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The figure a poem makes. It begins in delight and -ads in
wisdom. . . . 1t inclines to the impulve, it assumes directin with
wrm Sirst line leid down, it runs a covrse of lucky events, a1d ends
in a clarification of life—not necessarily a great clarijization
such as sects end cults are founded on, but in a momente iy stay
against confusion. ;

—Robert Frost

We make out cf the quarrel with othrs, rhetoric, but of th: quar-
rel with oursel s, poetry, - .

—W. B. Yuts

THE SPEAKER AND THE POET

The speaker or wice or mask or periona (Latin for “masl ") that
speaks a poem is nol usually identical with 1}ie poet who writes it. " "he au-
thor assumes a role, or counterfeits the specch of a person in a paticular
situation. .wOrmZ Jdrowning (1812-89), lor instance, in ..Z_.ﬁ. Last
Duchess” (1842) inented a Renaissance (lnke who, in his palac: talks
about his first wife :nd his art collection vith an emissary from .oo::.ﬁ
who is negotiating tc offer his daughter in 1arriage to the duke,

In wmm.&:m a poern, then, the first and riost important question to ask
yourself is this: Whe is speaking? If an aulience and a setting a sug-
gested, keep them in nind, too, although th +se are not always indicated in
a poem. Emily Dick nson’s “Wild Nights—ild Nights” (1881) is he ut-
.ﬁm_,m_..cn of an impass:uned lover, bul we nee not assume that the keloved
is actually in the pres¢mce of the lover, In fict, since the second lire says
‘Were I with Thee,” the reader must assum that the person addressed mm
not present. The porin apparently represens a state of mind—a sort of
talking to oneself—rither than an address t¢ another person.
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Emily Cizkinson (1830-86)
WILD NiGHTS —WILD NIGHT!

Wild Nights—V/ 1d Nights,

Were 1 with The:

Wild Nights shci Id be

Our luxury! 4

Futile—the Winds

To a Heart in port—

Done with the (Compass—

Done with the ( Jhart! 8

Rowing in Eden

—Ah, the Sea!

Might 1 but mor—Tonight—

In Thee. 12

Questions to Stinulate Ideas about 'Wild Nights—Wild lights”
This chapter will en ] with a checklist of mity questions that you inay ask
yourself to get idea; for writing about any poem. Here, however are a
few questions about 1his particular poem, t:: help you to think abeut it:

1. How does his poem communical¢ the speaker’s state o mind?
For example, in the first stanza (lines 1-4), what—beyund the
meaning o the words—is communicated by the repetition of
“Wild Nigt 5”7 In the last stanza (lines 0-12), what is the tone of
“Ah, the §:al”? (Tone means son2thing like “emotional color-
ing,” as wh :n one speaks of a “bus nesslike tone,” a “bitter tone,”
or an “eager tone.”)

2. Paraphrase (put into your own words) the second stanz: What
does this sinza communicate ahcut the speaker’s love for the
beloved? Ccmpare your paraphrai 2 and the original. Wkt does
the form o' the original sentences 'the omission, for instince, of
the verbs o lines 5 and 6 and o the subject in lines 7 and 8)
communic ie?

3. Paraphrase rhe last stanza. How dces “Ah, the Seal” fit info your
paraphraser If you had trouble fitting it in, do you think the
poemn wou (. be better off without ‘t? If not, why not?

Although the veice speaking a poem of ¢n clearly is not the autior’s, in
many other poems i} e voice does have the ring of the author’s owr voice,
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and to make a distriction between
perverse. In fact, sime poetry ﬁmmvmn..mzw.::gi
is highly autobiogr: pihical. Still, even in autobiog
convenient to distiiguish between author «nd s
given poem is, let say, Sylvia Plath (1932-63)

Sylvia Plath in her r1le as daughter, not sin [ ly Sylvia Plath the poet

The Language of Poetry: Diction and Tone

How is a voice or mask or persona created” From the
the author selects -

lection constitutes t 2 persona’s diction. I is, then, partly by the liction
that we come to kncyy the speaker of a poem. Just as in life there a dif-

ference between pecple who speak of a elly button, a navel, yad an
umbilicus, so in poetry there is a differen

¢ between speakers wlo use
one word rather tha » another. Of course, i is also possible that all three
of these words are pit of 4 given speaker’s vocabulary, but the spaker’s
choice among the tiee would depend on the situation: that is, in ad-
dressing a child, the ; peaker would probably use the word belly button. in
addressing an adult other than a family nember or close frienc), the
speaker might be mcre likely to use navel; 11d if the speaker is a physi-
cian addressing an avdience of physicians, he or she might be most /ikely
to use umbilicus. This is only to say that the dramatic situation in which
one finds oneself help:: to define oneself anc establish the particuls r role
that one is playing,

Some words are nied in virtyally all pocns: 1, see, and, and thy: like.
Often the grammatic:, constructions in whi-h they appear helps (cfine
the speaker. In Dickrson’s “Wild Nights— Wild N
iions as “Were I with Thee” and “Might I” inic

Speakers have att tudes toward

ights,” such ey res-
ate an educated spe iker.

* themselves,
* their subjects,
* and their audie ces,

and, consciously or ur consciously, they chou:e their words, pitch, .ind
modulation mnno&mnﬁ.q all these gdd up to tair tone. In written lii ¢ -
'ire. tone must be de vcted without the aid of the ear, although jt's
nod idea to read poetry aloud, trying to fircl the appropriate ton: of
“oice; that is, the reader must understand by iLe selection and sequerice
ol ard—playfully, angrily,

["words the way the words are meant to be he

speaker and author may at tinies seem
porary Americai poetry)
raphical poems i may be
peaker. The spezler of a

in her role as pirent, or

whole of Ia 1guage,
rtain words and grammatical constructions; this se-
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confidentially, ironically. The reader must catch what Frost o.,__.mm .M_H.m
speaking tone of voice somehow entanglel! in the words and fast zned to
the page for the ear of the imagination.” . .
ﬂWocm waly to begin your exploration ¢ a speaker’s tone of voice is to
read the vom_:.m_o:_ . This oral performanc«: of the poem helps to ‘___wé :.m
 feeling for the rhytam of the lines, the p scement and effect of | anses,
the impact of words and images and their :._mmczm?v to one anotl m.q. As
you read a poem abyud, ask yourself: How toes this speaker sound? An-
other form for the (iestion might be: Hov: would I respond if scineone
e . o
spoke to me in this |cne of voice* . |
. Let’s examine It e tone of vaice in a somnet (see page 249) hy w_zw.
American poet Edni St. Vincent Millay (1392-1950), a contemp ,_m“..,.,. o
,:otm_.ﬁ Frost'sand 7" S. Eliot’s. Do your best not only to see the w irds on
the page, but to hea- them,

I, BEINC BORN A WOMAN ANI! DISTRESSED

1, being born a'voman and &mm«mmmnm

By all the needs and notions of my kinil

Am urged by yeur propinquity to find )
Your person fair, and feel a certain zes

To bear your bely’s weight upon my breast:

So subtly is the fiume of life designed,

To nri? the pu'se and cloud the min.. .
And leave me o10e again undone, poss *ssed.

Think not for this, however, the poor t eason

Of my stout blo.d against my staggeriny. brain,

I shall remembe s you with love, or seas cn .
My scorn with pily—let me make it pluin:

[ find this frenz insufficient reason

For conversation when we meet again. (1983,

Remember an cIwious point that all of us sometimes overloc}: M,ME
have the words of tl:: poem in front of yo 1. It's the words of the v.c_a:u
that you respond to, and that you work witl when you ?ﬁ.uﬁ.m.m“. :ur“ M._.H
ical paper. In a sense vou are never at a loss :bout what to say: L ”_ _‘:z_ .
ways something to s¢y, because you always Jiwve the poet’s =..9. 0 study
and reflect upon—tk ¢ir sounds, their mean ugs and Eirnmco:w. e

At the end of the first line, for instaice, oo:mzwmﬁ the won d Eb.u_
tressed,” which is pe1aps a surprise in rela ion to the “I .H._.:: Jﬂm_ _”..ﬁ z”n.,
lay's poem. The firs -person speaker initia ly seems decisive; “T” i
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“span of life.” And it’s lis expectation that Millay is working with--or,

rvher, against. “Fume’ may imply “perfume’: both words derive from

" “Fume” is also in tn odd relationship to the

; '

A MM...M MM ”w:ﬂ Or senteiice nearly always has an assertive effect, of sonuson

: A stand or spea.ing his or her mind. B. ] . e

T of this spegee T ind. B the end of the first lir¢ the

s spe stressed.” Though w may i

T . . v wonder: Is she 7+ ol i “smo;

.éouzmm”w - “ﬂmﬁmﬂ_. :d__._o.a_:v. aware of the expiactation that since mr.... M@ Bl il e
» she is biologically destined to be “d stressed” in 4 typical m._L:EM

passive voice “designed : We do not know whe or what did the designing,
and it sounds a little ;svkward or (deliberat:ly) obscure to say thy: a

way? e
A ; Aores — .
s o “:Mmﬁﬁwﬁm more: deeply into the poen. we'll find that it - fme” (vaporous, gassy) is “designed,
=4 moﬂmc._smmm:m_o.:__ The tone shifts, as the speaker is moEm:S@.“ i .
yoman to oon:ﬁwo___ﬂm“ v, the &“d_m that sociely (in the 1920s) expevs a A& L #) A RULE FOIt WRITERS:
' - I8 Lie speaker strong : ssertiv S ;
pe ong and 1ssertive, or not? Does the [l 4 Iixplore both the meanngs and the sounds of the words that poets
use. Seek to become— s Robert Frost recon mended—not only an

peaker sound assertive , or not?
“Distress” is an intriguine «
e s __m .ﬂ_u_: mtriguing word, which reveals even more about ‘he
tpe :.m:.m_.mﬁ_ﬂ. *r erivi;: from a Latin word fcr “hinder,” and when T.ni.
* Verd, it means: “to cause strain, gnixiety, or mcm.m_._.zm to; _i
4 . ? WYV

