine direction. Any more, black shoe 
Perfect. In which I have lived like a foot 

I 



For thirty years, poor and white, 
s Barely daring to breathe or Achoo. 

Daddy, I have had to kill you. 
You died before I had time- 
Marble-heavy, a bag full of God, 
Ghastly statue with one grey toe 

lo Big as a Frisco seal 

And a head in the freakish Atlantic 
Where it pours bean green over blue 
In the waters off beautiful Nausrt. 
I used to pray to recover you. 

15 Ach, du.' 

In the German tongue, in  the Polish town2 
Scraped flat by the roller 
Of wars, wars, wars. 
But the name of the town is common. 

20 My Polack friend 

Says there are a dozen or two. 
So I never could tell where you 
Put your foot, your root, 
I never could talk to you. 

25 The tongue stuck in my jaw. 

It stuck in a barb wire snare. 
Ich, ich, ich, ichf3 
I could hardly speak. 
I thought every German was you. 

30 And the language obscene 

An engine, an engine 
Chuffing me off like a Jew. 
A Jew to Dachau, Auschwitz, Be l~en .~  
I began to talk like a Jew. 

35 I think I may well be a Jew. 

The snows of the Tyrol, the clear beer of Vienna 
Are not very pure or true. 
With my gypsy ancestress and my weird luck 
And my Taroc pack and my Taroc pack 

40 I may be a bit of a Jew. 

' Ah, you. (German) 
Gmbew, wherc Plath's father was born. 
1. (German) 
Nazi concentration camps. 

P 

I have always been scared of you, 
With your L u f t ~ a f f e , ~  your gobbledygoo. 
And your neat moustache 
And your Aryan eye, bright blue. 

45 Panzer6-man, panzer-man, 0 You- 

Not God but a swastika 
So black no sky could squeak through. 
Every woman adores a Fascist, 
The boot in the face, the brute 

SO .Brute heart of a brute like you. 

You stand at the blackboard, daddy, 
In the picture I have of you, 
A cleft in your chin instead of your foot 
But no less a devil for that, no not 

s the black man who 

Bit my pretty red heart in two. 
I was ten when. they buried you. 
At twenty I tried to die 
And get back, back, back to you. 

60 I thought even the bones would do. 

But they pulled me out of the sack, 
And they stuck me together with glue. 
And then I knew what to do. 
I made a model of you, 

6s A man in black with a Meinkampf7 look 

And a love of the rack and the screw. 
And I said I do, I do. 
So daddy, I'm finally through. 
The black telephone's off at the root, 

70 The voices just can't worm through. 

If I've killed one man, I've killed two- 
The vampire who said he was you 
And drank my blood for a year, 
Seven years, i f  you want to know. 

75 Daddy, you can lie back now. 

anzer division was the German armored 
is Adolf Hitler's autobiography. 

divi 



There's a stake in your fat black heart s for 3 or  4 years, 
And the villagers never liked you. they finally found the right 
They are dancing and stamping on you. place and sunk a mine shaft. 
They always knew it was you. We were proud 

80 Daddy, daddy, you bastard, I'm through. of all that digging, 
10 even though nobody from 

In her anger and frustration, the speaker sees herself as a helpless vi town got hired. They 
a foot entrapped in a shoe, a Jew in a concentration camp-of her f were going to dig right 

later, her husband's) absolute tyranny. Thus, her hated father i under New River and hook up 
acterized as a "black shoe," "a bag full of God," a "ghastly statue with the mine at Austinville. 
eventually, a Nazi, a torturer, the devil, a vampire. The poem "Da 

1s Then people's wells 
by scholars as autobiographical, and the fact that started drying up just like 

Own father was actually neither a Nazi nor a sadist (nor, somebody'd shut off a faucet, 
devil or a vampire) makes it clear that the figurative comparison and holes commenced falling, 
poem are exaggerated. Even so, they may convey ,the po big chunks of people's yards 

her father-and, perhaps, toward the patriarchal s 20 would drop 5 or 6 feet, 
which she lived. houses would shift and crack. 

Plath uses hyperbole as the medium through which to corn NOW and then the company'd 
these emotions to readers who she knows cannot possibly feel th 

pay out a little money 
Her PurPose, therefore, is not just to shock but also to en1 in damages; they got a truck 

persuade, and perhaps even to empower her readers. Throu 
25 to haul water and sell it 

Poem, the inf~amrnatory language is set in ironic opposition to to the people whose wells 
isht affectionate term "Daddyn--most strikingly in the last lin had dried up, but most 
Out ''Daddy, daddy, you bastard, I'm through." The result of t everybody agreed the 
ated rhetoric is a poem that is vivid and shocking. And, alt situation wasn't might believe that Plath1$ ~ h r ~ o s t  wild exaggeration und 

30 serious. POemJs others Would argue that the powerful figurat 
is necessary to convey the extent of the speaker's rage. 

'Holes Commence Falling" relates a tragic sequence the Like the next poem presents a situation who poem is matter-of-fact and the language is understated. Cer- 
is devastating. In this case, however, the poet does the speaker could have overdramatized the events, using inflated tional la%uage; instead, he uses understatement, presenti 

without embellishment. ic to denounce big business and to predict disastrous events the f"- 

t the very least, he could have colored the events with realistic emo- 
ssigning blame to the lead and zinc company with justifiable anger- 
, the speaker is so restrained, SO nonchalant, so Passive that readers 

.> 0 0 ly the missing emotions themselves-realizing, for example) that 
D A V I D  H U D D L E  

(1942- 3 
e speaker concludes "everybody agreed the 1 situation wasn't se- 
e means just the opposite. 

H o l e s  C o m m e n c e   alli in^ ughout the poem, unpleasant events are presented without corn- 

(1979) 
:or emotion. AS i t  proceeds, the poem traces the high and low 
:in the town's fortunes, but  for every hope ("We were proud of an 

The lead & zinc company ngn) there 1s n disappointment ("even though nobody fro* / 

owned the mineral rights hired"). The lead and zinc company offers some compensation 

to the whole town anyway, 9 damage it does, bur never enough. The present tense verb of the 

and after drilling holes !i.title indicates that the problems the town faces-wells drying 

. ,. 
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I 

. . " Eventually, readers come to see that what is not expressed, I 

just below the surface-anger, powerlessness, resentmen A N D R E W  M A R V E L L  
I 

is the poem's real subject. The speaker's laconic speech (1 621-1678) 
I 

seem to suggest an attitude of resignation, but the obvious 
I 

tween the understated tone and the seriousness of the probl To His  C o y  M i s t r e s s  
sense of irony that makes the speaker's real attitude toward I (1681) 

zinc company clear. I 
I 

I 
We would sit down and think which way POEMS FOR FURTHER READING:'HYFERBOLE 

AND UNDERSTATEMENT 
I To walk, and pass our long love's day. 

5 Thou by the Indian Ganges' side I 

I 
3 ,b 1 

Should'st rubies find; I by the tide 

A N N E  B R A D S T R E E T  I Of Humber' would complain. I would 

(1612?-1672) Love you tell years before the Flood, I 
And you should, if you please, refuse I 

10 Till the conversion of the Jews. To My D e a r  a n d  I 
My vegetable love should grow Loving H u s b a n d  Vaster than empires, and more slow. I I 

(1678) An hundred years should go to praise I ' 
I 

If ever two were one, then surely we. 
If ever man were lov'd by wife, then thee; 

I 

If ever wife was happy in a man, I 

Compare with me ye women i f  you can. I 
s I prize thy love more than whole Mil,ej of gold, 1 For, lady, you deserve this state, 

Or all the riches that the East doth hold. 
20 Nor would I love at lower rate. , I  

My love is such that Rivers cannot quench, But at my back I always hear 1 
Nor ought but love from thee, give recompense. Time's wingPd chariot hurrying near, 1 :  
Thy love is such I can no way repay, And yonder all before us lie 

lo The heavens reward thee manifold I pray. I 
Deserts of vast eternity. 

Then while we live, in love let's so persever, I 
That when we live no more, we may live ever. 

2= Thy beauty shall no more be found, I 
Nor in thy marble vault shall sound 
My echoing song; then worms shall try I 

R E A D I N G  A N D  R E A C T I N G  That long preserved virginity, I 
I And your quaint honor turn to dust, 

1. Review the claims the poem's speaker makes about 30 And into. ashes all my lust. 
lines 5-8. Are such exaggerated declarations of love ne 

I 
The grave's a fine and private place, 

would the rest of the poem be sufficient to convey the 
I 

But none, I think, do there embrace. 
her devotion to her husband? Now therefore, while the youthful hue 

I 
2. J O U R N A L  ENTRY Compare this poem's declara , I  Sits on thy skin like morning glew2 

those 0.f John Donne's speaker in "A Valediction: 3s And while thy willing soul transpires 1 
Mourning" (p. 671). Which speaker do you believe is At every pore with instant fires, I 
convincing? Why? 

Related Works: "A Rose for Emily" (p. 81), "Bright Star! 
Steadfast as Thou Art" (p. 813) 

I 
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Now let us sport us while we may; . , ., 
And now, like amorous birds of prey, I I O I I E R T  F R O S T  
Rather at once our time devour (1874-1963) 

40 Than languish in his slow-chapped3 power. 
Let us roll all our strength and all " O u t ,  O u t - "  
Our sweetness up into one ball (1916) 
And tear our pleasures with rough strife 
Thorough the iron gates of life. he buzz saw snarled and rattled in the yard 

45 Thus, though we cannot make our sun nd made dust and dropped stove-length sticks of wood, 
Stand still, yet we will make hiin run. eet-scented stuff when the breeze drew across it. 

d from there those that lifted eyes could count 

R E A D I N G  A N D  R E A C T I N G  e mountain ranges one behind the other 
der the sunset far into Vermont. 

1. In this poem, MarvellJs speaker sets out to convince a re1 the saw snarled and rattled, snarled and rattled, 
woman to become his lover. In order to  make his case m ran light, or had to bear a load. 
convincing, he uses hyperbole, exaggerating time perio nothing happened: day was all but done. 
spaces, and the possible fate of the woman, shoul it a day, I wish they might have said 
Identify as many examples of hyperbole'as you-can. ease the boy by giving him the half hour 

2. The tone of "TO His Coy Mistress" is more whimsical t a boy counts so much when saved from work. 
Given this tone, what do you see as the purpose of M ister stood beside them in her apron 
hyperbole? em "Supper." At the word, the saw, 

3. JOURNAL ENTRY Using contemporary prose, parap to prove saws knew what supper meant, 
four lines of the poem. Then, beginning with the wo ed out at the boy's hand, or seemed to leap- 
few additional sentences, continuing the argument. ust have given the hand. However it was, 
speaker makes. er refused the meeting. But the hand! 

4. CRITICAL PERSPECTIVE In his poem "The Defi The boy's first outcry was a rueful laugh, I 

Marvel1 laments love that is kept apart by fate. He swung toward them holding up the hand 
For Fate with jealous eye does see n appeal, but half as if to keep 

fe from spilling. Then the boy saw all- Two perfect loves, nor lets them close; 
Their union would her ruin be, he was old enough to know, big boy 
A n d  her tyrannic pow'r depose. a man's work, though a child at heart- 

all spoiled. "Don't let him cut my hand off- 
How does Marvel1 propose to compensate for Fate ctor, when he comes. Don't let him, sister!" to keep true love apart in "To His Coy Mistress"? 

the hand was gone already. 
Related Works: "Where Are You Going, Where Have Yo tor put him in the dark of ether. 
"The Passionate Shepherd to His Love" (p. 536), "TO th d puffed his lips out with his breath. 
Much of Time" (p. 597), The Brute (p. 1040) n-the watcher at his pulse took fright. 

lieved. They listened at his heart. 
s-nothing!-and that ended it. 

9 ,  o build on there. And they, since they 
ned to their affairs. 

tle is an allusion to a passage in Shakespeare's 
3-28) that attacks the brevity and meaninglessness 

Slowly crushing. 
emotional terms: 
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"Ot:t, out brief candle! Sweet de;-ith: small son, our instrument 
Of immortality, Life's but a walking shadow, a poor player, 

That struts and frets his hour upon the stage Your cries and hungers document 
.And then is heard no more. I t  is a tale Our bodily decay. 
Told by an idiot, full of sound and fury, We tbenty-five and twenty-two, 
Signifying nothing." w h o  seemed to live forever, 

What idea do  You think ~ r o s t  wants to  convey through the Observe enduring life in you 
"Out, Out-"? And start to die together. 

2. Explain ~ h y  each of the following qualifies as understate 

"Neither refused the meeting." (18) G A N D  REACTING 
"He saw all spoiled." (25) 

". . . that  ended it." (32) 
use the speaker is a Young man holding his newborn son in 
rms, the equation in  line 1 COrnes as a shock. What is 

"No more to buiId on there." ( 3 3 )  in,opening with such a startling s tatanent? 

Call you identify any other examples of understatement 
at sense is the cornparison between baby and executioner a 

poem? ne? Could you argue that, given the underlying 
n the two, Hall is not using hyperbole? Explain. 3. JOURNAL ENTRY DO YOU think the poem's impact is 

strengthened or weakened by its understated tone? why?  rks: "Doe Season" (p. 305), "That Time of Year Thou Mayst in 
4. CRITICAL PERSPECTIVE In an  essay on Frost in his 19 I (p.  523), "Morning Song" (p. 596)) "Sailing to 

*ffir'ning Limits, Robert Pack focuses on the single word 
line 27 of "Out, Out-": 

For a moment, his narration is reduced to the impote , o \I 

"So," and in that minimal word all his restrained M A R G A R E T  A T W O O D  
held. . . . That "SO" is the narrator's cry of bearing wit (1939- ) 

that x ~ u s t  be what it is in a scene he cannot 
cannot rescue or Protect the boy. . . . In the poeh's 
human helplessness in an  indifferent universe, y o u  F i t  i n t o  M e  

(1971) "watchers," and what we see is death without r 
"signifying nothing." So. So? So! How shall we rea 
matic word? you fit into me 

How do you read this "enigmatic word" in the poem? like a hook into an  eye 

Related Works: "The Lottery" (p. 271), "What.Were They a fish hook 

"Hope" (p .  602), "The Death of the Ball Turret Gunner" ( a n  open ?ye 

* ., I 

D O N A L D  H A L L  A N D  R E A C T I N G  
(1 928- ) nnotations does Atwood expect readers to.associate with 

se y o u  f i t  into me"? What does the speak& seem at first 
My S o n ,  My. E x e c u t i o n e r  by "like a hook into a n  eye" i n  line 2? 

(1955) ker's shift  to  the brutal Suggestions of lines 3 and  4 is 
to shock readers. Does the use of hyperbole here have 

My son, my executioner, urpose i n  the context of the poem? Explain. 
I take you in my arms, 

Quiet and small and just astir, 
And whom my body warms. 



APOSTROPE-IE 
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Metonymy and synecdoche are two related figures of speech. a poem's speaker addresses an absent person Or 

is the substitution of the name of one thing for the name of or literary figure Or even an inanimate ob- 

that most readers associate with the first-for example, 
mean "paid assassin1p or suits to mean "business the speaker addresses Vincent van GOgh. 
kind of metonymy, called synecdoche,  is the 
the whole (for example, using bread-as in a + ' P  

breadt'-to mean "food") or the whole for 31 S O N I A  S A N C H E Z  

can take the boy out of Brooklyn, but you (1934- ) 
its distinctive traits] out 
instead of describing something by t h r u M 0 r g an t 0 w n Pa - 
simile) or by equating it with (1984) 

characterize an  object or 
lowing poem illustrates the use of synecdoche. i saw you 

vincent van 
gosh perched 

3 ., ,, on those pennsylvania 
R I C H A R D  L O V E L A C E  . cornfields communing 

(1618-1658) anlid secret black 
<.:: .,.. 
'(-;:A-,.-:. 

'3 "" , 
bird societies. yes. 

#$*;p:;;,, 
n\:LL'fp>; ;.. 

i'm sure that was 
c2+):!;,;< , , . ,.* , ,. you exploding your 

10 fantastic delirium 
Tell me not, Sweet, I am unkind while in the 

That from the nunnery distance 
Of thy chaste breast and qcliet mind, red indian 

To war and arms I fly. hills beckoned. 

5 True, a new mistress now I chase, 
The first foe in the field: her readers to be aware that Van Gogh is a Dutch postimpres- 

known for his mental instability as well as for his art, 
to give added meaning to a phrase such as "fantastic delir- 
to the poem's visual images. The speaker sees Van Gogh 

bird on a fence, and at the same time she also Sees 
Gogh, then, the speaker sees the Pennsylvania corn- 

landscape and an "exploding" work of art. 
I 

And with a stronger faith embrace 
A sword, a horse, a shield. 

.... ;$.,: *,':.-..I 
1 ,;:,./. , ,:,,!:%y$&U Yet this inconstancy is such : ,,;:,; >+,. >: !'. .tl 

l o  As you too shall adore; . .,, ;.: :,q.2,.i ~q$j$$& +<,$> ;q 
I could not love thee, Dear, so much, :.q ;.c?.x&.i~' 

2::;fi?r,tb,?; ,:i ... . 
Loved I not Honor more. ,.,., .,,, >:, #:?:5,dq .... ,. :;y :.I.<. r $,i?&*"' I . ' .  

t,.. ..., 9 ;..,.: . .;. ., ::..* $3 
;. $.:<;.;;!::j?$$$ 

Here, Lovelace's use of synecdoche allows him to condense a nu$b$$$o~$?~ 
complex ideas into a very few words. In line 3, when the speaker say?>t@i&% 
he is flying from his loved one's "chaste breast and quiet mind:';.!lff:$$8 
using "breast" and "mind" to stand for all his loved one's physical:..a~l$fjii 

. .:,>,,;.,- *.! 
' 

intellectual attributes. In line 8, when he says that he is embrddl)$p$ 
sward, a horse, a shleld," he 1s using these three items to reprr?sent;ali;{ .&$! 

...*, , trappings of war-and, thus, to represent war itself. . , ,  -.,:JFS: . A& 
.:. ':,:,, ,.?.? 





I m a g e r y  

0 0 0  

are probably the most important part of the poem. First of all, you 

A N N E  S E X T O N ,  Writers a t  Work, 4th Ed. 

rs and critics urge us to remain in  the gap, and let the 
e world of men fall further and further apart. We can do 

lank piece of paper with a need to say many things i n  . 
oem. The world is huge, the poet is alone, and the 
guage, a few scratkhings of a pen surrounded by the 

oet wishes to tell you about his or her life. A few 
moment  hen one was happy or exceptionally lucid. 
y is to stop time. The poet wants to retrieve a face, d 
, a tree in the wind, and take a kind of mental 
ent in  which you as a reader recognize yourself. 
snapshots in which we recognize ourselves. 

C A A R L E S  SIMIC, Introduction to ~ e s t  American Poetry, 1992 

mage in a lifetime than to produce voluminous works. 
EZRA P'OUND, "A Retrospect" 

0 0 0  

645 
- - -  



- 
Joh 

' An 

.. . a -. .. . ,.. ,. .. L A< , F L A N D E R S  o C L O U D  P A I N T E R  

.> .> P 

J A N E  F L A N D E R S  

(1940- ) 

c l o u d  P a i n t e r  
(1984) 

Slc8sesred by the l i fe and art  of Johw Cor~stable1 

At first, as YOU know, the sky is incidental- 
a drape, a backdrop for trees and steeples. 
Here an oak clutches a rock (already he works outdoor 
a wall buckles but does not break, 

5 water pearls through a lock, a haywain2 trembles. 

The pleasures of landscape are endless. What we see' 
around us should be enough. 
Horizons are typically high and far away. 

\Stil!, clouds let us drift and remember. He is, after all, 
l o  miller's son, used to trying 

to read the future in  the sky, seeing instead 
ships, horses, instruments of flight. 
1s that his mother's wash flapping on the line? 
His schoolbook, smudged, illegible? 

1s In this period the sky becomes significant. 
Cloud forms are technically correct-mares' tails, 
sheep-in-the-meadow, thunderheads. 
You can almost tell which scenes have been interrupte 
by summer showers. 

20 Now his young wife dies. 
His landscapes achieve belated success. 
He is invited to join the Academy. I forget 
whether he accepts or not. 

In any case, the literal forms give way 
25 to Something spectral, nameless. His palette shrinks 

to gray, blue, white-the colors of charity. 
Horizons sink and fade, 
trees draw back till they are little more than frames, 
then they too disappear. 

he Haywain.  1821. Oil on canvas, 130% x .n Constable (1776-1837)--British painter noted for his landscapes. 
open horse-drawn wagon for carrying hay. 
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There's a stake in your fat black heart for 3 or 4 years, 
And the villagers never liked you. they finally found the right 
They are dancing and stamping on you. place and sunk a mine shaft. 
They always knew it was you. We were proud 

80 Daddy, daddy, you bastard, I'm through. of all that digging, 
10 even though nobody from 

In anger and frustration, the speaker sees herself as a helpless town got hired. They 
a foot entrapped in  a shoe, a Jew in a concentration camp-of he were going to dig right 
(and, later, her husband's) absolute tyranny. Thus, her hated fath under New River and hook up 
acterized as a "black shoe," "a bag full of God," a "ghastly sta with the mine at Austinville. 
eventually, a Nazi, a torturer, the devil, a vampire. The poem " 1 5  Then people's wells 

by scholars as autobiographical, and the fact t started drying up just like 
Own father was actually neither a Nazi nor a sadist (nor, ob somebodyJd shut off a faucet, 
devil or a vampire) makes it clear that the figurative compar and holes commenced falling, 
Poem are exaggerated. Even so, they may convey ,the big chunks of people's yards 
feelings toward her father-and, perhaps, toward the patriarch zo would drop 5 or 6 feet, 
which she lived. houses would shift and crack. 

Plath uses hyperbole as the medium through which to c NOW and then the cornpany'd 
these emotions to readers who she knows cannot. possibly fee pqy out a little money 

Her Purpose, therefore, is not just to shock but also to in damages; they got a truck 
Persuade, and perhaps even to empower her readers. ~h 25 to haul water and sell it 
Poem, the inflammatory language is set in ironic oppositio to the people whose wells 
ish, affectionate term "Daddy"--most strikingly in the las had dried up, but most 
Out "Daddy, daddy, You bastard, I'm through." The result everybody agreed the 
ated rhetoric is a poem that is vivid and shocking. And, situation wasn't 
might believe that Plath'f almost wild exaggeration u 30 serious. 
Poem's impact, others would argue that the powerful figu 
is necessary to convey the extent of the speaker's rage. h "Holes Commence Falling" relates a tragic Sequence of events, the 

Like "Daddy," the next poem presents a situation w the poem is matter-of-fast and the language is understated- Cer- 
is devastating. In this case, however, the poet do e speaker could have overdramatized the events, using inflated 

tional language; instead, he uses understatement, Frese denounce big business and to predict disastrous events for the fu- without embellishment. he very least, he could have colored the events with realistic emO- 

g blame to the lead and zinc company with justifiable anger. 
e speaker is so restrained, SO nonchalant, so passive that readers 

., 0 0 e missing emotions themselves-realizing, for example, that 
D A V I D  H U D D L E  . peaker concludes "everybody agreed the 1 situation se- 

(1942- 3 eans just the opposite. 
t the poem, unpleasant events are presented without corn- H o l e s  C o m m e n c e  Fa l l in  otion. AS it proceeds, the poem traces the high and low 

(1979) town's fortunes, but for every hope ("We were proud Of 

there is a disappointment ("even though nobody ftom 
The lead & zinc company ed"). The lead and zinc company offers some compensation 
owned the mineral rights e: damage it does, but never enough. The present tense verb the 
to the whole town anyway, icates that the problems the town faces-wells drying up, 
and after drilling holes houses shifting and cracking-are regular occurrences- 

-- 
I ) 
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Eventually, readers come to see that what is not expressed, 
just below the surface-anger, powerlessness, resentment, hop 
is the poem's real subject. The speaker's laconic speech an 
seem to suggest an attitude of resignation, but the ob 
tween the understated tone and the seriousness of the 
sense of irony that makes the speaker's real attitude toward 
zinc company clear. 

POEMS FOR FURTHER READING:' HYPERBOLE 
m~ UNDERSTATEMEM 

,? ,. , 
A N N E  B R A D S T R E E T  

(1612?-1672) 

To M y  Dear a n d  
Lov ing  H u s b a n d  

(1 6 78) 

If ever two were one, then surely we. 
If ever man were lov'd by wife, then thee; 
If ever wife was happy in a man, 
Compare with me ye women i f  you can. 

5 1 Prize thy love more than whole Mil~eS of gold1 
Or all the riches that the East doth hold. 
My love is such that Rivers cannot quench, 
Nor ought but love from thee, give recompense. 
Thy love is such I can no way repay, 

l o  The heavens reward thee manifold I pray. 
Then while we live, in love let's so persever, 
That when we live no more, we may live ever. 

R E A D I N G  A N D  R E A C T I N G  
1. Review the claims the poem's speaker makes about her 

lines 5-8. Are such exaggerated declarations of love ne 
would the rest of the poem be sufficient to convey the 
her devotion to her husband? 

2. JOURNAL ENTRY Compare this poem's declarations 
those o'f John Donne's speaker in "A Valediction: Forbi 
Mourning" (p. 671). Which speaker do you believe is 
convincing? Why? 

Related Works: "A Rose for Emily" (p. Bl), "Bright Star! 
Steadfast as Thou Art" (p. 813) 

, , I, 

A N D R E W  M A R V E L L  
(1621-1678) 

To His  C o y  Mis t r e s s  
(1681) 

Had we but'world enough and tiine, 
This coyness, lady, were no  crime. 
We would sit down and think which way 
To walk, and pass our long love's day. 

s Thou by the Indian Ganges' side 
Shouldfst rubies find; I by the tide 
Of Humberl would complain. I would 
Love you ten years before the Flood, 
And you should, if you please, refuse 

lo Till the conversion of the Jews. 
My vegetable love should grow 
Vaster than empires, and more slow. 
An hundred years should go to praise 
Thine eyes, and on thy forehead gaze, 

1s Two hundred to adore each breast, 
But thirty thousand to the rest. 
A n  age at least to every part, 
And the last age should show your heart. 
For, lady, you deserve this state, 

zo Nor would I love at lower rate. 
But at my back I always hear 

Time's winged chariot hurrying near, 
And yonder all before us lie 
Deserts of vast eternity. 

2s Thy beauty shall no more be found, 
Nor in thy marble vault shall sound 
My echoing song; then worms shall try 
That long preserved virginity, 
And your quaint honor turn to dust, 

30 And into. ashes all my lust. 
The grave's a fine and private place, 
But none, I think, do there embrace. 

Now therefore, while the youthful hue 
Sits on thy skin like morning glew2 

3s And while thy willing soul transpires 
At every pore with instant fires, 

in the east coast of England. 
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Now let us sport us while we may; ., , ., 
And now, like amorous birds of prey, I ( O ~ E R T  P R O S T  

Rather at once our time devour (1874-1963) 
40 Than languish in his slow-chapped3 power. 

Let us roll a11 our strength and all " O u t ,  O u t - "  
Our sweetness up into one bali (1916) 
And tear our pleasures with rough strife 
Thorough the iron gates of life. e buzz saw snarled and rattled in the yard 

4s Thus, though we cannot make our sun d made dust and dropped stove-length sticks of wood, 
Stand still, yet we will make him run. eet-scented stuff when the breeze drew across it. 

d from there those that lifted eyes could Count 

R E A D I N G  A N D  R E A C T I N G  e mountain ranges one behind the other 
der the sunset far into Ve~mont. 

1. In this poem, Marvell's speaker sets out to convince a re1 the saw snarled and rattled, snarled and rattled, 
woman to become his lover. In order to make his case rn ran light, or had to bear a load. 
convincing, he uses hyperbole, exaggerating time perio nothing happened: day was all but done. 
spaces, and the possible fate of the woman, should she it a day, I wish they might have said 
Identify as many examples of hyperbole'as you-can. ease the boy by giving him the half hour 

2. The tone of "To His Coy Mistress" is more whimsical t a boy counts so much when saved from work. 
Given this tone, what do you see as the purpose of M ister stood beside them i n  her apron 
hyperboIe? 11 them "Su~per." At the word1 the saw! 

3. JOURNAL ENTRY Using contemporary prose, parap to prove saws knew what supper meant, 
four lines of the poem. Then, beginning with the wo ed out at the boy's hand, or seemed to leap- 
few additional sentences, continuing the argument. ust have given the hand. However it was, 
speaker makes. er refused the meeting. But the hand! 

4- CRITICAL PERSPECTIVE In his poem "The Defi oy's first outcry was a rueful laugh, 
Marvel1 laments love that is kept apart by fate. He swung toward them holding up the hand 

For Fate with jealous eye does see n appeal, but half as if to keep 
Two perfect loves, nor lets them close; fe from spilling. Then, the boy saw all- 
Their union would her ruin be, he was old enough to know, big boy 
And her tyrannic powlr depose. a man's work, though a child at heart- 

all spoiled. "Don't let him cut my hand off- How does Marvel1 propose to compensate for Fate' ctor, when he comes. Don't let him, sister!" to keep true love apart  in "To His Coy MistressJ'? 
the hand was gone already. 

Related Works: "Where Are You Going, Where Have Yo tor put him in the dark of ether. 
"The Passionate Shepherd to His Love" (p. 536); "TO th puffed his lips out with his breath. 
Much of Time" (p. 597), The Brute (p. 1040) n-the watcher at his pulse took fright. 

elieved. They listened at his heart. 
-nothing!-and that ended it. 

I '  , And they, since they 
ed to their affairs. 

on to a passage in Shakespeare's 
s.23-28) that attacks the brevity and meaninglessness Slowly crushing. 
ry emotional terms: 
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"Out, out brief candle! Sweet death, small son, our i n s t r ~ m e n t  
Of immortality, Life 's but a walking shadow, a poor player, 

That struts and frets his hour up011 the stage Your cries and hungers document 
. A n d  then is heard no more. ~t is a tale Our bodily decay. 
Told by an idiot, full of sound and fury, tkenty-five.and twenty-two, 
Signifying nothing." lo ~ 1 1 0  seemed to live forever, 

What idea do you think Frost wants to convey through tile Observe enduring life in you 
"Out, Out-"? And start to die together. 

2. Explain why each of the following qualifies as understate 

"Neither refused the meeting." (18) 

"He saw all spoiled." (25) 
cause the speaker is a young man holding his newborn son in 

". . . that ended it." (32) arms, the equation in 'line 1 comes as a shock. What is Hall's 
"No more to build on there." (33) pose in,opening with such a startling statement? 

