CHAPTER

The Speaking Tone of Voice

Everything is as good as it is dramatic [A poem is] heard as sung or
spoken by a person in a scenc—in character. in a setting. By whom,
where and when is the question. By the dreamer of a better world out
in 2 storm in Autumn: by a lover under a window at night.

—Robert Frost, Preface, A Way Out

If we fall into the habit of saying, “Julia Ward Howe says that her ‘eyes have seen
the glory of the coming of the Lord.” or “Robert Frost says that he thinks he
knows ‘Whose woods these are,;” we neglect the important truth in Frost's com-
ment about poetry as drama: A poem is written by an author (Howe, Frost), but it
is spoken by an invented speaker. The author counterfeits the speech of a person
in a particular situation.

The anonymous author of “Western Wind~ (page 571). for instance, invents
the speech of an unhappy lover who longs for the spring ( Westron wind, when
will thou blow?"); Julia Ward Howe invents the speech of someone who has secn
God working in this worid; Robert Frost, in “Stopping by Woods on a Saowy
Evening” (page 755). invents a speaker who. sitting in a horse-drawn sleigh,
watches the woods fill up with snow

The speaker’s voice often has the ring of the author’s own voice—certainly
Robert Frost did a great deal to cultivate the idea that he was a farmer-poet—but
even when the resemblance seems close, we should recall that in the poem we
get a particular speaker in a particular situation. That is, we get, for instance, not
the whole of Frost (the father, the competitive poet, the public lecturer, and so
on). but only a man in a horse-drawn sleigh watching the woods fill up with
snow. It is customary, then, in writing about the voice one hears in a poem, to
write not about the author but about the speaker, or voice, or mask, or
persona (Latin for “mask”) that speaks the poem.

In reading a poem. the first'and most important question to ask yourself is
this: Who is speaking? If an audience and a setting are suggested, keep them in
mind, too. Consider, for example, the following poem.

. _7 pL P T
EMILY DICKINSON
Emily Dickinson (1830-1886) was born into a proper New England family in
Amberst. Massachusetts. Becatuse she never married, and because in ber last
twenty years she may never have left her house, she has sometimes been
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pitied. Bul as the
life'is misdivected. Her life e
continent.” Her brother was
thing of the
painfully hollow. It was 10

Emily Dickinson 503
Miss Dickinson’s ‘starved

critic Allen-Tate said, “All pity for !
epest ever lived on this

is one of the richest and de
probably Fight in saying th
, yest of the world. “she could not resist the feeling thal it was
her so thin and unsatisfying fn the face of the Greal
complete biographical account, and for a selec-

tters, see Chapter 27

at. having seen sonie-

Realities of Life” For a more
tion of Dickinson’s poeins and le
I’m Nobody! Who are you? (1861%]

I'm Nobody! Who are you?

Are \'nuANobody'-—too?

Then there's a pair of us!

pon't tell! they'd banish us—you know! i
How dreary—to be—> ymebody!

How publ.ic-—likc a Frog—

To tell your name—the livelong junc—

To an admiring Bog! 8
«1'm Nobody! Who ar¢ you?"
test each of our assertions
e that of a child play-
1s 4 fellow

r of person we hear in
(Read it aloud, 10 se€ if vou agree. In fact, you should

by reading the poem aloud.) The voice 0 line 1 is rather lik
ing a game with a friend. In lines 2 and 3 the speaker S€e€s the reader
spirit. ("Arc )'nu-,\'n'hud_\‘—tn 0?7 ang join her (“Then
there's a pair of us!™) in forming a sort of conspiracy of silence against outsiders
“Don't telll”). 1In “they'd banish us’ Bowever, we hear a word that a child would
pot be likely to usc and we probably feel that the speaker is a shy but (with the
right companion) playful adult, who here is speaking to 40 intimate friend. And
since we hear this voice—we are reading the poem—we are ot we become the
friend. Because ‘hanish™ is a word that brings to mind images of a king's court,
the speaker almost comically inflates and thereby makes fun of the “they” who

are opposed to"us.

In the second stanzi, or We might bette
speaker puts aside the childlike manner.
s of the second stanza, We hear a sophisticated voice, on
1 voice with perhaps more than a touch of condescension.

But since by now we are paired W ith the speaker in a ¢ onspiracy against out-
e contrast that the speaker makes between the Nobodies and
hese Somebodies, these people who would imperi-
he Somebodies like?

Let's consider the sor

| invites the reader to

¢ say in the space berween the two
In “How dreary, the first

stanzas, the
« might even say a

word
world-weary voice, or

siders, we enjoy th

the Somebodies wWho are t

ously “banish” the speaker and the friend? What arc¢ t
How dreary—1to be—Somebody!

110w public—like 2 Frog—

To tell vour name—the livelong June—

To an admiring Bog!

amusingly explain to the

ebody is public (it pro-
" the Somebody-

4st two things: They
ader) in what way 4 Som
| day).They also indicate the absurdity of
admiring Bog™). BY the end of the poem
4 Nobody (like Dickinson’s
aking {rog).

The last two lincs do at le
speaker's new friend (the re
claims its prescnce al
avior (the audience 18 7an
jat it is better 10 be
ebody (& joudmouth, like a €ro

Frog's beh
we are quite convinced tl

specaker, and rhe reader?) than a Som
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Often we tend 1o think of reading as comething we do in private, and silently.
But it is important to remember that writers, especially P \ets. care greatly about
how their words sound. POELS pay atention not only to how the poem is
arranged on the p:ngc——thu Jength of the lines. for example—but 150 1o how the
poem sounds when actually read aloud, or, at least, when heard within the
reader’s mind

One of the pleasures of reading literature. in fact, is the pleasure of listening
to the sound of a voice, with its special rhythms, tones. accents, and emphases.
Getting to know @ poem, and becoming engaged by 4 poet’s style.is very much a
matter of getung 1O Kknow @ vOice, acquiring 4 feeling for its familiar intonations,
yet also being surprised, puzzled, even startled by it on occasion

If you have done a little acting, you know from this experience how crucial
it is to discover the way a characters lines in a play should sound. Directors and
actors spend @ great deal of nme reading the lines. trying them in a variety of
ways 1o catch their truest pace and verbal shape. And so do poets. We aren’'t mak-
ing this up; in a letrer, Robert Frost talks about “the sound of sense, a sort of ab-
straction in which an emotion of attitnde comes through, cven if the words ar¢
not clearly heard. He writes

The best place 0 261 the abstract sound of sensc is from voices behind
a door that cuts off the words. AsK yourseii how these sentences would
sound without the words in which they are embodied:

You mean to tell me you can't read?
[ said no such thing

well read then

You're not my reacher.

