'ESEUS. More strange than true. | never may believe
These antique fables, nor these fairy toys
Lovers and madmen have such seething brains,
Such shaping fantasies, that apprehend
More than cool reason ever comprehends.

The lunatic, the lover, and the poet

Are of imagination all compact.

One sees more devils than vast hell can hold,
That is the madman. The lover, all as frantic.
Sees Helen's beauty in a brow of Egypt.

The poet’s eye, in a fine frenzy rolling,

And as imagination bodies forth

The forms of things unknown, the poet’s pen
Turns them to shapes, and gives to airy nothing
A local habitation and a name.

Look like th'innocent flower,
But be the serpent under 't,

Each outcry from the hunted hare
A fiber from the brain does tear.

Figurative Language:
Simile, Metaphor,
Personification, Apostrophe

HIPPOLYTA. "Tis strangc, my Theseus, that these lovers speak of.

Doth glance from heaven to earth. from earth to heaven;

—Shakespeare, A Midsummer Night's Dream, 5.1-17

Theseus was neither the first nor the last to suggest that poets, like lunatics and
lovers, freely employ their imaginations. Terms such as poetic license and poetic
Justice imply that poets are free to depict a never-never land. One has only to leaf
through any anthology of POCiry to eacounter numerous statements that are,
from a logical point of view, lunacies. Here are two quotations:

—Shakespeare

— William Blake
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The first of these is spoken by Lady Macbeth, when she urges her husband
to murder King Duncan. How can a human being “Look like th’ innocent flower,”
and how can a human being “be the serpent”? But Macbeth knows, and we
know, exactly what she means, We see and we feel her point, in a way that we
would not if she had said, “Put on an innocent-looking face, but in fact kill the
king”

And in the quotation from Blake, when we read that the hunted hare’s plain-
tive cry serves to “tear” a “fiber” from our brain, we almost wince, even though
we know that the statement is literally untrue

On a literal level, then, such assertions are nonsense (so, too, is Theseus’s no-
tlon that reason is cool). But of coursc they are not to be taken literally; rather,
they employ figures of speech—departures from logical usage that are aimed
at gaining special effects. Consider the lunacies that Robert Burns heaps up here.

ROBERT BURNS

Robert Burns (1759-1796) was born in Ayrshire in soutbwestern Scotland.
Many of bis best poems and songs were written in the Scots dialect, though be
also wrole English as the English spoke it.

A Red, Red Rose [1796]

O, my luve is like a red, red rose,
That’s newly sprung in june.
O, my luve is like the melodie,
That’s sweetly plaved in tune. B

As fair art thou, my bonnie lass,
So deep in luve am [,
And [ will luve thee still, my dear,
Till ™ the seas gang® dry. 8

Till a’ the seas gang dry, my dear,
And the rocks melt wi' the sun!
And T will luve thee still, my dear,
While the sands o life shall run. 12

And fare thee weel, my only luve.
And fare thee weel awhile!
And I will come again, my luve,
Though it were ten thousand mile! 16

8B a’all. gang go.

To the charge that these lines are lunacies or untruths, at least two replies
can be made. First, it might be said that the speaker is not really making asser-
tions about a woman; he is saying he feels a certain way. His words, it can be
argued, are not assertions about external reality but expressions of his state of
mind, just as a tune one whistles asserts nothing about external reality but
expresses the whistler’s state of mind. In this view, the nonlogical language of
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poetry (like a groan of pain or an exclamation of joy) is an expression of emotion:
its further aim, if it has one, is to induce in the hearer an emotion.

Second, and more to the point here, it can be said that nonlogical language
does indeed make assertions about external reality,and even gives the reader an in-
sight into this reality that logical language cannot. The opening comparison in
Burns’s poem (“my luve is like a red, red rose™) brings before our eyes the lady’s
beauty in a way that the reasonable assertion “She is beautiful” does not. By com-
paring the woman to a rose, the poet invites us to see the woman through a spe-
cial sort of lens: she is fragrant; her lips (and perhaps her cheeks) are like a rose in
texture and color; she will not keep her beauty long. Also,*my love is like a red, red
rose” says something different from “like a red, red beet,” or “a red, red cabbage”

The poet, then, has not only communicated a state of mind but also discov-
ered, through the lens of imagination, some things (both in the beloved and in
the lover's own feelings) that interest us. The discovery is not world-shaking; it is
less important than the discovery of America or the discovery that the meek are
blessed, but it s a discovery and it leaves the reader with the feeling, “Yes, that's
right. I hadn’t quite thought of it that way, but that’s right.”