‘eye reader” but also 311 “ear reader,”

s now turn to ¢ poem by Robert Frost and make use of our ap-

ti hold th ; ) )
Z_EE&GMMHJMH_JON*.._ ‘ _H? mwu:v against the payment of debts: to Siras ; Let's
i € abri - " i ;
¢l an antique or of me_ q,. _““.: “cnn.:ﬁ%th.u_“w?v to give the appeara ice froach to tone and diction in the planning and ¢ evelopment of an analytical
. ' J pPHoruse,” It also has an :_Qmﬂ sense: “T, ) / Aper
.m._.”““. Ma o<m?é.t=m FN lirassment.” Used as a noun,. &#3...“... .EMM _”.. FP
1Y Y or mental sn m:,..._n. severe .mw._‘.ﬁ ) ) n, R SS & (B &
i Severe n resul ing from exhans : - ,
acident; acute physical discomfort: physic: & _cE.nx_E:...:c: Orin \Vriting about the Zpeaker: Robert "rost’s
S cisad ort; physical d-terioration, as of a hj.| : . ”
_u.,. ¥, caused by hard usc over time: pavement clistress: the diti / ﬂ : "The Telephoe
vng in need of i te asc LOSITESs; the condition 1 F
E:nmm the Emwiﬁﬂ%% :”» &manﬁ_m_:cm.. 4 motorist in distress.” The re (). & Robert Frost once :sid that
,. i 15 word lead us more deeply i 2 .
c: he speaker—how she teels, and how she sounds M,.,..‘\mﬂmﬂwwr. mﬁqoac.m P everything written is i good as it is dramatic. .. [A poem is] heard as
she molm. g * describes hony £ sung or %ornz rw a person in a scene—in curacter, in a setting, mw
iny :15?:9...@,, (line 3} is another word that nlays a key role in evo! 1 PR g W M the et Byl 1 crssttier-c. = Setter
g the speaker’s tone. !lere, we might exper a simpler word _MMQ,T world out in a storm i1 autumn; by a lover undv1 a window at night.
e Suppose, in reading a peem Frost published in 1916, we try to estal lish

“nrarness” Masr 1. ;
thit arﬂ.a“_wu.wzzn:?”_:nww h sceking the distance detachment, and iro) i
usual, Latinate ; =Tt . A 0 , W G 3

Lain word for ..:mmw..v.o__._.:?_”w Propinquity” which derives from . 1 “ly whom, where, and when” it is spoken. V2 may not be able to un-
kins hip; u._.:m_zm:.a\ in natuy _.u_ .SWSA_EQ impl s “proximity; nearnes,. swer all three question: in great detail, but le ‘s see what the poem ng-
newl to look up in a %nc.._c.. .; the kind of werd that many of us me, \ gests. As you read it, you'll notice—alerted by the quotation marl:—
tell: us something about »...:.:W.. .m:m. the strangeiess of the word-choic: & tiat the poem has two speakers; the poem is «. tiny drama. The closing
ing (o create, a tone that i W. _,.uczom.\.w tone of veice that Millay is see). - S c uotation marks at the ¢ nd of line 9 signal to us that the first speecl. is

. s é (rome and formal abo it highly chareed ; ,
of f:male identity, erotic f; w2ling, and sexual desir » ghty charged issues

f nished.

Robert Frost (1874-1963)

One more example— '3 % an
) . fume.” as in line 6. Fume :
. ume,” g - Fume as a noun, mean;
v “.‘.nwﬂ.ﬂmvoﬂ m&o_ﬁ_ espreially if irritating, harrful, or strong; a mc,.mo: ‘ , b
T; a state of re.cntment o vexation.” /s a verb, jt :.,dmmam ..»_ L ‘
; « N “When I was just as ar as I could walk

emi fumes; to rise in fanes
" s; to feel or sh ‘s ;
One migl} ; . ow resentment or vexation.’ ¥ ;
ght have expected (o find here the phrise “scheme of life” or i | JE an here aﬂmw
’ _ There was an hour
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ine TS
isualize this 1niniature drama. In lin= 7 the mﬁ.&m i
All still T o Tilihlt . » Wt happens- -what do you se
When leaning with my nead against a flower cinfle e | ...
| heard you talk.

eye—aft speaker to say this?
ind’ 7 line 6 that causes the spea s
Wh ME&“ ..Eﬁdomm_ M_,_m speaker of lines 10 and 18 mmn..va mmw mf_ﬂm_.w.n
’ MMN ,Mow\_ﬂ_v& .<c= chavicterize the ~_o=m of EWNWm:MMcMc " M@@mr@_.m..u
sort of an:m:uE_o da you ﬁ_:_u“ m“umhw Nﬂ_ﬂ” .\.,J _.1.~ oL
v e to b
4 How would you char i:terize

line of the poem?

Don’t say I didn't, for ' heard you say—
You spoke from that flivwer on the window sil -— ,
Do you remember wh 1 it was you said?” i

First tell me what it w1 you thought you heard.”
“Having found the flow:r and driven a bee awy, “
| 'eaned my head,

#nd holding by the stal -

1listened and 1 thought | caught the word—
What was it? Did you cill me by my name
Ordid you say-—
§omeone said “Come’—: heard it as I bowed.”

)

| may have thought as 11uch, hut not aloud.”

“Well, so I came.”

—— e

| 3 . . . m.
_ vV ven n _nuﬂﬁgu —_:’{_— !o_., res wzv:m-m n":_-m:—m— { ::-ﬂ S0 ~vm ore H@NQI
— ou >
__._m i——,: *A-__A YWS.

Journal Entries : ther the
2 iven ¢ uestions somewhat lil.: these, students were w.mrom.ﬁwmmrm »:M
Given :_sm”.w the speakers by’ sex, to speculate on their re m&m& ﬁ%m ol
MM:EH.H MML ﬂrﬁm%m they wshed to say. One studeat recorde
en b )

lowing thoughts:

—maybe liusband and
akout each other—may

| ‘_ : These two people care

Suppesz we ask:

* 'Who are these two sprikers?
'What is thejr relationsh ip?

"What's going on betwqn them?
Where are they?

wiz, o1 _.Ocmﬁw.lim.:nm. amails QQE—Q most 0_ ﬁum nm_ _ﬁu@ Z—OEQHH m
'

't prove it H:mm £ , as H
cl C 1as _zm.: .Au as nm_ as OMW-UT 1at is, as far as

ﬂ.....l 2 8 mnw (o}
@ t bal i sam mﬂ.n,
v:—m—umm N—R_M~ — el "v :r b | e mnmm 2 seelr t

hese juestions cannot be answered with
swer: are more probable thia others, Fo
om thit flower on the windc v sill”)
om, probably of their home.
it we “an't say whether they i
Y. or.n an apartment,

Lets put the questions (e.
le) inlo a more specific form

absolute certainty, but some
r instance, line 8 (“You spoke
suggests that tie speakers are in a
—rather than, say, in 1 railroad station—
ve in a farmhouse or i1 a village, town, or

i i =poke to him
hiar the other person call him. He claims that she =p:

i," : ¢ I think the sec-
"-5m that flower on the window sill,” and that's wiy [

iadow. Some-
i person is a woman. §t.e's at home, near the vix
al

1 5 ] Tl m.—Hn.—.h.
N v v W 3

ing whi \was out on this long wal®
en if they may turn ot to be unanswer- 1 ybe working while he

i ch 3 s oo idn't
Then she speaks one line; she won't say if sh2 did or didn

Vmw m~u® 1svery 0113 OT SUsS s m n-.w. — me E:m.ﬂ it was
caut
g2

L. One speaker speaks lines 1-9, 11-17,
lines 10 and 18. Can you tell the

Clertainly, probably, o1 not at all? 0
answer?

and 19 The other speaks
gender of each speaker?
n what do you base your

%t Q ( 5. " <U s Q.D sn't m.a = { m
:zHOE wz ou GWH—Q. v.ad = :m e W J&a mOnHHmHHE-

'rng, “No, that's
and then have her husba 11 embarrass her by sa’ng

j 't fer2| like talking.
r-t what I thought." Or m=ybe she just doesn't fe>! like g
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b 4 telephone, just ag though it was hooked up
‘0 the ir L
ower on the wirvlow sl But at first he wen't say what he

supposedly heard or " lought" he heard, Inste

d, he says tha
na i
ybe it was someone “lse: "Somegne said 'Cime."" [s he tepei
| | i easin
lher? Pretending that shy. may have a riva]? )
Th -
en she speaks—, I'Jam just one line, saymz, "l may have

houghi
ght as much, but ng doud.” She won't admil that she did think

Itiis thought. And then thi: man says

“Well, soIcime.” g
tuat; short and sweet Just like

Noraore fancy talk about f1 WErs as tele-

ﬁ ne —mm MDuzm:Of ﬁ.ﬂu u:@: ﬁm._mﬁmzuw u mnm EH ne mm-@m m.:ﬂ
k] Hﬂmﬁ .: 3 t E 8 =
e heis Hmm seems w_ ea mm:mu—ucm @.C ] U.mm ! ~ ::. ung mwuo_.um

tke fl g r
OWErs as telephones) byt also he knows whe to stop kiddin
g

arcund.