1n another letter, continuing the discussion of the topic. after giving somc addi-
tional examples (for instance, “Unless I'm greatly mistaken,” “NO fool like an old
fool™), Frost says,“It is SO and not otherwise that we get the variety that makes it
fun o write and read. The ear does it. The ear is the only true writer and the only
wue reader.” (For a group of poems by Frost, se¢ Chapter 27.)

In reading, then, your goal is L0 achieve a deeper sense of character—what
this voice sounds like, what kind of person speaks like this. Read aloud: imagine
how the writer might have meant his Of Ler words 1O sound; read aloud again;
and listen carefully all the while to the echocs and resonances of the words.

Consider the dramatic situation and the voice in each of the following
poems.

GWENDOLYN BROOKS

Guwendolyn Brooks (1917-2000) was porn in Topeka, Kansas, but was raised
on Chicago’s South Side, where she spent Most of ber life. In 1950, when sbe
won the Pulitzer prize for Poetiy. she became the first African American
writer to win ¢ Pulitzer Prize. .

We Real Cool o0
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Gwendolyn Brooks
We real cool. We
Left school. We .

Lurk late. We
Strike straight. We

5

Sing sin. We
I'hin gin.We

Jazz June. We
Die soon.
YOUR TURN

1. Exactly why do you identify the speaker as you do?
9. The stanzas could have been written thus:

We real cool

We left s¢ hool.

We lurk late.

We strike straight.

«« wrote them, or arranged the

And so forth. Why do you think Broo
waords, the way she did?

Here is another poem by the same poet, speaking in a different voice

The Mother (1945]

Abortions will not let you forget

You remember the children you got that you did not get,
The damp small pulps with a littie or with no hair,

The singers and workers that never handled the air

You will never neglect or beat

[hem., or silence or buy with a sweet.

You will never wind up the sucking-thumb

Or scuttle off ghosts that come.

You will never leave them, controlling your luscious sigh,
Return for a snack of them, with gobbling mother-cye.

I have heard in the voices of the wind the voices of my
dim killed children.

[ have contracted. 1 have eased

My dim dears at the breasts they could never suck.

[ have said, Sweets, if I sinned, if T scized

Your luck

And vour lives from your unfinished reach,

If I stole your births and your names.

Your straight baby tears and your games,

Your stilted or lovely loves, your tumults, your MArriages,
aches, and your deaths,

If T poisoned the beginnings of vour breaths,

Believe that even in my deliberateness | was not deliberate.
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Though why should [ whine,
Whine that the crime was other than mine?—
Since anyhow you are dead.

Or rather, or instead, 25
YOou wefe never mada.

But that too, I am afraid,

Is faulty: oh. what shall [ say, how is the truth to be said?

You were born, you had body, vou died.

It is just that you never giggled or planned or cried 30

Believe me, I loved you all.
Believe me, I knew you. though faintly, and I loved, I loved you
All

YOUR TURN

1. Who is being addressed!

The first ten lines sound like a chant. What gives them that quality?

What makes them nonetheless serious? 7

3. In lines 20-23 the mother attempts to deny the “crime” but cannot.
What is her reasoning here?

. Do you find the last lines convincing? Explain.

. The poem was first published in 1945. Do you think that the abundant
debate about abortion in recent years has somehow made the poem
seem dated, or more timely than ever? Explain.

o=

LINDA PASTAN

For a biographbical note, see page 589.

Marks [1978]

My husband gives me an A
for last night’s supper,
an incomplete for my ironing,

a B plus in bed.

My son says | am average
an average mother, but if
I put my mind to it

1 could improve.

2

My daughter believes

in Pass/Fail and tells me 10
I pass. Wait 'til they learn

I'm dropping out

YOUR TURN

1. In addition to the A and B that are mentioned, where eise in ithe poem
does Pastan use the language of the world of the school? The speaker of
the poem receives grades, but does she also give a grade, or imply one?

2. What would be gained or lost if Pastan’s first sentence came last?
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Stevie Smith 597

The Reader as the Speaker

We have been arguing that the speaker of the poem usually is not the author but
a dramatized form of the author, and that we overhear this speaker in some situa-
tion. But with poems of the sort that we have been looking at, we can also say
that the reader is the speaker. That is, as we read the poem, at least o some de-
gree we utter the thoughts, and we experience the sensations or emotions that
the writer sets forth. Probably this is what 'Robert Frost was getting at, in a re-
mark we quoted in Chapter 2, when he said that a poem “is the act of having an
idea and how it feels to have an idea” Thus, when we read “Stopping by Woods
on a Snowy Evening” (page 755). we are acting. we are having the ideas pre-
sented in the poem.

Similarly, when we read Emily Dickinson's “I'm Nobody! Who are you?”
(page 593) we set forth feelings about what it is to be Nobody in a world where
others are Somebody (and Dickinson has also helped us to say that the Some-
body is a noisy frog); with Gwendolyn Brooks (page 594) we hear or overhear
thoughts and feelings that perhaps strike us as more relevant and more profound
and more moving than most of what we hear on television or read in the news-
papers about urban violence.

In the following poem vou will hear at least three voices—the voice of the
person who begins the poem by telling us about a dead man (*Nobody heard
him, the dead man™), the voice of the dead man (*I was much further out than
you thought / And not waving but drowning”), and the collective voice of the
dead man’'s friends (“Poor chap, he always loved larking™. But see if you don't
find that all of the voices together say things that you have said (or almost said)

STEVIE SMITH

Stevie Smith (1902-1971), christened Florence Margaret Smith, was born in
England, in Hull. In addition to writing poems, (see ber Collected Poems, 1983)
she wrote stories, essays, and three novels. She is the subject of Stevie (1978), a
[ilm in which the acclaimed English actress Glenda Jackson plays Sniith.

Not Waving but Drowning [1957]

Nobody heard him. the dead man,

But still he lay moaning.