A poem, Robert Frost said, “assumes direction with the first line laid down, . ..
runs a course of lucky events, and ends in a clarification of life—not necessarily a
great clarification, such as sects and cults are founded on, but in a momentary stay
against confusion.” What is clarified? 1n another sentence Frost gives an answer:”For
me the initial delight is in the surprise of remembering something I didn’t know 1
knew” John Keats made a similar statement: “Poetry ... should strike the Reader as a
wording of his own highest thoughts, and appear almost a Remembrance.”

Some figures of speech are, in effect, riddling ways of speech.To call fisher-
men “farmers of the sea”—a metaphor—is to give a sort of veiled description of
fishermen, bringing out. when the term is properly understood, certain aspects
of a fishcrman's activities. And a riddle, after all, is a veiled description—though
intentionally obscure or deceptive—calling attention to characteristics. espe-
cially similarities, not usually noticed. (Riddle, like read, is from Old English
redan, “to guess,”“to interpret,” and thus its solution provides knowledge.) “Two
sisters upstairs, often looking but never seeing each other” is (after the riddle is
explained) a way of calling attention to the curious fact that the eye, the instru-
ment of vision, never sees its mate.

SYLVIA PLATH

Sylvia Plath (1932-1963) was born in Boston, the daughter of German immi-
grants. While still an undergraduate at Smith College, she published in
Seventeen and Mademoiselle; but ber years at college, like ber later years, were
marked by manic-depressive pertods. After graduating from college, she went
to England to study at Cambridge University, where she met the English poet
Ted Hughbes, whom she marrvied in 1956. The marriage was unsuccessful, and
they separated. One day she committed suicide by turning on the kitchen gas.

Metaphors [1960]

I'm a riddie in nine svilables,
An elephant, a ponderous house,
A melon strolling on two tendrils.
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O red fruit, ivory, fine timbers!

This loaf’s 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.

YOUR TURN

The riddling speaker says that she is, among other things. “a ponderous
house” and “a cow in calf.” What is she?

Simile

In a simile, items from different classes are explicitly compared by a connective
such as like, as, or than or by a verb such as appears or seems. (If the objects
compared are from the same class—for example,“New York is like Chicago”™—no
simile is present.)

Sometimes [ feel like a motherless child.

—Anonymous
It is a beauteous evening, calm and free.
The holy time is quiet as a Nun,
Breathless with adoration.

—Wordsworth
How sharper than a serpent’s tooth it is
To have a thankless child.

—Shakespeare
Seems he a dove? His feathers are but borrowed.

—Shakespeare

Again, although the comparison is explicit (/ike, as) there is something uncanny
in it,in a way that there is not in, say, “John's hair is like Jane's.”

Metaphor

A metaphor asserts the identity, without a connective such as /ike or a verb
such as appears, of terms that are literally incompatible.

She is the rose, the glory of the day.
—Spenser
O western orb sailing the heaven.
—Whitman

Notice how in the second example only one of the terms (“orb™ is stated: the
other (“ship”) is implied in “sailing”
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JOHN KEATS

For a biographical note, see page 559,

or, Personification, Apostrophe

On First Lookr’ng into Chapman’s Homer* [1816}

Much have I traveled in the realms of gold,
And many goodly states and kingdoms seen;
Round many western islands have I been

Which bards in fealty to Apollo® hold.

Oft of one wide expanse had I been told
That deep-browed Homer ruled as his demesne;”
Yet did I never breathe its pure serene®

Till T heard Chapman speak out loud and bold:

Then felt 1 like some watcher of the skies
When a new planet swims into his ken;

Or like stout Cortez when with eagle eyes
He stared at ihe Pacific—and all his men

Looked at each other with a wild surmise—
Silent, upon a peak in Darien.

—
‘George Chapman (1559-16347), Shakespeare’s contemporary, is chiefly known for his
translations (from the Greck) of Homer's Odyssey and lliad. In lines 11-14 Keats mistak-
enly says that Cortés was the first European to see the Pacific, from the heights of Darien,

in Panama. In fact, Balboa was the first. 4 Apollo god of poetry. 6 demesne domain
7 serene open space.