Can you identify any other examples of understatement f 

hat sense is the Comparison between baby and executioner a 
poem? one? could you argue that, given the underlying similarities 

een the tv~o,  Hall is not using hyperbole? Explain. 3. JOURNAL YOU think the poemls.impact is 
strengthened or weakened by its understated tone? why? Works: "Doe Season" (pa 3051, "That Time Year Thou Mayst in 

4- C R I . ~ I C A L  PERSPECTIVE In an essay on Frost in  his 19 i d N  (P. ~ 2 3 ) ~  "Morning Song" (p.  5961, "Sailing to Byzantium" 
Affirlning Limits, Robert Pack focuses on the single word 
line 27 of "Out, Out-": 

For a moment, his narration is reduced to the impote 6 0 1 )  

"So," and in that minimal word all his restrained b i i \ l t G A R E T  A T W O O D  
held. . . . That "SO" is the narrator's cry of bearing writ (1939- ) 
story that must be what it is in a scene he cannot 
cannot rescue or protect the boy. . . . In the poem's 
lluma* llel~lessness in an indifferent universe, Y o u  Fi t  i n t o  M e  

(1971) "watchers," and what we see is death without r 
"signifying nothing." So. So? So! How shall we rea 
matic word? you fit into me 

like a ho'ok into a n  eye How do YOU read this "enigmatic word" in the poem? 

Works: "The Lottery" (p. 2711, "What .Were They 
a fish hook 

"Hope" (P. 6021, "The Death of the Ball Turret Gunner" ( an open :ye 

.b .b , 
D O N A L D  H A L L  A N D  R E A C T I N G  

(1928- ) connotations does Atwood expect readers to.associate with 
you fi t  into me"? What does the speaker seem at first 

My S o n ,  My. Execu t ione r  "like a hook into an  eye" in line 2? 
(1955) shift to the brutal suggestions of lines 3 and is 

ated to shock readers. Does the use of hyperbole here have 
My son, my executioner, er purpose in the context of the poem? Explain. 

I take you in my arms, 
Quiet and small and just astir, : "Popular Mechanics" (p. 3531, "Daddy" (P. 67311 A 

And whom my body warms. 
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the whole (for example, using bread-as in "Give us this 
breadw-to mean "food") or the whole for a part (for 

p.yy$>: ,, ,,d' ', ".." ! 0 0 0 I F":.,i$&$;:;;<;:., 
.i?V/ifh':.apostrophe, a poenl's speaker addresses an absent person or i*l& d.;?:... 

rTiqgfor , , . . example, a historical or literary figure or even a n  inanimate ob- 
I B%i$in abstract concept. $$&.wy+.,+ .i. 

:~;,"~+cfrl?he following poem, the speaker addresses Vincent Van Gogh. 
&@...,,.., , (L I , _ . . .  

3 0 3  

. . -  r--f -- S O N I A  SANCnZZ 
can take the boy out of Brooklyn, but you (1934- ) 
its distinctive traits] out of the boy,'). With I instead of describing something by saying it n P a S S ln g t h r U M 0 r g a n  7 a 
s i d l e )  or by equating it with something else (as in (1984) 
characterize an object or concept by using a term that evokes 
lowing poem illustrates the use of synecdoche. i saw you 

Vincent van 
gogh perched 

1) + \, on those pennsylvania 
R I C H A R D  L O V E L A C E  . 5 cornfields communing 

(1618-1658) anlid secret black 

bird societies. yes. 
To Lucasta  G o i n g  t o  t h e  Wa ifln sure that was 

(1649) you exploding your 

10 fantastic delirium 
Tell me not, Sweet, I a,n unkind while in the 

That from the nunnery distance 
Of thy chaste breast and quiet mind, red indian 

To war and arms I fly. hills beckoned. 

s True, a new mistress now I chase, 
The first foe in tlle field; ng her readers to be aware that Vnn Gogh is J. Dutch postimpres- 

And with a stronger faith embrace known for his mental instability as well as for 111s art, 

A sword, a horse, a shield. is able to give added meaning to a phrase such as "fantastic delir- 
well as to the poem's visual images. The speaker sees Van Gogh 

Yet this inconstancy is such a fence, and at the same time she also sees 
l o  As you too shall adore; then, the speaker sees the Pennsylvania corn- 

I could not love thee, Dear, so much, a natural landscape and an "exploding" work of art- 
Loved. I not Honor more. 

Here, Lovelace's use of synecdoche allows him to condense a n 
ideas into a very few words. In line 3, when the speaker 

he is flY'inJ3 from his loved one's "chaste breast and quiet mi 
u i n g  "breast" and "mind" to stand for all his loved one,s 
intellectual attributes. In line 8, when he says that he is e 

a horse, a shield,'' he 1s using these three items to rep 
trappings of war--and, thus, to represent war itself. 

I 
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2. Write an essa; in which you discuss the different ways 
figures of speech to examine the nature 
kinds of figures of speech do poets use t 

. .  . might begin by reading the three poems 
Chapter 11 .) 

3. Write a letter replying to the speaker in 
Bradstreet, Donne, or Burns that appears in this chapter. Use 
figurative language to express the depth of your love and the 
extent of your devotion. 

4. Choose two or three poems that have a common subject-for 
example, love, nature, war, art, or mortality-and write a pap 
which you draw some general conclusicms about the relative 
effectiveness of the poems' use of figurative llnguage to exa 
that subject. 

5. Select a poem and a short story that treat the same subject 
and write a paper in which you compare their use of figure 
speech. 
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J A N E  F L A N D E R S  

(1940- ) 

C l o u d  Pa in te r  
(1984)  

Sqggested by the life and art of Johq constable1 

At first, as you know, the sky is incidental- 
a drape, a backdrop for trees and steeples. 
Here an oak clutches a rock (already he works outdoor 
a wall buckles but does not break, 

5 water pearls through a lock, a haywainz trembles. 

The pleasures of landscape are endless. What we see' 
around us should be enough. 
Horizons are typically high and far away. 

%.Still, clouds let us drift and remember. He is, after all, 
10 a miller's son, used to trying 

to read the future in  the sky, seeing instead 
ships, horses, instruments of flight. 
Is that his mother's wash flapping on the lice? 
His ~ ~ h o o l b o o k ,  smudged, illegible? 

15 In this period the sky becomes significant. 
Cloud forms are technically correct-mares' tails, 
sheep-in-the-meadow, thunderheads. 
You can almost tell which scenes have been interrupte 
by summer showers. 

20 Naw his young wife dies. 
His landscapes achieve belated success. 
He is invited to join the Academy.-I forget 
whether he accepts or not. 

In any case, the literal forms give way 
zs to something spectral, nameless. His palette shrinks 

to gray, blue, white-the colors of charity. 
Horizons sink and fade, 
trees draw back till they are little more than frames, 
then they too disappear. 

John Constable (1776-1837)-British painter noted for his landscapes. 
An open horse-drawn Itfagon for carrying hay. 
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word red may have emotional associations, or con _c...ntations, eelbarrow" asks readers to pause for a moment to  consider the 
your response. A red sunset, for example, can have a .positive c ss and mystery of everyday objects. What is immediately appar- 

,.poem's verbal economy. The 'poet does not tell readers what the 
:smells like or what sounds the animals make. In fact, he does not 
t.a detailed picturc of the scene. How large is the  wheelbarrow? poets not only create pictures in a reader's mind, but also su 

number of imaginative associations. These associations help 

quiet, almost mystical mood. e says, "so much depends." 
Readers come to a poem with their own unique exp 

image in a poem does not always suggest the sane  thing to all re 

jects. By asserting the importance of the objects in thepoem,  the 
consistent with the one the poet sees, no two images w s that our ability to perceive the objects of this world gives our 
Every reader will have his or her own distinct mental imag g and that our ability to convey our perceptions t9 others is 
ing to  a rock; some images will be remembered experiences, wher r lives as well as to art. 
ers will be imaginative creations. Some readers rnay even be" 
enough with the work of the painter John Constable to vis 
lar tree clinging to a particular rock in one of his paintings. and mystery are so abstract that they are difficult to define, 

By conveying what the poet sees and experiences, i uss in specific terms. By choosing an image or series of im- 
ers' minds and enrich their reading with perceptions an  these ideas, however, poets can effectively and persua- 
ferent from-and possibly more original and complex t r feelings known, as Ezra Pound does in  the brief poem 

. b  , ,> 

E Z R A  P O U N D  

(1885-1972). 

I n  a S t a t i o n  of t h e  M e t r o  
(1 9 16) 

The apparition of these faces in the crowd; 
Petals on a wet, black bough. 

ess important than the feelings associated with this in- 
em's title indicates that the first line is meant to suggest 

ot as a clear picture but as an  "apparition," sug- 
expected or even dreamlike. In contrast with the image 
orm is the image of the people's faces as flower petals 
of a tree; Thus, the subway platform-dark, cold, wet, 

U .) . b  

W I L L I A M  C A R L O S  W I L L I A M S .  

(1883-1963) 

Red Whee lba r row 
(1923) 

so much depends 
upon 

a red wheel 
barrow 

s glazed with rain 
water 

beside the white 
chickens 
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subterranean (associated with baseness, death, and hcll)-is ju S U Z , \ N N E  E. U E I t G E I t  
with white flowers-delicate, pale, radiant, lovely (associated 
ideal, life, and heaven). These contrasting images, presented wi (1944- ) 

merit, bear the entire weight of the poem. 
Although images can be strikingly visual, they can 

T h e  M e a l  
senses of hearing, smell, taste, and touch. The following 

(1984) 

of sound and taste as well as visual images. have washed their faces until they are pale, 
homework is beautifully complete. 
wait for tile adults to lean towards each other. 

0 1 ,  

G A R Y  S N Y D E R  1s have braided and rebraided their hair, 
(1930- ) 

S o m e  G o o d  T h i n g s  t o  B e  otlier to straighten her lipstick, 
S a i d  f o r  t h e  I r o n  Age  

(1970) 
er around the table, carefully 

A ringing tire iron ations waiting to be named.. 

dropped on the pavement s shift and ready, like dunes. 

Whang of a saw t, all waiting stars and dunes. 

brusht on limbs move across their plates without scraping, 
s the taste r the milk and the gravy 

of rust ith its forgotten spices. 
ing for a happiness to lift their eyes, 

Here Snyder Presents two commonplace aural images: the ringi ght flaring in the trees outside. 
iron and the sound of a saw. These somewhat ordinary images 
however, through their visual isolation in the poem. Togeth les of the meal continue, 

duce a harsh and jarring chord that in turn creates a sense of 11 travel across a screen: 

the reader. This Poem does more than present sensory imag ing the Sunday roast, 

also conveys the speaker's interpretations of these images. ven as a torn hibiscus, 
lines the Poem imply not only that the time in which we 1 gleaming in the silence. 

*gel is base and mundane, but also that it is declining, dec 
age of rust. This idea is reinforced by the repeated conson ated images that together evoke silence, order, and 

taste and rust, which encourage readers to hold the final th the image of faces washed "until they are pale" 

Poem on their tongues. The title of the poem makes an ire e the children's oval hands as "smooth as pine- 

suggesting that compared to the time that is approaching, s plates "without scraping," and the table hints at 

may be "good." Thus, in the mind of the poet, ordirlary ev n spices." Despite the poem's title, these children . 

significance, and images that spring from everyday ex ntive, well-scrubbed children sit at a 

sources of enlightenment and insight. for "the milk and the 

In shorter Poems, such as most of those discussed hite miles of the meal" 

images s e r v e  focal  paints. A longer poem niay emptiness of the  Sun- 
Of related images, creating a more complex tapestry 0 

ling, a kind of paralY- 

siOns-as in the following poem, where several related i sumptions about the 
together. 

I *  
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In these lines, the speaker describes the taste .of wine in terms of:' U R N A L  ENTRY "In a Station of the Metro" (p.  649) is Ezra 

that appeal to a variety of Senses: flowers, a grassy field, pound's version of a haiku. HOW successful do you think Pound 
and sun. was? DO you think a longer poem could have conveyed the images 

ated Works: "Seventeen Syllables" (p. 3321, "Hokku Poems" (P -  731)1 a POEMS FOR FURTHER READING: IMAGERY e. sky was can dy" (p 736) ,  "Birches" (p. 799) 

3 3 )  

M A T S U O  B A S H 0  

(1 6447-1 694) 1 ) )  

C A R O L Y N  K I Z E R  

F o u r  H a i k u 1  
Af te r  B a s h o  

(1984) 
Spring: 
A hill without a name Tentatively, you 
Veiled in  morning mist. slip onstage this evening, 
The beginning of autumn: pallid, famous moon. 

s Sea and emerald paddy 
Both the same green. 

The winds of autumn ht  the word "After" have in  the title? 
Blow: yet still green rs about the writer's purpose? 
The chestnut husks. poem suggest? What mood does 

lo A flash of lightning: 
Into the gloom ively" in the first line and "famous" 

Goes the heron's cry. dnnotations of these words affect the 

R E A D I N G  A N D  REACTING : MY Father in His ~wenty-Second Year" 
730), "Homage to the Empress of the 

1.  A is a three-line poem, a Japanese form that t 
has seventeen syllables. Haiku are admired for their 
economy and their striking images. What are the ce 
each of Basho's haiku? TO what senses do these ima 

2.  In another Poem, Basho says that art begins with (ITh ) a) 

the country / and a rice-planting song." What d 0 . y ~ ~  R I C I I A R D  W I L ~ B I ~  

means? In what way do the preceding poems exempli (1921- 1 
3. Do You think the conciseness of these poems incre 

the impact of their images? C r o w n  Po in t  

~ l l  night, this headland 
Lunges into the rumpling 

' Publication date is not available. Capework of the wind. 
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R E A D I N G  A N D  REACTING freshness ns a metal keeps its fragrance. It can never 
ense of a meaning that once unfolded by surprise as it 

1. What scene is the speaker describing? 
2. What is the significance of the title? ly Frost's remarks to ."Nothing Gold Can Stay"? 
3. What are the poem's central images? How do the words " 

and "capework" help to establish these images? 

Related Works: "The Story of an Hour" (p.  71), (p. 662), "God's Grandeur" (p. 808) 

Dance" (p. 846) , ? 3 

J E A N  T O O M E R  

(1894-1967) 
<, ., , 

R O D E R T  F R O S T  

(1874-1963) 

N o t h i n g  Gold  C a n  Stay apers with the sound of steel oh stones 
(1923) pening scythes. I see them place the hones1 

hip-pockets as a thing that's done, 
Nature's first green is gold, t their silent swinging, one by one. 
Her hardest hue to hold. rses drive a mower through the weeds, 
Her early leaf's a flower; el a field rat, startled, squealing bleeds, 
But only so an hour. close to ground. I see the blade, 

s Then leaf subsides to leaf. ined, continue cutting weeds and shade. 
SO Ed'erl sank to grief. 
So dawn goes down to dav. 
'Nothing gold can stay. 

which the speaker arranges the 
point does he comment on these 

R E A D I N G  A N D  R E A C T I N G  
I. wha t  central idea does this poem express? seem to suggest that the workers 

2- What do you think the first line of the poem means? In dicts this impression? How doesi t  
is this line ironic? 

3-  What is the significance of the colors green and gold in  ciated with the image of the  

What do these colors have to 'do with "Eden" arid "d (YOU may want to consult a 

4. JOURNAL ENTRY HOW do the various images i n t h  ary of Symbols by J. E. Cirlot.) In 

prepare readers for the last line? n these conventional associations 

5. CRITICAL PERSPECTIVE In "The Figure a Poem 
introduction to the first edition of his Collected Pee 
laid out a theory of poetry: h Benson and Mabel 

y Jean Toomer, the poet 
It begins in delight, it inclines to the impulse, i arlem Renaissance, 
rection with the first line laid down, it runs a c 
events, and ends in a clarification of Ii 
a great clarification . . . but a momentary 
sion. . . . Like a piece of ice on a hot stove the poem must 
on its own melting. . . . Read it a hundred times: it will for p tn  cutttng instruments. 



I 
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'lack but rather to try to make his work univers 
scope. 

Do you think he has achieved this goal in "Reapers"? 

Works; "A Worn Path" (p. 344), "Lineage" (p. 842), UT oldiers? How do the . I 
Reaper" (p. 848) 

+ , ,  appeal Is any 
W I L F R E D  O W E N  

(1893-1918) s the knowledge that Owen died in 

D u l c e  e t  D e c o r u r n  E s t l  ion to the poem, or are the poernIs 
liminate the need for biographical 

(1920) 

Bent double, like old beggars under sacks, 
va Like l l l a n ~  other British poets who 
the European trenches during World War 

coughing like hags, we cursed through slud 
Till on the haunting flares we turned our backs d a new poetic idiom to describe the 

And towards our distant rest began to trudge. of war. In his 1986 biography Owen the 

tMen marched asleep. Many had lost their boots 
raises the "controlled and powerful anger 

But limped on, blood-Shod. All went lame; all blind; , 

Drunk with fatigue; deaf even to.the hoots 
Of tired* Outstripped Five-Nines2 that dropped behind. 

Gas! Gas! Quick, boys!-An ecstasy 3f fumbling, 
10 Fitting the clumsy helmets just in timc; 

someone still was yelling out and stumbling 
And flound'ring like a man in fire or lime , . , 

the misty Panes and thick green light, 
As a green sea, I saw him drowning. 

l 5  In my dreams, before my helpless sight, 
He plunges at me, guttering, choking, drowning. 

If in some smothering dreams you too could pace , 

Behind the wagon that we flung him in, 
And watch the white eyes writhing in his face, 

20 His hanging face, like a devil's sick of sin; 
If You could hear, at every jolt, the blood 

gargling from the froth-corrupted lungs, 
Obscene as cancer, bitter as the cud 
Of vile, incurable sores on innocent tongues,- 

'' My friend, you would not tell with such high zest 
To children ardent for some desperate glory, 
The old Lie: Dulce et decorum est. 
Pro patria mori. 

The and last l ines are from Horace, O d a  3.2: ..sweet and one's country." 
that on impact and release poison gas, 

I 



1. How are short poems such as "Some G 
Iron Age" (p. 650) and "In a Station o 
and unlike haiku? 

2. Reread "Cloud Painter" (p. 646) and " 
and read "MusCe des Beaux Arts" (p. 771). 
accom.panying the poems in the text. Then, writ 
you draw some conclusions about the differences betwe 
and poetic images. 

Paper" (p. 152). In what way does color reinforce the themes: 
these works? 

imagery functions in this way-"For the Union Dead" ( 
"The Colonel" (p. 742), or "The Chicago Defender Sends 
Little Rock" (p. 859), for example-and discuss h 
chosen reinforce the social statement each poem makes. 



IMAGERY. 

It is better ro present one lmge in a lifetime 
than to produce voluminou work;. 

-EZRA POUND 

Ezra Pound (1885-1972) 

In a S t a t i o n  of t h e  Met ro  1916 

The  apparition of these faces in the crowd; 
Petals on  a wet, black bough. 

Pound said he wrote this poem to convey an experience: emerging one day from 
a train in the Paris subway (Micro), he beheld "suddenly a beautiful face, and then 
another and another." Originally he had described his impression in a poem thirty 
lines long. In this final version, each line contains an image, which, like a picture, 
may take the place of a thousand words. 

Though the term image suggests a thing seen, when speaking of images in 
poetry, we generally mean a word or sequence of words that refers to any sensory experi- 

' ence. Often this experience is a sight (visual imagery, as in Pound's poem), but' it 
may be a sound (auditory imagery) or a touch (tactile imagery, as a perceptio1-r of 
roughness or smoothness). It may be an odor or a taste or perhaps a bodily sensation 
such as pain, the prickling of gooseflesh, the quenching of thirst, or-as in the fol- 
lowing brief poem-the perception of something cold. 

Tcnigr~clzi Busotz (1716-1783) 
. .  -. .... . _. -- 

T h e  piercing chill I feel (about 1760) 

T h e  piercing chill L feel: 
mv dead wife's comb, in our bedroom, 

under my heel . . . 
-Translated by Harold G. Henderson 

As in chis haiku (in Japanese, a poem of seventeen syllables) an image can con- 
vey a flash of understanding. Had he  wished, the poet might have spoken of the dead 

woman, of the contrast between her deach and his memory of .her, of his feelings 
toward death in general. But such a discussion would be quice different from the 
poem he actually wrote. Striking his bare foot against the comb, now cold and 
motionless but associated wich the living wife (perhaps worn in her hair), the wid- 
ower feels a shock as if he had touched the woman's corpse. A literal, physical sense 
of death is conveyed; the abstraction "deach" is understood through the senses. T o  
render the abstract in concrete terms is what poets often try to do; in this attempt, an 
image can be valuable. 

An image may occur in a single word, a phrase, a sentence, or, as in this case, an 
entire short poem. To speak of the imagery of a poem-all its images taken 
together--is often more useful than to speak of separate images. To  divide Buson's 
haiku into five images--chill, wife, comb, bedroom, heel-is possible, for any noun 
that refers to a visible object or a sensation is an image, but this is to draw distinc- 
tions that in thelnselves mean little and to disassemble a single experience. 

Does an image cause a reader to experience a sense impression! Not quice. Read- 
ing the word petals, no one literally sees petals; but the occasion is given for imagin- 
ing them. The i~nage asks to be seen with the mind's eye. And although "In a Station 
of the Metro" records what Ezra Pound saw, it is of course not necessary for a poet 
actually to have lived through a sensory experience in order to write of it. Keats may 
never have seen a newly discovered planet through a telescope, despite the image in 
his sonnet on Chapman's Homer. 

It is tempting to think of imagery as mere decoration, particularly when we read 
Keats, who fills his poems with an abundance of sights, sounds, odors, and tastes. Byt 
a successful image is not just a dab of paint or a flashy bauble. When Keats opens 
"The Eve of St. Agnes" with what have been called the coldest lines in literature, he 
evokes by a se:ies of images a setting and a mood: 

St. Agnes' eve-Ah, bitter chill it was! 
The owl, for all his feathers, was a-cold; 
The hare linlped trembling through the frozen grass, 
And silent was the flock in woolly fold: 
Numb were the Bendsman's fingers, while he told 
His rosary, and while his frosted breath, 
Like pious incense from a censer old, 
Seemed taking flight for heaven, without a death. . . 
Indeed, some literary critics look for much of the meaning of a poem in  its 

imagery, wherein thcy expect to see the mind of the poet more truly revealed than in 
whatever the poet explicitly clai~ns to believe. Though Shakespeare's Theseus (in A 
Midsummer Night's Dreum) accuses poets of being concerned wich "airy nothings," 
poets are usually very much concerned with what is in front of them. This concern is 
of use to us. lnvolved in our personal hopes and apprehensions, anticipating the 
future so hard that much of the time we see the present through a film of thought 
across our eyes, perhaps we need a poet occasionally to remind us that even the cof- 
fee we absentmindedly sip comes in (as Yeats put it) a "heavy spillable cup." 



'7: S. Eliot (1888-1965) 
_____-._.-_.I_ __ .. -.--- 
T h e  winter even ing  settles d o w n  1917 

The winter evening sectles down 
With smell of steaks in passageways. 
Six o'clock. 
The burnt-out ends of smoky days. 
And now a gusty shower wraps 
The grimy scraps 
Of withered leaves about your feet 
And newspapers from vacant lots; 
The  showers beat 
O n  broken blinds and chimney-pots, 
And at the corner of the street 
A lonely cab-horse steams and stamps. 

And then the lighting of the lamps. 

Questions 
1. What mood is evoked by the images in Eliot's poem? 
2. What kind of city neighborhood has the poet chosen to describe! How can you cell! 

Tlzeodore Roctl~Jie (1908-1963) ' 

l ioo t  Ce l l a r  1948 

Nothing would sleep in that cellar, dank as a ditch, 
Bulbs broke out of boxes hunting for chinks in the dark, 
Shoots dangled and drooped, 
Lolling obscenely from mildewed crates, 
Hung down long yellow evil necks, like tropical snakes. 
And what a congress of stinks!- 
Roots ripe as old bait, 
Pulpy stems, rank, silo-rich, 
Leaf-mold, manure, lime, piled against slippery planks. 
Nothing would give up life: 
Even the dirt kept breathing a small breath. 

Questions 
1 .  As a boy growing up in Saginaw, Michigan, Theodore Roethke spent much of his time in 

a large commercial greenhouse run by his family. What details in his poem show more 
chan a passing acquaintance with growing things? 

2. What varieties of image does "Root Cellar" conrain? Point out examples. 
3. What do you understand to be Roethke's attitude toward the root cellar? Does he view it 

as a disgusting chamber of horrors? Pay .special attention to the last two lines. 

Elizabetlz Bislzop (1911-.197s) - - -- .- . . . . -. - .. 
The Fisll 1946 

1 caught a crernendous fish 
and held him beside the boat 
half out of water, with my hook 
fast in a corner of his mouth. 
He didn't fight. 
He hadn't fought at all. 
He hung a grunting weight, 
battered and venerable 
and homelv. Here and there 
his brown ;kin hung in strips 
like ancient wallpaper, 
and its pattern of darker brown 
was like wallpaper: 
shapes like full-blown roses 
stained and lost through age. 
He was speckled with barnacles, 
fine rosettes of lime, 
and infested 
with tiny whitesea-lice, 
and underneath two or three 
rags of green weed hung down. 
While his gills were breathing in 
the terrible oxygen 
-the frightening gills, 
fresh and crisp with blood, 
that can cut.so badlv- 
I thought of thecoarse white flesh' 
oacked in like feathers. 
;he big bones and the iictle bones, 
the.dramatic reds and blacks 
of his shiny entrails, 
and the pink swim-bladder 
like a big peony; 
I looked into his eyes 
which were far larger chan mine 
but shallower, and yellowed, 
the irises back4 and packed 
with tarnished tinfoil 
seen chroueh the lenses 
of old scratihed isinglass. 
They shifted a little, but not 
to return my stare. 
-It was more like the tipping 
of an object toward the light. 
I admired his sullen face, 45 
the mechanism of his jaw, 



and then I saw 
that from his lower lip 
-if you could call it a lip- 
grim, wet, and weaponlike, 
hung five old pieces of fish-line, 
or four and a wire leader 
with the swivel still attached, 
with all their five big hooks 
grown firmly in his mouth. 
A green line, frayed at the end 
where he  broke it, two heavier lines, 
and a fine black thread 
still crimped from the strain and snap 
when it broke and he got away. 
Like medals with their ribbons 
frayed and wavering, 
a five-haired beard of wisdom 
trailing from his aching j?.w. 
I stared and stared 
and victory filled up 
the  little rented boat, 
from the pool of bilge 
where oil had spread a rainbow 
around the rusted engine 
to the bailer rusted orange, 
the sun-cracked chwarts, 
the oarlocks on  their strings, 
the  gunnels-until everything 
was rainbow, rainbow, rainbow! 
And  I let the fish go. 

Questions 
1. How many abstract words does this poem contain? What proportion of the poem is 

imagery? 
2 .  What is the speaker's attitude toward the fish! Comment in particular on lines 61-64. 
3. Whac attitude do the images of the raintjow of oil (line 69), the orange bailer (bailing 

bucket, line 7 I ) ,  the sun-racked thwaru (line 72) convey? Does the poet ex~ec t  us to feel 
mournful because the boar is in such sorry condition! 

4. Whac is meant by rainbow, rainbow, rainbow? 
5. How do these images prepare us for the conclusion! Why does the speaker let the fish go? 

Rainer fMariu Rillic (1875-1926) I 

The Panlhcr 1907 I 

! 
In iheJardin dcs Platltes, Pariso ! 

His vision, from the conscantly passing bars, 
has grown so weary that it cannot hold 
anything else. I t  seems to him there are 
2 thousand bars; and behind the bars, no  world. 

As he paces in cran~pzd circles, over and over, 
the movement of his powerfill soft strides 
is like a ritual dance around a center 
in which a lnighty will stands paralyzed. 

Only at times, the curtain of the pupils 
lifts, quietly-. AII image enters in, 
rushes down through the tensed, arrested.rnuscles, 
plunges into the heart and is gone. 

-Translated by Stephen Mitchell 

THE PANTHER, Jardin dcs Phnlcs, Paris: "garden of plants," a large botanical garden on the bank of the river 
Seine, which nlso contains a small zoo. 

Questions 
I .  What are the "bars" of line 1, and why are they "constantly passing"? 
2. How do the contradictdry descriptions in the second stanza-especially the simile in lines 

7-&-characterize the panther's situation? 
3. Whac is meant by "tlre.curtain of the pupils" (line 9)? 
4. What is communicated by the image of the "image" in the last three lines? 

Pork 1969 

This strange thing must have crept 
Right out of hell. 
It resembles a bird's foot 
Worn around the ca~.nibal's neck. 

As you hold'it in your hand, 
As you scab with it into a piece of meat, 
I t  is possible to imagine the rest of the bird: 
Its head which likc your 6st 
1s large, bald, beakless, and blind. 

Questions 
1. The title image of this poem is an ordinary and everyday object. What happens to it in 

the first two lines? 
2. How does the word crept in line 1 change our sense of the fork? How does the author 

develop this new sense later in the poem? 



Y U  Lllnptcr 3 Imagery 

Emily Dicliinsort (1830-1886) ---- 
A Route of Evanescence (about 1879) 

A Route of Evanescence 
W i t h  a revolving Wheel - 
A Resonance of Emerald - 
A Rush of Cochinealo - red dye 

A n d  every Blossom o n  the  Bush 5 

Adjusts its tumbled Head - 
T h e  mail from Tunis, probably, 
A n  easy Morning's Ride - 

A ROUTE OF EVANESCENCE. Dickinson titled this poem "A Hummingbird" in an 1880 letter to a friend. 
1 Euanercence; ornirhologist's term for the luminous sheen of certain birds' feathers. 7 Tunis: capital city 
of Tunisia, North Africa. 

Questions 
Whac is the subject of this poem? How can you tell? 

.ha11 Toonzer (1894-1967) 
~ ~ - ~ 

Reapers 1923 

Black reapers with the sound of steet o n  stonzs 
Are  sharpening scythes. I see them place the hones 
In  their hip-pock-ts as a thing that's done, 
A n d  start their silent swinging, one by one. 
Black horses drive a mower through che weeds, 
And  there, a field rat, startled, squealing bleeds, 
His belly close to ground. I see the blade, 
Blood-stained, continue cutting weeds and shade. 

Questions 
I .  Imagine the scene Toomer describes. What details most vividly strike the mind's eye? 
2.  Whac kind of image is silent swinging! 
3. Read the poem aloud. Notice especially the effecc of the words sound of steel on stones and 

field rat, stmtkd, squealing bleeds. Whac interesting sounds are presenc in the very words 
thac contain these images! 

4. What feelings do you get from this poem as a whole? Besides appealing to our auditory 
and visual imagination, what do the images contribute? 

Gerard llfanley fIop1;ins (1s+1-1889) 
-. 

Pied Beauty (1877) 

Glory be to God for dappled thing- 
For skies of couple-color as a brinded" cow; scrcaked 

For rose-moles all in stipple upon trout thac swim; 
Fresh-firecoal chestnut-falls; finches' wings; 

Landscape plotted and pieced--fold, fallow, and plow; 5 

All things ccunter, ~r ig inal ,  spare, strange; 
\Vhatever'is fickle, freckled (who knows how!) 