1 was much further out than you thought

And not waving but drowning i

Poor chap, he always loved larking

And now he’s dead

It must have been too cold for him his heart gave way,

They said. 8
Oh, no no no, it was too cold alw ays

(still the dead one lay moaning)

I was much too far out all my life

And not waving but drowning
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YOUR TURN

= 1. Identify the speaker of each line.
3 2. What sort of man did the friends of the dead man think he was? What
= type of man do you think he was?
3. The first line, “Nobody heard him, the dead man,” is literally true.
Dead men do not speak. In what other ways is it true?

WISLAWA SZYMBORSKA

Born in 1923, Wislawa Szymborska (bronounced "Vislawa Zimborska”), a na-
tive of Poland, is a renowned poel, essavist and translater. In 1996 she re-
ceived the Nobel Prize for ber poetry.

The Terrorist, He Watches 11981

Translated by Robert A. Maguive and Magnus fan Krynski

The bomb will go off in the bar at one rwenty p.m.
Now it's only one sixteen p.m

: Some will still have time to get in,

- some to get out.

I'he terrorist has already crossed to the other side of the street. 5
I'he distance protects him from any danger
and what a sight for sore eyes

A woman in a vellow jacket, she goes in.
A man in dark glasses, he comes out.

Guys in jeans, they are talking. 10
One seventeen and four seconds.

That shorter guy’s really got it made, and gets on a scooter,

and that taller one, he goes in.

One seventeen and forty seconds

That girl there, she’s got a green ribbon in her hair. 15
T'oo bad that bus just cut her off.

One eighteen p.m

T'he girl’s not there any more.

Was she dumb enough 10 go in, or wasn't she?

That we’ll see when they carry them out 20

One nineteen pan.

No one seems to be going in.

Instead a fat baldy’s coming out.

Like he’s looking for something in his pockets and

at one nineteen and fifty seconds 25
he goes back for those lousy gloves of his. -
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John Updike 599

ne twenty p.m.
irags.
ment NOW.

It'so
The time, how it ¢

Should be any mo
Not yet.

Yes, this is it.

[he bomb, it & yes oft

YOUR TURN
1. Who speaks the poem! The terrorist? OF someone watching the terror
ist? Or a sort of combinationt Or what!
7. Characterize the speaker.

s a writer ujjr’rtimw—.wluw.' sto-
er he also wrote essays

ige 191.)

JOHN UPDIKE
Jobn ['pdike (1932-2009) was best knot

Is—buil throughout his pmfessr’una[ care
ymplete it lgr;'ipbimf note. see pie

N a

ries and nove
and poems. (For a more
[2001]

[carus

an airplanc and
of

<t 10 you is thy gentleman

O.K.,you are sitting in

{he person in the seat ne
Middle Eastern origin

1 luggage consists of 2 bulky black briefcase €

4 sweaty, Swar

whose carry-of
stashes,
in compliance with airline rc
underneath the seat ahead.
He keeps looking at his waich
resting his pre Jfusely dank forehe
bove the black briefcase,
ich if you listen through the droning of the engin
[11)

¥

gulations,
s in prayer.

ng his €Y€
atback ahead

and closi
of him

ad against the s¢

=
just a
wh es seems 10 bhe
Licking, ticking

1 your in your €ars.

softly, softer thar heartbeal
1ecks,

o have all their € g—the travellers ¢l

Who wants t areful packin
the folded underwear
end as floating sea-wrack
gina rainbow scum of jet tuel.
es of a plastic-wrd
an the sun’?

five miles below.

driftin

and their docile bop pped meal

dashed in & concussion whiter th 15
{ say to 01 «:tunp:munL"Sm(mrh flight sO far”
“So far”

«That's quite a brie
nd says.

fcase you've got there!
He shrugs 4 “Ir contains My life’s work.’

sAnd what is it, exactly, that you do?” 20
“you could say { am a lobbyist ‘
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He does not want to talk.
He wants to keep praving.
His hands, with their silky beige backs and their nails cut close like
a technician’s,
tremble and jump in handling the plastic glass of Sprite when it
comes with its exploding bubbles 25

Ah, but one gets swept up
in the airport throng, all those workaday faces,
faintly pampered and spoiled in the boomer style,
and those elders dressed like children for flying
in hi-tech sneakers and polychrome catsuits, 30
and those gum-chewing attendants taking tickets
while keeping up a running flirtation with a uniformed bystander,
a stoic blond pilot—
all so normal, who could resist
this vault into the impossible?

Your sweat has slowly dried. Your praying neighbor 35

has fallen asleep, emitting an odor of cardamom.

His briefcase seems to have deflated

Perhaps not this time, then.

But the possibility of impossibility will keep drawing us back

to this scrape against the numbed sky, in

to this sleek sheathed tangle of color-coded wires, these million rivets,
this wing

like a frozen lake at your elbow.

YOUR TURN

1. Take a moment to look up the Icarus myth in a classical dictionary or
encyclopedia. Do you see connections between the myth and the story

that Updike tells in this poem?
). Who is the “you” in the first line?

3. What kinds of assumptions does the poem make about the “gentleman
of Middle Eastern origin”? Are these assumptions challenged? Point to

specific details in the language to explain your responses.
4. What kind of conclusion does the poem reach?
. Does “Icarus” disturb you? If so, why?

o W

say that one poem is more etfective than another?

AURORA LEVINS MORALES

Aurora Levins Morales, born in Puerto Rico in 1954, came to the United
States with ber family in 1967. She bas lived in Chicago and New Hamp-
shire and now lives in the San Francisco Bay area. A member of the Latina
Feminist Group, Levins Morales bas publisbed stories, essays, prose poems,

and poems.