Avnother student also ide iitified the

nd thught that this dialogu couple as i man and a woman

necurs after g quarre]

Asihe poem goes on, we }:am that the man wants

. o be with the

han, but it starts by tellj 3 us that he walked as |

ar away from
herus h "
€ could, He doegn'| vay why, but I think fror i the way the

wolran i
speaks later in the Foem, they had a fightar<l he walked

out. "'hen, wk
n, when he stopped 15 rest, he thought he huird her VoIl
Hezally m f1inkd N
¥ means that he wag : 2inking of her and hevaus hoping she
was [hinki i
unking of him. So he Telurns, and he tells her h: heard h
callir:y him, m«

U._.—_. Hum muu mﬁm.ﬂ.% =2 ‘:.mm.ha HHQH. O_w.z. HE E :ﬂ@: a _—Qimﬂ
on __- T S\W:mss SL Im. m:..ﬂ & nm— 1t H_HWA m&mm :.__:W_ _m_z Ll w—m
T,

. G —
1
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Ashamed, it's sometimes hard to admit that you vvere wrong, and
‘rou want the other person to tell you that things v 'e OK anyhow.
And judging from line 7, when he says "Don't sa; I didn't," it seems
‘hat she is going to inten 1pt him by denying it. £he is still angry, or
raybe she doesn't wanl 12 make up too quickly. But he wants to
sretend that she called lim back. So when he szis, "Do you re-
nember what it was you said?"" she won't admit that she was think-

r.g of him, and she says "First tell me what it wés you thought you

12ard.” She's testing hir: a little. So he goes on, #ith the business
1aout flowers as telephcries, and he says “somecne’ called him.
le understands that she (loesn't want to be pust ¢d into forgiving
1, 0 he backs off Then she is willing to admil that she did think
1oout him, but still she ¢ cesn't quite admit it. She is too proud to

say openly that she wan @ him back but she doe: say, "I may have
lought as much. . . ." A11 then, since they both have preserved

their dignity and also hav2 admitted that they ca 2 about the other,

12 can say, "Well, solcime.”

Fur her Thoughts about “The Telephone”

I. In a paragraph or tv, evaluate one of thes¢ two entries recorded
by sit dents. Do you think t" e comments are weal, plausible, or convinc-
ing, and why do you think :0? Can you offer adcitional supporting evi-
dentt:, or counterevidence!

2. Two small question: In a sentence or two, offer a suggestion why
in lin 11 Frost wrote, “and driven a bee away.” Afer all, the bee plays ne
role in the poem. Second, in line 17 Frost has the speaker say, “I heard il
as I bowed.” Of course, “bewed” rhymes with “acud,” but let’s assume
that the need for a rhyme cid not dictate the choice of this word. Do you
thin< “I heard it as [ bowe 1” is better than “I heird it as I waited” or “
head it as I listened”? Wh "
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FICLIRATIVE LANGUAGE

FIGURATIVE LANGUAGE

Umbrellas clothe the beach in every hue.
—EL1zABETH BI¢ HOP

%ﬂwmn M_dm_. mm.n.m. “Toetry Provides the one permissible way of say g one
& and meaning ar ¢ ther.” This js an exaggeiation, hut jt mrmmi&wm .
_.rm_Ewo..EBnmcm mm__ . .__wmmm?

The

rative _EHW:N..NOII.EE i one nr:._ : i i 1
i ;A = s g in terms ol jome- whirlwind fife-and <lrum of the storm ber s the salt
M_r_:m else. Words ha1: their literal meaning!, but they can alsg b d mm.:m e
'at something other ) 1an th Ined so arsh grass.

.. e literal meaning s implied i 2
is, Emnw:x_ nonsense, (iry person is :cwmwamnm RM%MM?“%HMMM “ :_Mo
mﬁ_‘ﬂ cw Spiny stem, _.w:_‘ the suggestions of rcss (at least for Robert _ﬂ_dﬂ
[ &wfﬂﬂ.ﬁw ma...oﬁum_ poet E_wu compared his beloved to a rose in _.._r.ku line
Raed m. _mm __um ared red rose”) include “delcate beauty,” “soft,” an¢ mxﬁ..
o Em“ﬁEM ..“_mqwrrm_ cc_”a“ __H‘%m nm%_ be EWE._.:E ully applied—figury| ively
KAt : ¢y love.” The girl is fragrant; her skin is perha
ike a rose in texture .iad (in some m i : i o
reauty long, The poet lus 2::5:;..5»% ?:wm M“ﬂﬂhﬁmﬁﬂ“ﬂﬁﬂﬂ ia
. vmo_m_mﬁwﬁro write 1 voi poetry have four «| it convenient to :mw_”.._ the
ous kinds of figur: tive _msm_ummm. Just as “ae student of geology sm-

_—m VS Si Hﬁr M—U L6 4 'S & 5 :
i a ] i
! (§) | m.w —B_ ﬁm— as kuﬁuunh.w :ﬁm Q@WQ -1 :wm mﬁ.—.—ﬁmm:ﬂ Au_ :ﬁﬁwu-_ | ure

—MARIANNE MC(RFE

In the following pcem, Keats's excitemen: on reading George C1ap-
van’s sixteenth-centur translation of the Greck poet Homer is comi -
nicated first through a metaphor and then throngh a simile:

John Keats (1795-1821)
ON FIRST LOOKING INTO CHAPM. V'S HOMER

i T TR R TR

Much have I travel=d in the realms of golil
And many goodly st ates and kingdoms seer;
Round many western islands have I been

: to name things as accu ately isi Which bards in feally® to Apollo hold. loyalty 4
lowing ﬁmmmm.qmw__m disciss the most MnaEEo: :W.H.:_mx., *3 possible. The fol- G Oft of one wide mx__nwao _Em I been told,
_ __E:” :n M ,w.“umﬂw._.w” Ewmm rom different classes ar2 explicitly compared by a w That m_mmv.r_.os.& _m_o:_.c.. ruled as his Wm_ nesne:° . prop ..:.E
I the ob as (ike, i:s, or than, or by a ver such as appears or sevins, L Yet did I never bre rhe its pure serene vast expe L
I jects COmpare| are from the same cluss, for example, “Toky i 8 Till I heard Chapm:n speak out loud and “old: 8
e Los Angeles,” no siile is present.) i Then felt I like som: watcher of the skies
Float like . v sting li B When a new planel swims into his ken:
e bty "Hrg Hke s bee, B Or like stout ME.H_” when with eagle eyes
. ' —MUHAMMAD 41 & He stared at the Pacific—and all his men 12
1t 15 a beauteous eveiing, calm and free, % [Looked at each oth:r with a wild surmise- -
Wrc _H_%_? tme is qui: as a Nun, m Silent, upon a peak in Darien.® in Central Ame “ica
reathless with ador. + B .
el aapion We might pause for . moment to take a clos »r look at Keats’s poen: 1f
: - WILLIAM WorbswoR yiu write an essay on the figurative language in  his sonnet, you will prob-
HlinFouy thoughts vill be fairer than doves : il ly discuss the figure involved in asserting tha reading is a sort of traval-
—ELIZABETH Bisg p ; i13 (it brings us to unfaniliar worlds) and espedially that qm.mn_:._m bring; us
LA to realms of gold. Pre;umably, the experien = of reading is valua'le.
Seems he a dove? His feathers are but borrued. “Fealms of gold” not only continues and mod fies the idea of readiny as
~—SHAKESPEA} J: travel, but in its evocaticn of El Dorado (an imaginary country in Scuth
A metaphor asserts the Eezma.. without a ¢connecti . : Limerica, thought to be ”m ch 5. gold ..Em_..ﬁrmnnm e, the c_u.ﬁo., of searcl, _r.<
averb such as appears, of t2rms nective such as like o I ¢ panish explorers of the Renaissance) it introdvces a suggestion of the Fe-

thet are Emﬁ:.f _..Ec_:m.mmr_w. ruissance appropriate o a poem about a Fenaissance translation of
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vcteristi abstractinns
e an feelings or chaicteristics to a

Homer. The figure of traveling is amplified! in the next few lines, v/ ich WO A_..__m m._::v::_w .M AMM u_.g “H_._p“m*wwﬁm“_mmawma t.

