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ditations before each of fourteen
Crosses or images set up along : Jrates the fourteen places at
which Jesus halted w n, he was making his way in
Jerusalem to Golgotha,

Sonnet

[2001]
All we need is fourteen

and after this next one just a dozen

10 launch a fittle ship on love’s storm-tossed scas,
then only ten more left like rows of Iy
How e

lines, well, thirteen now,

eans.
asily it goes unless You get Elizabethan

and insist the jamhjc bongos must be

5
played
and rhymes positioned at the ends of lines,
one for every station of the cross
But hang on here w hile we make the turn
into the final six where all will be resolved, 10
where longing and heartache will find an end,

where Laura will te]) Petrarch to put down his pen,
take off those cr

1zy medieval tights,
blow out the lights, and come at last to bed.

YOUR TURN

I. The headnote explains the stations of the cross (line 8), but what is the

point of introducing this image into a sonnet?

- Narmally the “turp” (volta) in an Italian sonnet occurs
of the ninth line: the first eight lines (the
prablem, and the final six lines (the sestet) respond, for instance by an-
SWering a question, or by introducing a contrasting emotion. In your
view, how satistactorily does Collins handle this form?

- Does this sonnet interest you? Do yo find it clever? Is that a good

thing or a bad thing?

4. Do you think that you could have written this sonnet? Could you have
written Shakespeare’s sonnets 73 and 146 (pages 675-76)? What do

YOour responses to these questions suggest to vou about the
poetry?

2

at the beginning
Octave) establish some sort of

writing of
The Villanelle

Y song” or
was the sup-

century
eveloped. Variations occur, but usually a villanelle has the
following characteristics:

* Five stanzas with three lines

€ach (tercets), rhyming aba, and a final
Stanza with four lines (2 quatrain),
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* The first line of the first stanza is repeated as the last line of the second
stanza and the last line of the fourth stanza.

* The third line of the first stanza is repeated as the lasc line of the third
stanza and the last line of the fifth stanza.

* The quatrain that concludes the villanelle rhymes abaa, using the first
and third lines of the first stanza as the next-to-last and the last lines of the
final stanza—i.e., the poem ends with a couplet

Because the villanelle repeats one sound thirteen times (in the first and last line
of each tercet, and in the first, third, and fourth lines of the quatrain), it strongly
conveys a sense of return. a sense of not going forward, even a sense of dwelling
on the past. We give four examples of the form.

- I you are going to write a villancllc. here are rwo Lips:

* Begin by writing a couplet (a pair of rhyming lines); in fact, write several
couplets on different topics, and then decide which couplet you think is
most promising. Next, insert between these two lines a line that makes
sense in the context but that does nof rhyme with them.

* Each line need not end with a pause, and in fact some run-on lines proba-
bly will help to prevent the poem from becoming too sing-songy.

DYLAN THOMAS

For a bivgraphical note, see page 550.

Do Not Go Gentle into That Good Night [1952]

Do not go gentle into that good night,
Old age should burn and rave at close of day;
Rage, rage against the dving of the light.

I'hough wise men at their end know dark is right,
Because their words had forked no lightning they

5
Do not go gentle into that good night.
Good men, the last wave by, crying how bright
Their frail deeds might have danced in a green bay,
Rage, rage against the dying of the light.
Wild men who caught and sang the sun in flight. 10

And learn, too late, they grieved it on its Wil
Do not go gentle into that good night.

Grave men, near death, who see with blinding sight
Blind eyes could blaze like meteors and be gay,
Rage, rage against the dying of the light. 15

And you, my father, there on the sad height,
Curse, bless, me now with your fierce tears, I pray.
Do not go gentle into that good night

Rage, rage against the dying of the light.
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YOUR TURN
1. The intricate form of the villanele might seem to
Poem abgyt dying. Do you find it toq fussy? Or
somehow succeed?