. Which poem do you think is more effective: Updike’s “lcarus” or
Syzmborska’s “The Terrorist”? What, more generally, does it mean lo
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Child of the Americas [1986]
1 am a child of the Americas,
a iighl»akinncd mestiza of the Caribbean,
4 child of many diaspora, horn into this contingnt at a crossroads.
1 am a U.S. Puerto Rican Jew,
a product of the ghettos of New York 1 have never known 5
An immigrant and the daughter and granddanghtec of immigrants.
I speak English with passion: it's the tongue of my CcoNsCiousness,
1 flashing knife blade of crystal, m) tool, my craft
{ am Caribena,” island grown. Spanish is in My flesh,
ripples from my tongue, lodges in my hips 10
the language of garlic and Mangoes,
2 the singing in my poetry, the flying gestures of my hands.
1 am of Latinoamerica, rooted in the history of my continent:
[ speak from that body.
1 am not african. Africa is in me, but | capnot return 15
1 am not taina.” Taino is in me, but there is no Way back.
[ am not european. Europe lives in me, but 1 have no home there.
1 am new. History made me. My first language was spanglish
ssroads
20

1 was born at the cro
and 1 am whole.

ispersion of

3 diaspora literally, “scattering - the term is used especially to refer to the d
the Jews outside of 1srael from the sixth century BCE when they were exiled 10 Babylo-
9 Caribefia Caribbean woman. 16 taina the Tainos were the
18 spanglish a mixture of Spanish and English

. to the present tme.

nis
ative to Puerto Rico

Indian tribe n

JOSEPH BRUCHAC 1

Joseph Brichac is prr')mmmvd “Brett-
shack") was born in Saratoga Springs, New York, in 1942,
and educated at Cornell University, Syracuse University,
and Union Graduate School. Like many other Americans,
he has d multiculiral ethnic beritage, and be includes
Native Americans ds well as Slovaks among his ancestors.
Bruchac is a widely published writer, editor; teacher, and
storyteller He lives in Greenfield Centey, New York, in the
mountain region.
md my life,

11l (the ndme

\dirondack

“Much of my writing ¢
Jates to the problem of being
» in Civil Rights work and in the

» Bruchac says, "re-
ain American. .. ‘While in col-
antitvar movement. .. Jwent

than that to be taught. It showed me Many
yvicans and take for granted. How much our
blinded to everything in a man’s face ex-

lege I was active
to Africa to tec
things. How mich we

ch—but more
have ds Ame
. eyes refuse 10 see becatise they are
cepl bis color”
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[1078]

Ellis Island
Beyond the red brick of Ellis Island
where the two Slovak children

who became my grandparents
waited the long days of (uarantine,

after leaving the sickness,

the old Empires of Europe,

a Circle Line ship slips easily

on its way to the island

of the tall woman, green

as dreams of forests and meadows
waiting for those who'd w orked

10

a thousand years
vet never owned their own.

Like millions of others,

1 too come to this island, 5
nine decades the answerer

of dreams.

Yet only one part of my blood loves that memory.
Another voice speaks

of native lands

within this nation.

Lands invaded

when the earth became ow ned
Lands of those who followed
the changing Moon,
knowledge of the seasons

in their veins

The Dramatic Monologue

t some length that in most poems the speaker is not quite the au-
atized version (a man sitting in a sleigh.
™). We have also said that in most poems
the reader can imagine himself or herself as the speaker; as we read Dickinson or
even Brooks and Pastan, we say to ourselves that the poet is expressing thoughts
and emotions that might be our own. But in some poems the poet Creates su dis-
tinct a speaker that the character clearly is not us but is something Other. Such a
poem is called 4 dramatic monologue. In it,a highly specific character speaks, in
a clearly specificd situation. The most famous example is Robert Browning's “My
Last Duchess.” where a Renaissance duke is addressing an emissary from a count.

We have said a
thor (say, Robert Frost) but is a dram
watching the “woods fill up with snow

ROBERT BROWNING

Born in a suburb of London ‘inlo a
(1812-1889) was educaled primaril)

middle-class family, Robert Browning
at boine. where be read widely. For a
while be wraote for the English stage. but after marrying Elizabeth Barrett in
1846—she too was a poet—be lived with ber in Italy until ber death in 1861

fle then returned to England and settled in London with their son. Regarded
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as one of the most distinguished poets of the Victorian period, be is buried in
Westminster Abbe).

My Last Ducbess

- *
Ferrara

That's my last Duchess painted on the wall,
Looking as if she were alive. 1 call
That piece a wonder, now; Fra Pandolf's® hands
Worked busily a day, and there she stands.
Will't please you sit and look at her? I said
‘Fra 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 [ have drawn for vou, but I)
And seemed as they would ask me, 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 Pandoll 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 enocugh
For calling up that spot of joy. She had
A heart—how shall I sayv?—too soon made glad
Too easily impressed; she liked whate’er
She looked on, and her looks went everywhere.
Sir, ‘twas all one! My favor at her breast,
The dropping of the daylight in the west,
I'he bough of cherries some officious tool
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
Or 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 you skill
In speech—(which I have not)—to make your will
Quite clear to such an one, and sav,“Just this
Or that in you disgusts me; here you miss,
Or there exceed the mark™—and if she let
Herself be lessoned so, nor plainly set
Her wits to vours, forsooth, and made excuse,
—E'en then would be some stooping; and 1 choose

“Ferrara a town in italy. 3 Fra Pandolf a fictitious painter.

Robert Browning

603

[18494]

N

10

+0



604 Chapter

19 / The Speaking Tone ol Voice

Never to stoop. Oh, Sir. she smiled, no doubt,
Whene'er 1 passed her; but who passed without
Much the same smile? This grew; I gave commands;
Thea all smiles stopped together. There she stands
As if alive. Will't please you rise? We'll meet

The company below. then. I repeat,

The Count your master's known munificence

Is ample warrant that no just pretensce

Of mine for dowry will be disallowed;

Though his fair daughter’s self, as T 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 Innsbruck® cast in bronze for me!

56 Claus of Innsbruck a fictitious sculpror.

YOUR TURN

1. What is the occasion for the meeting?
~ What words or lines do you think especially convey the speaker’s arro-
gance? What is your attitude toward the speaker? Loathing? Fascina-

tion? Respect? Explain.

3. The time and place are Renaissance ltaly: how do they affect your atti-
tude toward the duke? What would be the effect if the poem were set
in the early twenty-first century?

4. Years after writing this poem, Bre
mands” (line 45) were “that she should he pul
have had her shut up in a convent.” Do you think the poem should have

heen more explicit? Does Browning's later uncertainty indicate that the
did not have Browning's com-

poem is badly thought out? Suppose we
ment on line 45. Do you think the line then could mean only that he
and that she obeyed? Explain.