sert that the “goodly states and kingdoms” :nd “western islands™ e BRI o 1o inanimate obj

by poets who owe legiance to o higher au thority, Apollo, L : Meniory,

The beginning f the second sentence (line 5) enlarges this [y, b
spacious area with iis reference to “one vide expanse,” and the rulee of
this area (unlike the sther rulers) is given (}e dignity of being nar ] I sk of vaiillawatirs,
is Homer, “deep-bryed.” “deep” suggesti 'g not only his high or porhapi SRR There's Wrath who has learnt every tric mc,_ mdmm ceivedt
furrowed forehead 1yt the profundity of e thoughts behind ¢, fowes, S 7 4 The shamming deadl, the night-raid, the fe 1. ? L AT
head. The speaker ¢:ntinues the jdea of becks as remote places, byt e .
he also seems to thik of this place as mo': than a rich area; inst w | : .
merely saying that until he read Chapman’t ‘ranslation he had not * sees, Hope, thou bold tas:»r of delight.
it (as in line 2) or “bsap” there (line 3), he tys he never breathed it 4, :
m__i is, the preciousiss js not material buy sthereal, not gold but :omy & ¥ g geaeii
thing far more exhilay ting and essential, BT v calle strophe, 11 address to a pers

m,?.m reference b air Wmmm easily to the rext dominunt image, Tyt of o mym._:w_..w o q_%.-,_m.E” Tﬁﬂw__%m_““ui_d Wcmm:.., a sonnet by apostropliz-
the explorer of the illi nitable skies (so vast is Homer’s world) rather tha, it 3 thing not E.mE:.,\ Hgtenttg,
of the land and sea. I; 1t the explorer of the i Ges is imagined as wa ching ‘1 g John Milton: .
an oceanic sky. In hindsight we can see thal the link was perhaps frged g Milton, thou shoulds : be living at this hour
earlier in line 7, with ‘erene” (a vast expans: of air or water); in any cage,
there is an unforgettal le rightness in the des cription of the suddeny dis-

that exquisite blund-rer. T -

—RicHARD CRASHAW

ster of delight,” is ¢ Iso
Crashaw’s personifition, “Hope, thou bold taster of delight.” is
Srashaw’s ; ]

1l Allen Ginsberg (19¢6-97) apostrophizes “gusts of wet air™:
a g -

covered planet as sor ¢ thing that seems to “svim” into one’s ken. T - Fall on the ground, ©) great Wetness. ;
After this climacti,: &Endswq We return lo the Renaissance Spanish | SEE ; . S S S— |
2xplorers (though Bal 103, not Cortez, was the first white man to se: the | @i f.r:.e..,c:cr._m _c“._ .”._n la Lu.:z.nm with its literally incompatible et ._J,
Pacific) by means of ., simile that compares ‘he speaker’s rapture with ¥ —._W_. _,wm__ﬁ“ ﬁwa._..n@_m £ :w.w connotations | suggestions, associatics
the reader to ¢

Jortez’s as he gazed ar he expanse before hiin.. The writer of an essicron | S fir-ces der otations (dictionary dr finitions) of one of e
the figurative _..n:.m:mm__ in a poem should, in short. call attention t, the G rther than to the dero s s
y > $ = : 1 8 mary
¢ m.mwmmm (or .:mvmswm&_:m the figures and to e connecting threads i hat Second, although fizurative language is sail S__;H..M”_ J.wﬂﬂﬂm_ﬂ.ﬂﬂqm _hu_
Make a meaningful patssjn. _ ¥ T iscourse, ai we : il i
Two types m..*. :._Mﬁm Thor deserve special montion, In synecdoche he dicourse, it is r“.__“m::_ .MH:HW@MWJWMM# Lo a pig” “Mr. Know-¢11,
vhole is replaced by the part, or the part b the whole, For example, rined cats ..&& & o e el daily uttzrances. But through re-
bread,” in “Give us thi. day our daily bread,” ¢ Places all sorts of fooq . I and other tired figures .1ve p: )

E ng close y rel; ed ated use. these st of 5 we Us2, have lost whatever 1n-
| i “_ e 3 op ~3 mﬂ_.m il w'ﬁ cm —”_.-m —..mﬂ—:.ﬁ. e ) &
3 o iy n _ 1) nam e X | ct _ﬁ_:uv\,. 0,_.:”“ had and are c_,__u\ a m_uar_@ remo >d [rom expressions tht
ac . B xp

b 'ms.

I it. For example, Jares m_:.n_mw (1596 1601) names certain o_u.TL.: i .”... P ive. |1 ve become literal: .r_.m,:\. of aneedle, a brai, -h
(scepter and crown,” a1 “seythe and spade”) using them to replace «o- . m_. w:m: once mmc_m.m:ne_.mm __ L
c.._; &Mmmmm iR PEgs il pee el he el the OEjesen ¢ _e%_w*__.mbm%ﬂm Mmdam?..m language is usually < oncrete, condensed, ¢
r*ated: $ L

R~ ividness; when Ke: ts
. lends precision 1d vivid
in eresting, The concrel(ness o - N
E_ Mwa,ﬁrwmw he felt “like some watcher of the skies w .ﬁwquwm“_zﬁ ww ke
i , < arply characteries his e .
o is ken,” he more sharply : SRR
tod 5 Eﬁo..w ”.m: excite| 7 His simile isolates lor us a precise

Scepter and crown y ust tumble down
And in the dust be e ya] made F & )
With the poor crooksd scythe and spade. 8 had said,
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2xcitement, and the o ¢taphoric “swims” vivii ]
ect of the sky. The effact of the second of th¢
1ation, can be seen by attempting to paraph-
paraphrase wil] commoanly use more words th
have less impact—as t 12 gradyal coming of nij,
“n us than a sudden ds rkening of the sky, or ¢5
lnpact than a sudden |, ow. The third quality

‘I2nt on the previous t
v:ves wider and take nolice. Keats’s “
iiterest in Homer as “ houghtfu] He

tat. Similarly, when William, Butler Yeats says:

An aged man is but paltry thing,

A tattered coat upoi a stick, unless

Soul elap its hands ¢; ¢ sing, and louder sing
For every tatter in i mortal dress,

the metaphoric identifics (ion of an old man with Scarecrow jolts us ¢t

o_.&o_:zmzm:_:»?:r. 'g attitudes about old nen g kind, happy folk
who are content to r:e.m__ issed from v&::.::o “_wc.

Pie:paring to Write iabout Figurative Language

As vou prepare to write al, it figurative languagy, consider

1. the areas from which the images are dwn (for instance. rel -
gion, m..%_cqu:o:_ seience, commerce, nsture)

2. the kinds of imag>; (for instance, simile. metaphors, overstate.
ments, understate inents).

3. any shifts from on: type of imagery to anc ther (for instance, fron
similes to metapl ors, or from, abundant figures of speech tc

literal speech) and the effects that the shiits arouse in you; and

4. the location of the images (perhaps they 11e concentrated at the

beginning of the pvem or in the middle or at the end) and if

parts of the poem : re richer in images than other parts, consider
their effect on you.

It you underline or hig} ight images i uit
poent that you have written oy typed, you'll be ab]- t
you e indicate the connect-ons by drawin

or in a copy of the
O see patterns, and
8 arrows or perhaps by mak-
these pztterns, you will find
em mabes its effect,

ing lits of related images. " "inking aboyt
ideas 11ising about the ways i which the po

'y brings up the oceani as-
se three qualities, corlen.
15¢ some of the figur;, A
an the original, and i wil]
tht usually has less jor plact
a prolonged push has less
interest, is largely depran-
% the successfy] figur: often makes s open vur
deep-bnyved Homer” arouses <ur
mer” or “meditative Homer” coes
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e mﬂﬁ&h“.-_”“n. may call to mind a picture of a rose, or P
h S&mw. éﬂ%m:&mm ..._ the odor or texture of a rose. eﬁ.ﬂmﬂmcon H_.M
ips we GM to any of a. r senses (including se 1sations o*..rm,: as we __..
o _.3*.%@@ m Sﬁw tou:h, sound) is an image In short, images are _w
) - :.. wEMm.wﬁ of a worl , whether literal or figy1ative. When a poet m”, h
M rae® d is speakir;; about a rose, we havz no .mmﬁm of mmMm.mu .P_._
Z,x ”,—oaw. M.Mz have an ir ” wm? If, however, “My rose . is m.m_,cnmsw. Mﬁ.
J.____,.w . Wﬂmm is a rose,” sonie would say that the .5& is :ﬂ:m h_ _w_ﬂ MM: ._,
o w uld say that because the first term is omitted ( y ikl
S m__.m. J_co bol. A poem about the transience of a Smm.::_m t ~m.ao_” W_.

M_ ”.Mwm_wumwwﬂ“ feel thi: the :ﬂ.ﬁ.ﬁ:ﬁw MM&mo,;_m beauty is the larg
= mﬂm EM.. : ﬁrﬂ%“_ H.MM ““Mww”wu“_w&h.ro—m - %ccm_m. :m“m. mmw.wmmm C
" “.ﬂ___wnmw” standing 'or something other ﬁr n ﬂ.rmm_. _;M_. ~_.=M.HM _..M _d

Mn ‘_MME about the cross i: probably about O_ﬂ.:,q.. ; w::_,w__. .s:“, HM. Ww Do
_._.” long been a symbol or love. In .S_.MES. / cﬁw _v n meigm i
. rommu the hushind communicates his love by pro 18 ts
lovay :. 2l symbol: “Hs was holding out flowe1s—roses, red anc w r
ot EE‘“_wc_ _M _Mé_._i no bring himself to say he loved her; not in -
pessal :Mm » Objects th:t are not convention:! symbols, however, m :q\
i sou. i W to _.“cr m iltiple, indefinable mmm_“n_m:wzm. The woﬂw__ﬂi”.m
H“:m_uﬁum”_ﬁ »En___ﬁ.mc:: symbol of the rose, but in a nontraditior:
wiy.