2. How would YOU describe the s

ta say that “Do Not Go Cent

- What is the Speaker’s attitud
ornot? Please explain,

4. This S poem. Why dg you think th

o fussy for 3 serious
does the form here
Peaker’s tone? |5 it ACCurate or misleading
le into That Good Night” js an angry poem?
€ loward death? Do voy share thijs attitude

5 is a famoy at is the cage?

ELIZABETH BISHOP

Elizabetp Bishop

(191 1-1979) teas hoyy
cause ber father d

ted whey, she
Confined to Sanite

New Englang and
1934, where she y
(o1 a smay Private f1come) Sor
‘nd then foy nich of pey

1 0in ll'w'c'mrm:

was eight mongps old an
ilitim Jfour yegrs later,;

Nova Scotig After g
'As co-editoy 0

Wassach Hsells, Be-

 ber motpey was
Bishop g raised by relatives iy

raduation Srom 1 College in

[ the studeny literary idgazine, she lived

a while in Key West, France, and Mexico,

adult life 1y, Brazj], before reru-rm‘ng 1o the Unitey

States 1o teach gt Harvarg A one-volume collectio
Poems, Prose, ang Letters, 4 :
2008),

of Bishop s work,
shed by ppe Library

assar

of A mericeg

One drs

The ar of lbsin
50 many things
to be lost that ]

[1976)
8isn't hard 1o master:

scem filled with the intent
1€ir loss is no disaster

Lose Something ey ery day,
of lost door ke
The art of losi

Accept the
¥s, the hoyr badly s
N2 isn't hard 1o ma
Then practice |o
places,

fluster

5
ster.

sing
and nimes,
L0 trave], None of ¢

farther, losing £
and where j
hese will b
Lost my mother's w
next-to-)
The art

1ster:

Was you mean;
ring disaster

arch. And ookt my
ast, of three loved houses went,
" losing jsp't hard 1o master

last, or

10

Ilost two cities, love y
SOmMe realms | Owned

nt,
I miss them, by it w

joking Voice, g gesture
an’t have lied It’s evidepg
the art of fosing’s NOt too hard 1 masier
though jy may look like ( Wiite jr1y like disaster

il

g T
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YOUR TURN

1. What was your response to the litle when youlfirst read it? Did your re-
sponse change after you read the poem and studied it further?

2. Is the form connected to the poem’s theme? If o, in what way?

3. Linger over line 1: Why is “losing” an “art”? And why does Bishop
echo the phrasing of the first line in lines later in the poem¢ Does the
echo make the poem feel repetitive? !

4. Follow Bishop’s uses of the words “|ose,” “losing,” and “loss” from one
to the next. Do you find her reliance on these very closely related
words to be important for the poem’s meaning, or does it strike vou as
a lot or a little confusing? Can a poem be a lot or a little confusing and
vet still be a goad poem?

. Can we tell what kind of loss Bishop is explaring? If we can, where
does this kind of loss become clear?

6. Whom is Bishop addressing when she says |(note the exclamation
point) “Write it!”? Why is this command in the poem, and why is it in
parentheses?

- Has this poem helped you to understand a loss or losses that you have
experienced yourself? Something, perhaps, that you did not understand
before about what “losing” someone or something important means? Do
you have an insight of your own into I sing and Joss that Bishop has not
considered, at least not in this poem? Is this an insight that you would
want to share with others—in a poem, for example—ar keep to yourseli?

The Sestina

This fiendishly elaborate form developed in twelfth-century Europe, especially in
southern France. among the troubadours, court poets who sang for nobles. (The
name comes from the Ttalian sesto, “sixth.” because there are six stanzas of six
lines each—but then, to complicate matters, there is a seventh stanza, a three-line
‘envoy” or “envoi,” 4 summing up that uses key words of the first six stanzas.)