Wi th  swift, slow; sweet, sour; adazzle, dim; 
He fathers-forth u~hoie  beauty is past change: 

Praise him. 

About Haikrt !!I 

Questions 
1. What does the word pied mean! (Hint: what does a Pied Piper look like?) 
2. According to Hopkins, what do skies, cow, trout, ripe chestnuts, finches' wings, and land- 

scapes all have in common? Whac landscapes can the poet have in mind? (Have you ever 
seen any dappkd landscape while looking down from an airplane, or from a mountain or ' 
high hill?) 

3. What do you make of line 6: what can carpenters' saws and ditch-diggers' spades possibly 
have in common with the dappled things in lines 2 4 ?  

4. Does Hopkins refer only to visual contnsts? What ocher kinds of variation interest him! 
5. Try co state in your own words the therrir of this poem. How essential to our under- 

standing of this tllen~e are Hopkins's images? 

ABOUT I-IAIKU 
. , 

Arakida fifori.I-ukc (1473-1549) -- 
Tlie failing flo~vcr 

The falling flower 
1 saw drift back to the branch 
Was a butterfly. 

-Tramluted by Babette Derrrsch 

Haiku means "beginning-verse" in Japanese-perhaps because the form .may 
have originaccd in a game. Players, given a haiku, were supposed to  &tend its three 
lines into a longer poem. Haiku (the word can also be plural) consist mainly of 
imagery, but 'as we saw in Buson's Lines about the  cold comb, their imagery is no t  
always only pictorial; it can involve any of the five senses. Haiku are so short thac they 
depend o n  imagery to trigger .associations and responses in  the  reader. A haiku in 
Japanese is rimeless; its seventeen syllables are traditionally arranged in three lines, 
usually following a pattern of five, seven, and five syllables. Eng!ish haiku frequently 
ignore such a patcem, being rimed or unrimed as the poet prefers. W h a t  .English haiku 
do try to preserve is tile powerful way Japanese haiku capture the intensity of a partic- 
ular moment, usually by l i ~ ~ k i n g  two concrete images. There is little room for abstract 
thoughts or general observations. T h e  folloiving attempt, though containing seven- 
teen syllables, is far from haiku in spirit: 

Now that our love is gone 
I feel within my sbul 
a nagging distress. 

Unlike the author of cl~ose lines, haiku poets look out upon a literal world, seldom 
looking inward to discuss their feelings. Japanese haiku tend to  be  seasonal in subject, 
1 I 1 .  I ,  I 1  . . .  I I 



indicates spring; a crow on a branch, autumn; snow, winter. Not just pretty little 
sketches of nature (as some Westerners think), haiku assume a view of the universe 
ill which observer and nature are not separated. 

Haiku emerged ir, sixteenth-century Japan and soon developed into a deeply 
esteemed fbrm. Even today, Japanese soldiers, stockbrokers, scientists, schoolchild- 
ren, and the emperor himselfstill find occasion to pen haiku. Soon after the form first 
captured :he acrention of Western poets at the end of tne nineteenth century, it 
became im~nensely influential for modern poets such as Ezra Pound, William Carlos 
Williams, and H. D., as a model for the kind of verse they wanted to write-concise, 
direct, and imagistic. 

The  Japanese consider the poems o i  the "Three Mastersn-Basho, Buson, and 
Issa-to be the pinnacle of the classical haiku. Each poet had his own personality: 
Basho, the ascetic seeker of Zen enlightenment; Buson, the worldly artist; Issa, the 
sensitive master of wit and pathos. Here are free translations of poems from each of 
the "Three Masters." 

rMut.suo Basho (1644-1694) 
. - - - -- .- - 

Heat - l igh tn ing  strealc I n  the o l d  s t o n e  p o o l  

Heat-lightning streak- In the old stone pool 
rhrnugh darkness pierces a frogjump: 
the heron's shriek. splishhhhh. 

-Transbted by X. 1. Kennedy -Translated by X. J. Kennedy 

'Ihniguchi Busort (1716-1783) 
-- - - .. . .---- - 

O n  t h e  one- ton  t e m p l e  b e l l  RlIoonrise o n  lnudf la t s  

O n  the one-ton temple bell Moonrise on mudflats, 
a moonmoth, folded into sleep, the line of water and sky 
sits still. blurred by a bullfrog 

-Translated by X. 1. Kennedy -Translated by Michael Stillman 

KO br~yaslii Issa (1763-1827) 

o n l y  o n e  guy  Cr icke t  

only one guy and Cricket, be 
cnly one fly trying to careful! I'm rolling 
make the guest room do. over! 

-Translated by Cid Corman -Translared by Robert Bly 

HAIKU FROM SAPANE,SE INTERNPIENT CAPlPS 
Japanese immigrants brought the tradition of haiku-writing to the United States, 
often forming local clubs to pursue their shared literaly interests. During World War 
11, when Japanese Americans were unjustly considered "enemy aliens" and confined 
to federal internment camps, these poets continued to write in their bleak new sur- 
roundings. Today these haiku provide a vivid picture of the deprivations suffered by 
the poets, their families, and their fellow internees. 

Suilio filatsusl~itn Iialcuro Wada 

Contemporary llaiku 93 1 

- 

Cosinos in b loo in  Evcn tllc c roa lc ing  of frogs 

Cosmos in bloom Even the croaking of frogs 
as if no war comes from outside the barbed wire fence 
were taking place this is our life 

-Translnted by Violet Kazue de Cristoro -Translated by Viokt Kazue de Cristoro 

If you care to try your hand at haiku-writing, here are a few suggestions: make every 
word matter. Include few adjectives, shun i~eediess conjunctions. Set your poem in 
the present. ("Haiku," said Basho, "is simply what is happening in this place at  this 
moment.") Like many writers of haiku, you may wish to confine your poem to what 
can be seen, heard, smelled, tasted, or touched. Mere sensory reports, however, will 
be meaningless unless they make the reader feel something. 

Here are six more recent haiku written in English. (Don't expect them all to 
observe a strict arrangement of seventeen syllables, however.) Haiku, in any lan- 
guage, is an art of few words, many suggestions. A haiku starts us thinking and telling. 

Etl~cri(lgc kjzifrllt (1931-1991) Lee Gurga (b. 1949) 
. b 
Rlaliing jazz swilig i n  Visitor's R ~ o m  
Making jazz swing in Visitor's Room- 
Seventee11 syllables AIN'T everything bolted down 
No square poet's job. except my brother. 

Penrry Hurter (I:). I 940) Je~~r~ i f c r  Brutscli. (b. 1960) 
~ --.---p.--.----.p--------p-.- 

brol icn bonfl B o r n  Again 

broken bowl Born Again 
the pieces she speaks excitedly 
still rocking. of death. 

Jolin Ridlund (1,. 1933) Garr-1. Guy (b. 1951) 
--.--.--< ----..-.. -.-. 

The Lnzy hlnn's t luil<u 1 4 0 1 ~  in t h e  o z o n e  

out in the night Hole in the ozone 
a wheelbarrowful My bald spot.  . . 
of mooniight. sunburned 



FOR REVIEW AND FURTI-IER STUDY 

John Keats (1795-1821) ----- ------- 
Bright S t a r l  would I were steadfast as ~]MI art (1819) 

Bright star! would I were steadfast as thou art- 
Not in lone splendor hung aloft the night, 

And watching, with eternal lids apart, 
Like Nature's patient, sleepless Etemite," 

The moving waters at their priest-like task 
Of pure ablution round earth's human shores, 

Or gazing on the new soft-fallen mask 
Of snow upon the mountains and the moors- 

No-yet siill steadfast, still unchangeable, 
Pillowed upon my fair love's ripening breast, 

T o  feel for ever its soft fall and swell, 
Awake for ever in a sweet unrest, 

Still, still to hear her tender-taken breath, 
And so live ever--or else swoon to death. 

Oues tions . - 
1. Scars are conventional symbols for love and a loved one. (Love, Shakespeare tells us in a 

sonnet, "is the star to every wandering bark.") In this sonnet, why is it not possible for the 
star co have this meaning? How does Keats use i t?  

2. What seems concrete and particular in the speaker's obse;vations? 
3. Suppose Keats had said slow and eary instead of tender-mken in line 13. What would have 

been lost? 

Experiment: Writing with Images 
Taking the following poems as examples from which to scarc racher than as models to be 
slavishly copied, cry to compose a brief poem chat consists largely of imagery. 

Walt Wlzitman (1819-1892) 

The R u n n e r  1867 

O n  a flat road runs the well-train'd runner; 
He is lean and sinewy, with muscular legs; 
He is thinly clothed-he leans forward as he runs, 
With lightly closed fists, and arms partially rais'd. 

I 
For Review and Further Study !)5 / 

! 
?: E. Hulrne (1883-1917) -- 1 
Image (about 1910) ! 

Old houses were scaffolding once 
and workmen whistling. 

It's a strange courage 
You give me ancient scar: 

Shine alone in the sunrise 
Toward which you lend no part! 

Robert B@ (b. 1926) 
, - ------ - -.- - - 

Driving to Town Lnte to Mail a Lctter 1962 

I t  is a cold and snowy night. The main street is deserted. 
The only tb.ings moving are swirls of snow. 
As I lift the mailbox door, I feel its cold iron. 
There is a privacy ! love in this snowy night. 
Driving around, I will waste more time. 

Paul Good~nan (191 1-1 972) --- - - - 
Birthday Cake 1962 

Now isn't it time 
when the candles on d ~ e  icing 
are one two too many 
too many t s  blow out 
too many to count too many 
isn't it time to give up this ritual? 

although the fiery crown 
fluttering on the chocolate 
and through the darkened room advancing 
is still the most loveliesc sight 
among our savage folk 
that have few festivals. 

But the thicket is too hot and thick 
and isn't it time, isn't it time 
when the fires are too many 
to eat the fire and not the cake 
and drip the fires from my teeth 
as once I had my hot hot youth. 



Louise Gliiclc (b. 1943) 

Mock Orange 1985 

It is not the moon, I tell you. 
It is these flowers 
lighting che yard. 

1 hate them. 
I hate them as I hate sex, 
the man's mouth 
sealing my mouth, the man's 
paralyzing body- 

and the cry that always escapes, 
the low, humiliating 
premise of union- 

In my mind tonight 
I hear the question and pursuing answer 
fused in one sound 
that mounts and mounts and then 
is split into the old selves, 
the tired antagonisms. Do you see? 
We were made fools of. 
And the scent of mock orange 
drifts through the window. 

How can I rest? 
How can I be content 
when there is still 
that odor in the world? 

MOCK ORANGE. The mock orange is a flowering shrub with especia!ly fragrant white blossoms and fruit 
that resemble those df an orange tree. 

Billy Collins (b. 1941) 
- 

Embrace 

You know the parlor crick. 
Wrap your arms around your own body 
and from the back it looks like 
someone is embracing you, 
her hands grasping your shirt, 
her fingernails teasing your neck. 

From the front it is another story. 
You never looked so alone, 
your crossed elbows and screwy grin. 
You could be waiting for a tailor 10 

to fit you for a straitjacket, 
one that would hold you really tight. 
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Keuiri Prufer (b. 1969) 
1 

, I 

Pause, Pause 2002 

Praise to che empty schoolroom, when the folders 
ate stowed and the sighing desktops close. 

Praise to the sixteen..hour silence 
after the last chairleg complains against the tiles. 

There are tracks in the snow on the sidewalk, 
ice salting into the boorprints. Snow,clots fall 

like good advice from the branches. 
See the plaid skirts ticking into the distance? 

The bookbags swaying to the footfalls? 
Praise to the sun. It sets like a clocktower face, 

oranges over, grows. Praise, 
praise to the classrooms, empty at last. 

One by one, the door-bolts click 
and the lightbulbs shudder to a close. 

The chairs dream all askew. Praise to the empty 
hallway, the pause before the long bells cry. 

Stevic S~izitli (1902r1971) -- 
Not Waving but Drowlling 1957 

Nobody heard Ili~n, the dead man, 
But scili he lay moaning: 
I was much further out than you thought 
And not,!vaving but drowning. 

Poor chap, he always loved larking 
And now he's dead 
It must have bee11 too cold for him his heart gave way, 
They said. 

Oh,  no no no, it was too cold always 
(Still the dead one lay moaning) 
I was much coo far out all my life 
And not waving but drowning. 



LISTENING TO 
A VOICE I I 

Irony is that little pinch of salt ' 
which alone makes the dish palamble. 

I -1OHANN WOLFGANG VON GOETHE 

In old Western movies, when one hombre taunts another, it is customary for,the sec- 
ond to drawl, "Smile when  yau say that, pardner" or "Mister, 1 don't like your tone of 
voicr." Sometimes in reading a poem, although we can neither see a face nor hear a 
voice, we can infer the poec's attitude from other evidence. 

Like tone of voice, tone in literature often conveys an attitude toward the person 
addressed. Like the manner of a person, the manner ofa poem may be friendly or bel- 
ligerent toward its reader, condescending or respectful. Again like tone of voice, the 
tone of a poem may tell us how the speakerfeels about himself or herself: cocksure or 
humble, sad or glad. But u s i ~ a l l ~  when we ask, "What is the tone of a poem!" we. 
mean, "Whac attitude does the poet take coward a thene or a subject?" Is the poet 
being affectionate, hostile, earnest, playfill, sarcastic, or what? W e  may never be able 
to ,know, of course, the poet's personal feelings. All we need know is how to feel 
when we read the poem. 

Strictly speaking, cone isn't an attitude; ic is whatever in the poem makes a n  
attitude clear to us: the choice of certain words instead of others, the picking out of 
certain details. In A. E. Housman's "Loveliest of trees," for example, the poet com- 
municates his admiration for a cherry tree's beauty by singling out its white blosso~ns 
for attention; had he wanted to show his dislike forthe tree, he might have concen- 
trated cn its broken branches, birdlime, or snails. To perceive the cone of a poem 
rightly, we need to read the poem carefully, paying attention to whatever sugges- 
tions we find in it. 

1 The whtskey on your breath 
Could make a small boy dizzy; 
But 1 hung on like death: 
Such wa-v. 



We tornpd urlcil the pans 
S!id from the kitchen shelf: 
bly mother's countenance 
Could not unfrorvrl itself. 

The  hand t!~at held my wrist 
Was battered on one knuckle; 
At  every step you missed 
h.ly right ear scraped a buckle. 

You heat time on my head 
With a paim caked hard by dirt, 
Then waltzed me off to bed 
Still clinEing to your shirt. 

What is the tone of this poem? Most readers find the speaker's attitude toward. 
his father critical, but nonetheless affectionate. They take ellis recollection of child- 
hood to be an  odd but happy one. Other readers, however, concentrate on other 
details, such as the father's rough manners and drun!tenness. One reader has written 
that "Roethke expresses his resentment for his father, a drunken brute with dirty 
hands and whiskey breath who carelessly hurt the child's ear and manhandled him." 
Although chis reader accurately noticed some of the events in the poem and per- 
ceived thac there was sorneching desperate in the son's hanging onto the father "like 
death," he simplifies the tone of the poem and so misses its humorous side. 

While "My Papa's Waltz" contains the dark elements of manhandling and drunk- 
cnness, che tone remain: grotesquely comic. The rollicking rhythms of the poem 
ilnderscore Roedrke's co~nplex humor-half loving and half censuring of the 
unu~ashed, intoxicaced father. The humor is furrher reinforced by playful rimes such as 
di:g and easy, knttcltle and buckle, as well as the joyful suggestions of the words waltz, 
cvalt=ing, and romped. The scene itself is comic, with kitchen pans falling because of 
the father's roughhousing while the mother looks on unamused. However much the 
speaker satirizes the overly rambunctious father, he does not have the boy identify 
with the soberly disapproving mother. Not all comedy is comfortable and reassuring. 
Certainly, this srnall boy's family life has its frighteninz side, but the last line suggests 
the boy is sill clin_Ping to his facher with persistent if also complicatec! love. 

Satiric Poetry 
"My Papa's Waltz," chough it includes lifelike details that aren't pretty, has a tone.rela- 
cively easy to recognize. So does satiric poetry, a kind of comic poetry that ge~~erally 
conveys a mesage. Usually its tone is one of detached amusement, withering contempt, 
and implied superiority. In a satiric poem, the poet ridicules some person or persons (or 
perhaps some kind ofl-iurnan behavior), examining the victim by the lig'ht of certain 
principles and implying that the reader, too, ought to feel contempt for the victim. 

Countee Cullen. (1903-1946) 

For a Lady I I<IIOIT~ 1925 

11 She even thinks thac up in heaven 
Her class lies lare and snores, 

\Y&iL.-hc r i s e s  <even 

Questions . . 

1. What is Cullen's ~ncssage? 
2. How would you characterize the tone of this poem? Wrathful? Amused? 

A Spectrum of 7i)ncs 
In some poems the poet's attitude may be plain enough; while in other poems atti- 
tudes may be so mingled that it is hard to describe them tersely without doing , 
injustice to the poem. Does Andrew Marvell in "To His Coy Mistress" (page 440) 1 
take a serious or playful attitude toward the fact t l ~a t  he and his kdy are destined.to j be food for worms? Na  one.word answer will suffice. And what of T .  S. Eliot's "The 
Love Song,of J. Alfred Prufrock" (page 369)? In his attitude toward his redemp- 
tion-seeking hero who wades with trousers rolled, Eliot is.seriously funny. Such a I 
mingled tone may be seen in the following poem by the wife of a governor of the 
Massachusetts Bay Colony and the earliest American poet of note. Anne Brad- 
street's first book, The Tenth Muse Lately Sprung Up in America (1650), had been 
published in England wicl~out her consent. She wrote these lines to preface a sec- 
ond edition: 

A~zrze Br-udstr.ect (1612?-1672) - - . - . . .- . . -. . ... - . . . - .- - -- .. . - - - . . .--. - . . - -. - - . . . - - -- - --- .. . -- -- - - -- 
The Author to I-Icr Book 1675 

Thou ill-formed offspring of my feeble braill, 
Whc after birth did'st by my side remain, 
Till snatched from thence by iriends, less wise rhan true, 
Who chee abroad exposed to public view; 
Made thee ic rags, halting, to the press to trudge, 
Where errors were not lessened, all [nay judge. 
At thy return my blushil~g was not small, 
My rambling brat (in print) should mother call: 

- 1 cast thee bv as one unfit for lieht. - .  
Thy visage ;as so irksome in my sight; 
Yet being mine own, at length affection would 
Thy blemishes amend, if so I could: 
! washed thy face, but more defects I saw, 
And rubbing off a spot, still made a flaw. 
i stretched thy joints to make thee even feet, 
Yet still thou run'st more hobbling than is meet; 
In better dress to trim chee was my mind, 
But nought save homespun cloth in the house 1 find. 
In this array, 'mongst vulgars may'st thou roam; 
In critics' hands benare thou dost not come: 
And take thy way where yet thou are not known. 
If for thy Father asked, say thou had'st none; 
And for thy Mother, she alas is poor, 
Which caused her thus co send thee out of door. 

In the author's co~nparison of her book to an illeg~cimate ragamuffin, we q a y  be 



. , . - ... . ', ,.' ...,,. . "- ' . .: . ?  ., . '  
to a rno~l-rer' who h~d.$<$l~b;id~i~d.d;'$si~8~itian~. &:. .  . >\. . .. . &.: .. As she mighr: feel coward such a 
child, so shC .f ie~s~~~+ardh&r:boo'k; .$ke:~arts  . .  _. I by deploring ic  bur, as the poem goes 
on, cannot deny itliki affecti~on:~~ir&~~en't~rs (a5 in the pun in line 15). She must 
dress the creature in homesbun clothr;i;rnefhing both crude and serviceable. By the 
end of her poem, Bradstreet seeGs"'t6 regard her book-child with tenderness, 
amusement, and a certain indulgent awareness of its faults. T o  read this poem is to 
sense its mingling of several attitudes. A poet can be merry and in earnest a t  the 
same time. 

Fhlt W7titmnn (1819-1892) - - - 
To a Locomotive in Winter 1881 

Thee for my recicacive, 
Thee in the driving storm even as now, the snow, the winter-day 

declining, 
Thee in thy panoply," thy measur'd dual throbbing and thy bear suit of armor 

convulsive, 
Thy black cylindric body, golden brass and silvery steel, 
Thy ponderous side-bars, parallel and connecting rods, gyrating, 

shuctling ac thy sides, 
Thy metrical, now swelling panc and roar, now taperil~g 

in che discance, 
Thy great protruding head-lighc fix'd in front, 
Thy long, pale, floating vapor-pennants, tinged with delicace purple, 
The  dense and murky clouds out-belching from thy smoke-stack, 
Thy knicted frame, chy springs and valves, the tremulous twinkle of thy 

wheels, 
Thy crain of cars behind, obedient, merrily following, 
Through gale or calm, now swift, now slack, yet steadily careering; 
Type of the modern--emblem of motion and power-pulse of the 

continenc, 
For once come serve the Muse and merge in verse, even as here I see thee, 
With storm and buffeting guscs of wind and falling snow, 15 

By day thy warning ringing bell co sound its notes, 
By night thy silent signal lamps to swing. 

Fierce-throaced beauty! 
Roll through my cham with all thy lawless music, thy swinging !amps at night, 
Thy madly-whistled laughter, echoing, rumbling like an earth-quake, 20 

rousing all, 
Law of thyself complete, chine own track firmly holding, 
(No sweetness debonair of tearful harp or glib piano thine,) 
Thy  trills of shrieks by rocks and hills return'd, 
Launch'd o'er the prairies wide, across the lakes, 
T o  the free skies unpenc and glad and strong. 25 

Tone 2:i 

Emily Dicliissos (lejo-lssq -- -- 
I like to see it Ii11) the R'liles 
I ltke to see it lap the Miles - 
And lick the Valleys up - 
And stop to feed itself at Tanks - 
And then - prodiglous seep 

Around a Pile of Mountains - 
And supe;cilious peer 
In Shanties - by the sides of Roads - 
And then a Quarry pare 

To fit ics Ribs 
And crawl between 
Complaining all the \vhile 
In horrid - hooting stanza - 
Then chase itselfdown Hill - 
And neigh like Boanerges - 
Then - punccual as a Star 
Stop -docile and oinnipocent 
At its own stable daor- 

Questions 
1. Wnat differences in cone do you hnd benveen Whitman's and Dickinson's poems? Point 

out whatever in each poem contributes to these differences. 
2. Boanerges in Dickins~n's last stanza means "sons of chiunder," a name given by Jesus co the 

disciples John and James (see Mark 3:17). How far should the reader work out the parcic- 
ulars of this comparison? Does ic  make the tone of the poem serious? 

3. In Whicman's opening line, whac is a recirnciue? What ocher specialized terms from the 
vocabulary of music and poetry does each poem contain? How do they help underscore 
Whitman's thetne! 

4. Poets and songwriters probably have regarded the locomotive with more affection than 
they have shown most other machines. Why do you suppose this is so? Can you think of 
any other poems or songs as examples? 

5. What do these two poems tell you about locomotives that you would noc be likely 10 find 
in a technical book on railroading? 

6. Are the subjects of the two poems identical? Discuss. 

Kevin I'our~g (11.1070) 
Doo Wop 
Honey baby 
Lady lovely 

Milk shake your 
money maker 



Sudden fried 

Alabama 
mamma jamma 

Low bass 
Fast pace 

Past face 
Femme postale 

Penned pal 
MY gal 

: . 'I  1 .  ,,:: ,,., ,;,, : . . - .:. 
,*. ,.; ;., , 

Questions 
:L ' ,:.: .; ,,., , ,. : ';:.<,;,:~,.- 7 ,  ,-: 

I. What is the.ioc$:b;ftd!s p~e~&~ti,~c'?+rious! , . .. -L , both ac once? 
2 .  Hou: many instancifo'f ~ ~ ~ ~ < ' o i i ~ i . I d i & ~ i n d  with the sounds of  words, can you 

find in the poem? 
3 .  Beyond the author's exuberant delight in language, xvhac do you think "Doo Wop" is abouc! 

PJ'kldon Kees (1914-195s) 
. -- 
For My Daughter 1940 

Looking into my dmghter's eyes I read 
Beneath the innocence of morning flesh 
Concealed, hintings of death she does not heed. 
Coldest of winds have blown this hair, and mesh 
Of seaweed snarled these miniatures of hands; 
The  night's slow poison, tolerant and bland, 
Has moved her blood. Parched years that 1 have seen 
That  may be hers appear: foul, lingering 
Death in certain war, the slim legs green. 
Or, fed on hate, she relishes the sting 
Of others' agony; perhaps the cruel 
Bride of a syphilitic or a fool. 
These speculations sour in the sun. 
I have no daughter. I desire none. 

Questions 
1. How does the last line of chi sonnet affect the meaning of the poem? 
2.  "For My Daughter" was firsr published in 1940. What considerations might a potential 

American parent have felt at that time? Are these historical concerns minored in the poem? 
3. Donald Justice has said thacUKees is one of the bitteres: pets  in history." Is bittemescthe 



IRONY 

To see a distinction between the poet and the words of a fictitious character- 
between Robert Brorvning and "My Last Duchessv-is to beaware of irony: a manner ; 
of speaking thac implies a discrepancy. I f  the mask says one thing and we sense that 
the writer is in fact.saying something else, the writer has adopted an ironic point of 
view. No finer illustration exists in English than Jonathan Swift's "A Modest Pro- 

! 
posal," an essay in which Swift speaks as an earnest, humorless citizen who sets forth , 
his reasonab!e plan co aid the Irish poor. The plan is so monstrous no sane reader can 
assent to it: the poor are to sell their children as meat for the tables of their landlords. 
From behind his false face, Swift is actually recommending not cannibalism but love ; 
and Christian charitv. 

A poem is often made co~nplicated and more interesting by another kind of irony. j 
Verbal irony occurs whenever words say one thing but mean something else, usually , 
the opposite. The word love means hate here: "I just love to stay home and do my hair 
on 3 Saturday night!" 

If verbal irony is conspicuously bitter, heavy-handed, and mocking, it is sarcasm: "Oh, 
he's the biggest spender in the world, all right!" (The sarcasm, if that statement were 
spoken, would be underscored by the speaker's tone of voice.) A famous instance of 
sarcasm occurs in Slukespeare'slulius Caesar in Mark Antony's oration over the body 
of the slain Caesar: "Brutus is an honorable man." Antony repeats this line until the 
enraged populace begins shouting exactly what he means to call Brutus and the other 
conspirarors: traitors, villains, murderers. Clre had best be alert for irony on the printed 
page, for i f  we miss it, our interpretations of a poem may go wild. 

Robert Creelc). (1~)26-2005) 

I f  you wander far enough 
you will come to i t  
and when you get there 
they will give you a place to sit 
for yourself only, in i! nice chair, 
and all your friends lei11 be there 
with smileion their faces 
and they will likewise all have places. 

This poem is rich in verbal irony. The title helps point out thac between the 
speaker's words and attitude lie deep differences. In line 2, what is it? Old age? T h e  
wandiring suggests a conventional metaphor: the journey of life. Is it literally a rest 
home for "senior citizens," or perhaps some naive popular concept of heaven (such as 
we meet in comic strips: harps, angels with hoops for halos) in which the saved all sit 
around in a ring, smugly congratulating one another? We can't be sure, but the 
speaker's attitude toward this final sitting-place is definite. It is a place for the selfish, 
as we infer from the phrase for yourself only, And miles on their faces may hint that 
the smiles are unchanging and forced. There is a difference between saying "They 



had smiles on their faces" and "'They smiled": the latter suggests that the smiles came 
from within. The word nice is to be regarded wich distrust. If we see through this 
speaker, as Creeley implies we can do, we realize that, while pretending to be sweet- 
talking us into a seat, actually he is revealing the horror of a little hell. And the title 
is the poet's reaction to i: (or the speaker's unironic, straightforward one): "Oh no! 
Not that!" 

Dramatic Irony 
Dramatic irony, like verbal irony, conrails an element of contrast, but it usually 
refers to  n situation in a play wherein a character whose knowledge is limited says, 
does, or encounters something of greater significance than he or she knows. We, the 
spectators, realize the meaning of chis speechor action, for the playwright has afforded 
us superior knowledge. In Sophocles' King Oedipus, when Oedipus vows to punish 
whoever has brought down a plague upon the city of Thebes, we know-as he does 
not-that the man he would punish is himself. The situation of Oedipus also con- 
tains cosmic irony, or irony of fate: some Fate wich a grim sense of humor seems 
cruelly to trick a human being. Cosmic irony clearly exists in poems in which fate or 
[he Fares are personified and seen as hostile, as in Thomas Hardy's "The 
Convergence of the Twain" (page 421); and it may be said to occur also in Robinson's 
"Richard Cory" (page 128). Obviously it isa twist of fate for the most envied man in 
town to kil! himself. 

T o  sum up: the effect of irony depends on the reader's noticing some incongruity 
or discrepancy between two things. In uerld irony, there is a contrast between the 
speaker's and meaning; in an ironic point of view, between the writer's attitude 
and what is spoken by a fictitious character; in dramatic irony, between the limited 
knowledge of a character and the fuller knowledge of the reader or spectator; in 
cozn~ic irony, between a character's position or aspiration and rile rreacmenc he or she 
receives at rhe hands of Fate. tllthough, in the work of an inept poet, irony can be 
crude and obvious sarcasm, it i i  invaluable to a poet of more complicated mind, who 
imagines more than one perspective. 

PK Ii. -4uclen (1907-1973) _ _- ._ . . _. - . . 

'l%c Unknown Citizen 1940 

(To ]S/O7/M/3 78 
This Marble Mor~uine~~l  Is Erecced by the Stace) 

He was found by the Bureau of Statistics to be 
One  against whom there was no official complaint, 
And all the reports on his conduct agree 
That ,  in the modern sense of an old-fashioned word, he was a saint, 
For in everything he did he served the Greater Community. 
Except for the War till the day. he retired 
He worked in a factory and never got fired, 
But satisfied his employers, Fudge Motors inc. 
Yet h e  wasn't a scab or odd in his views, 
For his Union reports that h e  paid his dues, 10 

(Our report o n  his Union shows it was sound) 
And our Social Psychology workers found 

Thac he was pop~lar  wich his mates and liked a drink. 
The Press are cor.vitlced that he bought a paper every day 
And that his reactions to advertisements were normal in every way. 
Policies taken out in his name prove that he was fully insured, 
And his Health-card shows he was once in hospital but left it cured. 
Both Producers Research and High-Grade Living declare 
He was fully sensible to the advantages of the Installment Plan 
And had everything necessary to the Modern Man, 
A phonograph, a radio, a car and a frigidaire. 
Our researchers into Public Opinion are content 
That he held the proper opinions for the time of year; 
When there was peacc, he was for peace; when there was war, he went. 
He was married and added five children to the population, 
Which our Eugenist says was the right number for a parent of his 

genera tion, 
And our teachers report that he never interfered with their education. 
Was he free? \Vas he happy! The question is absurd: 
Had anything been wrong, we should certainly have heard. 