William Blak: (1757-1827)

THE Sick Rose

O rose, thou art sick!
The invisible worm
That flies in the nigh |
In the howling storm
Has found out thy bec
Of crimson joy,

And his dark secret lire
Does thy life destroy

NS ; ly bs-
A reader might argu: that the EE::. a.:.:;. ble Arq\.m—. _.M—Wn:mw,m W B
we it is hidden within tl 2 rose, but an “invisibl worm imal, and «
i v e than a long, slender, soft-bodied creeping an % M
o h:,_“u“ __”.“Ho:.m a“bed’ Of crimson joy” is mo t: than a gardener
TSt as, ]
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Blake’s worm wnd rose suggest things beyond themseles—4
stranger, more vibrant world than the wuild we are usually awere of,
They are symbolic, vthough readers will doubtless differ in thei - inter-
pretations. Perhaps ve find ourselves half thinking, for example, t1at the
worm is male, the ro;» female, and that the roem is about the violst on of
virginity. Or that the 20em is about the de fruction of beauty: Wiy nan’s
beanty, rooted in joy. 's destroyed by a power that feeds on her. By these
interpretations are ) fully satisfying: The 10em presents a worm and a
rose, and yet it is ng merely about a worr and a rose. These cl jects
resonate, stimulating ¢ ur thoughts toward s, nething else, but the ime-
thing else is elusive, Tis s not to say, howeer, that symbols mean \/hat-
ever any reader says they mean, A readel conld scarcely suppcit an
interpretation arguing that the poem is aboy: the need to love all arpects
of nature. Not all inte 'pretations are equally alid; it's the writer’s o b to
fer a reasonably perinasive interpretation,

A symbol, then, i; an image so loaded wi
timply literal, and it d-es no
itself and something ¢lse th
of something too cor

i | see §
Next, when I cast riine eyes, and plendlid
1_,_._“» brave® vibration, each way free,
0, how that glitterirg taketh me.

Aunotating and Thiaking about a Pa¢m

inking abou! this poem by copying t, J

i tude 1t, began thinking abou! poett s

M_.ﬁ%w%mﬂm by making the following natas on his copy. i
b} - \

Upon Talia’s Clothes

- . eo0] tone?
Whenas in silk 1y Julia)goes, —

T
3 § Then, then (meth nks) how sweetly flo'v “Then, g.._'..
£ H gl IIlll’lllfi. !
5 ion: her clothes. more. &.ﬂ&g
That liquefaction of her g
loss For words?

‘hsignificance that itis not
t simply stand f, - something else; it is Foth
atit richly sugges's, a kind of manifest 1 jon
plex or too™ clusive 1) he otherwise reve,ed,

Next, when I casl mine eyes, and see

g % < That brave vibra: on, each way

e o do it

SR G th me, from what?
Blake’s poem is about ; blighted rose and at 11e same time about n 1ch .Q/Eoﬂ. el bt L L

alore, .

ﬁ emo-tionalp

WTRUCTURE

i SCVET: e qquestiins
Thurston got further ideas by nrm:_ﬁ_wﬂwvc_; JWMMM_ vw% _:,H.wr*«.o:_;._ e
] is chapter (page 258), wi: sugges 3
t, at the end of this :hap e 258), wn: suggest
. ._”:H. rereading a poem Among the questions 1e thes -
e the poem pro2ed in a straightforwa 1 way, or at w..__.~CwﬂMq |
= M..szm does Il e speaker reverse course, altering his
or |
im?
tone or perceplionr )
i : { the form?
What is the effect ar you o . o
With such question; in mind, Thurston 5_,”,,_. mﬂ_d:”mmwmoﬁ“mm_m -
: 1. if so, haw it is
Loe as a reverst | or change anc . tisr e
- v%m Muawqmm&nm the poem several times, thi :F:_x uww_:ﬁ #_“: the
3 e - | .
” M_M_mnm questions and p:rhaps others, he prodi ced the following

P

1 1€ arrangement of the parts, the or,

structure. Sometimes poem is divided intc blocks of, say, four Jjes

each, but even if the Poem is printed as a scld block, it probably fag
$1me principle of organi:ation—for example, fiom sorrow in the first 1, 0

lines to joy in the next tvo, or from a question i the first three lines to 1
aviwer in the Jast line.

Consider this short Hoe
ctutury.

ganizatiol of the entire poem, i its

m by an English poct of the seventeer (h

Robert Hernck (1591-1 674)
UPON JULIAS CLOTHES

— A Ci = ctur
(&4 wo stanzas, ea (o] ee Eﬁmm wi Em sar 3 e
s as m J—F :..—w uia mcb S Ww UH _..U 12 st

Then, then (methink: how sweetly lows

—w _., r *. o) anza Q! € gwm: K two Ewmm
0 e ﬁ.LCwW@M

Basic structure of se 1ond stanza: Next (one 11.e), then Z (two lines)
asic s 1
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M\rmﬂr he marke| the text after reading the
at the last lin:—qp exclamation of celight (“O, how that glittering

 taketh me”)—is vuch more
personal thin the i
further thought erabled him to refine this last wmwwwwm.””w posmL. 4 1l

poem a few times, ! @ noticed

Although the Faftern of stanzas ig Tepeitad, the somewhat analy i3

detached tone ¢ f the beginning (“Wher @8," "Then," "Next' ) cherges

to an open, ent, usiastic confession ofdelight in what the Poet se;

Further thinking 1 1 to this:

Although the tif 1 js “Upon Julia’s Clothe: " and the first five liney
describe Julia's silken dress, the poem i
Julia's clothing |

1ally is not only about
it about the effegt of Jul. (moving in siji that lig.e-
fies or Seems to hecome a liquid) on the noat

This is a nj _ -

. n_”mm is ._.M“__om chservation, byt when Thurston looked agair at the
poe next day a1d started to write abon it, he found that L

to refine his observa jon athewis able

Even at the begit ring, the Speaker is not ¢ ntirel
speaks Q:_m_lw.E i

y detached, for h:

H iti 7 : >,
- :H:MH “Hﬂmnmw.mwh_ ' _.M“.Mow:m. _%vo: Julia’s Clothes ” Thurston rep.rted
$ ic : *h
w_.mwmw.,_;mn_ to write, OHT&.?M &m%q”mq h.h MMMWM‘” \ter two or three the 1zhts
,.,.h;r“_“”n&mm mrmn the wm;o:m_ element 4pp-ars not only in the last Jj
._&,cm ‘SMMM% ut ever in the first line (“my Juia”). In short, for alm. t Mm
EEG, % SJW 4_.\“% tog toa good fingl essayis lo read, to think, ¢, jot m. wn
:_n.& ; € a draft, snd to revise an revise again, Having gone thr g},
HHcli processes, the stu ant came up with the |- llowing excellont - g

ph and rereading the :pem

H.rmm:_a_m:n.mm._n_“_ ..._.
l1lia’s Herrick” shed Essay: “Herrick’s Julia,

3 ] /
v the way, Thurston (| g not hit on the final sersion of his title (“F -

ks Julia, Julia’s Henizk”) unti
2 til A i
slon. His preliminary tit/: EE: iy i et fnal o

| 18 T

Structure and Persor zlity in

STRUCTURE 233

derrick's "Upon Julia's Cllothes™

That's a bit heavy-har ded, but at least it is f>2used, as opposed to si.ch an
uninformative title a; “On a Poem.” He soon revised his tentative ii-le to

Jtla, Julia's Clothing, and [ ilia's Poet

That’s a good title: It ‘s neat, and it is appr¢piate; it moves (as the soem
and the essay do) froir Julia and her clothing ‘o the poet. It doesn’t ¢l the
reader exactly what t 12 essay will be about, ind three uses of Julia 1: ay be
one too many, but it dues stimulate the reader’s interest. The essayis 's final
title, however, is ever better:

Herrick's Julia, Julia's 1 2rrick

Again, it is neat (the halanced structure, an | structure is part of the stu-

dent’s topic), less repctitive, and it moves (a: the poem itself moves) from
Julia to the poet.

Herrick's Julia, Julia's FHerrick

Robert Herri: <'s “Upon Julia's Clothes" begins as a descrip-
tion of Julia's clotting and ends as an expi ssion of the poet's re-
sponse not just to | ilia's clothing but 1o Jul ¢ herself. Despite the aj
parently objective o1 detached tone of the irst stanza and the first
two lines of the seond stanza, the poem f 1 ally conveys a strong
sense of the speal-r's excitement.