More precisely—this is mind-boggling—the six words that end the six lines
of the first stanza are used at the ends of all the following lines but in a different
though fixed order in each stanza (Rhyme is not used in this form.) This fixed or-
der has been characterized as a sort of bottoms-up pattern, a term that will be-
come clear as we describe the stanzas. In the second stanza the Sirst line ends
with the last word of the /ast line (the bottom) of the first stanza: the second line
of the second stanza ends with the first line of the first: the third line ends with
the last word of the fifth line of the first stanza—i.e., with the next-to-bottom line
of the first stanza. The fourth line of the second stanza ends with the second line
of the first, the fifth with the fourth line of the first. and the sixth with the third
line of the first.

T'hus, if we designate the final words of the first stanza. line by line,as 1,23
4,5,06,

w1

~J

the final words of the second stanza are 6, 1.5. 2. 4, 3;
the third stanza:3,6,4,1,2.5

the fourth stanza: 3,3, 2, G

the fifth stanza: 4.5, 1
the sixth stanza: 2. 4
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The envoy of three lines must use these six words, but there are various possible

patterns—for instance, 5, 3, 1 at the ends of the three lines, and 2,4,6 in the mid-
dle of the lines.

If you are going to write a seslina, two tips:

* Once you have settled on your topic—let's say
adventure”—jot down six words that you think
* You need not end each line with a pause

“loss” or “a restless spirit of

ELIZABETH BISHOP

For a biographical note, see page 682,

Sestina

[1965]
September rain falls on the house.

In the failing light. the old grandmother
sits in the kitchen with the child
beside the Little Marvel Stove.

reading the jokes from the almanac,
laughing and talking to hide her tears.

She thinks that her equinoctial tears

and the rain that beats on the roof of the house
were both foretold by the almanac,

hut only known to a grandmother.

The iron kettle sings on the stove.

She cuts some bread and says to the child,

It's time for tea now: but the child

is watching the teakettle’s small hard tears
dance like mad on the hot black stove,
the way the rain must dance on the house.
Tidying up, the old grandmother

hangs up the clever almanac

on its string. Birdlike, the almanac

hovers half open above the child,

hovers ahove the old grandmother

and her teacup full of dark brown tears.

She shivers and says she thinks the house
feels chilly, and puts more wood in the stove,

20

It tras to be, says the Marvel® Stove,

I know what 1 know; says the almanac,
With crayons the child draws a rigid house
and a winding pathway. Then the child
puts in a man with buttons like tears

and shows it proudly to the grandmother. 30

—_—

25 Marvel a brand of stoves and appliances.

ol
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But secretly, while the grandmother

busies herself about the stove,

the little moons fall down like tears

from between the pages of the almanac

into the flower bed the child 35
has carcfully placed in the front of the house.

Time to plant tears, savs the almanac.
The grandmother sings to the marvelous stove
and the child draws another inscrutable house.

YOUR TURN

1. Does Bishop’s choice of title seem strange to you? Why would she use
the name of the poetic form for her title? Do you think that a different
title might be more effective? Please give examples, and explain why
they would or would not be better.

2. As carefully as you can, describe the effect of line 1.

- In the first stanza, why is the grandmother crying? How are her tears in
lines 6 and 7 related to the “small hard tears” of the teakettle in line 142
Note, too, the later references to tears. Please comment on these as
well.

4. Several of the lines in this poem are italicized, Do the italics make the
lines more forceful? Should Bishop have made the force of the lines
clear without changing the “look” of the lines on the page?

5. What is an almanac? Have you ever seen one? Why would someone
want an almanac? What is the significance of the almanac in this
poem?

6. What is your response to the fact that this poem is a sestina? Do you
think you could write a poem in this form? What would be the benefit
to you of such an assignment?

(O8]

_Shaped_ Poetry or Pgtt_(_;{ll__[’_ggﬂ'y |

We have been talking about shapes or patterns determined by rhymes, but some
poems—admittedly few—take their shape from the length of the lines, which
form a simple image, such as a sphere, an egg, a vase, or a wing.