YOUR TURN

1. In line 1, what do you think “realms of gold” stands for? Chapman
lived during the late sixteenth and the early seventeenth centuries;
how does this fact add relevance to the metaphor in the first line?

2. Does line 9 introduce a totally new idea, or can you somehow con-
nect it to the opening metaphor?

Two types of metaphor deserve special mention. In metonymy, something is
named that replaces something closely refated to it;*City Hall” for example, some-
times is used to stand for municipal authority. In the following passage James
Shirley names certain objects (scepter and crown: scythe and spade), using them
to replace social classes (royalty; agricultural labor) to which they are related:

Scepter and crown must tumble down
And in the dust be equal made
With the poor crooked scythe and spade

In synecdoche, the whole is replaced by the part, or the part by the whole.
For example, bread in “Give us this day our daily bread” replaces the whole class
of edibles. Similarly, an automobile can be “wheels,” and workers are “hands.”
Robert Frost was fond of calling himself “a Synecdochist” because he believed
that it is the nature of poetry to “have intimations of something more than itself

It almost always comes under the head of synecdoche, a part, a hem of the gar-
ment for the whole garment
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Sometimes a poet will describe and explore the nature of a person, place, or
thing through a metaphor, or, as in this poem, through a series of metaphors.

KAY RYAN

Kay Ryan, born in San Jose, California, in 1945, bolds a bachelor’s and a
master’s degree in English from the University of California, Los Angeles. She
has published a number of books of poetry, and in 2009 she was appointed
the sixteenth Poel Laureate Consultant in Poeiry to the Library of Congress.

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.

Her track is graceless, like dragging

A packing-case places, and almost any slope
Defeats her modest hopes. Even being practical,
She’s often stuck up to the axle on her way

To something edible. With everything optimal,
She skirts the ditch which would convert 10
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 truty chastened things. 15

N

Notice that Ryan begins with a question, and her poem might be under-
stood as an answer, or set of answers, to this question, unfolding through witty,
vivid, playful metaphors. The turtle is a “roll”—and a hard one at that. Then, it is
a helmet, but a curious kind of helmet that also has four oars (the turtle’s four
feet), a metaphor that Ryan extends by sayving that the turtle rows toward the
grass that it eats. But then, in line 6, she depicts the turtle as a heavy packing
case that is hard to move. And so on, to the ending—an ending that implies the
way in which the turtle is itself a metaphor, suggesting the important lesson of
patience for all of us

Perhaps the turtle, then, for all of its limitations that Ryan illustrates through en-
gaging metaphors, possesses a virtue that many of us do not. Turtles and human be-
ings might (or could) have something in common after all—something we come to
see and think about through the metaphors that Ryan presents in her poem.

Incidentally, although metaphor is essential to “Turtle” and metaphor is
our chief topic here, we cannot resist pointing out that Ryan is also exploiting
other aspects of the poet's craft, notably rhyme. Notice that some rhymes 0c-
cur at the ends of lines—“wings” in 13 and “things” in 15—but some rhymes,
or near-rhymes (also called “off-rhymes™), occur within lines: *oared” in line 2
and “afford” in line 3;“graceless” in 5,"packing-case places” in 6; “practical”in 7
and “axle” in 8; “slope”in 6, hopes”in 7; “ditch” and “which"in 10; “lottery”in 12
and “pottery” in 13.The effect, we think, is to communicate something of the
lumbering quality of this beast whose patience Ryan is celebrating largely
through metaphors.
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MARGE PIERCY

For a biograpbical note, see page 614,

Work of Artifice [1973)

1

The bonsai tree

in the attractive pot

could have grown eighty fect tall
on the side of a mountain

till split by lightning.

But a gardener

carefully pruned it.

It is nine inches high.

Every day as he

whittles back the branches 10
the gardener croons,

It is your nature

to be small and cozy,

domestic and weak;

how lucky, little tree, 15
to have a pot to grow in.

With living creatures

one must begin very early

to dwarf their growth:

the bound feet, 20
the crippled brain,

the hair in curlers,

the hands you

love to touch.

N

YOUR TURN

. Piercy uses a bonsai tree as a metaphor—but a metaphor for what? (If
you have never seen a bonsai tree, try to visit a florist or a nursery to

take a close look at one. You can find a picture of a bonsai by looking
online.)