Questions 
1. Read the two-line cpitaph at the beginning of the poem as carefully as you read what 

follows. How does the epiraph help establish the voice by which the rest of the poem is 
spoken? 

2. \Vho is speaking? 
3. What ironic discrepancies do you find between the speaker's attitude toward the subject 

and that of the poet himself? By what is the poet's attitude made clear?. 
4. In the phrase "The Unknown Soldier" (of which "The Unknown Citizen" reminds 

US), what does the word unknown mean? Whar does it  mean In the title of Auden's 
poem! 

5. What tendencies in our civilization does Auden satirize? 
6. How would you expect the speaker to define a Modern Man, if a CD player, a radio, a car, 

and a refrigerator are "e\!erything1' a Modern Man needs? 

Sharon Olds (I,. 19.12) ---------- - - --- - 
Rite of Passage 1983 

As the guests arrive at my son's party 
they gather in the living room- 
short men, men in first grade 
with smooth jaws and cl~ins. 
Hands in pockets, they stand around 
jostling, jockeying for place, small fights 
breaking out and calming. One says to another 
How old are you? Six. J'm seuen. So? 
They eye each other, seeing themselves 
tiny in the other's pupils. They clear their 
throacs a lot, a room of s~nall bankers, 
they fold their arms and frown. I could beat you 
up, a seven says to a six, 
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the dark cake, round and heavy as a 
turret, behind them o n  the cable. My son, 
freckles like specks of nutmeg o n  his cheeks, 
chest narrow as the balsa keel of a 
model boat, long hands 
cool and th in  as the day they guided him 
out of me, speaks up as a host 
for the  sake of the group. 
We could eusily kill a two-year-old, 
he  says in his clear voice. T h e  other 
men agree, they clear their throats 
like Generals, they relax and get down to 
playing war, celebrating my son's life. 

Questions 
1. What is ironic about the y:ay the speaker describes the first-grade boys at her son's 

birthday party! 
2. What other irony does the author underscore in the last two lines! 
3. Does this mother sentimentalize her own son by seeing him as better than the other little boys!' 

Rod Taylor (L. 1947) - 
Daltotil: O c t o b e r ,  1822: Nunltpapa W a r r i o r  1972 

New air has come around us. 
It is cold enough to-make us know we are different 
from the things we touch. Before dark, we ride 
along the  high places or go deep in the long 
grass a t  the edge of our people 
and watch for enemies. 
W e  are the strongest tribe of the Sioux. Buffalo 
are plentiful, our women beautiful. Life 
is good. 
W h a t  bad thing can be done against us? . 

DAKOTA: OCTOBER, 1822: HUNKPAPA WARRIOR. The Hunkpapa are one ofseven branches of the Lakota 
Sioux tribe. 

Questions 
1 .  How would you describe the speaker's tone-confident, boastful, serene? 
2 .  What is ironic about this poem? 
3. What kind of irony does the poem display? 

Sarah fV. Cleglzorr~ (I  876-.i 959) 

The G o l f  Links 1917 

T h e  golf links lie so near the mill 
T h a t  almost every day 

T h e  laboring children can look out 

Questions 
1. Is this brief poem satitrc? Does it contain any verbal irony or is the poet making a matter. 

of-facr statement in words that mean just what they say? 
2. What other kind of irony is present in the poem! I 

3. Sarah N. Cleghorn's poem dates from Lefore the enactment of legislatio~~ against child 
labor. Is it still a good poem, or is it hopelessly dated! 

4. Would you call this poem lyric, narrative, or didactic? 
i 

! 

! Edna St. I/irrccr~t Arlillay (1892-1950) 
~. 

I 

Second Fig 1920 : 
Safe upon thc solid rock the ugly housesstand: 
Come and see my shining palace built upon the  sand! 

Question , 

Do you chink the author is making fun of the speaker's attitude or agreeing with it! 

Oh, life is a gloriaus cycle of song, 
A medley of extemporanea; 
And love is a thing that can never go wrong; 
And 1 am Marie of Roumania. 

. COMMENT. 4 Marie of Rournnrtia: Princess Marie of Edinburgh (1875-1938), a granddaughter of Queen 
Victoria, was [married in 1893 to Prince Ferdinandof Romania, who ascended the throne in 1914. 

f i es t ions  
1. Is Marie of Rournnnia the speaker of the poem? 
2. How serious is the poem's tone? Consider the rhythm and the rimes in lines 2 and4. 
3. In actuality, Queen Marie of Rournania had an unhappy life. Does this fact add another 

level of irony to the poem? 

Bob Hicok (L. 1960) 
. - I 

Rlalcing it in poell+y 2004 j 
The young teller 
ar the credit union 
asked why so many 
small checks 
from universities? 
Because I write 
poems 1 said. Why  
haven't I heard , 
of you? Because 



Questions 

1. Is the title of this poem ironic or nor! Explain your answer. 
2. Both of the teller's questions are answered th: same way. Is there irony in char facr? 
3. Do you find any significance in the description of the teller as "young"! 

Exercise: Detecting Irony 
Point out the kinds of irony that occur in the follotving poem 

"Don't, dear, despise m y  i:~cellecc, 
Mere accidental things 

Of that sort never have effect 
O n  my imaginings." 

Yet still her lips were limp and wan, 
Her face still held aside, 

As if she had know11 not only John, 
But known of what he died. 

Tlzornus Hardy (1840-1928) - - - -- --- -- - - - * ... - - - - I I,) 

FOR REVIEV AND FURTI-IER STUDY 
The Workbox 
"See, here's the acrkbox, little wife, 

That I made of polished oak." 
He was a joiner,' of village life; 

She came of borough folk. 

He holds the present up to her 
As with a smile she nears 

And answers to the profferer, 
"'Twill last all my sewing years!" 

"I warrant it will. And longer too. 
'Tis a scantling that I got 

Off poor John Wayward's coffin, who 
Died of they knew not what. 

"The shingled pattern that seems to cease 
Against your box's rim 

Continues right on in the piece , 
That's underground with him. 

"And while 1 worked it made me think 
Of timber's varied doom: 

One inch where people eat and drink, 
The  next inch in a tomb. 

"But why do you look so white, my dear, 
And cum aside your face? 

You knew not that good lad, 1 fear, 
Though he came from your native place!" 

"How could I know that good young man, 
Though he came from my native town, 

When he must have left far earlier than 
I was a woman grown!" 

TYillianz Blalcc (1757-1827) I - - 
The Chimney Sweeper 1789 j 

When my mother died I was very young, 
And my father sold me while yet my tongue 
Could scarcely cry "'weep! 'weep! 'weep! 'weep!" 
So your chimneys 1 sweep, and in soot I sleep. 

There's little Tom Dacre, who cried when his head, 
That curlcd like a lamb's back, was shaved: so I said 
"Hush, Tom! never mind it, for when yoitr head's bare 
You know chat the soot cannot spoil your white hair." 

And so he was quiet, andthat very night, 
As Tom WRS a-sleeping, he had such a sight! 
That thousands of sweepers', Dick, Joe, Ned, and Jack, 
Were all of them locked up in coffins of black. 

And by came an Angel who had a bright key, 
And he opened the coffins and set the111 all free; 
Then down a green plain leaping, laughing, they run, 
And wash in a river, and shine in the sun. 

Then naked and white, all their bags left behind, 
They rise upon clouds and sport in the wind; 
And the Angel told Tom, if he'd be a good boy, 
He'd have God for his father, and never wanto joy. 

And so Tom awoke; and we rose in the dark, 
And got with our bags and our brushes to work. 
Though the morning was cold, Tom was happy and warm; 
So if all do cheir duty they need not fear harm. 

Questions. 

"Ah, no. 1 should have understood! 
It shocked you that I gave 30 

TO you one end of a piece of wood 
Whose other is in a grave!" 

. - 
1. What does Blake's poem reveal about conditions of life in the London of his day? 
2. What docs this poem have in common with "The Golf Links" (page 36)! 
3. Sum up your impressions of thespeaker1s character. What does he say anddo that displays : 

it to us? 



4. \Vhat pun do you hnd in line 3?  Is its effect comic or scrious? 
5. In Tom Dacre's dream (lines 11-20), what wishes come true? Do you understand them to 

be the wishes of the chimney sweepers, of the poet, or of both! 
6. In the last line, what is ironic in the speaker's assurance rhat the dutiful need nor fear 

harm? What irony is there in his urging all to do heir duty! (Whs have failed ic their duty 
to him! ) 

7. What is the tone of Blake's poem! Angry? Hopeful? Sorrowful? Compassionate? (Don't 
feel obliged to sum it up in a single word.) 

Erich Fried (1921-1988) 
. . ~  - ~~~ ~ .... -- . 

The Measures T a k e n  

T h e  lazy are slaughtered 
che world grows industrious 

T h e  ugly are slaughtered 
che world grows beauiiful 

T h e  foolish are slaughtered 
the  world grows wise 

T h e  sick are slaughtered 
che world grows healthy 

T h e  sad are slaughtered 
the  world grows merry 

T h e  old are slaughtered 
the  world grows young 

T h e  enemies are slaughtered 
the  world grows friendly 

T h e  wicked are slaunhcered 

Birds fly here without any sound, 
unfolding their wings across the open. 
No  people killed-or were killed-on this ground 
hallowed by neglecc and an air so tame 
chat people celebrate it by forgetting its name. 

Questions 
I. What nonevent does this poem celebrate! What is the speaker's attitude toward it?. 
2. The speaker describes an empty field. ,What is odd about the way in which he 

describes it1 
3. What words does the speaker appear to use ironically! 

Exercise: Telling Tone I 

Here are two radically different poems on a si~nilar subject. Try stating the theme of each poem 
in your own words. I-low iiu tone (the speaker's attitude) different in the two poems? 

Ric1zar.d Lovelucc (1618-1658) -- 
To Lucasta 1649 ! 

On Going to the Wnrs 1 
! 

Tell me not,  Sweet, I am unkind 
I l l a t  from the nunnzry 

Of thy chaste breast and quiet mind, 
T o  war and arms I fly. 

che world grows 
-Translated from the German by hdichael Hamburger  

Q u e s t i o n s  
1. Can you relate this poem to a particular historical context? Explain. 
2 .  Does it also havc a more general application? 
3. Do you think that the author shares the speaker's views? Why or why not? 
4. What is especially ironic about the concluding couplet? 

True, a new mistress now 1 chase, 
'The first foe in the field; 

And with a stronger faith embrace 
A sword, a horse, a shield. 

Yet this inconscancy is such 
As you too shall adore; 

I could not love thee, Dear, so much, 
Loved 1 not Honor Inore. 

FYilfi.ed Orueri (1893-1918) - .-.- --.----- - j 

Dulce el: Decormi &t 1920 

PYilliarn Stafford (1914-1993) Bent double, like o!d beggars under sacks, 
----..- Knock-kneed, coughing like hags, we cursed through sludge, 
At the U n - N a t i o n a l  Monument Along t h e  C a n a d i a n  Border 1977 Till o n  the  hauncing flares we turned our backs 
This  is the  field where the battle did not happen, And towards our distant rest began to  trudge. 
where the  unknown soldier did not  die. Men marched asleep. M a ~ y  had lost their boots 5 
This  is t he  field where grass joined hands, But limped on, blood-shod. All went lame; all blind; 
where n o  monument stands, Drunk with fatieue: deaf even co the  hoots I 
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THE TONE OF THE POEM 
0 0 0  

ne of a poem conveys the speaker's attitude toward his or her sub- 
audience. In speech,, this attitude can be conveyed easily: stressing 
in a sentence can modify or color a statement, drastically affecting 

fng of a sentence. For example, the statement "Of course, you 
nt to go to that restaurant" is quite straightforward, but chang- 

phasis to "Of course you would want to go to  that restaurant" 
a neutral statement into a sarcastic one. For poets, however, 
particular tone to readers represents a challenge because read- 

poets indicate tone by using I 

e, sentence structure, figures ! 

e tones is wide. For example, a poem's speaker.may 
serious, comic, intimate, formal, relaxed,' conde- 
detached tone of the following poem conveys the  

., .', 3 

1 1 O I I E R T  F R O S T  

(1874-1963) 

Fire  a n d  I c e  
(1923) 

Some say the world will end in fire, 
Some say in ice. 
From what I've tasted of desire 
I hold with those who favor fire. 

s But .if it had to perish twice, 
I think I know enough of hate 
To say that for destruction ice 
Is also great 
And .would suffice. 

me, and understatement to comment 
ness and the simple, regular meter 

t poem that makes a pointed com- 
itty, manner. This pointedness is 

nal tone, as is the last line's 
." The contrast between the 

ed and indifference are equally 



CHAPTER 1 3  o V O I C E  L O W E L L  o P A T T E R N S  

destructive-and its informal style and offhand tone is consistent standing its underlying economic or ideological causes. In 
speaker's detached, almost smug, posture. speaker and his enemy are both victims of forces beyond 

Sometimes shifts in tone reveal changes in the speaker's att nsion or control. 

the following poem, changes in tone reveal a shift in rhe speaker' "The Man He Killed" changes as the speaker tells his story. 

toward war. folds, its sentence structure deteriorates, and this in  turn 
the speaker's changing attitude toward the war in  which 

., 3 '> 
In the first two stanzas of the poem, sentences are smooth 

T H O M A S  H A R D Y  
, establishing the speaker's matter-of-fact tone and reflect- 

(1840-1928) ence that he has done what he had to do. In the third and 
owcver, broken syntax reflects the narrator's increasingly 

T h e  M a n  He  Ki l l ed  f mind as he tells about the man he killed. The poem's 

(1902) 
is trying hard to maintain his composure; the smooth 

"Had he and I but met e of the !ast stanza and the use of a cliche in  an  attempt 

By some old ancient inn, 
We should have sat us down to wet 

Right many a nipperkin!' oern's tone can establish an  ironic contrast between the 
her subject. In the next poem, the speaker's abrupt 

5 "But ranged as infantry, e end of the poem establishes just such a contrast. 
And staring face to face, 

I shot at him as he at me, 
And killed him in his place. 

4 '.> I. 
"I shot him dead because- A M Y  L O W E L L  

10 Because he was my foe, (1874-1925) 
Just so: my foe of course he was; 

That's clear enough; although Pa t t e rns  
"He thought he'd 'list,2 perhaps, (1915) 

Off-hand-like-just as I- 
IS  Was out of work-had sold his traps- 

No other reason why. 

"Yes; quaint and curious war is! 
You shoot a fellow down 

You'd treat if met where any bar is, 
20 Or help to half-a crown." 

The speaker in this poem is a soldier relating his wartime 
Quotation marks indicate that he is engaged in conversation 
pub-and his dialect indicates that he is probably of the E 
class. For him, at least at first, the object of war is simple: 
To Hardy, this speaker represents a l l ,men who are t h  

A small container of liquor. 
Enlist. 



L O W E L L  o PATTERNS 
. . - - - "  

he fallen blossom Not a softness anywhere about me, 
Only whalebone' and brocade. 
And I sink on a seat in the shade 

this morning by a rider from the  Duke. zo 'Of a lime tree. For my passion 
inform you. that Lord Hartwell Wars against the stiff brocade. 

The daffodils and squills 
Flutter i n  the breeze 
As they please. 

zs And I weep; 
For the lime-tree is in blossom 
And one small flower has dropped upon my bosom. 
And the plashing of waterdrops 
In the marble fountain 

30 Comes down the garden-paths. 
The dripping never stops. 
Underneath my stiffened gown 
Is the softness of a woman bathing in a marble basin, 
4 basin in the midst of hedges grown 

3s So thick, she cannot see her lover hiding, 
But she guesses he is near, 
And the sliding of the water 
Seems the stroking of a dear 
Hand upon her. 

40 What is Summer in a fine brocaded gown! 
I should like to see it lying in  a heap upon the ground. 
All the pink and silver crumpled up on the ground. . 
I would be the pink and silver as I ran aldng the paths, 
And he would stumble after, 

45 Bewildered by my laughter. 
I should see the sun flashing from his sword-hilt and buck1 

on his shoes. 
I would choose 
To lead him in a maze along the patterned paths, 
A bright and laughing maze for my heavy-booted lover. 

50 Till he caught me in the shade, 
the buttons of his waistcoat bruised my body as he cia 

Aching, melting, unafraid. 
With the shadows of the leaves and the sundrops, 
And the plopping of the waterdrops, 

5 5  ,411 about us in  the open afternoon- 
I am very like to swoon 

With the weight of this brocade, 
For the sun sifts through the shade. 

Used in making corsets. 



. - - -  W O ~ D S W O R T H  b THE W O ~ L D  I S  'roo MUCH W I T H  US 

loo Gorgeously arrayed, 
Boned and stayed. 
And the softness of my body will be guardeu ;;o~n embra 
By each button, hook, and lace. 
For the man who should loose me is dead, 

10s Fighting with the Duke in  Fianders,3 
In a pattern called a war. t I, standing on this pleasant lea, 
Christ! What are patterns for? pses that would make me less forlorn; 

The speaker begins by describing herself walking down gatden 
wears a stiff brocaded gown, has powdered hair, and carries a je 
BY her own admission she is "a plate of current fashion." ~1 
tone is controlled, she is preoccupied by sensual thoughts. 
"stiffened gown" is the "softness of a woman bathing in a m 
and the "sliding of the water" in a fountain reminds the speake 
stroking of her lover's hand. She Imagines herself shedding 11ar b 
gown and running with her lover along the maze of "patterned hly structured traditional form. How 
The se sualit of the speaker's thoughts stands in ironic co 2 . y  regular meter establish the poem's 
images of stiffness and control that dominate the poem; her 
against the stiff brocade." She is also full of repressed rage. ou are a modern-day 
knows that her lover has been killed, and she realizes the m izer, or corporate executive. Write a 
of the Patterns of her life, patterns to which she has confor ressed in this poem. 
lover has conformed by going to war and doing what he ording to M. H. Abrams in his 1972 
do. Throughout the poem, the speaker's tone reflects her ," critics have tended to follow 
anger and frustration. In the last line of the poem, 
lets out her rage, the poem's point about the senselessne 
apparent. 

orthright, the other is 
is an affirmative poet 
ivocal or self-divided 

POEMS FOR FURTHER READING: THE TONE OF alified . . . by a per- 
ient despair of life; 

,) 9 (b er the Wordsworth 
W I L L I A M  W O R D S W O R T H  

(1770-1850) with Us" support 

T h e  W o r l d  Is  Too  M u c h  wi ther? Which one? 

(1807) 318), "Dover Beach" 

The world is too much with us; late and soon, . 8481, "The Lake Isle 
Getting and spending, we lay waste our powers; 
Little we see in Nature that is ours; 
We have given our hearts away, a sordid boon! 

Regi0n northwestern Europe, including part  of northern ;.i wlng on a conch shell. 
gium. Flanders was t he  site of a historic World War I battle. 
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.* ,b ) 
rks in progress. Then, only a few days later, she suffered a 

S Y L V I A  P L A T R  e. According to-Stevenson, "Morning Song" is about 

(1932-1963) ights and surely reflects Plath's depression. However, i n  
graphy, Rougl~ Magic, Paul Alexander says, "Beautiful, 

M o r n i n g  S o n g  uching, 'Morning Song' was Plath's-then-definitive 

(1962) of motherhood." 
ent of the poem do you think makes 

Love set you going like a fat gold watch. 
The midwife slapped your footsoles, and your bald cry Yellow Wall-Paper" (p. 1521, "My Son, My Execu- 
Took its place among the elements. at Shall I Give My Children?" (p. 858) 

Our voices echo, magnifying your arrival. New statue. 
s In a drafty museum, your nakedness 

Shadows our safety. We stand round blankly as walls. $ .> 7 

R O B E R T  H E R R I C I C  
I'm no more your mother (1591-1674) 
Than the cloud that distills a minor to reflect its own sl 
Effacement at the wind's hand. e V i r g i n s ,  t o  Malce 

$0 .411 night your moth-breath M u c h  of T ime  
Flickers among the flat pink roses. I wake to listen: (1646) 
A far sea moves in my ear. 

One cry, and I stumble from bed, cow-heavy and floral Gather ye rosebuds while ye may, 

In my Victorian nightgown. Old Time is still a-flying; 

1s Your mouth opens clean as a cat's. The window square And this same flower that smiles today, 

Whitens and swallows its dull stars. And now you try Tomorrow will be dying. 

Your handful of notes; ious lamp of heaven, the sun, 
The clear vowels rise like balloons. The higher he's a-getting, 

The sooner will his race be run, 
And nearer he's to setting. 

E A D I N G  A N D  R E A C T I N G  That age is best which is the first, 
uth and blood are warmer; 1. Who is the speaker? To whom is she speaking? What doe 

But being spent, the worse, and worst poem reveal about her? 
Times still succeed the former. 

2. What is the poem's subject? What attitudes about her su 
you suppose the poet expects her readers to have? t use your time, 

3.  How is the tone of the first stanza different from that o e ye may, go marry; 
How does the tone reflect the content of each g lost but once your prime, 

4. J O U R N A L  ENTRY In what sense does this poem reinf You may forever tarry. 
traditiona! ideas about motherhood? How does it  und 

5. CRITICAL PERSPECTIVE Sylvia Plath's life, 
suicide, was marked by emotional turbulence 
According to Anne Stevenson in Bitter Fame, her 1988 
of Plath, in the weeks immediately preceding the composi~1 e speaker? DO you think he expects 

"Morning Song" a fit of rage over her husband's supposed.& s? How might his expectations affect 

infidelity caused Plath to destroy many of his books. a 
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. ) 3 
2. This poem is developed almost like an argument. What iS t 

R O B E R T  B R O W N I N G  speaker's main point? How does he support it? 
3. What effect does the poem's use of rhyme have on its tone (1812-1889) 
4. JOURNAL ENTRY Whose side are ycu on-the speaker's 

he addresses? P o r p  h y r i a ' s  Lo.ver  
(1836) 

Related Works: "Where Are You Going, Where Have You Been?. 
"The Passionate Shepherd to His Love" (p.  5 3 6 ) ,  "Cinderella" (p The rain set early in to-night, 
Brute (p. 1040) The sullen wind was soon awake, 

It tore the elm-tops down for spite, 
And did its worst to vex the lake: 

I R O N Y  5 .  I listened with heart fit to break. 
When glided in Porphyria; straight 

n o .l 

She shut the cold out and the storm, 
Just as in fiction and drama, irony in poet1.y occurs when a di And kneeled and made the Cheerless grate 
exists between two levels of meaning or experience. Consider t  laze up, and all the Cottage warm; 
the following lines by Stephen Crane: . Which done, she rose, and from her form 

.Withdrew .the dripping cloak and shawl, 
n o  not weep, maiden, for war is kind. And laid her soiled gloves by, untied 
Because your lover threw wild hands toward the sky -. Her hat and let the damp hair fall, 
And the afrightened steed ran on alone, And, last, she sat down by my side 
Do not weep. And called me. When no voice replied, 
War is kind. She put my arm about her waistf 

-.., And made her smooth white shoulder bare, 
HOW can w e '(kind"? Isn't war exactly the opposite of "]<in And all her yellow hair displaced, 
the speaker does not intgnd-htsw6-i'd'ssto be taken literally. By And, stooping, made my cheek lie there, 
ironic statef ,, the s'peaker actually c o n ~ y s  the opposite i And spread, o'er all, her yellow hair, 
cruel, mindless exercise of violence. Murmuring how she loved me-she 

Skillfully used, irony is a powerful way of making a poin Too weak, for all her heart's endeavour, 
about a situation or of manipulating a reader's emotions. I To set its struggling passion free 
is the writer's assumption that readers will not be misle From pride, and vainer ties dissever, 
meaning of a statement. In order for irony to work, readers Anc! give herself to me for ever. 
the disparity between what is said and what is n::,?..nt, or be But passion sonletimes would prevail, 
J, character or speaker thinks is occurring and what readers Nor could to-night's gay feast restrain 
occurring. A sudden thought of one SO pale 

One kind of irony that appears in poetry is dramati , For love of her, and all in vain: 
occurs when a speaker believes one thing and readers realize'?: ,SO., she was come througl.1 wind.and rain. 
else. In the following poem, the poet uses a deranged speaker to:,, ,Be sure I looked up at her eyes 
that is filled with irony. Happy and proud;.at last I knew 

Porphyria worshipped me; surprise 
hfade my heart swell, and still it grew 
While I debated what to do. 

That moment she was mine, mine, fair, 
Perfectly pure and good: 1 f m n d  

A thing to do, and all her hair 
In one long yellow string I wound 
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40 Three times her little throat around, a .) 3 

And strangled her. No pain felt she; P E R C Y  U Y S S H E  S H E L L E Y  

I am quite sure she felt no  pain., (1792-1822) 
As a shut bud that holds a bee, 

I warily oped her lids: again , O z y m a n d i a s  
4.5 Laughed the blue eyes without a stain. (1818) 

And I untightened next the tress 
About her neck; her cheek once more 

Blushed bright beneath my burning kiss: 
I propped her head u? as before, Stand in the desert. Near them, on the sand, 

so Only, this time my shoulder bore alf sunk, a shattered visage lies, whose frown, 
Her head, which droops upon it still: d wrinkled lip, and sneer of cold command, 

The smiling rosy little head, Tell that its sculptor well those passions read 
So glad it has its utmost will, ich yet survive, stamped on these lifeless things, 

That all it scorned at once is fled, hand that mocked them, and the heart that fed; 
5.5 And I, its love, am gained instead! on the pedestal these words appear: 

Porphyria's love: she guessed not how name is Ozymandias,' king of kings: 
Her darling one wish would be heard. on my works, ye Mighty, and despair!" ' And thus we sit together now, 
And all 'night long we have not stirred, 

60 And yet God has not said a word! ne and level sinds stretch far away. 

Like Browning's "My Last Duchess" (p. 583) this poem i a 'tale about a colossal statue that lies shattered in  the 
monolo-e- The speaker recounts his story in a straightfo es separated from the trunk, and the face has a wrinkled 
seemingly unaware of the horror of his tale. In fact, 'much "sneer of cold command." o n  the pedestal of the monument are 
this Poem comes from the. speaker's telling his tale of murd all those who pass: "Look on my works, Ye Mighty, and 
emotional tone-and from readers' gradual realization t ational irony of the poem has its source in  the contrast 
is mad. sial wreck" and the boastful inscription On its base. To 

The irony of the poem, and of its title, becomes appar dias stands for rhe vanity of those who mistakenly 
logue Progresses. At first the speaker fears that Porphyri and the ravages of time. 
free herself from pride and vanity to love him. AS he 1 common kind of irony found i n  poetry is verbal 
however, he comes to believe that she worships him. TO rested when words say one thing but mean another, 
fection of Porphyria's love, the speaker strangles her with pposite. When verbal irony is particularly biting, i t  is 
assures his silent listener, "I am quite sure she felt no  pain." Like tarcasm--for example, Stephen Crane's use of the word kind in his 
Browning's narrators, the speaker in this poem exilibits a selfish 1s I<ind." In speech, verbal irony is easy to  detect 
verse need to possess another person totally. The momen 1's change in tone or emphasis. In writing, when these 
izes that Porphyria loves him, he feels compelled to kill verbal irony becomes more difficult to convey. Poets 
his f~rever .  According to him, she is at this point "mine context of a remark or on the contrast between a word 
fectly Pure and good," and he believes that by murderi the poem to create irony. 
fulfills "Her darling one wishu-to stay with him. for rbal irony is established in the following Poem. 
to  justify his actions, the speaker reveals himself to 
pathic killer. 

Another kind of irony is situational irony, w 
situation itself contradicts readers' expectations. For example, i; 
~ h ~ r i a ' s  Lover" the meeting of :wo lovers results 
but iri murder. In the next poem too.the situation c 



%> .,b 'b 

A R I E L  D O R F M A N  

(1942- ) 

H o p e  
(1988) 

Translated by Edith Grossman with the author 

My son has been 
missing 
since May 8' 
of last year. 

They took him 
just for a few hours 
they said 
just for some routine 
questioning. 

l o  After the car.left, 
the, car with no license plate, 
we couldn't 

find out 

anything else 
IS about him. 

But now things have changed. 
We heard from a compaiiero 
who just got out 
that five months later 

zo they were torturing him 
in Villa Grimaldi, 
at the end of September 
they were questioning him 
in the red house 

2s that belonged to the Grimaldis. 

They say they recog~ized 
his voice his screams 
they say. 

Somebogy tell me frankly 
30 what times are these 

what kind of world 
what country? 
What I'm asking is 
how can it be 

!OY 
is knowing 

40 that they 
that they are still 
torturing 
their. son? 
Whicki,means 

45 that he was alive 
five months later 

$@$$+$~;L;T. and our greatest 
&d$$i? .. hope 
@$$(& will be to find out 

eight mbnths later 
@ ~ ~ ; ~ f $ ~ ~ ~ ~  and he may might 
.~,:g:,..!,., ! 

could 

K&5p~5?:qf:. 4 $ ,,., ,,,,.!, .. still be alive. 
$@+*.: ; 
$$h,$$hli.it is not necessary to know the background of the poet to abpre- 
&&ii!t~ls,poern, it does help to know that Ariel Dorfman is a native of 
 PAY+^^ +ha acc*reinl+inn nf qnlvanor Allende. elected socialist 

3s that a father's 

so next year . 
that they 're still torturing him 

c.u<L**u..-.- -- ---. ---- - ------ -, - -  - 

September 1973, the civilian government was replaced by a 
atorship. Civil rights were suspended, and activists, students, 

of opposition parties were arrested and often detained indef- j 
es they simply disappeared. The irony of this poem origi- , i . 
repancy betweeri the way the word hope is used in  the , j 

it is usually used. For most people, hope has positive 1 I 

, . 

I 

I - 
I i 
8 : 

! 
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~ ' P ~ E M S  FOR FURTHER READING: IRONY A N D  R E A C T I N G  
nknown citizeil" represents modern citizens, who, 

, .* a, ng to the poem, are like machines. How does 
W. H .  A U D E N  help to establish the tone of the poem? How does the 

(1907-1973) on on the monument help to establish the tone? 
is his attitude toward the unknown 

T h e  U n k n o w n  C i t i z e n  
(1939) resent in the poem? Identify se17eral 

(To JS/O7/M/3 76' ENTRY This poem was written in 1939. Does its 
This Marble Zdonronent Is Erected by the state) pply to contemporary society, or does the poem seem 

He was found by the Bureau of Statistics to be PERSI-ECTIVB 1n 1939, the same year this poem was 
One against whom there was no official complaint, Auden argued in his essay "The Public vs. The Late 
And all the reports on his conduct agree tier Yeats" that poetry can never really change 
That, in  the modern sense of an old-fashioned word, he was a $; e reiterated this point as late as 1971 in his 

5 For in everything he did he served the Greater Community. A Certain World: 
Except for the War till the day he retired 
He worked in a factory and never got fired, ans let a poet, if  he wants to, write poems . . - lthat 

gainst this or that political evil Or social injustice. 
But satisfied his employers, Fudge Motors In=, m remember this. The only person who will benefit 
Yet he wasn't a scab or odd in his views, is himself; they will enhance his literary reputation 

l o  For his Union reports that he paid his dues, se who feel as he does. The evil or injustice# how- 
(Our report on  his Union shows it was sound) ema/n exactly what it would have been if  he had 
And Our Social Psychology workers f0un.d 
That he was popular with his mates and liked a drink. 

try-or any kind of literature-has the The Press are convinced that he bought a paper every day r injustice" in the world? DO you consider 1s And that his reactions to advertisements were normal in e 
a political poem? How might this poem Policies taken out in his name prove that he was fully ins 

And his Health-card shows he was once in hospital but 1 political change? 