The first stan::1 seems to say, "Whenis" X (one line), “Then"
Y (two lines). The second stanza repeats I1is basic structure of ore
line of assertion a1 1 two lines describing 'he consequence:
"Next" (oneé line), then" (two lines), But t 12 logic or coolness of
“Whenas,"” "Then' and “Next," and of sw:1 rather scientific lan-
guage as liquefac 1on (a more technical-s» inding word than

"melting") and vil ation is undercut by the breathlessness or
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ei citement of "Then, then' (that is very different fizm a simple

o

Then”). It is also worth mu: iticning that although t12re is a per-
sctal rather than a fully de «.ched note even in the ‘irst line, in “my
Juity," this expression scar:: 3ly reveals much feelir ¢r. In fact, it uM.l
ve 8 a touch of male chaunism, a suggestion tha 'he woman s a
passession of the speaker's . Not until the last line d-es the
sp*iker reveal that, far froi- Julia being his possesion, he is pos-
seted by Julia: "O, how thir glittering taketh me." 1 he begins
coully, objectively, and sonswhat complacently an : uses a struc-
tur: that suggests a somew 1at detached mind, in tks exclamatory
"0’ he nevertheless at last :onfesses (to our deligt!’ that he is en-

ragiired by Julia
Om:.q things might be said nbout this poem. For justance, the writ
ys :o: ing about the change  in the meter and the 1 1:25_0 S._:M ”.
e poe H - Nor does he say anyil ing about the sounds »f any of the 23.&
e might have commented o the long vowels in “sveetly flows” : M
OS.WHM:S.. »“,.m effect would have been different if ir stead of ..m”ca.mszv\
quo:” Mmmb F& written “swi :__WEGJ. But such topi:'s might be mate-
er essay. Furthermcre, another reader misht have found the
em le:: charming—even offersive in its exclusive c”._m.m:_ with Julia’s
peara e and its utter neglec: of her mind. Still. thi- essay is, in it mw%
inten: ting and perceptive cisicussion of the way e H,..E.,; :.mmn__ p
ited s ructure to set forth a miniature drama in whic1 0_7_1,3 ti ,.._._.m-
+end, rzplaced by emotion. S

me llinds of Structure

retiti:? Structure

10ugh every poem has its own structure, if we stand b ack from a given
m we :._“mv\ see ”rﬁ the structure is one of three conimon sorts: _.%m.?
mﬂrmn ve, or logical. wo-wo:maﬁ structure is espicially common in
>s tha are sung, where a sing le state of mind is rep *ated from stanza

s e

SIRUCTURE 235

to stanza o that the stanzas are dretty much interchai zeable. Here is a
passage f-om Walt Whitman’s “3y Blue Ontario’s Shoie” (1881) that has

a repetiti /2 structure:

I wil confront these shows »f the day and night,
Iwil ‘mow if I am to be les. than they,

I wil see if I am not as maje: tic as they,

1 wil see if I am not as subti: and real as they.

I wil seeif I am to be less generous than they.

Narrativ: Structure
In a poer with a narrative stiucture (we are not talking about “narra-

tive poeirs.” poems that tell a tory, such as Homer Odyssey or Co-
leridge’s ilime of the Ancient Mariner, but about a kind of lyric poem)
there is . sense of advance. Blake’s “The Sick Rose” (»age 229) is an ex-
ample. V’hat comes later in the oem could not come carlier. The poem
seems t get somewhere, to se (le down to an end. A yric in which the
speaker - first grieves and ther derives comfort from the thought that at
least he was once in love simikrly has a narrative stracture. Here is a
short po *m with a narrative stni:ture.

William Wordsworth (1770-1850)
A SLUMBER DID NV SPIRIT SEAL

A slimber did my spirit se:/;

I hac no human fears:

She : eemed a thing that cctld not feel
The ouch of earthly years

No riotion has she now, no force;

She neither hears nor sees

Rol ¢:d round in earth’s divinal® course, daily
Will rocks, and stones, an | trees.

In the list stanza did and see red establish the time as the past; in the
second i anza now establishes he time as the present. In the blank space
between the stanzas the woma has died. If we were iquired to summa-
rize the stanzas very briefly, wi: might for the first sta:za come up with “I
thought she could not die.” a11 for the second, “She is dead.” But the
poem i: not so much about he woman’s life and eath as about the

speaker ; response to her life erd death.
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Logical Structure

Uhe third kind of strufure commouly found s logical structure, The
“peaker argues a case a1d comes to some sort »f conclusion. Probably he
imost famous example 07 a poem that moves to : resolution through ar ar-
fnment is Andrew Marvsll's “To His Coy Mistress” (1681). The spe: l.er
legins, “Had we but wo id enough, and time” ( it is, “if ), and for twr | ity
Ir.es he sets forth what 1.+ might do, At the twe: ity-first line he says, “Bt,”
aid he indicates that th- preceding twenty linzs, in the subjunctive, ire
nct a mena__u:.c: of a re:1 condition, The real >ndition (as he sees it) is
it Time Oppresses us, and he sets this jdea fcrth in lines 2139, Inlne
33 he begins his conclusion, “Now therefore,” | ::nrm:m it in line 45 wi'h

w1

- s Here is another . ample of 4 poem with a logical structure.

John Donne “1575-1 631)
THE FLEA

Mark but this flea, a; (] mark in this

How little that which ‘hoy deniest me js:

It sucked me first, an- now sucks thee,

And in this flea our by bloods mingled be.

Thou knowest that th - cannot be said

A sin, nor shame, nor Jss of maidenhead,
Yet this enjoys b ore it W00,
And pampered s ells with one blood m 11 of two,
And this, alas, is |1 .ore than we wauld de.

'J stay! Three lives in nne flea spare,

1n

'‘Where we almost, yea more than married an-

“his flea is you and 1, ; 11d this

Our marriage bed and ; 1arriage temple s,

T'hough parents grudg:: and you, we're met

"nd cloistered in these iving walls of jet, 15
Though use® mak: you apt to kill me., clistom

Let not to that, sell -murder added be,
And sacrilege, thre: sins in killing three,

Uruel and sudden| Has ‘hou since

V'irpled thy nail in bloo | of innocence? 20
Wherein could this flea auilty be,

Fiicept in that drop whi . it sucked from theet

Yet thou triumph’st and saist that thou

I8 8 IR IR R ]

STRUCTURE

Find'st not thyself, 1.or me, the weaker nov’
"Tis true. Then lzarn how false fears r 3;
Just so much honor, when thou yield'st .»c me,
Will waste, as t1is flea’s death took life Tom thee.

ing lis mistress the i
The speaker is a lover wio begins by assuring lis mistress that mnéw; )
- « » 3 =1 ﬁ
texcourse is of no more s:rious consequence thir a flea bite. mwgmm o
; i xd to >
fi ot and second stanzas 1e woman has appare ;J%ﬂﬁﬁ%...“ ﬁ“ :_a:m___ ..m
- . . . “ . ~<m ; T
i scclaim in line 10, “O s «y! Three
fl-+1, moving the lover to »¢clai e
i nsisting cn
" i za he reverses his arzument, now
wre.” In this second stiiza ; : e ki
mn importance of the fli:, arguing that since il has bitten Tc:.mﬂm mm_w
. ir li as i suaded o
wman it holds some of lieir lives, as well as it »wn. CM@JMM_::& o
i ) second aj -
i : n <ills the flea between tie s
iniportance, the woma . . SR s s
zi b and the speaker use: her action to reinfore > his initial ﬁc_ﬁ:.c o
?_ .m.a.ﬁ beginning in line 25, that the death of tl» flea has no serious e
DoedVS, . & O . S.
: s and her yieldi 17 to him will have no worse consequernce
serjuences and her yi z

V:rbal Irony

Avong the most comm) devices in poems ,.._.E‘Fm._ﬂqnﬁm_uﬂ“mwﬁ.m .HA___m
though this device is enployed elsewliere, oo ;_* wmw—. - .;:umo e
speaker’s words mean more or less the opposite «f :. r_.w mv> _. qumi Zm.....
Scinetimes it takes the fiim of g&n.._.....cnn-ume_, as _s 5:3 o_:m sk
vel's speaker in “To Hit Coy Mistress” remar E_:w .n:ﬂ_ . _rrmﬂ_wam;.,
“lie grave’s a fine and |iivate place, / But noi 3 _.»Hd k :%_m = mm..:u
brice.” or when Sylvia I'lath sees an :;n:ﬂ_.mm E_:ﬁ. m.& the big ship
te vie.” One special form o ::H_maﬂmﬂm.:_ﬂ-_.”wﬂua _”w “_””M M: nMM .2_< oy

: site. Thus, “F'+’s not very smart” does : . ) |
m H_ﬁ_.ﬂm.“vnm. is not very ;nart, is merely of u<m.m,,,wm.._.:._i__m“w“wﬁ,m.n _ﬂu MMMM M
thu he is the opposite of *very smart” (it means * ,,.m _ﬂ.%:? . Somsesis
verbal irony takes the form of e<m..m§€§mﬂr_.,m .u%mu.po_.m .::.E o
Doane’s speaker says tha in the flea he and the L w. ..__,mﬁrs S
riccl.” Hsﬁmsmm_w emotiona contemporary poems, ._,wun_.u .ﬁﬁ_ ow.m:cmc: »
te:1 use irony to undercut: --and thus make accepi: ble—the .

Piuradox

i i i 03
Arother common device in poems with a _om.:.m m»d:m_ﬁ_ﬂ is JENHM ,
th - assertion of an appar:nt contradiction, as ir “This flea is vxw_ :mm. ﬁ”_
Bl again it must be emp 1asized that irony and piradox are not lim
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po-: ns with a logical struct are. In “Auld Lang Syre,” there is the paradc:
that the remembrance of cy evokes sadness, and there is understatemen
in “ve've wandered mony 1 weary fitt,” which st11ds (roughly) for some:
thi"g much bigger, such ¢s “we have had many p+inful experiences.”

EJ.PLICATION

In Chapter 4, which ncluded a discussion of Langston Hughes's
“Hurlem” and also an Explication Checklist (pag: 56), we saw that an e
plizition is a line-by-line commentary on what is going on in a tet,
(E::plication literally meers “unfolding,” or “sprzading out.”) Althoug
your explication will for t1e most part move stexlily from the beginnir
to tie end of the selection, try to avoid writing «long these lines (or, one
mizht say, along this one line): “In line one . .. . In the second line .. .,
In the third line . .. .”: tha is, don’t hesitate to wiite such things as

The poem begins . . . Ir he next line . . . The speacer immediately adds
... She then introduce: .. The next stanza begiiii by saying . . .