(R}

ywhning explained that the duke’s “com-

to death, or he might

commanded her to stop smiling

Diction and Tone

From the whole of language, one ot
words and grammatical constructions; this select
is partly by the diction that we come to know the speaker of a poem. Stevie
smith's speaker (page 597) used words such as “chap” and “larking.” which are
scarcely imaginable in the mouth of Browning s Renaissance duke. But of course
some words are used in both pucmb;"1."“j'ml,""thnught."“the." and so on. The fact
remains. however, that although a large part of |
certain parts of language are used only by certain speakers.

Like some words, some grammatical constructions are used only by certain
kinds of speakers. Consider these two passages:

nsciously or unconsciously selects certain
ion constitutes one's diction. It

anguage is shared by all speakers,

In Adam’s fall
We sinned all.

—Anonymous, 7he New England Primer
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Robert Herrick 605

Of Man'’s first disobedience, and the fruit

Of that forbidden tree whose mortal taste
Brought death into the World, and all our woe,
With loss of Eden, till one greater Man

Restore us, and regain the blissful seat,

Sing, Heavenly Muse, that, on the secret top

Of Oreb, or of Sinai, didst inspire

That shepherd who first taught the chosen seed
In the beginning how the heavens and earth
Rose out of Chaos.

—John Milton, Paradise Lost
There is an enormous difference in the diction of these two p
speaking as an inspired Poet, appropriately
structions somewhat removed from common
author of the primer speaks directly of “Adam
the fall, calling it “Man’s first disobedience.
Englishman ever said
obedience™), its

assages. Milton,
uses words and grammatical con-
life. Hence, while the anonymous
s fall” Milton speaks allusively of
"Milton's sentence is nothing that any
in conversation; its genitive beginning (“Of Man'’s first dis-
length (the sentence continues for six lines beyond the quored
passage), and its postponement of the main verb (“Sing”™) until the sixth line
mark it as the utterance of a poet working in the tradition of Latin poetry. The
primer’s statement, by its choice of words as w ell as by its brevity, suggests a far
less sophisticated specaker.

Speakers have attitudes toward themselves, their subjects, and their andi-
ences, and (consciously or unconsciously) they choose
modulation accordingly; all these add up to the tone.
must be detected without the aid of the ¢

their words, pitch, and
In written literature, tone
ar; the reader must understand by the
selection and sequence of words the way in which they are meant to be heard
(that is, playtully, angrity, confidentially. sarcastically, etc.). The reader must catch
what Frost calls “the speaking tone of voice somehow entangled in the words
and fastened to the page of the ear of the imagination.”

Finally, we should mention that although this discussion concentrates on the
speaker’s tone, we can also talk of the author's tone
tude toward the invented speaker. The speake
angry, but the author's rone (

—that is, of the author’s atti-
I's tone might, for cxample, be
as detected by the reader) might be humorous.

ROBERT HERRICK

Robert Herrick (1591-1674) was born in London, the son of a goldsmith. After
taking an MA at Cambridge, he was ordained in the Church of England. Later:
be was sent to the country parish of Dean Prior in Devonshire. where be wrote
most of bis poetry. A loyal supporter of the king, in 1647 he was expelled from
bis parish by the Puritans. though in 1662 be was restored to Dean Prior:

To the Virgins, to Make Much of Time

[1648]

Gather ye rosebuds while y¢ may,

Old Time is still a-flying;
And this same flower that smiles today,
Tomorrow will be dying.
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The glorious lamp of heaven, the sun,
The higher he's a-getting,
I'he sooner will his race be run,
And nearer he's to setting,. 8

That age is best which is the first,
When youth and blood are warmer;

But being spent, the worse, and worst
Times still succeed the former. 12

Then be not coy, but use your time;
And while ye may, go marry:
For having lost but once vour prime,
You may for ever tarry. 16

Carpe diem (Latin:"seize the day”) is the theme. But if we want to get the full force
of the poem, we must understand who is talking to whom. Look, for example, at
*Old Time” in line 2. Time is “old” in the sense of having been around a long while,
but doesn’t “old” in this context suggest also that the speaker regards Time with
casy familiarity, almost affection? We visit the old school. and our friend is old
George. Time is destructive, yes, and the speaker urges the yvoung maidens to make
the most of their spring. But the speaker is neither bitter nor importunate; rather,
he seems 1o be the wise old man, the counscior, the man who has made his peace
with Time and is giving advice to the young. Time moves rapidly in the poem (the
rosebud of line 1 is already a flower in line 3), but the speaker is unhurried; in line
5 he has leisure to explain that the glorious lamp of heaven is the sun.

In “To the Virgins,” the pauses, indicated by punctuation at the ends of the
lines (except in line 11, where we tumble without stopping from “worst” to

“Times”), slow the reader down. But even if there is no punctuation at the end of

a line of poetry, the reader probably pauses slightly or gives the final word an ad-
ditional bit of emphasis. Similarly, the space between stanzas slows a reader
down, increasing the emphasis on the last word of one stanza and the first word
of the next.

WILFRED OWEN

For a biographical note, see page 584.

Dulce et Decorum Est* [1917]

Bent double, like old beggars under sacks.

Knock-kneed, coughing like hags, we cursed through shadge,

Till on the haunting flares we turned our backs

And towards our distant rest began to trudge.

Men marched asleep. Many had lost their boots 5
But limped on, blood-shod. All went lame; all blind;

Drunk with fatigue; deaf even 1o the hoots

Of tired. outstripped Five-Nines® that dropped behind.

*Duelce et Decovum Est From the Latin poet Horace's Odes (3:2.13): Dulce et decorum
est pro patria mori—"It is sweet and honorable to die for your country” 8 Five-Nines
shells containing poison gas.
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Thomas Hardy 607

o

Gas! Gas! Quick, bovs!—An ecstasy of fumbling,

Fitting the clumsy helmets just in time:; 10
But someone still was yelling out and stumbling

i And flound'ring like a man in fire or lime . . .

! Dim, through the misty panes and thick green light,

As under a green sea, I saw him drowning.

#

In all my dreams, before my helpless sight, 15
He plunges at me, guttering, choking, drowning.