Both Producers Research and High-Grade Living declare 7), "The Metamorphosis" (P. 388)' "The Man 
H e  was fully sensible to the advantages of the Installme to of course god america i" (P. 78-51, * Doll 

20 And had everything necessary to the Modern Man, 
A phonograph, a radio, a car and a frigidaire. 
Our researchers into Public Opinion are content , 0 1) 

That he held the proper opinions for the time of 
A N N E  S E X T O N  

m e n  there was peace, he was for peace; when there wa 
2s He was married and added five children to the p o p l a t i  

(1928-1974) 

Which our Eugenisfl says was the right number for a p 
generation, C indere l l a  

And our teachers report that he never interfered with t (1970) 

Was he free? Was he happy? The question is abgurd:. you always read about it: Had been wrong, we should certainly have heard. the plumber with twelve children 
who wins the Irish Sweepstakes. 

' One who studies the science of human improvement, especial From toilets to riches. 
control. s That story. 
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Or the nursemaid, ~ 1 1  but Cinderella were preparing 
some luscious sweet from Eenmark and gussying up for the big event. 
who captures the oldest son's heart. Cinderella begged to go 
From diapers to Dior.1 ~ e r  stepmother threw a dish of lentils 

10 That story. into the cinders and said: Pick them 

Or a milkman who serves the wealthy, up in an hour and you Shall go- 
The white dove brought all his friends; 

eggs, cream, butter, yogurt, milk, 
the white truck like an ambulance all the warm wings of the fatherland came, 

who goes into real estate and picked up the lentils in  a jiffy. 

1s and makes a pile. NO, Cinderella, said the stepmother, 
you have no clothes and cannot dance. 

From homogenized to martinis at lunch. That's the way with stepmothers. 
Or the charwoman 

Cinderella went to the tree at the grave who is on the bus when it cracks up 
and collects enough from the insurance. and cried forth like a gospel singer: 

20 From mops to Bonwit Teller.2 Mama! Mama! My turtledove, 

That story. send me to the prince's ball! 
The bird dropped down a golden dress 

Once and delicate little gold slippers. 
the wife of a rich man was on her deathbed Rather a large package for a Simple bird- 
and she said to her daughter Cinderella: SO she went. Which is no  surprise. 

2s Be devout. Be good. Then 1 will smile Her stepmother and sisters didn't 
down from heaven in  the seam of a cloud. recognize her without her cinder face 
The man took another wife who had and the prince took her hand on the spot 
two daughters, pretty enough and danced with no other the whole 
but with hearts like blackjacks. 

30 Cinderella was their maid. AS nightfall came she thought she'd better 
get home. The prince walked her home She slept on the sooty hearth each night 

and walked around looking like AI Jolson.3 and she disappeared into the pigeon house 
and although the prince took a n  axe and 

Her father brought presents home from town, 
jewels and gowns for the other women it open she was gone. Back to her cinders. 

These events repeated themselves for three 
35 but the twig of a tree for Cinderella. 

However on the third day the prince 
She planted that twig on her mother's grave 
and it grew to a tree where a white dove sat. covered the palace steps with cobbler's wax 

Whenever she wished for anything the dove and Cinderella's gold shoe stuck upon it. 
he would find whom the shoe fi t  

would drop it like an egg upon the ground. 
4 0  The bird is important, my dears, so heed him. , and find his strange dancing girl for keeps. 

He went to their house and the two sisters 
Next came the ball; as you all know. were delighted because they had lovely feet- 
It was a marriage market. The eldest went into a room to try the On 

The prince was looking for a wife. but her big toe got in the way so she simply 
sliced it off and put on the slipper. 
The prince rode away with her until the white dove 

' Fashion designer Christian Dior. told him to look at the blood pouring forth. 

Exclusive department store. That is the way wit11 amputations. 

Joison (Ass yoelson; 1886-1950)-~merican singer and songwriter, fa They don't just heal UP like a wish. 
"black-face" minstrel performances. The other sister cut off her heel 



but the blood told as blood will. 
90 The prince was getting tired. 

He began to feel like a shoe salesman. 
But he gave it one last try. 
This time Cinderella fit into the shoe 
like a love letter into its envelope. 

9s At the wedding ceremony 
the two sisters came to curry favor 
and the white dove pecked their eyes out. 
Two hollow spots were left 
like soup spoons. 

loo Cinderella and the prince 1 
lived, they say, happily ever after, 
like two dolls in a museurn case I '  
never bothered by diapers or dust, 
never arguing over the timing of an egg, 

10s never telling the same story twice, 
never getting a middle-aged spread, I 
their darling smiles pasted on for eternity 
Regular Bobbsey  twin^.^ 
That story. 

R E A D I N G  A N D  REACTING I 

1. The first twenty-one lines of the poem act as a prelude. H 
this prelude help to establish the speaker's ironic tone? 

2. At times the speaker talks directly to readers. What effect 
statements have on you? Would the poem be stronger wit 
them? 

3. Throughout the poem, the speaker mixes contemporar 
expressions with the conventional diction of a fairy ta 
examples of these two kinds of language. How does the 
juxtaposition of these different kinds of dict 

I 
4. JOURNAL ENTRY What details of the fairy 1 

change in her poem? Why do you think she makes these 1 ; 5. CRITICAL PERSPECTIVE In his 1973 book Confession 
Robert Phillips comments o n  Anne Sexton's use of the Grimm, I 

Brothers' fairy tales in her book Transformations. Accordingto ': 1 i 
Phillips, by transforming the Grimms' stories into symbols of o 1 ;  
own time, Sexton "has managed to offer us understandable ima 
of the world around us". 1 :  

The two sets of twins-Nan and Bert, Flossie and Freddle-in a popular 
twentieth-century children's books. They led an Idealized, 



SOUND 

The sound must seem an echo to the sense. . 
-ALEXANDER POPE 

SOUND AS MEANING 
Isak Dinesen, in a memoir of her l i e  on a plantation in East Africa, tells how some 
Kikuyu tribesmen reacted to their &st hearing of rimed verse: 

The  Natives, who have a strong sense of rhythm, know nothing of verse, or 
at least did not know anything before the times of the schools, where they 
were taught hymns. One evening out in the maize-field, where we had been 
krvesting maize, breaking off the cobs and throwing them on  to the 
ox-carts, to  amuse myself, I spoke to the field laborers, who were mostly 
quite young, in Swahili verse. There was no sense in the verses, they were 
made for the sake of rime-Wgumbe na-penda chumbe, -Malaya mbaya. 
Wakamba na-kula mamba." The oxen like salt-whores are bad-The 
Wakamba eat snakes. It caught the interest of the boys, they formed a ring 
round me. They were quick to understend that meaning in poetry is of no 
consequence, and they did not question the thesis of the verse, but waited 
eagerly for the rime, and laughed a t  it when i t  came. 1 tried to make them 
themselves find the rime and finish the poem when I i d -  begun it, but they 
could not, or would not, do that; and turned away their heads. As they had 
become used to the idea of poetry, they begged: "Speak again. Speak like 
rain." Why they.should feel verse to be like rain I do not know. It must have 
been, however, an expression of applause, since in Africa rain is always 
longed for and welcomed.' - 

What the tribesmen had discovered is that poetry, like music, appeals to the ear. 
However limited it may be in comparison with the sound of a n  orchestra-or a tribal 
drummer-the sound of words in itself gives pleasure. However, we might doubt Isak 
Dinesen's assumption that "meaning in poetry is of no  consequence." "Hey nonny- 
nonny" and such nonsense has a place in song lyrics and other poems, and we might 

Sound us Meaning 145 I 
take pleasure in hearing rimes in Swahili; but most good poetry has meaningful sound 
as well as musical sound. Certainly the words of a song have an effect different from 
that of wordless music: they go along with their music and, by making statements, 
add more meaning. The French poet Isidore Isou, founder of a literary movement 
called letnisme, maintained that poems can be written not only in words but also in 
letters (sample lines: xyl, xyl,  / prprali dry1 / znglo trpylo pwi). But the sound of letters 
alone, wiihout denotation and connotation, has not been enough to make Letterist 
poems memorable. In the response of the Kikuyu tribesmen, there may have been not 
only the pleasure of hearing sounds but also the agreeable surprise of finding that 
things not usualiy associated had been brought together. 

Eupllony and Cacophony 
More powerful when in the company of meaning, not apart from it, the sounds of 
consonants and vowels can contribute greatly to a poem's effect. The sound of s, 
which can suggest the swishing of water, has rarely been used more accurately than in 
Surrey's line "Calm is the sea, the waves work less and less." When, in a poem, the 
sound of words working together with meaning pleases mind and ear, the effect is 
euphony, as in the following lines from Tennyson's "Corne down, 0 maid": 

Myriads of rivulsts hurrying through the lawn, 
The moan of doves in immemorial elms, 
And murmuring of innumerable bees. 

Its opposite is cacophony: a harsh, discordant effect. It to3 is chosen for the sake of 
meaning. We hear it in Milton's scornful reference in "Lycidas" to corrupt clergymen 
whose songs "Grate on their scram~el pipes of wretched straw." (Read that line and one 
of Tennyson's aloud and see which requires lips, teeth, and tongue to do more work.) 
But note that akhough Milton's line is harsh in sound, the line (when we meet it in his 
poem) is pleasing because it is artful. In a famous passage from his Essay on Criticism, 
Pope has illustrated both euphony and cacophony. (Given here as Pope printed it, the 
passage relies heavily on italics and capital letters, for particular emphasis. If you will 
read these lines aloud, dwelling a little longer or harder on the words italicized, you will 
find thac Pope has given youvery good directions for a meaningful reading.) 

Alexander Pope (1688-1744) - 
True Easc in \lrriting coltles from Art, 1711 
not Chance i 

True Ease in Wriring comes from Art, not Chance, 
As those move easiest who have learned to dance. 
'Tis not enough no Harshness gives Offence, 
The Sound must seem an Echo to the Sense. 
Soft is the Strain when Zephyr0 gently blows, 
And the smooth Stream in smoother Numbcrso flows; 
But when loud Surges lash the sounding Shore, 
The hoarse, rouh Verse should like the Towent roar. 

Ihc west w'nd 5 

metrical rhythm 
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Not so, when swift Camilla scours the Plain, 
Flies o'er rh' unbending Corn, and skims along the Main.' 
Hear how Timothe~cr' varied Lays surprise, 
And bid Alternzte Passions fall and rise! 
While, a t  each Change, the Son of Lybian Jove 
Now burns with Glory, and then melts with Love; 
Now his fierce Eyes with sparkling Fury glow; 
Now Sigk steal out, and Terns begin to Pow: 
Persians and Greeks like Tu rn  of Nature found, 
,4nd the \Vorld's Victor stood subdued by Sound! 
The Pow'rs of Music all our Hearts allow; 
And what Timotheus was, is Dryden now. 

eqmnse (of sea) 

TWE EASE IN. W~,rnxa COMES FROM ART, NOT CHANCE (A* ~ssay on ~iiricism, lines 362-383). 9 Ajak: 
,;g 
.'?&I 

Greek hero, almost a superman, who in Homer's account of the siege of Troy hurlran enormous rock that 
momentarily flattens Hector, the Trojan prince (Iliad V11,268-272). 11 Camilh: a kind of Amazon or war-. 

.-a 

.ri' 
rior woman of the Volcians, whosespeed and lightness of step are praised by the:bman poet Virgil: "She 

'< 

could have skimmed across an unmown grainfield / Without so much as bruisingane tender blade; / She 
ir: 
.:IF .>. 

could have sped across an ocean's surge / Without so.rnuch as wetting her quicksilver soles" (Aeneid V11, $3, 

808-81 1). 13 Timo~6eus: favorite musician of Alexander the Great. In "AlexandehFeast, or The Power of 
2.' 
... > 

Music," John Dryden imagincs him: "Timotheus, placed on high / Amid the tumful choir, /With flying 
lingers rouched rhc lyre: I The trembling notes ascend the sky, / And hea\*enly joys inspire." 15 Lybian :.y :Y 

Ict-e: name for Alexander. A Lilwn oracle had declared the king to be the son d t h e  god Zeus Arnmon. ?; 

Notice the pleasing effect of i l l ,  the s sounds i n  the lines a b u t  the west wind 
and the stream, and in .another meaningful p!ace, the effect of the consonants in 
Ajax strives, a phrase that makes our lips work almost as hard as Ajax throwing the 
rock. 

Is sound identical with meaning in lines such as these? Not quite. In the pas- 
sage from Tennyson, for instance, the cooing of doves .is not cxactly a moan. As 
John Croure Ransom pointed out, the sound would be almost the same but the 
meaning entirely different in "The murdering of innumerable beeves." While it is 
true that the consonant sound sC will often begin a word-that conveys ideas of wet- 
ness. and smoothness-slick, slimy, slippery, slwh-we are so used to hearing it in 
words that convey nothing of the kind-slaue, slow, sledgehamn~elithat it is 
doubtful whether, all by itself, the sound communicates anything definite, The..  
mcst beautiful phrase in the English language, according to Dorothy Parker, is 
cellar door. Another wit once nominated, as our mosc euphonious word, not sunrise 
or silvery but syphilis. 

Onomatopoeia 
Relating sound more closely to meaning, the device called onomatopoeia is an 
attempt to represent a thing or action by a word that imitates the sound associated 
with it: zoom, whiz, crash, bang, ding-dong, pitter-p~tter, yakety-yak. Onomacopoeia is 
often effective in poetry, as in Emily Dickinson's line about the fly with its "uncertain 
stumbling BUZZ," in which the nasal sounds n ,  m, ng and the sibikncs c, s help make a 
droning buzz. 

Like the Kikuyu tribesmen, others who care for poe:ry have discovered in the 
1 . 7  

I 

the notes of bells, the sounds of musical instruments, the noises of wind, sea, and I 
rain, the rattle of rnilkcarts, the clopping of hooves on cobbles, the fingering of I 
branches on the window pane, might be to someone, deaf from birth, who has mirac- I 
ulously found his hearing."'l For readers, too, the sound of words can have a magical 1 
spell, most powerful when it points to meaning. James Weldon Johnson in God's 1 

' Trombones has told of an old-time preacher who began his sermon, "Brothers and sis- I 
ters, this morning I intind to explain the unexplainable-find out the indefinable- 1 ponder over the imponderable-and unscrew the inscrutable!" The repetition of  
sound in unscrew and inscrutable has appeal, bur the magic of the words is all the 
greater if they lead us to imagine the mystery of all Creation as an enormous screw 
that the preachcr's mind, like a screwdriver, will loosen. Though the sound of a word 
or the mes ing  of a wcrd may have value all by itself, both become more memorable 1 
when taken together. 

FT3lliarr~ Butler I'cats (1865-1939) 1 - 
Who Goes with Fcrgus? I 

1892 1 
Who will go drive with Fergus now, 
And pierce the deep wood's woven shade, 
And dance upon the level shore? 
Young man, lifc up your russet brow, 
And lift your tender eyelids, maid, 
And brood on hopes and fear no more. 1 ,  

I 
And no  more turn aside and brood 
Upon love's bitter mystery; 
For Fergus rules the brazen cars,' 
And rules the shadows of the wood, 
And the white breast of the dim sea 
And all dishevelled wandering scars. 

WHO GOES WITH FERGUS? Fcrgur: Irish king who gave up his throne to be a wandering poet. I 

Qties Aom 
1. In what lines do you find euphony? . , 

2. In what line do you find cacopl~ony? 

3. H o w  do the sounds of these lines stress what is said in them? 

Exercise: Listening to Meaning I 
Read aloud the following britf poems. In the sounds of which particular words are meanings 
well captured! In which of the following four poems do you find onomatopoeia! 
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1 

Jolzrz Updike (1932-2009) -- - 
Recital 1963 

ROGER BOB0 GIVES 
RECITAL ON TUBA 

-Headline in the Timrs 

Eskimos in Manitoba, 
Barracuda off Aruba, 

Cock an ear when Roger Bob0 
Starts to solo on the tuba. 

Menof every station-Pooh-Bah, 
Nabob, bozo, toff, and hobo- 

Cry in unison, "Indubi- 
Tably, there is simply nobo- 

Dy who oompahs on the tubo, 
Solo, quite like Roger Bubo!" 10 

Ffilliam Wordsruorth (1770-1850) --- 
A Slulnber Did My Spirit Seal 1800 

A slumber did my spirit seal; 
I had no human fears-- 

She seemed a thing that could not feel 
The  touch of earthly years. 

N o  motion has she now, no force; 
She neither hears nor sees; 

Rolled round in earth's diurnal course, 
With rocks, and stones, and trees. 

Emanuel di  Pasqualc (b. 1943) ---- -- 
Rain 1971 

Like a drummer's brush, 
the rain hushes the surface of tin porches. 

Aphra Behrz (1640?-1689) 

When maidens are young 1687 

When maidens are young, and in their spring, 
Of pleasure, of pleasure let 'em take their full swing, 

Full swing, full swing, 
And love, and dance, and play, and sing, 

ALLITERATION AND ASSONANCE ! 
Listening to a symphony in which themes are repeated throughout each movement, 
we enjoy both their recurrence and their variation. We take similar pleasure in the 
repetition of a phrase or a single chord. Something like this pleasure is afforded us 
frequently in poetry. 

Analogies between poetry and wordless music, it is true, tend to break down 
when carried far, since poetry-to mention a single difference-has denotation. But 
like musical compositions, poems have patterns of sounds. Among such patterns Ion;; 
popular in English poetry is alliteration, which has been defined as a succession o i  
similar sounds. Alliteration occurs in the repetition of the same consonant sound a t  
the beginning of successive words-"round and round the rugged rocks the ragged 
rascal ran," or in this delightful stanza by Witter Bynner, written nearly a century ago 
as part of an elaborate literary hoax: 

I f  I were only dafter 
1 might be making hymns 

To the liquor of your laughter 
And the lacquer of your limbs. 

Or it may occur inside che words, as in Milton's description of the gates of Hell: 

O n  a sudden open fly 
With impetuous recoil and jarring sound 
The infernal doors, and on their hinges grate 
Harsh tinunder, that the lowest bottom shook 
Of Erebus. 

The former kind is called initial alliteration, cl~e latter internal alliteration or hidden 
alliteration. We recognize alliteration by sound, not by spelling: krlow and nail alliter- 
ate, know and key do not. In a line by E. E. Cummings, "colossal hoax of clocks and 
calendars," the souild of x within hoax alliterates with the cks in clocks. Incidentally, 
the letter r does not always lend itself to cacophony: elsewhere in Paradise Lost 
Milton said that 

Heaven opened wide 
Her ever-during gates, harmonious sound 
On golden hinges moving. . . 

By itself, a letter-sound hag no particular meaning. This is a truth forgotten by people 
who would attribute the effectiveness of Milton's lines on the Heavenly Gates to, 
say, "the mellow 0's and liquid 1 of harmonious and golden." Mellow 0's and liquid I's 
occur also in the phrase moldy cold oatmeal, which may have a quite different effect. 
Meaning depends on larger units of language than letters of the alphabet. 

Poetry formerly coi~tained more alliteration than it usually contains today. In Old 
English verse, each line was held together by alliteration, a basic pattern still evident 
in the fourteenth century, as in the following description of the world as a "fair field" 
in Piers Plowman: 

For Silvia, believe it, when youth is done, 5 
A feir - feld ful of folk fond I ther Li-twene, , 
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Most poets nowadays save alliteration for special occasions. They may use it to give 
emphasis, as Edward Lear does: "Far and few, far and few, / Are the lands where the 
Jumblies live." With its aid they can point-.out the relationship between two things 
placed side by side, as in Pope's line on things of litt!e worth: "The courtier's 
promises, and sick man's prayers." Alliteration, too, can be a powerful aid to mem- 
ory. It is hard to forget such tongue twisters as "Peter Piper picked a peck of pickled 
peppers," or common expressions such as "green as grass," "nied and true," and "from 
stem to stern." In fact, because alliteration directs our attention to something, it had 
best be use? .-either thoughtlessly nor merely for decoration, lest it call attention to 
emptiness. h case in point may be a line by Philip James Bailey, a reaction to a lady's 
weeping: "I saw, but spared to speak." If the poet chose the word spared for any mean- 
ingful reason other than that it alliterates with sped,  the reason is not clear. 

As we have seen, to repeat'the sound of a consonant is to produce alliteration, 
but to  repeat the sound of a vowel is to produce assonance. Like alliteration, asso- 
nance may occur either initially-"all the awful auguries"-+r internally-Edrnund 
Spenser's "Her goodly eyes like sapphires shining bright, / Her forehead ivory white . . ." 
and it can help make common phrases unforgettable: "eager beaver," "holy smoke." 
Like alliteration, it slows the reader down and focuses attention. 

A. E. Housrnan (1859-1936) 

Eight O'Cloclr 1922 

He  stood; and heard the steeple 
Sprinkle the quarters on the morning town. :\ 

One, two, three, four, to market-place and people 
It tossed them down. 

Strapped, noosed, nighing his hour, 
He stood and counted them and cursed his luck; 

And then the clock collected in the tower 
Its strength, and struck. 

Questions 

The grey winds, the cold winds are blowing 
Where I go. 

I hear the noise of many waters 
Far below. 

All day, all night, I hear them flowing 
To and fro. 

Questions 
I 

I 
I. F:nd three instances of alliteration in the first stanza. Do any of them serve to reinforce 1 

meaning! I 
I 

2. There is a great deal of assonance throughout the poem on a single vowel sound. What 1 sound is it, and what effect is achieved by its repetition? 
I 

Experiment: Reading for Assonance 1 
Try reading aloud as rapidly as possible the following poem by Tennyson. Frcrn the difficulties 1 
you encounter, you may be able to sense the slowing effecc of assonance. Then read the poem , I  
aloud a second time, with consideration. 

I 

Aped,  Lorcl Ter~r~yso~z (t8oc~-1892) I 
-.- - 

The splelldor falls on castle walls 1850 .I 
The splendor falls on castle walls I 

And snowy summits old in story; 
The long l igk  shakes across the lakes, 

I 
And the wild cataract leaps in glory. 

I 
Blow, bugle, blow, set the wild echoes flying, I 
Blow, bugle; answer; echoes, dying, dying, dying. 1 

I 
0 hark, 0 hear! how thin and clear, 

And thinner, clearer, farther going! 
0 sweet and far from cliff and scard 

The horns of Elflaitd faintly blowing! 
Blow, let us hear the purple glens replying: 
Blow, bugle; answer, echoes, dying, dying, dying. 

jutting rock 1 
10 I 

::I - 
Blow, bugle, blow, set the wild echoes flying, I 

I. Why does the protagonist in this brief drama curse his luck! What is his situation? 2 , 
2. For so short a poem. "Eighc O'Clock" carries a great weight ofalliteracion. What patterns 

of tnttial alliterat~on do you find? What patterns of intern-l alliteration? What effect is -. 
created by all chis heavy emphasis? 2' 

4 And answer, echoes, answer, dying, dying, dying. 
James Joyce (1882-1941) -- - 

0 love, they die in yon rich sky, 
They faint on hill or field or river; 

Our echoes roll from s o d  to soul, 
And prow for ever and for ever. 

1907 All day I hcar r 

All day I hear the noise of waters 
Making moan, 5 .  

Sad as the sea-bird is, when going 
Forth alone, 

RIME 
Isak Dinesen's tribesmen, to whom rime was a new phenomenon, recognized at  once 

that rimed language is special language. So do we, for, although much English poetry I (  
is unrirned, rime is one means to set poetry apart from ordinary conversation and 1 . . 
u s e r  to music. A rime (or rhyme), defined most narrowly, occurs when nvo a 
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and the consonant-sounds (if any) that follow the vowel-sound are identical: hay and 
sleigh, prairie schooner and piano tuner. From tinese examples it will be seen that rime 
depends not on spelling but on  sound. 

Excellent rimes surprise. It is all very well that a reader may anticipate which 
vowel-sound is coming next, for patterns of rime give pleasure by satisfying expecta-' 
tions; but riming becomes dull clunking if, a t  the end of each line, the reader can pre- 
dict the word thac will end the next. Hearing many a jukebox song for the first time, 
a listener can do so: charms lead to arms, skies .above to love. As Alexander Pope 
observes of the habits cfdull rimesters, 

Where'er you find "the cooling western breeze," 
In the  next line it "whispers through the trees"; 
If crystal streams "with pleasing murmurs creep," 
T h e  reader's threatened (not in vain) with "sleep" . . . 

But who-given the opening line of this comic poem--could predict the lines that 
follow? 

TTqlliam Cole (1919-2000) 

On my boat on L a k e  Cayuga 1985 

O n  my boat on Lake Cayuga 
I have a horn that goes "Ay-oogah!" 
I'm not the modern kind of creep 
W h o  has a horn that goes "beep beep." 

Robert Herrick, in a more subtle poem, made gcod use of rime to indicate a star. 
cling contrast: 

Then  while time serves, and we are but decaying, 
Come, my Corinna, come, let's go a-Maying. 

Though good rimes seem fresh, not all will startle, and probably few will call to mind 
things so unlike as May and decay, Cayuga and Ay-oogah. Some masters of rime often 
link words thac, taken out of text, might seem commtin and r~nevocative. Here are 
tine opening lines of Rachel Hadas's poem, 'Three Silences," which describe an infant 
feeding a t  a mother's breast: 

Of all the times when not to speak is best, 
mother's and infant's is the easiest, 
the milky mouth still warm against her breast. 

Hadas's rime words are not especially memorable in themselves, and yet these lines 
are-at least in part because they rime so well. The quiet echo of sound at  the end of 
each line reinforces the intimate tone of the mother's moment with her child. Poetic 
invention may be driven home without rime, but it is rime sometimes that rings the 
doorbell. Admittedly, some rimes wear thin from too much use. More difficult to use 
freshly than before the establishment of Tin Pan Alley, rimes such as moon, June, m o n  

mird~. And yet we cannot exclude these from the diction of poetry, for they might be 
the very words a poet \vould need in order to say something new and original. . 

T o  have an exact rime, sounds following the vowel sound have to be the same: red 
and bread, wealthily and stealthily, walk to her and talk to her. If final consonant sounds , 

are the same but the vowel sounds are different, the result is slant rime, also called 
near rime, off rime, or ircperfect rime: sun riming with bone, moon, rain, green, gonz, 
thin. By not satisfying the reader's expectation of an exact chime, but instead giving a 
clunk, a slant rime can help a poet say some things in a particular way. It  works espe- 
cially well for disappointed letdowns, negations, and denials, as in Blake's couplet: 

He who the ox to wrath has moved 
Shall never be by woman loved. 

Many poets have admired the unexpected and arresting cffects of slant rime. One  
of the first poets to explore the possibilities of rhymingconsonants in a consistent way 
was Wilfred Owen, an English soldier in World War I ,  who wrote his best poems in 
the thirteen months before he was killed in action. Seeking a poetic language strong 
enough to describe the harsh reality of modern war, Owen experimented with I 

matching consonant sounds in striking ways: 

Now men will go content with what we spoiled 
Or, discontent, boil bloody, and be spilled, 
T11ey will be swift with swiftness of the tigress. 
None will break ranks, though nations trek from progress. 
Courage was mine, and I had mystery, 
Wisdom was mine, and 1 had mastery: . 
To miss the march ~f this retreating world 
lnto vain citadels thac are not walled. 

Consonance, a kind of slant rime, occurs when the rimed words or phrases have 
the same beginning and ending consonant sounds but a different vowel, as in chitter 
and chatter. Owen rimes spoiled and spilled in this way. Consonance is used in a tradi- 
tional nonsense poem, "The Cutty Wren": '"0 where are you going?' says Milder to 
Malder." (W. H. Auden wrote a variation on it that begins, "'0 where are you going!' 
said reader to rider," thus keeping.the conson~nce.) 

End rime, as its name indicates, comes at the ends of lines, internal rime within 
them. Most rime tends to be end rime. Few recent poets have used internal rime so 
heavily as Wallace Stevens in c!le beginning of "Bantams in Pine-Woods": "Chieftain 
Iffucan of Azca.11 in caftan / Of tan with henna hackies, halt!" (lines also heavy on 
alliteration). A poct may employ both end rime and internal rime in the same poem, 
as in Robert Burns's satiric ballad "The Kirk's Alarm": 

Orthodox, Orthodos, whs believe in John Knox, 
Let me sound an alarm to your conscience: 

There's a heretic blast has been blawn i' the wast," 
"That what is not sense must be nonsense." 

seem leaden and would need an extremelv powerful context to ring true. Death and 3 runr  nf l m f \  W I A C  nf m n r ~  rhln . . . .  . . .  . 
b 
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Feminine rime is a rime of two or more syllables, with srress on  a syllable other than 
thc last: TUR-tle, FER-tile, or (to take an example. from Byron) in-tel-LECT-u-al, 
hen-PECKED you nll. Often it lends itself to comic verse, but can occasionally be 
vzluable to serious poems, as in Wordsworc11's "Resolution and independence": 

We  poets in our youth begin in gladness, 
But thereof come in the end despondency and madness, 

or as in Anne Sexton's seriously witty "Eighteen Days Without You": 

and of course we're not married, we are a pair of scissors 
who come together to cut, without towels saying His. Hers. 

Artfully used, feminine rime can give a poem a heightened musical effect for the 
simple reason that it offers the listener twice as many riming syllables in each line. In the 
wrong hands, however, that sonic abundance has the unfortunate ability of making a 
bad poem twice as painful to endure. Serious poems containing feminine rimes of three 
syllables have been attempted, notably by Thomas Hood in "The Bridge of Sighs": 

Take her up tenderly, 
Lift he: with care; 
Fashioned so slenderly, 
Young, and so fair! 

But the pattern is hard to sustain without lapsing into unintended comedy, as in the 
same ooem: 

Still, for all slips of hcrs, 
One of Eve's family- 
Wipe those poor lips of hers, 
Oozing so clammily. 

I t  works better when comedy is wanted. 

In eye rime, spellings look alike but pronunciations differ-rough and dough, idea 
and flea, Venus and menus. Strictly speaking, eye rime is not rime at all. 

Rime in American poetry suffered a significant fall from favor in the early 1960s. 1. 