An explication is not concerned with the wriler’s life or times, and il
is ‘1>t a paraphrase (a rewcrding)—although it my include paraphrase il
a pissage in the original scems unclear because [ an unusual word or i
un | imiliar expression. On the whole, however, in explication goes b
yond paraphrase, seeking to make explicit what the reader perceives 1
im licit in the work. To his end it calls attentinn, as it proceeds, to th:
im| lications of
* words, especially o "their tone (repetitior :, shifts in levels of
diction, for instan: 2, from colloquial to fo mal language, or froni
ordinary language 10 technical language)
e figures of speech;
e length of sentence: (since an exceptionall” short or exceptionall
long sentence conseys a particular effect!
¢ sound effects, suc as alliteration and rhy'ne; and
e structure (for instiice, a question in one : tanza, and the answer
in the next, or a g 1eralization and then 1 particularization, or a
contrast of some scrt).

An explication makes exy [icit what is implicit, especially in the words. |l
se forth the reader’s sen e of the precise mear ing of the work, word v
word, or phrase by phras: or line by line.

sor

eV
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A Siample Explication of Yeats's “The Falloon
of t1e Mind”

Take this short poem (piblished in 1917) by William Butler Yeat:
(18133-1939). The “balloon” in the poem is a dirigihle, a blimp.

William Butle: Yeats
THE BALLOON OF THE MIND

ands, do what you're sid:

3ring the balloon of th¢ mind
‘That bellies and drags i1 the wind
nto its narrow shed.

Anrotations and Journal Entries ‘

A student began thin<ing about the poem ly copying it, double

spactd. Then she jotted dovm her first thoughts.

s0unds abrug-:

E\n.m\a ha " bi

) Bowiiatyonuibee balleon. e guned by the
[Bring the(Balloon of | 1e mind mind? Or U mind like o

T——— balloon?
That{fellies and drag: in the wind
no resd rymes?

Into its narrow shed. Itne. 5 40 drag-

ts long!

Late1r she wrote some note:; in a journal.

I m still puzzled about the meaning of the words, * The balloon of the
rind.” Does "balloon of 1 1€ mind" mean a ballo: 1 that belongs to
t'le mind, sort of like "'a «i sease of the heart'? If ¢, it means a bal-
lhon that the mind has, a halloon that the mind pc : sesses, I guess by
Lnagining it. Or does it r12an that the mind is like 1 balloon, as when
vou say, "He's a pig of a 1nan," meaning he is lik» a pig, he is a pig?
Can it mean both? What ¢ a balloon that the min¢ magines? Some-

ling like dreams of fam» wealth? Castes in Spain?
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EXPLICATION

Is Yeats saying that the "
ying that the “hands” have to 1vork hard to make the next lines, implyin the difficulty of fitting i12as into confining

dreams a reality? Ma » >e. But mayh i i i
ybe the idea 1eally is that the spaces, that 1s, of getting one’s thoughts into o der, especially into

mind is ] g
ind is like a balloon --hard to keep under c¢rtrol, floating around, - a coherent poem

Very hard to keep the inind on the job. Ifthe rind is like a balloon

i ) Lines 2 and 3 amy; ify the metaphor alreat!' stated in the title
it's hard to get it into tlue hangar (shed)

P (the product of the miind is an airy but unwieldy balloon), and they
Bellies." Is there such a verb? In this poe-1 it seems to mean

something like "puffs ¢t or

also contain a second :ommand, "“Bring." Allit:ration ties this com-

:mo S 3 E - " , | _
Ps around int-e wind." Just i mand "Bring” to the et lier "bid"; it also ties Ecth of these verbs to

checked The American Herita Dicti i " i
— g¢ ~lctionary, arcl it says "belly” can i their object, "balloon,” and to the verb that mest effectively de-

”wmm <Hu_ to swellou " “to bulge.” Well, you l2arn something il st 18 B, Y el J corspecisces il i sbarpt ik

S | line of the poem, lines & and 3 themselves see 1. almost swollen,
Alstar entry: m w bellying and dragging an effect aided by usinj adjacent un-

OK; I think the vomE is 1 stressed syllables ("of tae,” "[belljies and," "i. the"") and by using

iuout a writer trying to k=ep his balloon-
,_ i .
ike mind under cantrol, trying to keep it workinj at the Jjob of writ-
g something, maybe v iting something with th=

an eye rhyme ("mind’ and “wind") rather than an exact rhyme.

) And then comes the st crt last line: Almost beftre we could expect
clarity, unity,

t1d coherence” I keep 1 .arin g about in this coycse, it, the cumbersome bz l.oon—here the idea thét is to be packed

Here s the student’s fina] . Fth " into the stanza—is suc  3ssfully lodged in its “narrow shed.” Aside
’ ‘s1on of the explication
i from the relatively colciless “into," the only werds of more than

Yeats's “Balloon of th ” .
© Mrd"is about writing por Iry, specifically i 1 one syllable in the poer1 are "balloon, " “bellies " and “narrow,"

ébout the difficulty of get 11g one'’s floating thoug 1's down in lines

and all three emphasiz« the difficulty of the tas < But after "nar-

at the page. The first line a sho i 1
, r, ste £ , o
m, heavily ¢tressed com- i row"—the word itself : 1 nost looks long and na: -ow, in this context

niénd to the speaker’ ~
speakersha:s, perhaps implies by is severe or im- like a hangar—we get e simplicity of the mor «syllable “shed.”

pi'ient tone that the ¢ ; . :
= fhese hatcls will be disobedient cx inept or care- The difficult job is don: the thought is safely p1:ked away, the

lass if not watched ¢l bli
osely’ The poor bumbling be- ¥ 80 often fails poem is completed—k « t again with an off thyr12 ("bid” and

toachieve the goals i
goa ofthe nind. The bluntness of 1 command in "shed"), for neatness czn go only so far when l:iinds and mind and

th: first line i £
st line is emphasizec 5y the fact that all the g 1dsequent lines T or—

hav2 more syllables, Furthzrmore, the first line ig ¢ Jrammatically

Noi¢: The reader of an ex)/ication needs to see the text, and if the expl -
cati»] text is short, it is adv sable to quote it all. Reriember, your imagine |

cotiplete sentence, where1s the thought of line 2 g-ills over into
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audience probably consi )
toud the smuln ", y consists of your classm stes: even if they have already

::mcxmznmm:.ﬁrmr.~ rized i
helpfully remind th :m of the _.ccm_,. J\N:”,:H HMA_.UH. e B

You may qu e the entire text at th > outset, or

* you may quete the first unit (for ex nple, m, stanza), then

. Mx%mrmm% that unit, and then quote le next unit, m:_m 50 or,
'€ pem or passage of prost is longer than, say, six

lines, it is ad /isabl ;
=S, isable to number e ine : .
reforence. mber each line at the right for eay-

Reminder: For an Elication Checklist, se page 56

RHYTHM AND VVERSIFICATION:
A GLOSSARY FOR REFERENCE

Rhythm .

Rhyth impy, in English
rmmum m M_wmﬂ. M.::m..f in ﬂ:m__mr poetry, ttresses at regular inte;vals)
mc::mwoicmvom:%_m” Mﬂ;. A rﬁm@ ﬁ::_u_czsnm__ rhythm is common ir such
ns -y as chirms, college yells, and 1 labies: all ; i i
o : . : yells, abies; all are aimed ; t in-
s mq M_.Mwm.ﬂm_ effe Smm_cw.__%. It is not surprising that carmer. E_e
b Or poem or song, is also the Litin word for charm anc tl
.....o:H rom which our vord charm is derived o
n much poetry, “aythm is only | _ .
o half hed, but its
1gested by the way poetry is ' oy e
wward,” 1 0

At ls . presence is sug-
s 4 ed. Frose 'from Latin prorsus, * for-
. Mqﬁmr” c% ) keeps running across th * paper until the amrﬁ-_,m””h
Z.._M.Mq . _”“Mar» HM En._..” 0, merely because the paper has given out .nr:
. nter starts again at the left, with a sm: irse
il s agab *lett, will a small letter, But 1orse
v __myﬂmnw vw. M:.:: g wrv c“:”a: ends well shar: of the right-hand ma- _.m:ﬁ
»begns & the left—usually with }1 capit e
. \ it capital—not bec: a-
rm_. has run out but because the rhythmic pait>rn begins a E:omw._m_. .?.ﬁ
! cmﬂm W.m Mc_.zzsm:% 1eminding us that they have a @m;m:dr e
T O < o 3 1 Ia - .
aby te M__..mﬂ. km.w Emﬁ?"_:ch, unvarying rhythn may be good to put ‘he
. ﬁrmmu. %ﬂ”r; car he @mm&w to readers v'ho want to stay awake., _..uc..
y T rhythm according to their purpots; they ought not to b so
accentual pests.” In ¢ ym-

vegular that they are (in "N, H. Auden’s words) ¢
vontributes to meaniny it says something, F:ra

prtent hands, rhythm
musi have meaning, It can’ be

‘ound has a relevant ccrument: “Rhythm
nizrely a careless dash cf, with no m-..mw and no r2al hold to the words .i1d

§21s€, a tumty tum tumiy tum tum ta.”
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Consider this de ription of Hell from John Milton’s Paradis® Lost
(1667) (stressed syllahiles are marked by 7; uistressed syllables by « 1:

wn“&nm, ome.mm, _w_a_.am. mm_nm. g\mm. mm..n : mmm mrm.mmm m.m mm.mm_

The normal line in “aradise Lost is written in iambic feet—alb: mate
unstressed and stres.cd syllables—but in this line Milton immedlately
follows one heavy stre:s with another, helpins to communicate the “ 1.ean-
ing"—the oppressive nonotony of Hell. As 1 second example, consider
the function of the rhythm in two lines by Al :cander Pope (1685-1744):

- g o T -
When %.Ex strves some rock’s vast v ,m__nmrﬁ to throw.
AN R (=t
The line too l: bors, and the words nove slow.