If in some smothering dreams vou too could pace

Behind the wagon that we flung him in,

And watch the white eyes writhing in his face,

His hanging face, like a devil's sick of sin; 20
if you could hear, at every jolt, the blood

Come 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 25
To children ardent for some desperate glory,

The old Lie: Dulce et decorum est

Pro patria mori.

fro

25 My friend Early drafts of “Dulce et Decorum Est” are dedicated to Jessie Pope, author
of children’s books and conventional patriotic verse

YOUR TURN

I. Owen uses two similes in the first two lines. Please explain the mean-
ing of each one.

2. Describe in your own words what is happening in the second stanza.

3. Please focus on the word “guttering” in line 16. In one of the drafts of

this poem, Owen first wrote “gargling” here but then he crossed it out

and wrote “gurgling” instead. He crossed out that word too and wrate

“goggling,” which he also crossed out, before finally settling on “gut-

tering.” Do you think he made the right choice, or do you prefer one of

the other three worcds?

4. What might have led Owen to decide to present the poem in a first-
person voice? What is a relationship of this speaker to the reader?

. One scholar has highly praised Owen’s poem but also has said of it,
“The poem is almost too disturbing.” Do you agree? Provide evidence
from the text to explain and support your response.

W R

B

.

THOMAS HARDY

Thomas Hardy (1840-1928) was born in Dorset, England, the son of a stone-
mason. Despite great obstacles he studied the classics and architecture, and in
1862 be moved to London to study and practice as an architect. Ili bealth
Jorced bim to return to Dorset, where be continued to work as an architect
and to write. Best known for bis novels, Hardy ceased writing fiction after the -

A
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Chapter 1Y
postile recepticll
and turned to writing lyric poetry.

The Man He Killed

“Had he and 1 but met
By somc old ancient .

We should have sat us down L0 W et
Right many 2 nipperkin!’

“But ranged as infantry,
And staring face L0 face,

1 shot at him as he at mc,
And killed him in his place.

him dead because—
foe.

“1 shot

Because he was my
Just so:my foe of course he was,

That's cleas enough: although

‘He thought he'd 'list, perhaps,
Off-hand like—jast a8 I—

was out of work—had sold his traps’—
No other reason why.

“Yes: quaint and curious war is!
You shoot @ fellow down

you'd treat if met where any bar is,
Or help 10 half-a-crowi.’

_
4 nipperkin cup- 15 traps personal belongings.

YOUR TURN

i . What do we learn

fantry? How does his d

I~

_ Consider the punctuation

ing o answer?
_In the last stanza,

What, from the evidence of this poem, W

tude toward war to be?

The Ruined Maid

«O "Melia, my dear. this does everything crown!®

Who could have supposed 1 should meet you if Town?
fair garments, such pr
I'd been ruined?” said she.

And whence such
O didn't you know

—

———

10 ‘Melia. .- crown O amelia, this €

of Jude the Obscure in 1896—it was attacked as indecent—

about the speaker’s life before he
iction character
_What is the effect of the series Of monosyllables in lines
of the third
heavy, frequent pauses nppropriate? What question 15

what attitudes toward war does the speaker express?

rowns (i.€.

S 4 R )

(1902)
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6 spudding up docks digging up weeds.

—"You left us in tatters, without shoes or socks.

Tired of digging potatoes, and spudding up docks;

And now you've gay bracelets and bright feathers three!”—
“Yes: that's how we dress when we're ruined,” said she.

—"At home in the barton® vou said ‘thee’ and ‘thou’
And ‘thik oon, and ‘theis oon, and ‘t'other’; ° but now
Your talking quite fits ec® for high compa-ny!™—
“Some polish is gained with one’s ruin " said she.

—"Your hands were like paws then, your face blue and bicak
But now I'm bewitched by your delicate cheek,

And your little gloves fit as on any la-dy!"—

“We never do work when we're ruined.” said she.

—"You used to call home-life a hag-ridden dream,

And you'd sigh, and you'd sock:® but at present you seem
Io know not of megrims® or melancho-ly!"—

“True. One’s pretry lively when ruined” said she.

—"“I'wish 1 had feathers, a fine sweeping gown,
And a delicate face, and could strut about Town!"—
“My dear—a raw country girl, such as you be,
Cannot quite expect that. You ain't ruined.” said she.

YOUR TURN

1. Thomas Hardy wrote the poem more than a hundred years ago. What
did it mean for a woman to be “ruined”? Who are the two speakers?

What is the attitude of each speaker toward the other?

2. Amelia’s clothing and her citified speech (she no longer uses “thee”
and “thou,” and so forth) imply sophistication. What does the final line
of the poem tell us about the degree of her sophistication? What do

you suppose the author’s attitude is toward Amelia?

COUNTEE CULLEN

For a biographical note, see page 562,

For a Lady I Know

She even thinks that up in heaven
Her class lies late and snores,

While poor black cherubs rise at seven
To do celestial chores.

YOUR TURN

1. What is the gist of what Cullen is saying?

2. How would vou characterize the tone? Furious? Indifferent?

Countee Cullen

20

24

9 in the barton on the farm.  9-10 thee . . .
t other rural words for “you"that one,"*this one” and “the other” 11 ‘ee rural word for
“vou" 18 sock groan. 19 megrims migraine headaches,

[1925]

609
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ANNE BRADSTREET

Anne Bradstreet (1612-1678) was born in Northampton, England, ber fatber
was Thomas Dudley, who later served several terms as governor of ibe Massa-
chusetts Beay Colony. She married at age sixteen, and fwo years later she and
ber busband, Simon Bradstreet, along with ber fatber, made the long, arduous
voyage to Massachusetts. She settled in North Andover, and she lived there until
her death. Bradstreet was a devoted wife, the mother of eight children, and a
gifted poet.

To My Dear and Loving Husband [1678)

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 if you can.

I prize thy love more than whole Mines of gold. 5
Or all the riches that the East doth hold.

My love is such that Rivers cannot quench,

Nor ought but love from thee, give recompence.

Thy love is such I can no way repay,

The heavens reward thee manifold I pray. 10
Then while we live, in love let’s so persever,

That when we live no more, we may live ever.

YOUR TURN

I. Each of the first three lines begins with “if.” What is the effect of this
repetition on your response as a reader?

2. The title suggests that Bradstreet is addressing her husband. But if this is
the case, how do we explain line 47

3. Pleasc explain the comparison between love and wealth that Brad-
street gives in lines 5 and 6.

4. What does the word “quench” in line 7 imply? What are the implica-
tions of the references to reward and repayment in lines 8-10?