A new generation of poecs took for models the open forms of  Whitman, Pound, and 
William Carlos Williams. In the last few decades, however, some poets have been 
skillfully using rime again in their work. Often called the New Formalists, these 
poets include Julia Alvarez, R. S. Gwynn, Mark Jaman,  Paul Lake, Charles Martin, I 
Marilyn Nelson, A. E. Stallings, and Timothy Steele. Their poems often use rime 
and meter to present unusual contemporary subjects, but they also sometimes write 
poems that recollect, converse with, and argue with the poetry of t'he past. 

Still, most American poets don't write in rime; some even consider its possibili- 
ties exhausted. Such e view may be a reaction against the wearing thin of rimes by 
overuse or the mechanical and meaningless application of a rime scheme. Yet anyone 
who listens to children skipping rope in the street, making up rimes to delight them- 
selves as they go along, may doubt that the pleasures of rime are ended; and certainly 
the practice of Yeats and Emily Dickinson, to name only two;suggests that the possi- 
bilities of slant rime may be nearly infinite. If  successfully employed, as it has been at 
times by a majority of English-speaking poecs whose work we care to save, rime runs 
through its poem like a spine: the creature moves by means of it. 

-- :I Leda and the Swan 1928 

How can those terrified vague fingers push 
The feathered glow from her loosenine thiehs? 

:.;,' 
:I 

E, 
r. 
6 

A sudden blow: the great wings beating still 
Above the staggering girl, her thighs caressed 
By the dark webs, her nape caught in his bill, 
He holds her helpless breasc upon his breast. 

~ ' i ,  ,a 

Hilaire Belloc (1 870-1953) - :i 
The H i p ~ ~ o p o t a m u s  1896 

I shoot the Hippopotamus 
with bullets made of platinum, i 

Because if I use teaden ones 
his hide is sure to flatten 'em. 

Ogden ATaslz (I 902-1971) 
-- - 

The Pan i l l o r  1940 

The  panther is like 2 leopard, 
Except it hasn't been peppered. 
Should you behold a panther crouch, 

i i Prepare to say Ouch. 
Better yet, if called by a panther, 5 

- -. 

. And how can body', laid in that white rush, 
But feel the strange heart beating where it lies! 

A shudder in the loins engenders there 
The broken wall, the burning roof and tower 
And Agamemnon dead. 

Being so caught up, 
So mastered by the brute blgod of the air, 
Did she put on his knowledge with his power 
Before the indifferent beak could let her drop! 

Questions 
1. According to Greek mythology, the god Zeus in the form of a swan descended on Leda, a 

Spartan queen. Among Leda's children were Clytemnestra, Agamemnon's unfaithful 
wife, who conspired in his murder, and Helen, on whose account the Trojan war was 
fought. What does a knowledge of these allusions contribute to our understanding of the 
poem's last two lines! 

2. The slant rime up I drop (lines 11, 14) may seem accidental or inept. 1s it? Would this 
poem have ended nearly so well if Yean had made an exact ri.me like up / cup or stop 
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Gerard Munley I-Ioplcins (1844-1889) 
.- 

God's Grandeur (1877) 

T h e  world is charged with the grandeur of God. 
I t  will flame out, like shining from shook foil; 
I t  gathers ro a greamess, like the ooze of oil 

Crushed. Why .do men then now not reck his rod? 
Generations have trod, have trod, have trod; 

And all is seared with trade; bleared, smeared with toil; 
And wears man's smudge and shares man's smell: the soil 

Is bare now, nor can foot feel, being shod. 

A d  for all this, nature is never,spent; 
There lives the dearest freshness deep down things; 

And though the last lights off the black West went 
O h ,  morning, at the brown brink eastward, springs- 

Because the Holy Ghost over the bent 
World broods with warm breastand with ah! bright wings. 

GOD'S GRANDEUR. 1 chnrpcd: as though wirh electricit;. 3-4 Ir gathets . . . Cmshed: The grandeur of God 
will rise and be manifest, as oil rises and col.lects from crushed olives or grain. 4 reck his rod: heed His law. 
10 deep down ~ h i n ~ s :  Tightly packing the paem, Hopkins omits the preposition in or within before ~hings. 11 
l n s c  lighrr. . . wcnr: When in 1534 Henry VRI broke ties with the Roman Catholic Churchand created the 
Church of England. 

Questions 
1. In a letter Hopkins explained shook foil (line 2): "1 mean foil in its sense of leaf or 

tinsel. . . . Shaken goldfoil gives off broad glares like sheet lightning and also, and 
this is true of nothing else, owing to its zigzag dints and creasings and network of 
small many cornered facets, a sort of fork lightning too." What do you think he 
meant by the phrase ooze of oii (line 3)? Would you call this phrase an example of 
alliteracion! 

2.  What instances of internal rime does the poem contain? How would you describe their 
effects? 

3. Point out some of the poe:'s uses of alliteration and assonance. Do you believe that 
Hopkins perhaps goes too far in his heavy use of devices of sound, or would you defend his 
practice? 

4. Why do you suppose Hopkins, in the last two lines, says over the bent I World instead of 
(as we might expect) bent over the world? How can the world be bent? Can you make 
any sense out of this wording, or is Hopkins just trying to get his rime scheme to work 
out? 
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FKllium Jay Smith (b. 1918) 

A Note on the Vanity Dresser 1947 t 

The yes-man in the mirror now says no, 
N o  longer will 1 answer you with lies. 

I .  
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I 
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I I 
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I 
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RHYTHM i 

1 would define, in brief, the Poetry ofwordii as 
the R l ~ y  thmical Creation of Beauty. 

-EDGAR ALLAN POE 

i 

! 

j .  
STRESSES AND PAIJSES 
Rhythms affect us powerfully. We are lulled by a hammock's sway, awakened by a n  
alarm clock's repeat.rd yammer. Long after we come home from a beach, the rising and 
falling of waves and tides continue in memory. How powerfully the rhythms of poetry 
also move us may be felt in folk songs of railroad workers and chain gangs whose words 
were chanced in time to the lifting and dropping of a sledgehammcr, and in verse that 
marching soldiers shout, putting a stress on every word that coincides with a footfall: 

Your LEFT! TWO! THREE! FOUR! 
Your LEFT! TWO! THREE! FOUR! 
You L E K  your WIFE and WEN-ty-one KIDS 
And you LEFT! TWO! THREE! FOUR! 
You'll NEV-er get HOME to-NIGHT! 

A rhythm is produced by a series of recur:ences: the returns and departures of the 
.i 

seasons, the repetitions of an engine's stroke, the beats of the heart. A rhythm may 
: be produced by the recurrence of a sound (the throb of a drum, a telephone's busy sig- 

- j . nal), but rhythm and sound are not identical. A totally deaf person at a parade can 
1 

sense rhythm from the motions of the marchers' arms and feet, from the shaking of 
the pavement as they tramp. Rhythms inhere in the  notions of the moon and stars, 
even though when they move, we hear rio sound. 

In poetry, several kinds of recurrent sound are possible, including (as we saw in 
f 

i the last chapr.er) rime, alliteration, and assonance. But most often when we speak of 
i the rhythm of a poem, we mean the recurrence of stresses and pauses in it. When we 
! 
.I 

hear a poem read aloud, stresses and pauses are, of course, part of its sound. It is possi- 

I ble to be aware of rhythms in poems read silently, too. 

li Stresses 
A stress (or accent) is a greater amount of force given to one syllable in speaking 
than is given to anothcr. We favor a stressed syllable with a little more breath and 



164 Cl~npter 9 M Rhythm Stresses and Pauses '1 65' 

in duration than other syllables. In this manner we place a stress on the first syllable 
of words such as eagle, impact, open, and statue, and on the second syllable in cigar, 
mystique, precise, and until. Each word in English carries at least one stress, except 
(usually) for the articles a ,  an, and the, the conjunction and, and one-syllable prepo- 
sitions: at, by, for, from, of, to, with. Even these, however, tqke a stress once in a while: 
"Get WITH it!" "You're not THE Dolly Parton!" One word by itself is seldom long 
enough for us to notice a rhythm in it. Usually a sequence of at least a few words is 
needed for stresses to establish their pattern: a line, a passage, a whole poem. Strong 
rhythms may be seen in most Mother Goose rimes, co ;vhich children have been re- 
sponding for hundreds of years. This rime is for an adult to chant whiie jogging a 
child up and down on a knee: 

Here goes my lord 
A trot, a trot, a trot, a trot! 

Here goes my lady 
A canter, a canter, a canter, a canter! 

Here goes my young master 
Jockey-hitch, jockey-hitch, jockey-hitch, jockey-hitch! 

Here goes my young miss 
An amble, an amble, an amble, an amble! 

The footman lags behind to tipple ale and wine 
And goes gallop, a gallop, a gallop, to make up his time. 

More than one rhythm occurs in these lines, as the make-believe horse changes pace. 
How do these rhythms differ? From one line to the nex:, the interval between stresses 
lengthens or grows shorter. In "a TROT a TROT a TROT a TROT," the stress falls 
on  every other syllable. But in the middle of the line "A CAN-ter a CAN-ter a 
CAN-ter a CAN-ter," the stress falls on every third syllable. When stresses recur at 
fixed intervals as in these lines, the result is called a meter. 

Stresses embody meanings. Whenever two or more fall side by side, words gain 
in emphasis. Consider these hard-hitting lines from John Donne, in which accent 
marks have been placed, dictionary-fashion, to indicate the stressed syllables: 

I f I I I I 

Bat-ter my heart, three-per-soned God, for You 
I I I I I f 

As yet but knock, breathe, shine, and seek to mend. 
I I I 

That 1 may rise and stand, o'er throw me, and bend 
I I I I 

Your force to break, blow, burn, and make me new. 

Unstressed (or slack) syllables also can direct our attention to what the poet 
means. In a line containing few stresses and a great many unstressed syllables, there 
can be an effect not of power and force but of hesitation and uncertainty. Yeats asks 
in "Among School Children" what young mother, if she could see her baby grown to 
be an  old man, would chink him: 

I i I I 

A com-pen.sa.tion for the pang of hi; birth 
I 

Or the un.cer.cain.ty of his set-tine forth? 

I I I I I I I 

A Lunch of the boys were whoopving it up in the Ma.la.mute sa-loon . . 
or in Edgar Allan Poe's lines-also light but meant to be serious: 

I I I I 

For the moon nev.er beams, with-out bring.ing me dreams 
I I I 

Of the beau.ti.ful Anena-be1 Lee. i 
I 

Apart from the words that convey it, the rhythm of a poem has no meaning. ! 
There are no essentially sad rhythms, nor any essentially happy ones. But some 
rhythms enforce certain meanings better than others do. The  bouncing rhytilln O; 

Service's line seems fit tin^ for an account of a merry night in a Klondike saloon; but - . - 

it may be distracting when encolrntered in Poe's wistful elegy. 
The special power of poetry comes from allowing us to hear simultaneously 

every level of meaning in language4enotation and connotation, image and idea, ; 
abstract content and physical sound. Since sound stress is one of the ways that the 
English language most clearly comrnunicates meaning, any regular rhythmic pattern 
will affect the poem's effect. Poets learn to use rhythms that reinforce the meaning 
and the tone of a poem. As film directors know, any movie scene's effecr can change 
dramatically if different background music accompanies the images. Master of the I 

suspense film Alfred Hitchcock, for instance, could fill an  ordinary scene with ten- 
sion or terror just by playing nervous, grating music underneath it. 

Exercise: Get with the Beat 
In each of the following ydssages the author has established a strong rhythm. Describe how the 
rhythm helps establish the tone and meaning of the poem. How does each poem's beat seem 
appropriate to the tone and subject? 

1. I sprang to the sti;rup, and Joris and he; 
1 galloped, Dirck galloped, we galloped all three; 
"Good speed," cried rhe watch as the gatebolts undrew; 
"Speed!" echoed the wall to us galloping through. 
Behind shut the postern, the lights sank to rest, 
And into the midnight we galloped abreast. 

-Roberr Browning, from "How They Broughc the Good News 
from Ghent to Aix" 

2. 1 c~uldn't be cooler, I come from Missoula, 
And I rope and I chrw and I ride. 
But I'm a heroin dealer, and 1 drive a four-wheeler 
Witli stereo speakers inside. 
My ol' lady Phoebe's out rippin' off C.B.'s 
From the rigs at the Wagon Wheel Bar, 
Near a Montana truck scop and a shit-outta-luck stop 
For a trucker wl~o's driven too far. 

-Greg Keeler, fro111 "There Ain't No Such Thing as a Montana 
Cowboy" (a song lyric) 

3. Oh newsprint moonprint Marilyn! 
Rub ink from a hnger 
to make your beauty mart. 

-Rachel Eisler, from "Marilyn's Noccume" (a poem about a newspaper 
Wrl 

b 

- ~ 

photograph i f  ~ a r i l ~ n    on roe) 



4. Of all the lives I cannot live, 
I halve elected one 

to haunt me cil! the margins give 
and I am left alone 
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Her lips suck forth my soul: see, where it flies! 
Come, Helen, come, give me my soul again. 
Here will 1 dwell, for heaven is in these lips, 
And all is dross that is not Helena. 

One iife has sounded in my voice 
and made me like a stone- 

one that the falling leaves can sink 2 
not over, bur upon. .$ 

-Xnr,ie Finch, ">ickinsonv 
g 

5. The master, the swabber, the boatswain, and I ,  6 
The gunner and his mate , ". 
Loved Mall, Meg, and Marian, and Margery, .1 

But none of us cared for Kate; :li 
2. For she h2d a tongue with a tang 
+,: ::: 
-6' Would cry to a sailor "Go hang!"- 

She !oved not the savor of tar nor of pitch 
.xi Yet a tailor might scratch her where'er she did itch; ;! 

Then to sea, boys, and let her go hang! ,;.A 

-William Shakespeare, asong from The Tempest 

A 

Pauses 
Rhythms in poetry are due not only to stresses but also to pauses. "Every nice ear," 
observed Alexander Pope (nice meaning "tinely tuned"), "must, I believe, have I 

observed that in any smooth English verse of ten syllables, there is naturally a pause 
either at the fourth, fifth, or sixth syllable." Such a light but definite pause within a , 

line is called a cesura (or caesura), "a cutting." More liberally than Pope, we apply 
the name to any pause in a line of any length, after any word in the line. In studying 
a poem, we often indicate a cesura.by double vertica! lines (11). Usually, a cesura will 
occur at a mark of punctuation, but there can be a cesura even if no punctuation is 
present. Sometimes you will find it at the end of a phrase or clause or, as in these .; 

lines by William Blake, after an internal rime: 

And priests in black gowns 11 were walking their rounds 
And binding with briars 11 my joys and desires. 

Lines of ten o i  twelve syllables (as Pope h e w )  tend to have just one cesura, thou,oh 
sometimes there are more as in john Webster's line from Tliie Duchess of Malfi: 

Cover her face: 11 mine eyes dazzle: 11 she d ~ e d  young. 

Pauses also tend to recur at more prominent places-n-Ay, after each line. A t  
the end of a verse (from versus, "a turning"), the reader's eye, before turning to go on  
to the next line, makes a pause, however brief. If a line ends in a full pause-usually ' 

' 

indicated by some mark of punctuation-we call it end-stopped. All the lines in this 
. 

passage from Christopher Marlowe's Doctor Fatutus (in which Faustus addresses the 
apparition of Helen of Troy) are end-stopped: 

Was this the face tha: launch'd a thousand ships, 
A I-,.- *La en (2uesmm 

A line that does not end in punctuation and that therefore is read with only a 
slight pause after it is called a run-on line. Because a run-on line gives us only part of 
a phrase, clause, or sentence, we have to read on to the line or lines following, in I 
order to complete a thought. All these lines from Robert Browning's "My Last 
Duchess" are run-on !ines: 

Sir, 'twas not 
Her husband's presence only, called that spot 
Of joy into the Duchess' cheek: ~erhaps  
Frii Pandolf chanced to say "Her mantle laps 
Over my lady's wrist too much," or "Paint 
Must never hope to reFroduce the  faint 
Half-flush that dies along her throat." Such stuff 

I 

Was courtesy, she thought. . . 
A passage in run-on lines has a rhythm different from that of a passage like Marlowe's 
in end-stopped lines. \Yfhen emphatic pauses occur in the quotation from Browning, 
they fall within a line rather than ac [he end of one. The  passage by Marlowe and that 
by Brouning are in iines of the same meter (iambic) and the same length (ten sylla- 
bles). What makes the big difference in their rhythms is the ~ n n i n g  or., or lack of it. 

T o  sum up: rhythm is recurrence. In poems, it is made of stresses and pauses. The  
poet can produce it by doing any of several things: making che intervals between 
stresses fixed or varied, long or short; indicating pauses (cesuras) within lines; end- 
stoppine lines or rurlning them over; writing in short or long lines. Rhythm in itself : 
cannot convey meaning. And yet if a poet's words have meaning, their rhythm must 
be one with it. 

. 

Gwendol'~~ Broolcs (1917-2000) --- -. 

\Vc Real Cool 1960 

The Pool Play en. 
Seven at the Go Wen Shovel. 

We real cool. We 
.Left school. We 

Lurk late. We 
Strike straight. We 

Sing sin. We 
Thin gin. We 

Jazz June. We 
le soon. D ' 
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A p e d ,  Lord Te~znyson (1809-1892) -- 
Break, Brcak, Brcalc (1834) 

Break, break, break, 
O n  thy cold gray stones, 0 Sea!. 

And I would that my tongue could utter 
The  thoughts that arise in me. 

0 well for the fisherman's boy, 
That he shouts with his sister pt play! 

0 well for the sailor lad, 
Tharhe  sings in his boat on  the biy! 

And the stately ships go on 
T o  their havcn under the hill; 

But 0 for the touch of a vanish'd hand, 
And the sound of a voice that is still! 

Break, break, break, 
At  the foot of thy crags, 0 Sea! 

But the tender grace of a day chat is dead 
Will never come back to me. 

Quest ions 
1. Read the first line aloud. What effect does it create at the beginning of the poem? 
2. Is there a regular rhythmic pattern in this poem? If so, how would you describe it? 
3. The speaker claims that his or her thoughts are irnpossibk to utter. Using evidence from 

the poem, can you describe the speaker's choughn and feelings? 

Questiotls , 
I. Read the first line aloud rapidly. Why is it difficult to do so! 
2. Which lines rely [nost heavily on stressed syllables! 
3. HOW would you describe the rhythm of this poem? How is i t  appropriare to what is said? 

Doro thy Parlicr (1893-1 967) --- - 
RBsun16 1926 

Razors pain you; 
Rivers are damp; 
Acids stain you; 
And drugs cause cramp. 
Guns aren't lawful; 
Nooses give; 
Gas smells awful; 
You might as well live. 

Questions 
1. Which of the following words mighc be used to describe the rhythm of this poem, and 

which might not-flowing, jauilcy, mournful, tender, abrupt? 
2. Isthislight vcrsc or a serious poem? Can it be both? 

METER 
Meter is the rhythmic pattern of stresses in verse. To enjoy the rhythms of a poem, 
no special knowledge of meter is necessary. All you need do is pay attention to  

a pan in a son&! , 

Ben Jonson (1573-1637) ----- . 

S ~ O \ \ ~ ,  do\\r, fresh fount, keep time 1600 
with m y  salt tears 

i 
Slow, slow, fresh fount, keep time with my salt tears; 

Yet slower yet, oh  faintly, gentle springs; 
List to the heavy part the music bears, 

1 

Woe weeps out her division0 when she sings. 
Droop herbs and flowers, 
Fall grief in showers; 
Our beauties are not ours; 

Oh,  I could still, 
Like melting snow upon some craggy hill, 

Drop, drop, drop, drop, 10 

Since nature's pride is now a withered daffodil. 

SLOW, SLOW, FRESH FOUNT. The nymph Echo sings this lament over the youth Narcissus in ]onson's play 
Cynthia's Rruels. In mythology, Nemesis, goddess of vengeance, ro punish Narcissus for loving his own 
beauty, caused him to pine away and then uansformed him into a narcissus (another name for a dnffodil, 
line 11 . 

r e  

stresies and where [!ley fall, and you will perceive the basic pattern, if there is any. 
There is nothing occulc about the study of meter. Most people find they can master 
ics essentials in no more time than it takes to learn a complicated game such as chess. 
Ifyou take the time, you will then have the.pleasure ofknowing what is happening in 
the rhyth~ns of many a fine poem, and pleasurable knowledge may even deepen your 
insight into poetry. The following discussion, then, will be of interest only to those 
who care to go deeper into prosody, the study of metrical structures in poetry. 

To  make ourselves aware of a meter, we need only listen to a poem, or sound its 
words co ourselves. !f we care to work out exactly what a poet is doing; we scan a line 
or a poem by indicating the stresses in it. Scansion, theart of so doing, is not just a 
matter of pointing to syllables; it is also a matter of listening to a poem and making 
sense of it. T o  scan a poem is one way co indicate how to read it aloud; .in order to see 
where stresses fa:l, you have to  see the  laces where the poet wishes to put emphasis. 
That is why, when sca~ininga poem, you may find yourself suddenly understanding it. 

An objection 1nig11t be raised against scanning: isn't it too simple to  pretend that 
all language (and poetry) can be divided neatly into stressed syllables and unstressed 
syllables? lndeed it is. Language isn't binary; there are many levels of stress from a 
xream to a whisper. iiowever, the idea in scanning a poem is not toreproduce the 
sound of a human voice. For that we would do better to buy a tape recorder. TO scan 
a poem, rather, is to make a diagram of the stresses (and absences of stress) we find in 

used in - scansion; in this boo 
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Types of Meter 
There are four common accentual-syllabic meters in English-iambic, anapestic, 
trochaic, and dactylic. Each is named for its basic foot (usually a unit of two or three 
syllables that contains one strong stress) or building block. Here are some examples 
of each meter. 

I .  Iambic-a line made up primarily sf iambs, an  unstressed syllable followed 
by a stressed syllable, ' .  The iambic measure is the most common meter in 
English poetry. Many writers, such as Robert Frost, feel iambs mOSK easily 
capture the natural rhythms of our speech. 

w l  v I w  1 .  w  r v I  

But soft, I what light I through yon ) der win I dow breaks? 
-William Shakespeare 

W I  w f  w t  W I  v l  

When I I have fears I that I I may cease I to be 
-1ohn Keals 

v l  w l  w l  v I  

Had we I but worfd I esnough 1 and time, 
v l  w f  W I W l  

This coy I ness, la I dy, were 1 no 'crime 
-Andrew Marelell 

v l  v l  v l  v I  

My life I had stood - I a load I ed Gun 
-Emily Dickinson 

2. Anapestic-a line made up primarily of anapests, twp unstressed syllables 
followed by a stressed syllable, w v l .  Anapestic meter resembles iambic but 
contains an extra unstressed syllable. Totally anapestic lines often start to 
gallop, so poets sometimes slow them down by substituting an.iambic foot 
(as Poe does in "Annabel Lee"). 

W W I  v w  I  w v t  W W I  

The-Asasyr I ian came down I like a wolf I on the fold 
' v v f  v w  I  w v l  v v  I  

And his co 1 hons were gleam I ing in pur I ple and gold. 
v w  t w w  1  w w  1  w w l '  

And the sheen I of their spears 1 was like stars I on the sea 
w  v I  v w  I  w v  I  v v l  

When the blue I wave rolls night I ly on deep I Gal-i-lee. 

" W l  v v  1  vv I  v 1  

It was ma I ny and ma I nya year I a go, 
' w v  I  v I W I  

In a king I do111 by 1 the sea, 
w v l  w w  I  v l  w  I  

Thar a inaid I en there lived I whom you I mayknow 
w ,  I  " I  w  v l  

By the name I of An I naabel Lee. 
-Edgar Alhn Poe 

3 .  Trochaic-a line made up primarily of trochees, a stressed syllable followed 
by an unstressed syllable, " .  The trochaic meter ib ofcen associated with 
songs, chants, and magic spells in English. Trochees make a strong, em- 
phatic meter that is often very mnemonic-that is, "helping, o i  meant to 
help, the memory." Shakespeare and Blake used trochaic meter to exploit its 
magical asscciations. Notice'how Blake drops the unstressed syllable at the 
end of his lines from "The Tyger." (The location of a missing syllable in a 
metrical foot is usually marked with a caret sign, " . )  

I w  I v  I v  I v  

Dou-ble, I doueble, I toil and I trou-ble, 
t v  I  v I "  I v  

Fi-re 1 burn and I caul.dron I bubble. 
-Shakespeare 

I "  I w  I v  I  v 

Ty-ger! I TySger! I burn-ing I bright 
I ' W  I v  I "  I v  

In the I forests I of the I night 
-lVilliarn Blalte 

t v I  v t v  I V  

Go and 1 catch a I fall.ing 1 star 
-John Donne 

4. Dactylic-a line made up primarily ofdactyls, one stressed syllable followed . ( 
by two unstressed syllables, "". The dactylic meter is less common in 1 
English than in classical languages like Greek or Latin. Used carefully, 1 

dactylic rneter can sound srately, as in Longfellow's Euangelir.e. I 

I v v  I  v v l . w v  I v  w  I  v v  

This is :Re I for-esc pri ( me.val. Tlie I mur-mur-ing I pines and the 
i :  
1 ,  

-Lord Byron 
. . 

v I  w w  I  w w  1  w  v ' l  w w f  

Now this I is the Law I of the Jun I gle-as old I and as true 
w u  I 

I as the sky; 
u u I  w  w  1 , w . w  I w v  " V  I  

And, the Wolf I that shall keep I it may pros I per, I but the Wolf 
u u  I u w l  

, . I that shall break I it must die. 
n r , T,.. 1. 

I  I  I ; 
I hem.lock 

-Henry Wadsworth Longfellow 

But it also easily becomes a prancing, propulsive measure and is often used 
in comic verse. 

I  w w  I  v v  I  v v  I v 

P~ss,y.c;~c, I puss.y.cat, I where have you I been? 
-Motller Goose 

I 
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Poets often drop the unstressed syllables at the end of a dactylic line, the omis- 
sion usually being noted with a caret sign, ". 

r v v  1  w v  

Take her up I ten-dervlv, 
I  v v  r v  

Lift her with I care; 
r v w r v w  

Fash.ioned so I slen.der-ly, 
r v v  r v 

Young, and so I fair! 
-Thornas Hood 

Iambic and anapestic meters are called rising meters because their movement 
rises from ar. unstressed syllable (or syllables) to stress; trochaic and dactylic meters 
are called falling. In the twentieth century, the bouncing meters-anapestic and 
dactylic-were used more often for comic verse than for serious poetry, Called feet, 
though they contain no unaccented syllables, are the monosyllabic foot ( ' )  and the 
spondee ( ' I ) .  Meters are not ordinarily made up of them; if one were, it would.be like 
the steady impact of nails being hammered into a board-no pleasure to hear or to . . 

dance to. But inserted now and then, they can lend emphasis and variety to a meter, 
as Years well knew when he broke up the predominantly iambic rhythm of "Who 
Goes with Fergus?" (page 147) with the line in which two spondees occur. 

V v r  1 v " I I  

And the white breast of the dim sea, 

Line Longills ..$I 
Meters are classified also by line lengths: trochaic monometer, for instance, is a line 
one trochee long, as in this anonymous brief comment on microbes: 

Adam 
Had 'em. 

. 
A frequently heard metrical description is iambic pentameter: a line of five iambs, q 

a meter especially familiar because it occurs in all.blank verse (such as Shakespeare's 
plays and Miltonls Paradise Lost), heroic couplets, a ~ d  sonnets. The commonly used 
names for 1ir.e lengths follow: 

monometer 
dimeter 
trimeter 
tetrameter 
pentameter 
hexameter 
heptameter 
octameter 

one foot 
two feet 
three feet 
four feet 
five feet 
six feet 
seven feet 
eight feet 

hey tend to break up into 

expected one. Often such a substitution will be made at the very beginning of a line, , i 
as in the'third line of this passage from Christopher Marlowe's Tsagical History of I 

Doctor Faustui: : I 
' I 

v I  w l  w r  u I w  I ( I  
Was this I the face I that launched ~ ' a  thou I sand ships ' ; I  
v I  v l  r, I  w l  w  ! I  
And burnt I the top I less tow'rs I of Ill i.'um? , I  

I  I w  f w v  r v f  v l  ' I  
Sweet He1 I en, make I me im-mor I tal with I a kiss. I 

I 
How, we might wonder, can that last line be called iambic ar. all? Bu: it is, just as a . I  
waltz that includes an extra steD or two, or leaves a few steps out, remains a waltz. In 
the preceding lines the basic klnbic pentameter is established, and though in the 
third line the regularity is varied from, it does not altogether disappear. It  continues 
for a while to run on in che reader's mind, where (if the poet does not stay away from 
it for too long) the meter will be when the poem comes back to it. 

Like a basic dance step, a meter u not to be slavishly adhered to. The  fun in 
reading a metrical poem often comes from watching the poet continually departing 
from perfect regularity, giving a few heel-kicks to display a bit of joy or ingenuity, 
then easing back into the basic step again. Because meter is orderly and the rhythms 
of living speech are unruly, poets can play one against the other, in a sort of counter- 
point. Robert Frost, a master at pittinga line of iambs against a very natural-sounding 
and irregular sentence, declared, "I am never more pleased than when I can get these 
into strained relation. 1 like to drag and break the intonation across the meter as 
waves first comb and then break stumbling on the shingle."' 

Evidently Frost's skilled effects would be lost to a reader who, scanning a Frost 
poem or reading it aloud, distorted its rhythms to fit the words exactly to the meter. 
With rare exceptions, a good poem can be read and scanned the way we would speak 
its sentences if they were ours. This, for example, is an unreal scansion: 

w  I w  I "  f v f  w f  

That's my last Duch-ess painr.ed on the wall. 

-because no speaker of English would say that sentence in that way. We are likely 
to stress That's and last. 

Although in good we seldom meet a very long passage of absolute metrical 
regularity, we sometin~es find (in a line or so) a monotonous rhythm that is effective. 
Words fall meaningfully in Macbeth's famous statement of world-weariness: 'Tomorrow 
and tomorrow and tolnorrow . . ." and in tlie opening lines of Thomas Gray's "Elegy": 

v l v f  v I v l v l  

The cursfew tolls the knell of part-ing day, 
W l "  I  I I v l u f  

The lowing herd wind slow-ly o'er the lea, 
u l  u 1  w  1  v l v l  

T l ~ e  plow.man home-ward plods his wearay way, 
W I  v r  u l  U "  v r  
And leaves the world to dark-ness and to me. 

Although certain unstressed syllables in these lines seem to a l l  for more emphasis 
than others-you might, for instance, care to throw a little more weight on  the 

I in 1914, in Sckcted Lenm o/Robcn Frost, ed. La!vrance Thompson (New York: 
I 1 
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second syllable of curfew in the opening line-we can still say that the lines are no- 
tably iambic. Their almost unvarying rhythm seems just right to convey the tolling of 
a bell and the weary setting down of one foot after the other. 