2. The gardener “croons” (line 11) a song to the bonsai tree. If the tree
could respond, what might it say?

3. Explain lines 17-24 to someone who doesn't get the point. In your re-
sponse, explain how these lines are connected with “hair in curlers.”
Explain, too, what “the hanlds you / love to touch” has to do with the
rest of the poem. What tone of voice do you hear in “the hands you /
love to touch”?

4. How does the form of the poem suggest its subject?

Personification

The attribution of human feelings or characteristics to abstractions or to inani-
mate objects is called personification.
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B E R TR

But Time did beckon o the flowers, and they *
By noon most cunningly did steal away.
—Herbert
Herbert attributes a human gesture to Time and shrewdness to flowers. Of all fig-
ures, personification most surely gives to airy nothings a local habitation and a
name: i

AFEREE Y e ]

There's Wrath who has learnt every trick of guerrilla warfare,
The shamming dead, the night-raid, the feinted retreat.

—Aunden

”w

Hope, thou bold taster of delight.
—Crashaw
The alarm clock meddling in somebaody’s sleep.
—Brooks
.. .neon script leering from the shuddering asphait.
—Dove

In the next poem, the speaker, addressing a former mistress (“come let us kiss and
part™), seems 1o grant that their love is over—is dying—and he personifies this love,
this passion, as a person on his deathbed (“Now at last gasp of Love’s latest
breath™). Further, he surrounds the dying Love with two mourners, Faith, who is
kneeling by Love’s bed, and Innocence, who is closing Love's eyes. But notice that
the poem takes a sudden twist at the end where, It seems, Love may not have to die.

f

e e

MICHAEL DRAYTON

Michael Drayton (1563-1631) wds born In Warwlickshire in England a year
before Shakespeare, and like Shakespeare he wrote sonnets. Among bis other
works is a long poem, Poly-Olbion (1612713, 1622), on the geography and
local lore of England.

e TR

Sinrce There’s No Help (1619]

Since there's no help, come let us kiss and part;
Nay, I have done, you get no more of me,

And I am glad, yea glad with all my heart

That thus so cleanly T myself can free;

5

[ Shake hands for ever, cancel all our vows, 5
i And when we meet at any time again,
Be it not seen in either of our brows
= That we one jot of former love retain.
E_ Now at the last gasp of Love's latest breath, ,
B When, his pulse failing, Passion speechless lies, 10 i
o When Faith is kneeling by his bed of death,
And Innocence is closing up his eyes,
':";1_ Now if thou wouldst, when all have given him over,
;ﬂ From death to life you mightst him yet recover.

YOUR TURN

|. What do you think is the tone of lines 1-87 What words especially
establish this tone? What do you think is the tone of lines 9-142
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2. Some readers find the personifications in lines 9-14 3 sign that the
speaker is not deeply moved, and perhaps is putting on an act. Do you
agree or not? Please explain.

Apostrophe

Crashaw’s personification, “Hope, thou bold taster of delight,” quoted a moment
480, is also an example of the figure of speech called apostrophe, an address to
a person or thing not literally listening. Wordsworth begins a sonnet by apostro-
phizing John Milton:

Milton, thou shouldst be living at this hour
And Shelley begins an ode by apostrophizing a skylark:
Hail to thee, blithe Spirit!

The following poem is largely built on apostrophe.

EDMUND WALLER

Edmund Waller (1606- 1687), boi into a wealthry country family in Bucking-
hamsbire in England, attended Fton and Cambridge before spending most of
bis life as a member of Parliament, When the Puritans came to power, be was
imprisoned and eventually banished to France, although be was soon allowed
to return to England. When the monarchy was restored to the throne, be re-
turned to Parliament.

Esteemed for his poetry and wit, Waller circulated many of bis poems in
manuscript before eventually publishing them in books. Jobn Dryden, Alexan-
der Pope, and other writers greatly admired Waller: especially for bis skiliful
use of the beroic couplet (pairs of rbyming lines of tambic Pentameter).

Song

[1645)

Go, lovely rose,

Tell her that wastes her time and me
That now she knows.

When I resemble her to thee.
How sweet and fair she seems to be.