5. Please explain the paradox that Bradstreet describes in the final two
lines. Note: Each line in the poem has ten syllables, except for these fi-
nal two lines, which have an exira syllable. Also, the word “persevere”
should be pronounced to rhyme with “ever,” as in the word “sever.”

6. What is your response to this poem as a whole? Do you find it simple,
or complicated? ;

7. Could you try your hand at a poem written in reply to this one? Imag-
ine that vou are Bradstreet's husband, and that your poem is titled “My
Dear and Loving Wife.”

LYN LIFSHIN

Born in Burlinglon, Vermont, in 1944 and educated at Syracuse Universily
and the University of Vermont, Lyn Lifshin bas written many books of poetry
on a range of topics, from Shaker communities of early America lo Eskimo
cuiture in the Arctic. Much of ber work shows a strong feminist concern.
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Lyn Lifshin 611

My Mother and the Bed

No, not that way she'd

say when I was 7, pulling !
the bottom sheet smooth,

you've got to saying

hospital corners

I ' wet the bed much later
than I should, until

just writing this |

hadn't thought of

the connection 10

My mother would never
sleep on sheets someone
else had I never

Saw any stains on hers
tho her bedroom was

a4 maze of powder hair
pins black dresses
Sometimes she brings her
own sheets to my house,
Carries toilet seat covers
Did anybody sleep

in my she always asks
Her sheets her hair
she says the rooms here
smell funny

LY
Tl

We drive at 3 am
slowly into Boston and
strip what looks like
two clean beds as the
sky gets light I

smooth on the form
fitted flower bottom.
she redoes it

She thinks of my life
as a bed only she 35
can make right

YOUR TURN

1. What do you make of the extra s
tween “to” and “saying”
you “read” the spaces?

2. Would you agree that the poem is humorous and, on the whole ge-

nial? Or do you think that bitterness overshadows the humor? Explain.

3. One student made the suggestion that the final stanza, perhaps be-

Cause il seems to “explain” the poem to the reader, is the least

paces—for instance, the space be-
in line 47 In reading the poem aloud, how do

(1990]
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effective part of the poem. Do you agree? If you do, write a new final
stanza.

MITSUYE YAMADA

Mitsuye Yamada, the daugbter of Japanese immigrants to the [nited States,
was born in Japan in 1923, during ber mother’s return visit o her native
land. Yamada was raised in Seattle, but in 1942 she and ber family were in-
carcerated and then relocated in a camp in Idabo, when Executive Order
9066 gave military authorities the right to remove any and all persons from
“military areas.”In 1 954 she became an American citizen.

To the Lady [1976]

The one in San Francisco who asked:
Why did the Japanese Americans let
the government put them in

those camps without protest?

Come to think of it
should've run off to Canada
should've hijacked a plane to Algeria
should've pulled myself up from my
bra straps
and kicked'm in the groin 10
should've bombed a bank
should've tried self-immolation
should've holed myself up in a
woodframe house
and let you watch me 15
burn up on the six o’clock news
<hould've run howling down the street
naked and assaulted you at breaktast
by AP wirephoto
should've screamed bloody murder 20
like Kitty Genovese®
Then

YOU would've
come to my aid in shining armor
laid yourself across the railroad track 25
marched on Washington
tatooed a Star of David on your arm
written six million enraged
letters to Congress 3

n

But we didn't draw the line 30

-

21 Kitty Genovese In 1064 Kitty Genovese of Kew Gardens, New York, was stabbed to
death when she left her car and walked toward her home. Thirty-eight persons heard her
screams, but no one came to her assistance =
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The Voice of the Satirisy 613
anywhere

law and order Executive Order 9066°
social ordes moral order intern
YOU ler'm

Ilet'm 35
All are Punished,

al order

— e
32 Executive Order 9066 an authorization, signed in |

941 by President Frankiin p.
ch)sevell.nllnwlng military authorities 1 reln(‘.'lrellﬂpuncw ;md_].1p,m(-w.—\mcrican\ who
resided on the Pacific Coust of the p1:

YOUR TURN

1. Has the lady’s question (I
answers did yo think of?
What, in effect, is the speaker really saying in lines 5-212 And in lines
24-29;

3. Explain the [ast line.

ines 2-4) ever crossed your mind? | 50, what

The Voice of the Satirist
The vwf‘rer of satire, in one way or 4nother, ridicules a5

always critica] By
satire (Alexander
'The laughter of com-

cleverly holding up foi he world's derision,

Pope claimed) “heg]s With morals what it hyres with wig;
edy is an engd in itself: the laughter of satir

; i olders do 8enerally discover
everybody’s face but thejr own.”
Sometimes the satiris
sively but wittily chopping off heads,
Prepare for rhyme—pyj publish, right o wrong:
Foals are my theme, jet §
But sometimes the satirj
or herself just a

invent 3 callous brigadier general o

lates himsef Consider this satirical poem bye. e Cummings.
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E. E. CUMMINGS

For a biograpbical note, see page 567

next to of course god america i 11926)

“next to of course god america i

love you land of the pilgrims’ and so forth oh
say can you sce by the dawn'’s early my
country ‘tis of centuries come and go

and are no more what of it we should worry
in every language even deal and dumb

thy sons acclaim your glorious name by gorry
by jingo by gee by gosh by gum

why talk of beauty what could be more beaut-
iful than these heroic happy dead 10
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?”

5

He spoke. And drank rapidly a glass of water

Cummings might have written, in the voice of a solid citizen or a good poet, a di-
rect attack on chauvinistic windbags; instead, he chose to invent a windbag whose
rhetoric puncrures itself. Yet the last line tells that we are really bearing someone
who is recounting what the windbag said; that is, the speaker of all the lines but
the last is a combination of the chauvinist and the satiric observer of the chauvin-
ist. (When cummings himself recited these lines, there was mockery in his voice.)

Only in the final line of the poem does the author seem to speak entirely on
his own, and even here he adopts a matter-of-fact pose that is far more potent

than invective (direct abuse) would be.Yet the last line is not torally free of ex-
plicit hostility.

MARGE PIERCY

Marge Piercy, born in Detroit in 1936, was the Jirst member of ber family to at-
tend college. After earning a bachelor's degree from the University of Michigan in
1957 and a master’s degree from Nortbwestern Unit ersity in 1958, she moved
lo Chicago. There she worked at odd Jobs while writing novels (unpublished)
dand engaging in action on bebalf of women and blacks and against the war in
Vietnam. In 1970 she moved to Wellfleet, Massachusetts, where she still lives. She
is the author of many novels as well as short stories, poems, and essays.