Accentual Meter 
Besides the two rising meters (iambic, anapestic) and the two falling meters 
(trochaic, dactylic), English poets have another valuable meter. It is accentual meter, 
in which the poet does not write in feet (as in the other meters) but instead counts , 

accenrs (stresses). The  idea is to have the same n u m k r  of stresses in every line. The  
poet may place them anywhere in the line and may include practically any number of 
unstressed syllables, which do not count. In "Christzbel," for instance, Coleridge 
keeps four stresses to a line, though the first line has only eight syllables and the last 
line has eleven: 

I 1  I 

There is not wind e.nough to twirl 
I r  I r  

The  one red leaf, the last of its clan, 
I r  r  I 

That  dan-ces as of-ten as dance it can, 
I I r  r  

Hangeing so light, and hangaing so high, 
r  

O n  the top-most twig that looks up at  the sky. 

The  history of accentual meter is long and honorable. Old English poetry was written 
in a kind of accentual meter, but its line was more rule-bound than Coleridge's: four 
stresses arranged two on either side of a cesura, plus alliteration of three of the 
stressed syllables. In "Junk," Richard Wilbur revives the pattern: 

I I I r  
An axe an-gles 11 from my neigh-bor's ash-can . . . 

Many poets, from'the authors of Mother Goose rimes to Gerard Manley Hopkins, 
have sometimes found accentual meters congenial. Recently, accentual meter has 
enjoyed huge popularity through rap poetry, which  usual^ employs a four-stress line 
(see page 136 for further discussion of rap). 

Although less popular among poets today than formerly, meter endures. Major 
poets from Shakespeare through Yeats have fashioned their work by it, and if we are 
to read their poems with full enjoyment, we need to he aware of it. T o  enjoy metrical 
poetry-even to write it-ycu do not have to slice lines into feet; you do need to 
recognize when a meter is present in a line, and when the line departs from it. A n  
argument in favor of meter is that it reminds us of body rhythms such as breathing, 
walking, the beating of the heart. In an effective metrical poem, the;e rhythms 
cannot be separated from what the poet is saying-or, in the words of an old jazz song 
of Duke Ellington's, "It don't mean a thing if it ain't got that swing." As critic Paul 
Fussell has put it: "No element of a poem is more basic-and I mean physical-in its 
effect upon the reader than the metrical element, and perhaps no technical triumphs 
reveal more readily than the metrical the poet's sympathy with that universal human 
nature . . . which exists outside his own."2 

Exercise: Meaningful Variation 
At what place or places in each of these passages does the poet depart from basic iambic meter? 
How does each departure help underscore the meaning! 

1. Shadweli alone., of,all my sons, is he 
Who stands confirmed in full stupidity. 
The rest to some fairit meaning make pretense, 
But Shadwell never deviates into sense. 

-John Dryden, "Mac Flecknoe" (speech of Flecknor., prince of 
Nonsense, referring to Thomas Shadwell, pocr and playwright) 

2. A needless Alexandrine ends the song 
That, like a wounded snake, drags its slow length along. 

-Alexander Pope, An Essay on Criticim~ 

3. Roll on, thou deep and dark blue Ocean-roll! 
Ten thousand fleets sweep over clree in vain; 
Man marks the earth with ruin-his control 
Stops with the shore; upon the watery plain 
The wrecks are all thy deed, nor doth remain 
A shadow of man's ravage, save his own, 
When, for a moment, like a drop of rain, 
He sinks into thy depths with bubbling groan, 
Without a grave, unknell'd, uncoffin'd, and unknown. 

--George Gordon, Lord Byron, Childc Harold's Pilgrimage 

4. Deer walk upon our ~nountains, and the quail 
Whistle about us thcir spontaneous cries; 
Sweet berries ripen in the wilderness; 
And, in the isolatioli of the sky, 
At evening, casual flocks of pigeons make 
Ambiguous 1111dula:;a:1; as they sink, 
Downward to darkness, on extended wings. 

-Wallace Stevens, "Sunday Morning" 

Exercise: Recognizing Rhythms 
Which of the following poems contain   red om in ant meters! Which poems are not wholly 
metrical, but are metrical in certain lines! Point out any such lines. Whac reasons do you see, 
in such places, for the poet's seeking a metrical effect? 

Edna St. Yi~lccrzt klillay (1892-1950) - 
Counting-out Rlly~iie 1928 

Silver birk of beec!~, and sallow 
Bark of yellow birch and yellow 

Twig of willow. 

Stripe of green in moosewood maple, 
Color seen in leaf of apple, 

Bark of popple. 

Wood of popple pale as moonbeam, 
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ill not necessarily be A Great Thought, though great thoughts are 
' I  

rily excluded either; i.t may be as near as not to meaningless, 
. I  

one says it without much attention to its context. For instance, a I 
g has the refrain: Sing ninety-nine and nipety. I can remember 1 

il 

HOWARD NIMEROV, "Poetry and Meaning" 

t a poetry writing class that has not suffered my reiteration 
don't mean a thing if it ain't got that swing." 
eling of reading a Roethke poem, . . . when the I 

pable it is as if the poem could be cupped in your hands? 1: 
e great distances in meaning between sentences and yet 
, largely because of the sound. The same thing is operating 
es you want to getup and dance. 
MICHAEL RYAN, "On the Nature of Poetry" 1 :  

nction of the line-break is rhythmic: it  can record the 1 i 
ul) hesitations between word and word that are 1 1 

ind's dance among perceptians but which are not  1 
punctuation. Regular punctuation is a part of regular 
t is, of the expression of completed thoughts; and this 1 ,  1 I 

n is typical of prose, even though prose is not at all times bound by 
one has ihe opportunity not only, as in expressive 1 ' 

I 
I 

e punctuation that forms part of the logic of 1 

DEN IS^ LEVEP.TOV, "On the Function of Line" 
I 

0 0 0  

I 1  
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.) .) , American dream. I have a dream that one &Y this . 
W A L T  W H I T M A N  and live out the true meaning of its creed: "We hold' these 

(1819-1892) 0 be self-evident, that all men are created equal." I have a 
at one day, on the red hills of Georgia, sons of former slaves 

H a d  I t h e  C h o i c e 1  ens 0: former slave owners will be able to sit down together 
le of brotherhood. I have a dream that one day even the state 

pi, a state sweltering with the heat of injustice, sweltering 
Had I the choice to tally greatest bards, eat of oppression, will be transformed into an oasis of free- 
TO limn2 their portraits, stately, beautiful, and emulate at wi ustice. I have a dream that my four little children will one 
Homer with all his wars and warriors-Hector, Achilles, Afa a nation where they will not be judged -by the color of their 
Or Shakespeare's woe-entangled Hamlet, Lear, Othel loTen y the content of their character. 

fair ladies, 
s Meter or wit the best, or choice conceit to wield in perfect create rhythm by using repeated words and phrases, as 

delight of singers; ooks does in the poem that foll0ws. 
These, these, 0 sea, all these I'd gladly barter, 
Would you the undulation of one wave, its trick to me tra 
Or breathe one breath of yours upon my verse, 
And leave its odor there. o ~ n  

.I G W E N D O L Y N  B R O O K S  

(1917- ) 

RHYTHM S a d i e  a n d  M a u d  
(1945) 

0 0 0  

Rhythm-the regular recurrence of sounds-is at the heart Maud went to college. 
phenomena: the beating of a heart, the lapping of wavCs agai Sadie stayed at home. 
the croaking of frogs on a summer's night, the whispering o Sadie scraped life 
ing in  the wind. In fact, even mechanical phenomena, such With a fine-tooth comb. 
merit of rush-hour traffic through a city's streets, have a ki 

5 She didn't leave a tangle in. Poetry, which explore; these phenomena, often tries to reflect 
rhythms. Walt Whitman makes this $oint in  "Had I the Choice'" Her comb found every strand. 

Sadie was one of the livingest chits says that he ~ o u l d  gladly trade the "perfect rhyme" of Shak 
ability to reproduce "the undulation of one wave" in his ve In all the land. 

Effective Public speakers frequently repeat key wo;d Sadie bore two babies 
create rhythm. in his speech "I Have, a Dream," for e 10 Under her maiden name. ' 

Luther King, Jr., repeats the phrase "I have a dream" to c Maud and Ma and Papa 
that ties the central section of the speech together: Nearly died of shame. 

When Sadie said her last so-long 
I say to You today, my friends, even though we face the d 
today and t o m o ~ o ~ v ,  I still have a dream. It is a dream d Her girls struck out from home. 

15 (Sadie had left as heritage 
Her fine-tooth comb.) 

Maud, who went to college, 
Is a thin brown mouse. 
She is living all alone 

20 In this old house. 

I 

1 

Publication date is not available. 
TO describe, depict. 
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Much of  the force of this poem comes from its bala le, in Elizabeth Barrett Browning's line "How do I love Let 

ular rhyme and meter, underscored by the rep'eated words "Sa he ways," the metrical pattern that places stress "love" 're- 
"Maud," which shift the focus from one subject to the other aning; stressing "I" would create 
again ("Maud went to college / Sadie stayed home"). The poem's n :is the process of analyzing patterns stressed and un- 
rhythm recalls the rhymes children recite when jumping rope. T les within a line. The most comlnon method of poetic nOta- 

tion of carefree childhood ironically contrasts with the adult re ndicating stressed syllables with a I and unstressed 
both Sadie and Maud face as they grow up: Sadie stays at ho ough scanning its.lines gives r=aders the "beat" of the Poem, 
two children out 'of wedlock; Maud goes to college and ends approximates the sound of spoken language* which 

iety of stresses. By providing a graphic representation Of the brown mouse." The speaker implies that the alternatives Sadi 
stlessed syllables of a poem, scansion aids understanding, represent are both undesirable. Although Sadie "scraped life / 

tooth comb,'! she dies young and leaves nothing to her girls b titute for reading the poem aloud and experimenting with 
to experience life. Maud, who graduated from college, shuts patterns of emphasis. 
cuts herself off from her roots. is a foot-a group of syllables with a fixed 

Just as the repetition of words and phrases c ssed'syllables. The followins chart illustrates 
the distribution of words among the lines of a po on types of metrical feet i n  English and American verse. 
Pearance of words on a printed page. How a 
important in ope11 form poetry (see p. 732), w STRESS PATTERN EXAMPLE 
tionql patterns of versification. In the following e 

T;ey ( h slick. ( E- El Cummings, for example, a n  unusual arran w l 
I " . I "  I readers to slow down and then to speed up, crea cGi vallric cerltain ty  

phasizes a key phrase-"The / lilyu: 
1 

(Adrienne Rich) 1 
the moon is hiding 

I v TAU, when I thbu 
in her hair. I I - I 

relturn'st, wilt I tell The 
lily &e. (John Donne) 
of heaven - - 
full of all dreams, w v  I wLth a hhy, I and a 
draws down. hb, - . -  1 a i d  I a hiy I 

Poetic rhythm-the repetition of stresses and pauses nonino (William 
tial dement in poetry. Rhythm helps to establis Shakespeare) I 

I " combination with other poetic elements, it conv I -  ons st anti^ 1 risking and helps ccm-u-mnicate the poem's meaning.  though I w w  
1 r -  

fected by the regular repetition of words and phrases ablsurdity (Lawrence 
merit of words into lines, poetic rhythm is largely cre , Ferlinghetti) 
recurrence of regular units of stressed and unstressed 

estjc meters are called rising meters because they Progress 

METER to stressed syllables. Trocl?aic 'and d a c t ~ l i c  meters are 
ters because they progress from stressed to unstressed 

0 0 0  

A stress (or accent) occurs when one syllable is emph types of metrical feet, less common than those listed 1 
other, unstressed, syllable: f6r ceps, bd . sic, il . / r i  . si,, emphasize or to provide variety rather than to cfeate the- 
Poem) even one-syllable words can be stressed to crea 



Trochaic trimeter 

Anapestic tetrameter 

Pyrrhic 

Iambic heptameter 

y Bysshe Shelley) 

" "  I  

I  I "  

aid en most I beau ti ful I ' . ,Dactylic hexameter 
I  - -  I  

;, I  " I  - I " 

e'yelllow fog I that rubs I its 
A metric line of poetry is measured by the nu 

.j monometer one foot 
dimeter two feet hexameter six feet 

trimeter three feet chnical process, and when readers be- \ 
tetrameter four feet d dactyls, they can easily forget that 

Meter should be appropriate for the 
The name for a metrical patter ould help to create a suitable tone. A 
the foot used and the number of fe ould be inappropriate for an elegy, 
most common foot in English poet be out of place in an epigram or 
in lines of three or five feet. by Samuel Taylor Coleridge illus- 

- I I  - I 

Eight hunldred of I the brave 1 - 1  

(William Cowper) 
- ,  - , " 

0, how I much more 1 doth 
I - 1 " I  

beaulty beaulteous seem 

(William Shakespeare) 

Because iambic pentameter is s 
speech, writers frequently use it i 1 - 1  

for example, are written in unr 
blank verse (see p. 716). 

Many other material combi 
trated here: 
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A poet may use one kind of meter-iambic meter, for can also use more than one type of metrical foot. Any variation 
throughout a poem. Even SO, the poet may vary line length to a1 pattern-the substitution of a trochee for an  iamb, for in- 
notony or to accommodate the demands of meaning or emp ediately calis attention to itself. Poets are aware of this fact 
following poem, the poet uses iambic lines of different lengt their advantage. For example, in line 16 of "I Like to See It 

," the poet departs from iambic meter by placing unexpected 
3 ) )  

first word, stop. By emphasizing this word, the poet brings 
E M I L Y  D l C K I N S O N  e poem to an abrupt halt, suggesting the jolt riders experi- 

(1830-1386) rain comes to a stop. In the following segment from "The 

1 L ike  t o  S e e  I t  L a 3  t h e  Mil 
(189i) 

I like to see it lap the Miles- 
And,lick the Valleys up- 
And stop to feed itself at Tanks- 
And then-prodigious step 

s Around a Pile of Mountains- iambic tetrameter, the poet uses a 
And supercilious peer the meter in order to accommodate 
In Shanties-by the sides of Roads- y" as well as to place stress on the 
And then a Quarry pare 

To fit its Ribs ter is to introduce a pause in the 
lo And crawl between word meaning "a cuttingM-within 

Complaining all the while ndicate a caesura with two parallel 
In horrid-hooting stanza- mely short, it probably will contain 
Then chase itself down Hill- 

ion mark or at a natural break in And neigh like Boanerges1- 
1s Then-punctual as a Star 

Stop-docile and omnipotent 
At its own stable door- 

E L ~ Z A B E T R  U A R R ~ T T  R R O W N I N G  

This poem is a single sentence that, except for some short p 
unbroken from beginning to  end. Iambic lines of varying 1 
suggest the movements of the train that the poet describes. 
tetrameter, such as the first, give readers a sense of the 
rhythmic movement across a flat landscape, and shorter 1 
Ribs / And crawl between") suggest the train's slowing rno 

J O A N  MILTON 
with two iambic dimeter lines and progressing to iambi 
the third stanza increases in speed just like the train tha 
hill "In horrid-hooting stanza-." 

. . 

WILLIAM SRAKESI'EARE 

' A voc!ferous preacher and orator. Also, the name, meaning "so the end of a line may mark the end of a metrical unit, it does not 
gave to apostles John and James because of their fiery zeal. incide with the end of a sentence. Poets may choose to indicate a 
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pause at this point, or they may continue, without a break, to. .FOR FURTHER READING: WTYTHM AND METER 
line. Lines that  have distinct pauses at the end-usually sig 
punctuation-are called end-stopped lines. Lines that d o  .., ., ? 

with strong pauses are called run-on lines. (Sometimes the A D R I E N N E  R I C H  jambment is used to describe this type of line.) End-stopped'; (1929- ) 
seem formal, or even forced, because their length is rigidly di 
the poem's meter, rhythm, and rhyme scheme. In the followin A u n t  J enn i f e r ' s  Tigers  from John Keats's "La Belle Dame sans Merci" (p. 811), for 

(195 1) rhythm, meter, and rhyme dictate the pauses that occur at t 
t h e  lines: 

urlt Jennifer's tigers prance across a screen, 
right topaz denizens of a world of green. 

0, what can.ail thee, knight-at-arms, ey do not fear the men beneath the tree; 
Alone and paiely loitering? ey pace in sleek chivalric certainty. 

The sedge has withered from the lake, 
And no birds sing. nt  Jennifer's fingers fluttering through her wool 

d even the ivory needle hard to pull. 
massive weight of UncleIs wedding band In contrast to end-stopped lines, run-on lines seem more nat 

their ending points are determined by the rhythms of spec heavily upon Aunt Jennifer's hand. 

meaning and emphasis the poet wishes to convey rathe1 t:la en  Aunt is dead, her terrified hands will lie 
rhyme, run-on lines are suited to the open form of much modem;: ringed with ordeals she was mastered by. 
I n  the following lincs from the 1967 poem "We Have Come Home,,! tigers in the panel that she made 
poet  Lenrie Peters, run-on lines give readers the sense of spoken go on pranciag, proud and unafraid. 

We have come home 
From the bloodless war 

N D  REACTING With sunken hearts . 
Our boots full of pride- 
From the true massacre of the soul 
When we have asked 
'What does it cost 
To be loved and left alone?' he poet achieve by varying the rhythm? 

o the caesuras in the first and fourth lines of the last 
Rather than relying exclusively on end-stopped or run- 
of ten  use a combination of the two to produce the effec What is the speaker's opinion of Aunt 
the  followinp lines from "Pot Roast" by Mark Strand, ? Do you think she is commenting on this 

jwctaposition of end-stopped and run-on lines controls t or on marriage in general? 
AL PERSPECTIVE In her 1986 study of Rich's work, The 

Claire I<eyes writes of this.poem that although I gaze upon the roast, 
fu!, almost perfect, its voice c~eates problems: that is sliced and laid out 

on my plate m approaches intimacy, the speaker seeming and over it roln the fate of Aunt Jennifer. . . . The domi- 
I spoon the juices 
of carrot and onion. 
And for once I do not regret 
the passage of time. s? The speaker does not seem to; she gets 
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caught up in those gorgeous tigers. . . . Here lies the d t sounds and words are repeated in this poem? How does this 
voice: Aunt is not compelling; her creation is. 

Do you agree with Keyes's reading of the poem? 

Related Works: "Miss Brill" (p. 103), "Rooming Houses Ar 
(p. 666 ) ,  "Ethics" (p. 821) 

.) .> b 

E T H E R I D G E  K N I G I I T  rks: "In Memory of Donald A. Stauffer" (p. 728), "If We Must 

(1931-1391) ), "hiedgar Evers" (p. 864) 

For  Ma lco lm, '  a Year After  
(1986) 

ITERATION A N D  ASSONANCE 
Compose for Red2 a proper verse; 0 0 0  

Adhere to foot and strict iamb; pends or_ rhythm, it also depends on the sounds of indi- 
Control the burst of angry words 

.l Or they might boil and break the dam. 
s Or they might boil and overflow 

And. drench me, drown me, drive me mad. 
So swear,no oath, so shed no tear, 
And sing no song blue Baptist sad. rliest, and perhaps the most primitive, methods of en- 
Evoke no image, stir no flame, onomatopoeia, which occurs when the sound of a 

10 And spin no yarn across the air. 
Make empty anglo tea lace words- 
Make them dead white and dry bone bare. etween sound and mean- 

Compose a verse for Malcolm man, 
And make it rime and make it prim. 

1s The verse will die-as all men do- 
But not the memory of him! 
Death might come singing sweet like C, 
Or knocking like the old folk say, 
The moon and stars may pass away. 

20 But not the anger of that day. 

R E A E I N G  A N D  REACTING 
1. Why do you think Knight chooses to write a "proper anger of the bells- 

"strict iamb"'? Do you think this meter is an appropri 
his subject? 

s to re-create the sound of ringing 
113 lines long in  its entirety) is ex- 

' Malcolm X. 
Malcolm X's nickname when he was a young man. 

-- 
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S o f t  is the strain when Zephyr gently blows, , .t 

And the smooth stream in smoother numbers flows; N .  S~~~~ M O M A D A Y  
But when the loud surges lash the sounding Shore, (1934- ) 
The hoarse. rough verse should like the torrent roar: 
When Ajax strives some rock's vast weight to throw, C o m p a r a t i v e s  
The line too Labors, and the words move s l w .  (1976 ) 

After earlier admonishing readers that sound must echo sense, Sunlit sea, 
Onomat~pOetiC words such as lash and roar to convey the fury the drift of fronds, 
and he uses repeated consonants to echo the sounds these .rvor and banners 
Notice, for ~XampIe, how the s and m sounds suggest the gent of bobbing boats- 
Zephyr and the flowing of the smooth stream and how the 5 the seaside 
sounds echoes the torrent's roar. upon the planks, 

Alliteration-the repetition of consonant sounds in con the coil and 
neighboring words, usually at the beginning of words-is an0 crescent of flesh 
used to enhance sound in  a poem. Both Poe ("$inks and swells' extending 
("~mooth stream") make use of alliteration in the preceding ex ,, just into death. 
so does Alfred, Lord Tennyson in the following poem. 

.I Even so, 
J J 4  

in the distant,, 

A L F R E D ,  L O R D  T E N N Y S O N  inland sea, 
(1809-1892) a shadow runs, 

15 radiant, 

T h e  E a g l e  rude in the rock: 
(1851) fossil fish, 

fissure of bone 

He clasps the crag with crooked hands; forever. 
Close to  the sun in lonely lands, 20 1t is perhaps 

Ringed with the azure world, he stands. the same thing, 
an agony 

The wrinkled sea beneath him crawls: twice perceived. 
s He watches from his mountain walls, 

And like a thunderbolt he falls. lt is most like 
2 5  wind on waves- 

Throughout the Poem, c, ], and nJ sounds occur repeatedly. mere commotion, 
drawn together by the recurrence of these sounds and, as a r mute and mean, 
smoothly from beginning to end. perceptible- 

The following poem also uses alliteration to create specia thayis all. 

the poem, Momaday uses alliterrtion to create a pleasing ef- 
link certain words and ideas. Each stanza the poem has its 

ive pattern: the first stanza contains repeated s and b sounds, 
anza contains repeated r and f sounds, and the third stanza 
ated w and m sounds. this use Of a'1iterati0n 

,ing effect, but also it reinforces the the 

from stanza to, stanza. - 
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Assonance--the of the same or similar vowel 
I 

in syllable~--can 
also enrich a poem. when RHYME 

"OdUce 
can be distracting. consider, n o *  the clumsiness of the repeated vowel sounds in rennyson,s ,, 

to alliteration assonance, poets create 
patterns with 

ing On the did we hear the copses ring. . . . ,, 
use of sounds in two or more words: "tight" and 

s'lbtly' assonance can enhance a poem's effective 
om', and "horn"; "sleep" and "deep." For a rhyme be per- 

Assonance can unify an entire poem. In the foil owel and consonant sounds must be the as they are in I 
'Onance the thematic connections among wo 
fies the poem's ideas. preceding Imperfect rhyme (also near 

h?,ms npproxilfl.te rhyme, or colsonance) when the 
Unds in two words are the same but are differ- 

arn t t  or "pads/lids," for example. willlam Stafford im- 
.I 3 1 in "Traveling through Dark" (p. 8 3 6 )  when he rhymes 

R O B E R T  H E R R I C K  

(1591-1674) 
cad." Finally, eye rhyme occu~s when two look as if 

me but do not-for example, "watch" and "catch." 
I 

D e l i g h t  in  D i s o r d e r  also be classified according to the position the rhyming 
ine of verse. The most Common type rhyme is end 

(16483 occurs at the end of a line: 

A'sweet disorder in the dress 
Kindles in clothes a wantonness. 
A lawn' about the shoillderZ thrown 
Into a fine distractibn; 

erring lace, which here and there 
Enthralls the Crimson stomacher;2 
/I cuff neglectful, and thereby 

to flow Confusedly; 
A winning wave, deserving- note, 

l o  In the tempestuous petticoat; 
' I  

A careless shoestring, in whose tie ime of the Ancient Mariner" 

I see a wild civility; 
Do more bewitch me than when.art 
1s too precise in every part. I 

Repeated sounds extend throughout this poem 
sh~uldersll and " t h r~wn"  in line 3; and .tie," ,,wild,,, a 

lines 
1 2 t  and 14.  Using alliteration as well as asronanc links certain w o r d ~ - " k m ~ ~ s ~ ~ ~ ~  petxicoat, for By con. 

T. s., grro-r, "Virginia" 
these he c r l l ~  actention to the pattern of imagery that helps veY the poem's theme. mber Of correspond- I 

'l2= rhyme) Occurs 
scend" I"contend"). 

1'. 
I lling rhyme) OC- 

n unstressed One' 
- Finally, triple 

I 
A shawl made of Fine fnbrjc. ommon than the 

tiric purposes, as " 
garment worn by females over the ,-hesf and 
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I 
Sagest of women, even of widows, she I 

Resolved that Juan should be quite a paracon, 
And worthy of the noblest pedigree: I Shining, d 

(His sire of Castile, his dam from Araeon). and then was gone, c I 

Tossed in a double arc e I 
In some cases-for example, when it is overused or used in I 
places-rhyme can create unusual and even comic effects. In t And cross-hatched f 
poem, humor is created by the incongruous.corinections es I 

pine-needle dark.  e 
rhymes such as "priest"/"beast" and "pajama"/"l!lama." I 

Brieflv, as fresh drafts stirred g I 
The tree, he dulled and gleamed h 

I ., .. > 

O G D E N  N A S H  1 
(1902-1971) I Then, dodging down, returned i 

T h e  L a m a  In a new light, his perch j I 
A birch- j 

(1931) 1 twig, where he burned i 
I 

The one-1 lama In the sun's broadside ray, k 1 
He's a priest. Some seed pinched in his bill. 1 I The two-1 llama, Yet still 1 
He's a beast. he did not stay, k 1 

s And I will bet 1 
A silk pajama Changeful as even in heaven, n ' 1  
There isn't any I Even n 
Three-l lllama. in Saturn's reign, m I 

The conventional way to describe a poem's rhyme sche Tunneled away and hid. o 
rhyming sounds that appear at the ends of lines. The soun 
first line is designated a, and all subsequent lines that en 
are also labeled a. The next sound to appear at the end o you all that he did. o 
nated b, and all other lines whose last sounds rhyme with It was like glancing at rough q nated b-and so on through the alphabet. The lines o Sketches tacked on a wall, r 
follows have been labeled in this manner. 

3s And all r 
so less than enough q 1; 

.) O O Of gold on beaten wing, s 
R I C H A R D  W I L B U R  

I 
I could r ~ o t  choose that one t 

(1921- ) 
I 

Be done t I as the finished thing. s 
A Ske tch  I '  

(1975) 
rhyme scheme of this poem (abba, cddc, .and so on) is 1 .  

Into the lower right a rdly noticeable until it is charted. Despite its subtlety, , 

Square of the window frame b fzct, i t  reinforces the 

There came b s, connecting the first 

with scalloped flight a 1 as the second and.third lines of each stanza. In stanza I! I ,  
I 
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"right" and "flight" draw lines 1 and 4 of the stanza tog ens of the parson and the monarch and exemplify the 
"fame" and "came" in lines 2 and 3. The pattern begins es 3 and 4 that fortune, not virtue, determines one's 
next stanza and continues through the rest of the poem. 
goldfinch the poet describes, the rhymes are difficult to 
eye. In this sense, the rhyme reflects the central theme 
difficulty of capturing in words a reality which, like the I-IER READING: ALLITERATION, 
ever shifting. 

Naturally, rhyme does not  have tc  be subtle to: enric 
vious rhyme scheme can communicate meaning by con ., * 3 

are not normally linked. Notice how Alexander Pope use G E R A R D  M A N L E Y  F i O r K I N S  

the foilowing excerpt from A n  Essay on Man: (1844-1889) 

Honour and shame from no condition rise; P ied  B e a u t y  
Act well your part, there all the honour lies. (1918). 
Fortune in men has some small diff'rence made, 
One flaunts in rags, one flutters in brocade; 
The cobbler aproned, and the parson gowned, 
The friar hooded, and .the monarch crowned. 
"What differ more (you cry) than crown and cowl?" 
I'll tell you, friend; a wise man and a fool. 

You'llfind, if once the monarch acts the monk, 
Or, cobbler-like, the parson will be drunk, 
Worth makes the man, and want of it, the fellow; 
T'he rest is all but leather or prunella.' 

Stuck o'er with titles and hung round with strings, 
That thou mayest be by kings, or whores of kings. 
Boast the pure blood of an illustrious race, 
In quiet flow from LucreceZ to Lucrece; 
But by your fathers' worth if yours you rate, 
Count me those only who were good and great. 

The lines of this poem are written in heroic couple 
S~he*e of aa, bb,. cc, dd, and so on. In heroic couplets, 
on the second line of each pair, usually on the last wor 
ing at the. end of the line, this word receives dou 
strengthened both because of its position in. the li 
rhymed with the last word of the couplet's first line. 
joins opposing ideas, thereby reinforcing a theme t 
passage: the contrast between the high and the low, 
immoral. For example, "gowned" and "crowned" in 

Heavy cloth the color of prunes. 
In Roman legend, she stabbed herself after being defiled by 



Presentation Rubric 

I I Evaluatina Student Presentations I I I 
I - Developed by Information Technology Evaluation Services, NC Department of Public Instruction ----- I 

Organization 

Student's graphics relate graphics that rarely support and reinforce screen text and 
text and presentation. to text and presentation, 

Subject 
Knowledge 

I . . . .  _ . . 4 " . . ' _ I ,. . . . .. . . . . . . . . . I . .  . . . . .  I .  . . , 

Audience cannot 
understand presentation 
because there is no 
sequence of information. 

Student does not have 
grasp of information; 
student cannot answer 
questions about subject. 

Audience has difficulty 
following presentation 
because student jumps 
around. 

Mechanics 

Student is uncomfortable 
with information and is able 
to answer only rudimentary 
questions. 

Istudent reads all Of 

Eye with no eye contact. 
I 

Student presents l~ tuden t  presents information 

Student's presentation 
has four or more spelling 
errors and/or grammatical 
errors. 

information in logical 
sequence which audience 
can follow. 

Student is at ease with 
expected answers to all 
questions, but fails to 
elaborate. 

Student occasionally uses 
eye contact, but still reads 
most of report. 

Student uses a clear voice 
and correct, precise 
pronunciation of terms so 
that all audience members 
can hear presentation. 

Total Points: I--- 

. _ -  - I .  - - . - -. . _ I 

in logical, interesting 
'sequence which audience 
can follow. 

Student demonstrates full 
knowledge (more than 
required) by answering all 
class questions with 
explanations and 
elaboration. 

Presentation has three 
misspellings and/or 
grammatical errors. 

Student mumbles, 
incorrectly pronounces 

Elocution terms, and speaks too 
quietly for students in the 
back of class to hear. 