Here is a famous example of shaped poetry, a pair of wings. We print it
sideways, as it was printed in the earliest edition, in 1633, though in that edi-

tion the first stanza was printed on the left-hand page. the second on the right-
hand page.

GEORGE HERBERT

George Herbert (1593-1633), born into a distinguished Welsh family, studied
at the University of Cambridge (England) and became a clergyman. By all ac-
counts be lived an admirable life and was deservedly known in bis commu-
nity as "Holy Mr. Herbert”
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Note: i tine ;. STOre means "abmulunce."“plerz{]e"m line 10, the fq) refers
10 the loss of innocence they resilted when Adam dafe Ihc’_fhrbi{idm.r_/.‘ru:'.t in the
" of Eden. In the nextto-last liye, imp, a termn Jrom fatconry, Reans “to
graft, to mnsert featheys into q wing”

We print the boem in the 1y G bt it was originally printeq
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YOUR TURN

Ne can argtie that the length of every line js exactly
suited to the meaning of the line, but we do think that some of the
lengths are parallel or reinforce 0me of the ideas within those lines.
For instance, the firet line, speaking of a man’s original “wealth and
store,” is 3 long line. Why is this length more appropriate to the mean.
g than it would he to, say, “Lord, who created a man who soon
would fall*? And note especially the fifth and sixth lines of each stanza:
Would yoy agree that thejr length suits their meaning?

- Do you think this poen is a mere novelty, or do yoy, think it deserves

close attention and indeed is memorable? Please explain,

Blank Verse and Free Vers ;

deal of English POetry is unrhymed, much of it in blank verse—rhat js.

unrhymed jampic Pentameter Introduced ingg English poetry by Henry Howard,
the Earl of sSurrey, in|the middle of the sixteenth ceéntury, late in the century it

[1633)
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Walt Whitman 687
became the standard medium (especially in the hands of Marlowe and Shake-
speare) of English drama. In the seventeenth century, Milton used it for Paradise
Lost, and it has continued to be used in both dramatic and nondramatic literature.
For an example see the first scene of Hamder (page 1001). A passage of blank
verse that has a rhetorical unity is sometimes called a verse paragraph.

The second kind of unrhymed poetry fairly common in English, especially in
the twentieth century, is free verse (or vers libre): rhythmical lines varying in
length, adhering to no fixed metrical pattern and usually unrhymed. Such poetry
may seem formless; Robert Frost, who strongly preferred regular meter and
rhyme, sald that he would not consider writing free verse any more than he
would consider playing tennis without a net. But free verse does have a form or
pattern, often largely based on repetition and parallel grammatical structure.
Whitman's “A Noiseless Patient Spider” (page 585) is an example; Arnold's*Dover
Beach” (page 778) is another example, though less typical because it uses rhyme.
Thoroughly typical is Whitman's “When I Heard the Learn'd Astronomer.”

WALT WHITMAN

For a biograpbical note, see pege 633.
8 &

When I Heard the Learn’d Astronomer (1865]

When I heard the learn’'d astronomer,

When the proofs, the figures, were ranged in columns before me,

When I was shown the charts and diagrams, to add, divide, and measure
them,

When 1 sitting heard the astronomer where he lectured with much
applause in the lecture-room,

How soon unaccountable [ became tired and sick, 5

Till rising and gliding out I wander'd off by myself,

In the mystical moist night-air, and from time to time,

Look'd up in perfect silence at the stars

What can be said about the rhythmic structure of this poem? Rhymes are absent,
and the lines vary greatly in the number of syllables, ranging from 9 (the first
line) to 23 (the fourth line). but when we read the poem we sense a rhythmic
structure. The first four lines obviously hang together, each beginning with
“When"; indeed, three of these four lines begin “When 1.” We may notice, too,
that each of these four lines has more syllables than its predecessor (the numbers
are 9, 14, 18, and 23); this increase in length, like the initial repetition, is a kind
of pattern. But then, with the fifth line, which|speaks of fatigue and surfeit, there
is a shrinkage to 14 syllables, offering an enormous relief from the previous
swollen line with its 23 svllables. The second half of the poem—the pattern
established by “When" in the first four lines is dropped. and in effect we get a
new stanza, also of four lines—does not relentlessly diminish the number of
syllables in each succeeding line, but it afrmost does so: 14, 14,13, 10,