Bm‘bie_ Dtil [1969]

T'his girlchild was born as usual
and presented dolls that did pee-pee s

and miniature GE stoves and irons

and wee lipsticks the color of cherry candy.

Then in the magic of puberty, a classmate said: 5
You have a great big nose and fat legs.
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Louise Erdrich

She was healthy, tested intelligent,

possessed strong arms and back,

abundant sexual drive and manual dexterity.

She went to and fro apologizing. 10
Everyone saw a fat nose on thick legs.

She was advised to play coy,

exhorted to come on hearty, '

exercise, diet, smile and wheedle.

Her good nature wore oul 15
like a fan belt.

So she cut off her nose and her legs

and offered them up

In the casket displayed on satin she lay

with the undertaker's cosmetics painted on,
a turned-up putty nose,

dressed in a pink and white nightie.
Doesn't she look pretty? everyone saicl.
Consummation at last.

To every woman a happy ending. 25

20

YOUR TURN

1. Why is the poem called “Barbie Doll"?

2. What voice do you hear in lines 1-47 Line 6 is, we are told, the voice
of “a classmate.” How do these voices differ? What voice do you hear
in the first three lines of the second stanza?

3. Explain in your own words what Piercy is saying about women in this
poem. Does her view seem to you fair, slightly exaggerated, or greatly
exaggerated?

LOUISE ERDRICH

Touise Erdrich, born in 1954 in Little Falls, Minnesota, grew up in North
Dakota, a member of the Turtle Mountain Band of Chippewa. Her fatber bad
been born in Germany; ber mother was a Chippewa; both parenis taught at 3
the Bureau of Indian Affairs School. After graduating from Dartmouth College =
(major in anthropology) in 1976, Evdrich returned briefly to North Dakola
to teach in the Poetry in the Schools Program, and went to jobns Hopkins
University, where she earned a master’s degree in creative writing.

Erdrich bas publisbed several collections of poems and many novels, one
of which, Love Medicine (1986), won the National Book Critics Circle Award.

Dear Jobhn Wayne (19841

August and the drive-in picture is packed.

We lounge on the hood of the Pontiac

surrounded by the slow-burning spirals they sell

at the window, to vanquish the hordes of mosquitoes.
Nothing works.They break through the smoke screen for blood.

g
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Always the lookour spots the Indians first,

spread north to south, barring progress

The Sioux or some other Plains bunch

in spectacular columns, ICBM missiles,

feathers bristling in the meaningful sunset 10
The drum breaks. There will be no parlance.

Only the arrows whining, a death-cloud of nerves
swarming down on the settlers

whao die beautifully, tumbling like dust weeds

into the history that brought us all here

together: this wide screen beneath the sign of the bear

5

The sky fills, acres of blue squint and eyc

that the crowd cheers. His face moves over us,

a thick cloud of vengeance, pitted

like the land that was once flesh. Each rut, 20
each scar makes a promise: I /s

not over. this fight. not as long as you resisl.

Everything we see belongs 1o us.

A few laughing Indians fall over the hood
slipping in the hot spilicd buter.

The eye sees a lot, Jobn, but the beart is so blind.
Death makes us owners of notbing.

He smiles, a horizon of teeth

the credits reel over, and then the white fields
again blowing in the true-to-life dark. 30
The dark films over everything.

We get into the car

scratching our mosquito bites, speechless and small

as people are when the movie is done.

We are back in our skins. 35
How can we help but keep hearing his voice,

the flip side of the sound track, still playing:

Come on, boys, we got them

where we want them, drunk, running.

They'll give us what we want, what we need. in

™
o

Even his disease was the idea of taking everything.
Those cells, burning, doubling, splitting out of their skins.

YOUR TURN

1
1. Who is the speaker of most of the poem? Who speaks the italicized lines?
2. There are curious shifts in the diction, for instance from “some other
Plains bunch” (line 8) to “parlance” (line 11). Whose voice do we hear
in “some. . . bunch”? Consider, too, the diction in “to vanquish the
hordes of mosquitoes” (line 4). If you were talkihg about mosquitoes,
you probably would not use the word “vanquish.” What do you think

Erdrich is up to?

3. What do you make of lines 24-25, talking of Indians “slipping in the
hot spilled butter”? What connection do these lines have with what

presumably is going on in the film?
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Stephen Duck 617

STEPHEN DUCK .

Stepben Duck (17057-1750), born in rural England of impoverished parents, left
school at thirteen and became a farm laborer. He later wrote about such work,
but be also wrote on other topics, as in the satiric piece that we reprint bere.

Note: Pronunciation in eighteenth-century Englm'fzd was not identical
with pronunciation today, and in any case Duck’s pronunciation would not
bave been identical with the pronunciation of an educated Londoner: In line 2,
“cheese” rbymes with “gaze” in line 1; in line 4, “Hve” rhymes with “perceive” in
line 3; and in line 9 “cream” was probably pronounced “crem,” rbyming with
“them.”

On Mites (1736)

10 a Lady
“Tis but by way of Simile.”
—Prior

Dear Madam, did you never gaze,

Through optic-glass,® on rotten Cheese?
There, Madam, did you ne’er perceive

A crowd of dwarfish creatures live?

The little things, elate with pride,

Strut to and fro, from sidc to sidc:

In tiny pomp, and pertly vain,

Lords of their pleasing orb they reign;

And, filled with hardened curds and cream,
Think the whole dairy made for them. 10
So men, conceited lords of all,

Walk proudly o’er this pendent® Ball,

Fond of their little spot below,

Nor greater beings care to know;

But think those worlds which deck the skies, i3
Were only formed to please their eyes.

\JI

Prior Matthew Prior (1664-1721), important English diplomat and minor poet. 2 optic
glass microscope. 12 pendent floating in space.

YOUR TURN

Duck is pretty straightforward in his attack on human pride. Is he merely
abusive, or does he also display some wit? To put the matter bluntly: Is
there anything enjoyable about the poem? Or think about the poem from
this angle: In Chapter 2 we discuss Robert Frost's opinion thal literature is
“a performance in words.” Obviously Duck is giving a performance when
he rhymes certain words, but are there other aspects to his performance?