Student maintains eye 
contact most of the time 
but frequently returns to 
notes. 

Student's voice is low. 
Student incorrectly ' 

pronounces terms. Audience 
members have difficulty audience members can 
hearing presentation. hear presentation. 

Presentation has no more 
than two misspellings 
and/or grammatical errors. 

7 7 - r  - 

Presentation has no 
misspellings or grammatical 
errors. 

Student maintains eye 
contact with audience, 
seldom returning tu-notes. I 

I 



Name: Date: 

Essay Rubric 
Directions: Your essay will be graded based on this rubric. Consequently, use this rubric as a guide when writing your 
essay and check it again before you submit your essay. 

- - 

'here i s  one clear, well- ( There i s  one clear, well- I There i s  one topic. / The topic and main 

I 

Details focused topic. Main 
ideas are clear but are 
not well supported by 
detailed information. 

1 
' 

Tra 4 

Main ideas are 
somewhat clear. 

I ideas are not clear. 

. >  

3 

I focused topic. Main 

2 

ideas are clear and 
are well supported by 
detailed and accurate 
information. 

inviting. states the main 
topic. 2nd provides 

the main topic. A 
conclusion is included. 

The introduction states 
the main topic and 
provides an overview 
of the paper. A 
conclusion i s  included. 

There i s  no clear 
introduction, structure. 
or conclusion. 

an overview of the 
paper. Information i s  
relevant and presented 
in a logical order. The 

The author's purpose 
of writing is  somewhat 
clear, and there i s  
evidence of attention 
to audience. The 
author's knowledge 
and/or experience with 
the topic is/are limited. 

The author's purpose 
of writing i s  very clear, 

The author's purpose 
of writing i s  somewhat 
clear, and there is  some 
evidence of attention 
to audience. The 
author's knowledge 
and/or experience with 
the topic Ware evident. 

writing i s  unclear. 
and there i s  strong 
evidence of attention 
to audience. The 

( author's extensive 
knowledge and/or 
experience with the 
topic is/are evident. 

Word Choice The author uses vivid 
words and phrases. The 
choice and placement 
of words seems 

The author uses vivid 
words and phrases. The 
choice and placement 
of words i s  inaccurate 

Sentence I All sentences are well I Most sentences are I Most sentences are well I Sentences sound 

accurate, natural, and 
not forced. 

Structure. 
bar, 

iics, & 

spelling 

The author uses words 
that communicate 
clearly, but the writing 
lacks variety. 

constructed and have 
varied structure and 
length. The author 
makes no errors in 
grammar. mechanics, 
and/or spelling. 

The writer uses a 
limited vocabulary. 
Jargon or cliches may 
be present and detract 

at times and/or seems 
overdone. 

well constructed and 
have varied structure 
and length. The author 
makes a few errors in 
grammar. mechanics. 
and/or spelling. but 

from the meaning. 

constructed. but they 
have a similar structure 
and/or length. The 
author makes several 
errors in grammar, 
mechanics, and/or 

awkward, are 
distractingly repetitive. 
or are difficult to 
understand. The author 

I makes numerous errors 
in grammar, mechanics. 

Cramm 
Mechar - ... 

1 I 
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,&<$%;h, 

I Reviewer's 

they do not interfere 
with understanding. 

spelling that interfere 
with understanding. 

and/or spelling 
that interfere with 
understanding. 



I Lesson Plan 

(SAP) 

Course : Poetry 1 Credit Hour : ? 

Study Program: English Code : ING 208 

Faculty : Arts and Languages 

Docent : Dr. Kumia Ningsih, M.A. 

: Delvi Wahyuni, S.S., M.A. 

Learning Outcomes 

Main Competence: 

Upon the completion of the course, students are expected to be able appreciate 
poetry, especially the ones written in English 

Supporting Competence: 

Students are able to analyze thoughts or ideas conveyed in poetry 

Soft skillsICharacter: Students are endowed with the ability to collaborate with 
others; express their opinion; show high commitment and passion in what they are 
doing; read between the lines and think critically. 

Topics: 

1. ACCORPING TO MY MOOD (Benjamin Zephaniah) 
2. Language Barrier (Valerie Bloom) 
3. Background, Casually (Nissim Ezekiel) 
4. Do Not Say (Mohamad Bin Haji Saleh) 
5. Sun-a-shine, Rain-a-fall (Valerie Bloom) 



Lesson Plan 

stage 

Introduction 

Presentation 

Students' activities 

Listen to the lecture 

Respond to the questions 

Students work in group to dig out 
possible ideas and thoughts 
conveyed in poems assigned to 
them. 

Lecturer's Activities 

1.  Explain the overview of lesson in 
meeting 14-16 

2. Explain the benefit students can 
gain from their ability to analyze 
ideas and thoughts conveyed in 
poetry 

3. Explain the competences they 
should achieve by the end of 
meeting 16 

1. Activate students' background 
knowledge on the nature of poetry 
and elements of poetry 

2. Remind them of active reading 
strategy in helping them to 
understand the poems and get to 
ideas and thoughts it might 
convey 

3. Lead a class discussion on the 
following poem: 

a. ACCORDING TO MY MOOD 
(Benjamin Zephaniah) 

b. Language Barrier (Valerie 
Bloom) 

c. Background, Casually (Nissim 

Assessment 

A 3-4 pages paper 
discussing ideas and 
thoughts conveyed in 
poems of their choice 

An anthology of several 
poems which bear 
similarities in ideas or 
thoughts 

Media 

Syllabus 

Photocopied texts 
which have been 
forwarded to them 
in advance. 



- 

Closing 

Ezekiel) 
d. Do Not Say (Moharnad Bin Haji 

Saleh) 
e. Sun-a-shine, Rain-a-fall (Valerie 

Bloom) 

4. Close the session. 

a. Ask students questions on 
topics which have been 
covered 

b. Respond to students' answer 

c. Assign them to be prepared 
for the anthology project 

Respond to the questions 

Assessment Rubric: 

1. Essay rubric adopted from http://www.readwritethink.or~files/resources/vrintoutsssay%2ORubric.pdf 

2. Poetry anthology rubric adopted from http://www.le~er.org/workshops/middlewriting/images/pdf/W3VJ-MAnthR_ub.pdf 

References: 

1 .  Philips, N (e.d.). 1996. The new oxford book of children's verse. Oxford University Press: Oxford 

2. Thieme, J (e.d.). 1996. The Arnold anthology O J ~ O S ~ - C O ~ O ~ ~ ~ ~  literattrres in english. Arnold: London. 

Appendices 

1. Photocopied material forwarded to students in advance 
Sap3poetry12012 
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Valerie Bloom '.q 

VALERIE BLOOM 

Sun a-shine an' rain a-fall, 
The Devil an' him wife cyan 'gree at all, 
The two o' &em want one fish-head, . 

The Devil call him wife bonehead, 
She hiss her teeth, call him cock-eye, 
Greedy, worthless an' workshy, 
While them busy callin' name, 
The puss walk in, sey is a shame 
To see a nice fish go to was'e, 
Lef with a big grin pon him face. 

.:.I 

BENJAMIN ZEPHANIAH 
. .I 
..'? ,.. :'i 
.: 2 

1958- 
. .. .;;I 

ACCORDING TO M Y ' M O O D  ij 
7. 

@ I h a . v e F  licence, i WriTe thE way i waNt. .$ 
4 

i uh+ my full sf OPS where i like... 1 

4 MY CAPITAL ReteRs go where i IiKE, 1 

i order from D 3 Y  PeN, i verse the way i like - 1 
Acording to My W ' o d .  
i HAve poet ic  Iicexlce, . i 

9 
i put my commers where 1 like,,((()). 1 
(((my brackets mz write(( .;I 

1% 
I REPEAT WHen i likE. 
i can't go I'OIlg. 
i look and i.c. I ;! 
It's rite. 
i1 REPEAT WHen i likE. i have 
@?& licence! 3 don't question me??? 6 

I 



I 550 Valerie Bloom Language uarrrer * 331 
I j. I 
I;:, 
;I!$ I 

when me and she eye Den like sey Jat ney quiteenuff, 1 qcM - 
I 

I il '1;: mek four 
Fe l iWe foreign Hugh, 04 l u t h  

the  world was neither I Him hear de nedda bwoy halls out. 
I1 I 

I5 more or less 'A come mi come fe come wait fe p h ' .  /I!! I C * * l  ., 
y I; but  a moment of righeess I 
11 j 25 . An dat is nat all dat  puzzle him, 
!I!, I 

._ i:: w e  tongue locked w h y  wi run wi words togedda? 
( 1 , .  I 

in a syntax of yes ;: For when im expec' fe hear 'the other', 1 
1 1  him hear dis one word, 'todda'. 
Ii § Language usage Eennett, Reid, Sparrow, Brathwaite (3), Bloom, Breeze; I 

TransC: Johnson, D'Ap.iar j j j .  Instead o' wi sey 'all of you' I 
.!I I 
CL.- 

30 Wi ongle sey unoo, 
Him can dis remember sey 

%W 3 VALERIE BLOOM (1 956- ) 
I 

, ,  .v. .  , .;.. *:;I-: 

, ,  .. . . : . :  ;,.# ..-- ! 
De wud fe 'screech owl' is 'patoo'. 

ra-LC 
I 

.:j.2$ T::<',f:, .:..; .",::: I 
. . .. 

. . , . :  AS fe some expression him hear. 
Language 1 Barrier , ... - ,?,.:. . lrn wouldn badda try meck dem out, I 1 35 Like fboonoonoono~,' 'chamba-chamba,' 

Jamaica language sweet yuh know bwoy, 
I 

An 'kibba up yuh mout'. 
An yuh know mi nebba notice i', I 
Till tarra day one foreign hien' I 

1;. Him can hardly see de connection, 
Come spen some time wid mi. I 

11;. . . : .)'.. . Between 'only' an 'denge?', 
; ,:, b I 

ji . . .  ' . 
5 An den im call mi attention to 

. ti;::. . . .(.. ,h1 im woulda like fe meet de s m a d d ~  
. .  ..,,., It . , . . ,  . 

Some tings im sey soun' queer, . , . 
li Like de way wi always sey 'koo yah' . .  . . ,  . /j . .. .:< 

~ 

. 

. 
' 

, 

11 

,, :>, - I f:.: 40 w h o  invent de wud 'preckey'. 
. .\:: . 
- I  . ,:.y.. 
:. . < '.: 
3 ;. 

Mi advise im no fe fret imself, 
When we really mean 'look here'. :,.:!~ +:. : .: ', :. 

, ,  . "-: 

For de Spaniards do ,it tc1, 

... .I.;. {;. 
;:*. .! :.;. 

Fo: when dem mean fe sey 'jackass', 
Den  annodda ting whey puzzle im, 11 l,ll , .:;:;. 

: 
; .{. .:: , .:' Dem always sey 'burro'. 

10 IS how wi lub 'repeat' wise'f . 1 1 "  . -, ., 
I!..> For de ongle time im repeat a wud . .?. .. . . .  ii;: . * . ~  

!!;!, .,, . IS when smaddy half deaf. ,..., 
.j,. I!;! . ,  ," . r'. 
!'. 

, . ::.. 
,i//;. -7 
rI  Todda day im a walk, outa road ::,:; 
I1 i I I. An when im a pass one gate, ! '  

.. :,::; 
. # , I ,  15 Im see one bwoy a 'one winda, 1:: ..-- . 

Ar. one nodda one outside a wait. 
f': . . 

5 .. . 

Im sey dem did look kine o' nice ?' 
Soh im ben a go sey howdy, :\a 

{ ': . 
. . 

1; But im tap shart when de h s '  bwoy sey .. 

i 
20 'A ready yuh ready aready?' .: 

. . .  I:, ... . 

i:, . . 
.: 12 snuddy: somebody. [) - _  . 
2 

. . 
: 
, 

, 

. 

i.' 

dj: , ,  
;, * .+'. 4 5  De French, Italian, Greek an Dutch, 
, . -  

. .  :i... Dem all guilty o' de crime 
s:.;. None a dem no chat irn language, 
$.,. 

. 1v.i Soh Hugh betta lam fe mime. 
.,.. ::.:,. 

. .:. .: 
:i 

But sayin' dis an dat yuh h o w ,  , 
I.'< - .  
F . :.:,. So some 0' wi cyan &en undastan one anodda, 

>:>; I!;, Eben doah wi all iib yah 

. An chat de same patois. 
- .  

"' 

. A  .j',<. :, . For from las' week mi a puzzle out; 
. ..I L 
2.; : 

Whey Joey coulda mean, 
I , . ~  

35 boonoonoonor: term of rndcrrmmr: prtcv. 35 ~turnbrchambr:.&~ud: tamed. . I  1, .  beautiful; also plcurnt; -.ice. 40 -* foolish or-dulou clown; 
I .:, , adjccdvdly. ' .. . . . 

36 kibb: cover. 
P 

. .,! 

. ;f i 51 lib ph: live here . , : .  
.: :At:. ! :ii 1 ; J I 
2.k I 



5s When im teck im facey self soh ax 
Ef any o' im undapants clean. 

5 Language usage Bennett, Reid, Sparrow, Brathwaite (3), Bloom, Agard, 
Breeze; NZSP: Tuwhare; SEA: Mohamad Bin Haji Salleh; TransC: D'Aguiar 

GRACE NICHOLS (1 950- ) 

1 I One Continent/rSo h o t h e r  !I I 

I 

Child of the middle passage womb 
push 
daughter of a vengeful C~ 
she came 

i, 5 into the new world 
birth aching her pain 
from one continent/to another 

I moaning I 

1 I 

her belly cry sounding the wind 3 I 
I 

l o  and after fifty years 
she hasn't forgotten 
hasn't forgotten 
how she had lain there 
in her own blood 

1 5  lain there in her own shit 

bleeding memories in the darknezs H I 
I 

how <he stumbled onto the shore 
how the metals dragged her down 
how she thirsted . . . . . 

20 But being born a woman 
she moved again 
knew i t  was the Black Beginning 
though everything said it was 
the end 

55 fscey: impudent. cheky.  
I middle pasvge womb: Atlantic dsve ship , 3  Chi: personal gcd. . . 



708 Nissim Ezekiel 

NlSSlM EZEKIEL (1 924- ) 

-1 : Background, Casually 

I 
A poet-rascal-down was born, 
The frightened child who would not eat 
O r  sleep, a boy of meagre bone. 
He  never learnt to fly a kite, 

s His borrowed top refused to spin. 

I went to Roman Catholic school, 
A mugging Jew among .the wolves. 
They told me I had killed the Christ, 

i 
That year I won the scripture prize. 

10 A Muslim sportsman boxed my ears. 

I grew in terror of the strong 
But undernourished Hindu lads, 
Their prepositions always wrong, 
Repelled me by passiviry. 

1s One noisy day I used a knife. 

A t  home on Friday nights the prayers 
Were said. My morals. had declined. 
I heard of Yoga and of Zen. 
Could I, perhaps, be rabbi-saint? 

20 The more I searched, the less I found. 

Twenty-two: time to go' abroad. 
First, the decision, then a friecd 
To pay the fare. Fhilosophy, 
Poveny and Poetry, .three 

25 Companions shared my o-,:A. ,,. . ~ i ; in .  

I1 
The London seasons passed me by. 
I lay in bed two years alone. 
And then a Woman came to tell 
My willing ears I was the Son 

30 Of Man. I knew that I had failed. 

-j : Background, Casually 709 

In everything, a bitter thought. . 

. So, in an English cargo-ship 
Taking French guns and mortar shells 
To Indo-China, scrubbed the decks. 

35 And learned to laugh again a t  home. 

How to feel it  home, was the point. 
Some reading had been done; but what 
Had I observed, except my own 
Exasperation? All Hindus are 

40 Like that, my father used to say, 

When someone talked too loudly, or 
Knocked at&e door like the Devil. 
They hawked and spat. They sprawled around. 
I prepared forthe worst. Mamed, 

45 Ch~nged jobs, and saw myself a fool. 

The song of my experience sung, 
I knew that all was yet to sing. 
My ancestors, among the castes, 
Were aliens cwhing seed for bread 

so (The hooded bullock made his rounds). 

m 
One ambng them fought and taught, 
A Major bearing British arms. 
He told my father sad stories , 

Of the Boer War. I dreamed that 
5s Fierce men had bound.my feet and hands. 

The later dreams were all of words. 
I did not know that words bemay 
But jet the poems ctjn~c, a-r'. 'or- 
That grip on things the worldly prize. 

60 I would not suffer that again. 

I look about me now, and try 
To formulate a plainer view: 

... 

49 d i n g  d: k c  Israel rndirion hu i t  that thdr a n c a t o n  rook to oil pressing scon a h  urid in lndir 
Hmcc SLn- 4. S.mrd.)r oil-p- Lc. &or who did nor work on S . 4 . p  [author's n o t e ]  



The wise survive and serve - to play 
The fool, to  cash in on 

6s The inner and the outer storms. 

The Indian landscape sears my eyes. 
1 have become a part of it 
To be observed by foreigners. 
They say that I am singular, 

70 Their leners overstate the case. 

I have made my commitments now. 
This is one: to stay where I am, 
As others choose to give themselves 
In some remote and backward place. 

75 My backward place is where I am. 

3 &verse cultural inheritances/borMine pragon*s Aus: Malouf; Carib: 
Walcott (2); SEA: Somtow 

4'2: The Patriot 
w 

I am standing for peace and non-violence. *. 
Why world is fighting fighting, I -  

Why all people of world : 
Are not following Mahatma Gandhi 

' 
s 1 am s k p l y  no t  understanding.--. 

'-Ancient Indian Wisdom is 100% correct. 
I should say even 200% correct. 
But Modern generation,is neglecting k 
Too much going for fashion and foreign thingL 

14 Other day I'm reading in newspaper 
( ~ v e f i - d a ~  I'm reading Times of India 
To improve my English Language) 
How one goonda fellow 
Throw stone at Indirabehn. 

IS Must be student unrest fellow, I am thinking. 
Friends, Romans, Coun-en, I am saying 

(to myself) 
Lend me the ears. 
Everything is coming - 
Regeneration, Remuneration, Contraception. 

20 Be patiently, brothers and sisters. 

;;;i?i 
!:3 

13 goond.: myc. 14 lndiibchn: Indin Csndhi, l i v n l l y  'Sister Indin'. .. . 



1;. 614 Wong Phui Nam Do Not Say - 515 

WONG PHUl NAM (1 935- ) 

Prospect in Spring 
At  the death of great houses 
the  waste of cities 
the land returns to desolation 
of its riven and its hills: 

5 the high walls under a mild sun 
lie fissured 

opened in great wounds 
to the ravening tide of spring. 

These flowers that well up from the ground 
10 are t ean  I will wekp 

against adversity. 
L I think of you my children. My fear 

darkens around this chirruping 
of sparrows 

IS fighting beneath the walls. 
. The skies these nights are louring red 

with beacon fires 
built for the invasion. 

I would there were news from home. 
20 Daily the comb slips more easily through my hair. 

Of little use my  passions held 
this hair-pin in my fingers 
which will not  catch then falls 
from the hair against the palm. 

g Politicr and private lives Ee Tiang Hong (2), Thumboo, Jeyaremam; SA: 11 
I 

11 Hosain, Sahgal, Arasanayagam, Selvadurai; Elegy for older ways Ee Tiang 
.I! Hang (11 -- 

I 
I 

I 

I MOHAMAD BIN HAJI SALLEH (1 942- ) 

Do Not Say 
do not say my  people are lazy 
because you d o  not know. 
you are only a critic, an onlooker. 

\ 
you cannot know or judge, 

i 
1 s passing the  kampong in your car, 

staring a t  economic data. 

'i: 5 Lrnpong: Malay village. 

?I 
1 .  

do not think my people are wea!: 
because they are gentle, 
because they do not 5uild skyscrapers. 

l o  have you ever worked in a ladang, 
or danced the ronggeng? 
can you sing the dondang sayang? 
do not think that we have only music 
because we love life. 

15 do not write that we have no literature, iulrurc. 
lxve you ever listened to the sajak or pantun 
stayed a night at the bangsawan? 
Rave you ~ e a d  the epic shairs 
or the theological theses? 

20 how many times have you wondered about history in 
the blade 

and ancestry in the handle of the kens, 
or felt the pattern of the songket? 
have you lived in a kampong? 

do not condemn us as poor 
rs  because y e  have very few banks. 

see, here the richness of our people, 
the brimful hearts that do not 'grab or grapple. 
we collect humanity from sun and rain and man, 
transcending the business and the money. 

30 do not tell us how to !ive 
or organise such nice associations and bodies. 
our society was an entity 
before the advent of political philosophy. 

do not say - 
3s because you do not kno3.v. 

5 Language usage Carib: Brathwaite (3), Bloom; NZSP: Tuwhare 

10 Idang: clearins for non-irrigated farming. 11 ronggng: dance for couplcr, somctimcr aiccmpc 
12 JonJan~  +PyanK: a type of mcnadc in which nied by song  
both rncrnbm of a couple sing v r m  alrernacely. 16 ujsk f o m  of  .moderr. i h l r y  v m  
17 hnpwan:  Malay o p .  18 shin:  liccn;y firm in w!iich the Implgc . ic  
21 kds: mditiona! !-4alay daggn. rhyrhniic 
22 wngkzc hand-wvvcn cloth, shot with gold or 
silver thread. 



44 Chapter 2 . Listcllirlg to a Voicl: W'riting Effectively 

TWIITING ASSIGNMENT ON TONE 
Choose  a poem from this chapter ,  a n d  analyze its speaker's at t i tude coward t h e  
poem's m a i n  subject. Examine t h e  author's choice of specific words a n d  images tb  

1 

crea te  t h e  particular tone  used to convey t h e  speaker's attitudes. (Possible subjects 1 

include Wilfred Owen's at t i tude toward war in  "Dulce e t  Decorum Est," t h e  tone  a n d  i 

imagery of W e l d o n  Kees's "For My Daughter," T e d  Hughes's view of t h e  workings of I: 
I! 

nature  i n  "Hawk Roosting," a n d  A n n e  Bradstreet's attitude toward h e r  o w n  poetry i n  . !i a 
"The  A u t h o r  t o  H e r  Book.") 

H e r e  is a n  example of a n  essay writ ten for this  assignment by Kim Larsen, a stu- 1 

d e n t  of Karen  Locke's a t  Lane  Communi ty  College i n  Eugene, Oregon.  C 1 
t 

SAMPLE STUDENT PAPER 

Larsen 1 

Kim Larsen 

Professor Locke ' I 

English 110 

21 November 2009 

Word Choice, Tone, and Point of View in Koethke's 

"My Papa's Waltz" 

Some readers may find Theodore Roethke's "My Papa's Waltz" a 

reminiscence of a happy childhood scene. I believe, hoviever, that the poem 

depicts a more painful and complicated series of emotions. By examining the 

choice of words that Roethke usesto convey the tone of his scene, I will 

demonstrate that beneath the seemingly comic situation of the poem is a darker 

sto~y. The true point of view of "My Papa's Waltz" is that of a resentful adult 

reliving his fear of a domineering parent. 

The first clue that the dance may not have been a mutually enjoyable 

experience is in the title itself. The author did not title the poem "Odr Waltz" or 

"Waltzing with My Papa," either of which wculd set an initial tune for readers 

to expect a shared, loving sentiment. I t  does not even have a neutral title, such 

as "The Waltz." The title specifically implies that the waltz was exclusively the 

father's. Since a waltz normally involves two people, it can be reasoned that the 

father dances his waltz without regard for his young partner. 

Larsen 2 

Examining each stanza of the-poem offers numerous examples where the 

choice of words sust'ins the tone implied in the title. The first line, "The 

whiskey on your breath," conjures up an olfactory image that most would find 

unp!easant. The small boy finds i t  so overpowering he is made "dizzy." This 

ztanza contains the only simile in the pben~, , ,~ hung on like death" (3, which 

creates a ghastly and stark visual image. There are many choices of similes to 

portray hanging on: a vine, an infartt, an animal cub, all of which would have 

illustrated a lighthearted romp. The choice of "death" was purposefully used to 

convey an intended image. The-first stanza enes 5y stating the "waltzing was 

not easy." Tne deiinitions of easy;as found in Merriam-Webster's Collegiate 

Dictionary, include "free from pain, annoyance or anxiety," and "not difficult to 

endure or undergo" ("Easyw). 0b;ously the speaker did not find those qualities 

in the waltz. 

Further evidence of this harsh and oppressive scene is brought to mind 

by reckless disregard fo; "the pans / Slid from the kitchen shelf" (5-6), whicl~ 

the reader can zlmost hear crashing on the floor in.loud cacophony, and the 

"mother's countenance," which ~[clould not unfrown itself" (7, 8). If this were 

only a silly, playful romp between father and son, even a stern, fastidior~s 

mother might be expected to at  least make an unsuccessful attempt to suppress 

a grin. Instead, the reader gets a visual image of a silent, unhappy woman, 

afraid, probably because of past experience, to interfeie in the domestic 

destruction around her. Once more, this detail suggests a domineering father 

who controls the family. 

The third itanza relates the fathefs "battered" hand holding the boy's 

wrist. The tactile image of holding a wrist suggests dragging or forcing an 

unwilling person, not holding hands as would be expected with. a mutual dance 

partner. Further.disregard for the son's feelings is displayed by the lines "At 

every step you missed / My right ear scraped a buckle" (11-12). In each missed 

step, probably due to his drunkenness, the father causes the Boy physical pain. 

The tone c;,.tinues in the final stanza as the speaker recalls "You beat 

time on my head. / With a pa!m caked hard by dirt" (13-14). The visual and 

tactile image of a.dirt-hardened hand beating on a child's head as if i t  were a 

drum is distinctly unpleasant. The last lines, "Then waltzed me off to bed / 
Still clinging to your shirt"'(15-16). are the most ambiguous in the poem. It 

can be reasoned, as X. J. Kennedy and Dana Gioia do, that the lines suggest 

Topic scnlencc 
on und riioice 

Pora~aph 
focuses on word 
choice in scmnd I 
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Larsen 4 

Larsen 3 
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Quomrionfrom 
5e& SOUTCL 

"the boy is still clinging to his father with persistent if also complicated love" 

(20). On the other hand, if one notices the earlier dark images, the 

conclusion could describe a boy clinging out of fear, the physical fear of being 

dropped by one who is drunk and the emotional fear of not being loved and 

nurtured as a child needs to be by his father. 

Tranirid 1 Qt can also be argueQthat the poem's rollicking rhythm contributes to  
phrase a sense of fun, and in  truth, the poem can be read in that fashion. On the  

other hand, it can be read in such a way as to de-emphasize the rhythm, as' 

the author himself does in his recording of "My . . . P?p+,Waltz' . . . . (~oe thke ,  

Topicsentmuon 
ironic efftn of 
Wlel 

Reads).  The joyful, rol!ickiiig rhythm can be seen as ironic. By reminding 

readers of a waltzing tempo, i t  is highlighting the discrepancy between 

what a waltz should be and t he  bleak, frightening picture painted in the 

words. 

Conclusion 
I 

Rurnmmr of 
dusk, synrhcsiring 
oll&char&m 
sd nid in 

While "My Papa's Waltz" can be read as a roughhouse comedy, by , . 
examining Roethke's title and choice ofwords closely to interpret the 

meaning of their images and sounds, i t  is also plausible to hear an entirely 

different tone. I believe "My Papa's Waltz" employs the voice of dn embittered 
-body. adult remembering a harsh scene in which both he and his mother were 

powerless in the presence of a drunk and domineering father. 

I 



I Name: Date: 

Essay Rubric 
- Directions: Your essay will be graded based on this rubric. Consequently, use this rubric as a ~u ide  when writing your 

I essay and check it again before you submit your essay. 

Tra 

Focus L - . - . a  

Cramn 
Mecha 

zation 

I fe, 
nar. 

nics, & 

Copyr igh t  2009 IRA/NCTB. All rights reserved. 

.-, ",... .. 
a=;:,- Km 

veralls 

Organi 

Voice 

word cnolce 

Sentence 
Structu 

Spell~ng 

Reviev 

Commenrs 

. - . -v< '7. 4 , 

1 

The topic and main 
ideas are not clear. 

There i s  no clear 
introduction. structure. 
or conclusion. 

The author's purpose of 
writing i s  unclear. 

The writer uses a 
limited vocabulary. 
Jargon or cliches may 
be present and detract 
from the meaning. 

Sentences sound 
awkward. are 
distractingly repetitive, 
or are difficult to 
understand. The author 
makes numerous errors 
in grammar. mechanics. 
and/or spelling 
that interfere with 
understanding. 

X 

4 

There is one clear. well- 
focused topic. Main 
ideas are clear and 
are well supported by 
detailed and accurate 
information. 

The introduction i s  
inviting, states the main 
topic, and provides 
an overview of the 
paper. Information i s  
relevant and presented 
in a logical order. The 
conclusion i s  strong. 

The author's purpose 
of writing i s  very clear. 
and there i s  strong 
evidence of attention 
to audience. The 
author's extensive 
knowledge and/or 
experience with the 
topic idare evident. 

The author uses vivid 
words and phrases. The 
choice and placement 
of words seems 
accurate. natural. and 
not forced. 

All sentences are well 
 construct^.; and have 
varied str~~ture and 
length. The author 
makes no errors in 
grammar, mechanics, 
and/or spelling. 

' ' ,l,' 

3 

There i s  one clear, well- 
focused topic. Main 
ideas are clear but are 
not well supported by 
detailed information. 

The introduction states 
the main topic and 
provides an overview 
of the paper. A 
conclusion i s  included. 

The author's purpose 
of writing i s  somewhat 
clear. and there i s  some 
evidence of attention 
to audience. The 
author's knowledge 
and/or experience with 
the topic Ware evident. 

The author uses vivid 
words and phrases. The 
choice and placement 
of words i s  inaccurate 
at times and/or seems 
overdone. 

Most sentences are 
well constructed and 
have varied structure 
and length. The author 
makes a few errors in 
grammar. mechanics, 
and/or spelling. but 
they do not interfere 
with understanding. 
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There is one topic. 
Main ideas are 
somewhat clear. 

The introduction states 
the main topic. A 
conclusion i s  included. 

The author's purpose 
of writing i s  somewhat 
clear, and there i s  
evidence of attention 
to audience. The 
author's knowledge 
and/or experience with 
the topic islare limited. 

The author uses words 
that communicate 
clearly. but the writing 
lacks variety. 

Most sentences are well 
constructed, but they 
have a similar structure 
and/or length. The 
author makes several 
errors in grammar. 
mechanics. and/or 
spelling that interfere 
with understanding. 



! Poetry Anthology Rubric 

Name Date 

item Points 

I. Poems you've written 
Your name, date 
Ten or more 

II. Poems you've collected 
Author, response to each 
Forty or more 

Ill. Organization 
Title page 
Table of contents/sections 

IV. Reflections on poetry 

V. Artistic effectstneatness 

Workshop 3, Johnson 

Total points 

Reviewed by 

Write in the Middle 
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