Tell her that’s young,

And shuns to have her graces spied,
That hadsrt thou sprung

In deserts where no men abide,
I'hou must have uncommended died.
Small is the worth

Of beauty from the light retired:
Bid her come forth,

Suffer her self to be desired,

And not blush so to be admired.

5
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Then die, that she
The common fate of all things rare
May read in thee, )
How small 4 part of time they share,
That are so wondrous sweet and fair. 20
What conclusions, then, can we draw about figurative language? First, such
language, with its literally incompatible terms, forces the reader to attend to the
connotations (suggestions, associations) rather than to the denotations (dic-
tionary definitions) of a term.

Second. although figurative language is said to differ from ordinary dis-
course, it is found in ordinary discourse as well as in literature.
dogs,” “War is hell] “Don’t be a pig.” and other tired figures are part of our daily
utterances. But through repeated use, these (and most of the figures we use)
have lost whatever impact they once had and are only a shade removed from ex-

pressions that, though once figurative, have become literal: the eye of a needle, a
branch office, the face of a clock.

Third, good figurative language is usually

“It rained cats and

1. concrete,
2. condensed, and
3. interesting.

The concreteness lends precision and vividness; when Keats writes that he felt
like some watcher of the skies / When a new planet swims into his ken,

he more sharply characterizes his feelings than if he had said.“I felt excited” His
simile isolates for us a precise kind of excitement., and the metaphoric “swims”
vividly brings up the oceanic aspect of the sky. The second of these three quali-
ties, condensation, can be seen by attempting to paraphrase some of the figures.
A paraphrase or rewording will commonly use more words than the original and
will have less impact—as the gradual coming of night usually has less impact on
us than a sudden darkening of the sky, or as a prolonged push has less impact
than a sudden blow. The third quality, interest, largely depends on the previous
two: the successful figure often makes us open our eyes wider and take notice.
Keats's “deep-browed Homer” arouses our interest in Homer as "thoughtful

Homer” or “meditative Homer” does not. Similarly, when W, B. Yeats says (page
834):

An aged man is but a paltry thing,

A tattered coat upon a stick, unless

Soul clap its hands and sing, and louder sing
For every tatter in its mortal dress,

the metaphoric identification of an old man with a scarecrow jolts us out of all
our usual unthinking attitudes abour old men as kind. happy folk content to have
passed from youth to senior citizenship

Finally, the point must be made that although figurative language is one of
the poet’s chief tools, a poem does not have to contain figures. Here is a poem
by William Carlos Williams. Does it contain any figures of speech?
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WILLIAM CARLOS WILLIAMS

William Carilos Williams (1883-1963) was the son of an English traveling
salesman and a Basque-Jewish woman. The couple mel in Puerto Rico and
settled in Rutherford, New Jersey, where Williams was born. He spent bis life
tbere, practicing as a pediatrician and writing poems in the moments be-
fween seeing patients who were visiting bis office.

The Red Wheelbarrow [1923]

so much depends
upon

a red wheel
barrow

glazed with rain 5
water

beside the white
chickens

The poems that follow rely heavily on figures of speech.

ALFRED, LORD TENNYSON

Alfred, Lord Tennyson (1809-1892), the son of an English clergyman, was born
in Lincoinshire, where be began writing verse at age five. Fducated at Cam-
bridge, be had to leave without a degree when bis father died and Alfred bad
to accept responsibility for bringing up bis brothers and sisters. In fact, the family
had inberited ample funds, but for some years the money was tied up by litiga-
tion. In 1850 following Wordsworth's death, Tennyson was made poet laureate,
With bis government pension be moved with bis family to the Isle of Wight,
where be lived in comfort until bis death.

The Eagle [1851]
A Fragment

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

The wrinkled sea beneath him crawls:
He watches from his mountain walls,
And like a thunderbolt he falls.

"

YOUR TURN

1. What figure is used in line 12 In line 42 In line 62 Can it be argued that
the figures give us a sense of the eagle that is not to be found in a literal
description?
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2. In line 2 we get overstatement, or hyperbole, for the eagle is not really
close to the sun. Suppose instead of “Close to the sun” Tennyson had
written “Waiting on high”? Do you think the poem would be improved
or worsened? .