The second half of the poem thus has a pattern too, and this pattern is more
or less the reverse of the first half of the poem. We may notice too that the last
line (in which the poet, now released from the oppressive lecture hall, is in com-
munion with nature) is very close to an iambic pentameter ling; that is, the poem
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concludes with 3 mer i ish." effect
of naturalness or €ase in this finaj line, eover, is i

fepetitions (e.g.. not only of “When I but even of such
“Charts and diagrams,"“tj i '

of the previous lines. This

rical form said to

part of meaning Though ar
1y appear unrestrained, as T §, Eliot (a Practitioner) sajd,
No vers is libye for the man who wants 1o do 4 good job"—or for the woman
Who wants to dg 4 good job

The _Prose _I_’oem

The term prose Poem is sometimes applied to a short work that looks |
but that js highly thythmical o rich in images, or both Here is
example.

ke prose
4 modern

CAROLYN FORCHF

Cam{yn Forehé was born i
Jrom Michigan State | miversity and g master’s
State University, she traveled wWidely
Indians, Betieey, 19

menting

n Detroit in 1950, After earning a bachelor's degree

degree from Bou‘h‘ug Green
n the Southwest, living among Puebio
78 and 1986 she made several visits 10, El Salvador, docy-
Durhian rights violations ﬁ)rA:mzest_]' Internationa; Her first book of
Poems, Gathering (he Tribes, won ipe Yale Younger ppets award in 1975
Forehé is the Directoy of the Lannan Center fur Poetry and Poetics and bojgs
the Lannan Chaiy i Poetry gy Georgetoun University in Washington p.c

The Colope]

(1978, pull. 1981]

beside him. The
On the television was a
embedded in the walls
Ps from a man’s legs or cut his hands
to lace. On the windows there were gratings like those jp liquor stores, W
had dinner, rack of lamb, good wine, a gold bej Was on the table for calling

the maid. The maid brought green Mmangoes, salt, a type of bread. I was asked

\ was 4 brief Commercia]
wife took everything away. There Wis some talk then of how difficult it had
become 1o Bovern.The parrot sajd hello on the terrace The colonel told to
shut up, and pushed himself from the table. My friend said L0 me with his
eyes: say nothing. The colonel returned with a sack used to bring groceries
home. He spilled many human €ars on the table. They were Jike dried peach

haives. There is no o O say this. He took one of them in hjs hands,
shook it in our faces, dropped it ino 4 water glass. [t came alive there. I am
tired of fooling aroung he said. As for the rights of anyone, tell your pecople
they can 80 fuck themselves, He SWept the ears to the floor with his arm

€op show| It was in English. Broken

ther way ¢
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and held the last of his wine in the air. Spmething for your poetry, no? he
said. Some of the ears on the floor caught this scrap of his voice. Some of the
cars on the floor were pressed to the ground.

]

£a

i

May 1978
]

YOUR TURN

. How would you characterize the colonel in a few sentences?

. We are told that the colone! spoke of "how difficult it had become to
govern.” What do you suppose the colonel assumes is the purpose of
government? What do you assume its purpose is?

. How much do we know about the narrator? Carn we guess the narra-
tor's purpose in visiting the colonel? How would you characterize the
narrator’s tone? Do you believe the narrator?

. What is your response to the last sentence?

. What, if anything, is gained by calling this work 4 “prose poem” rather
than a short story?