SEAMUS HEANEY

Seamus Heaney was born in Belfast, Northern [reland, in 1939. He grew up
on a farm, and then went to Queens University in Belfast. “Digging,” the first
poem in bis first book, reveals bis concern with getting to the botiom of things.
Heaney, who now lives in Dublin, bas lectured widely in Ireland, England, and
the United States. In addition to writing poetry, be bas written essays about
poetry, many of which are collected in Finders Keepers: Selected Prose
1971-2001 (2002). In 1995 he was awarded the Nobel Prize in Literature.

Digging [1966]

Between my finger and my thumb
The squat pen rests; snug as a gun.

Under my window, a clean rasping sound
When the spade sinks into gravelly ground:
My father. digging. I look down 5

Till his straining rump among the flowerbeds
Bends low, comes up twenty years away
Stooping in rhythm through potato drills
Where he was digging.

The coarse boot nestled on the lug, the shaft 10
Against the inside knee was levered firmly.

He rooted out tall tops, buried the bright edge deep

To scatter new potatoes that we picked

Loving their cool hardness in our hands.

By God, the old man could handle a spade. 15
Just like his old man.

My grandfather cut more turf in a day

Than any other man on Toner’s bog.

Once I carried him milk in a bottle

Corked sloppily with paper. He straightened up 20
To drink it, then fell to right away

Nicking and slicing neatly, heaving sods

Over his shoulder, going down and down

For the good turf. Digging.

[
u

The cold smell of potato mould, the squelch and slap
Of soggy peat, the curt cuts of an edge

Through living roots awaken in my head.

But I've no spade to follow men like them.

Between my finger and my thumb
The squat pen rests. 30
I'll dig with it.
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YOUR TURN

I. The poem ends with the speaker saying that he wil| #
Given all the preceding lines, what will he dig?

2. The first lines compare the pen with a gun. What implications are sug-
gested by this comparison?

dig” with his pen,

LINDA PASTAN

For a biographical note, see page 589,

Basebali

[1995]

When you tried to tell me
baseball was a metaphor

for life: the long, dusty travail
around the bases, for instance.

to try to go home again;
the Sacrifice for which you win

approval but not applause:
the way the light closes down

in the last days of the season—
I didn't believe you.

It’s just a way of passing
the time, I said.

And you said: that's it.
Yes.

YOUR TURN

the speaker agree? She seems not to at first, but perhaps by the end she
changes her mind. Or is that a misreading of the poem?
2. Take a step back: What is the story that this poem is telling? How does

it begin? What takes place in the middle? How does it conclude?
3. Do you understand this poem? How w

someone whe found it perplexing?
4. Why is the word “Sacrifice” capitalized?
- “Baseball” consists of seven short two-line stanzas. Why did Pastan

structure it this way? Would her poem have been more effective if she
had presented it as a single stanza?

o,

e

¥

1. What does it mean to say that baseball is “a metaphor for life”? Does §
=
E

=t

ould you explain its meaning to

w

WILLIAM SHAKESPFARE

You will encounter Shakespeare (1564-16 16) several times in this book—for

instance, as the author of songs (Chapter 18), sonnets (Chapter 23), a tragedy
(Chapter 30), and a comedy (Chapter 31).
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Here we give one of bis sonnets (probably written in the mid-1590s). in
which be playfully rejects similes and other figures of speech. His contempo-
raries often compared a woman’s bair to fine-spun gold, her lips to coral or to
cherries, ber cheeks to roses, ber white breast to snow; when such a Woman
walked, she seemed 10 walk on air (the grass did not bend beneath ber). and
when she spoke, ber voice was music., Shakespeare bimself uses such Sfigures in

some of bis poems and plays, but in this sonnet be praises bis beloved by say-
ing she does not need such figures.

Sonnet 13

My mistress’ eyes are nothing like the sun;

Coral is far more red than her lips' red:

If snow be white, why then her breasts are dun;

If hairs be wires, black wires grow on her head.

I have seen roses damasked, red and white.

But no such roses see I in her cheeks:

And in some perfumes is there more dclight

Than in the breath that from my mistress recks

I'love to hear her speak, yet well T know

That music hath a far more pleasing sound;

I grant I never saw a goddess go;®

My mistress, when she walks, treads on the ground.
And yet, by heaven, I think my love as rare®
As any she belied® with false compare.

S
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11 go walk. 13 rare exceptional. 14 any she belied any woman misrepresented.