The stressed syllable; do not merely alternile with the unstressed ones;
rather, the great we ght of the rock is suggested by three consecutive
stressed words, “rock « vast weight,” and the gjreat effort involved it mov-
ing it is suggested by another three conseculive stresses, “line too l:bors,”
and by yet another tiree, “words move slos.” Note, also, the abuinidant
pauses within the lincs. In the first line, unloss one’s speech is slevenly,
one must pause at least slightly after Ajax, itrives, rock’s, vast, uvight,
and throw. The grati1g sounds in Ajax and ivck’s do their work, toc, and
so do the explosive : 5. When Pope wishet to suggest lightness, ne re-
verses his procedure, .ind he groups unstress :d syllables:

Not s0, when sw It O::wm:m scours the pliin,

A R
m.__mmom:raz_,m_i_:nﬁ._:......._:Hm_a

. /

us along the main,

This last line has twel e syllables and is, thu, longer than the line :bout
Ajax, but the additicr. of along helps comriunicate lightness and wift-
ness because in this ' ne neither syllable of dong is strongly stresied. Tt
along is omitted, th: line still makes grami natical sense and becomes
more regular, but it : 150 becomes less imitalive of lightness.

The very regula-ty of a line may be 112aningful, too. Shake:seare
begins a sonnet thus;

- ~ ~ / - ;> /
When m do coimt the clock that tel s the time.

This line about i1 mechanism runs witk appropriate regularity. (It is
worth noting that “count the clock” and “t:[ls the time” emphasize the
regularity by the repi ition of sounds and syntax.) But notice what > hake-
speare does in the muddle of the next line:

B L B N SN A
And see the rave day sunk in hide cus night.
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The three heavy str=sses, on “brave da »

2 : 2 y sunk,” are Oppregsi
might almost say they they hang weights ¢11 the day ¥ ssive: one
night, g ay, .‘._:r.:.w it in the

The technical voc: bulary of prosody (t 2 study of the PO
verse structure, incluling meter, rhyme anc other SOREE m:m_o__u.; of
stanzaic patterns) is large. An understandi 13 of these term ,mnﬁ.m A
tiarn Nz‘fc—um. into a .—.Uo 1A U_.: it g: mﬁm.muhm vt..: to write m—uD_.—wa g—, not
sects of poetry more ¢ fficiently. The followine . . o Som: as-
rosody. . § are the chief tern; of

lvleter

Host poetry written ir English has a pattein of stressed (a
syunds, and this patteni is the meter (from | e Greek word wad o.u...m&
si‘e”). Strictly speaking we really should not t1/k of ..::mz.m.v.,.mmmq m.m e
awented” syllables, sinc: to utter a syllable—1 cwever light! s 1
it :ome stress, It is realy a matter of relative siress, but ::w m._a e
witressed and unaccen vd are parts of the eilablished terms s Z.:,
versification, i Trclogy of
In a line of poetry, the: foot is the basic unil oA measurement, 1y ;
ra occasions a single sticssed syllable; generally a foot consists cw# oy
thve syllables, one of which is stressed. The repetition of *.mm._ .: ghving
duces a pattern of stresse: throughout the poem en, pre-
Two cautions:

L. A poem will seldoi contain only one king of foot throughoy,y.
nificant variations usually »zcur, but one kind of (oot is acsm.zzmﬂ ut; siy-

2. In reading a poem, one chiefly pays attent o to the sense .:
presupposed metrical patt:n. By paying attention to the sense :..E.m_.cpr e
fincs ( reading aloud is a groat help) that the stres: “alls on a Eo.:_ t ofte|
conl ng to the metrical palern would be unstres;id. Or & wond Eﬁ ac-
coring to the pattern would be stressed may be teen to be unst at ac-
Furhermore by reading :cr sense one finds that not all .ﬁﬁ,ﬁwommmm
equilly _EES some are alniost as light as unstres: ¢ d syllables E;Hmmm are
have 1 hovering stress; th is, the stress is equal’r &ﬁ:.ri.m.m ov oo
adjaent syllables. To repeel: One reads for sense, allowin th ©F two
help indicate the stresses. . & the syntax to

Metiizal Feet The most vommon feet in Engli;
: , . ngli:1 poe .
listec here. glis1 poetry are the six

R IR
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Iamb (adjective: iarabic): one unstressed syllable followed by cne
siressed syllable. The iair b, said to be the mos! >ommon pattern in E 13-
lis1 speech, is surely the most common in English poetry. The followng

eumple has four iambic 1eet:

- / ~ -~ ' /
My heart is like a s ug -ing bird.
—CHRISTINA ROSSE 11

Trochee (trochaic): one stressed syllable fillowed by one unstress-d.

L I ™ |- i =

—. S
We were very tired we were very merry
—EDNA S1. VINCENT
Anapest (anapestic): two unstressed syllables followed by cre
strassed.

- - - ~

!/ ! - e / A - I/
There are man -y who say that a dog has 1is day.

—DyLAN THOM /1§

Dactyl (dactylic): «ne stressed syllable follwed by two unstressi:].
This trisyllabic foot, like ‘he anapest, is common in light verse or ve-e
st¢gesting joy, but its us= is not limited to such aterial, as Longfellow’s
lor g narrative poem Evangeline (1847) shows. Thomas Hood’s sentime 11-

tal “The Bridge of Sighs™ hegins:
Take her :m &:Sm_\ﬂ,

Spondee (spondaic): two stress syllables; 11 ost often used as subst -
tutz for an iamb or trocl ce.

T IR -
Smart lad. to slip belimes away.
—A. E. HousM v

Pyrrhie: two unstreied syllables; it is ofte1 not considered a legit -
mace foot in English.

Metrical Lines A metiical line consists of are or more feet and s
nzined for the number o feet in it. The followir ¢ names are used:

pentameter: five fect
hexameter: s x feet
heptameter: seven feet

monometer: one fo:
dimeter: two feet
trimeter: three feet
tetrameter: four fee!
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A line is scanned for the kind and number 1

.. “teet in it, and the i
tells you if it is, Say, arapestic trimeter (three e

anapests);
§ 1 came to the 2dge of the waods,

~—ROBERT ¢ ROST

Or, in another examp ¢, iambic pentameter-

-

€ summer thur der, like 4 wooden b

—LouIsE Bigan
A line ending with 4 s-ess has a masculin

én extra unstressed syllible has a feminin

ally indicated by the s nbol //) is 4 slight paie within the line. It jised

not vm. indicated by Purctuation (notice the I-urth ang fifth lines iy he
ollowing quotation), an it does not ..

Awake, my St. Joh1 1/leave all meaner thins

To low ambition,//z1,d the pride of kings.

Let us//(since Life 1yn little more supply

Than just to look at cut us//and ta die)
mmvmmmﬁm free//oer all this scene of Man;
A mighty maze!//bu o without a plan;

A wild /where weec: and flowers promisct cus shoot:

Or garden, //temptin s with forbidden frujt.

e ¢nding; a line ending vith
e ending, The caesura (usu-

8
—ALEXANDER Porg
Tl varying position of .., caesura helps give P 1oe’s lines an informalit
thi plays against the fory wlity of the pairs of rhe .:::n lines .‘
An end-stopped lir,» concludes with a d stinet ms__.mnzn& aus »
bu a run-on line has it: sense carried over into the next Jine Ew:..o
&azq.:na pause. The runring-on of a line is cal» 1 enjambment, | :“:
following Passage, only the first is a rup-o r.:m.. .=_,

Yet if we look more ¢l sely we shall fing

,Soﬁ have the seeds o judgment in their miy[-
Nature affords at least ; glimmering light;

“he lines, Ea:mr touchied hut m.E.bz? are drasm right.

—ALEXANDER Popg
: im.:m.,q. produces rhythq,, recurrences at equsl intervals, byt rhythm
r_“”._ m um sreek 4:_.& meanng “flow”) js usually 1pplied to larger units
than [zet. Often it depends 1q0st obviously on Paus3s. A poem with run-

on lives will have 4 differeni hythm from » poem v th end-stopped lines

affect the metrical count: b§

T et s e S
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even though both are in the same meter. And [rose, though it is unme tri-
=al, may also have rhyt) m. .

In addition to be ng affected by syntactical pause, rhythm i E,._
fucted by pauses attritutable to consonant clusters and to the lengll of
vords. Polysyllabic weids establish a differcnt rhythm from monniyl-
ubic words, even in metrically identical lines One may say, then, that
Aythm is altered by sl fts in meter, syntax, i1d the length and ease of
wonunciation. Even with no such shift, ever if a line is repeated f;q.ﬁ_
or word, a reader may sense a change in —._..v._,:i. The _.rwi.:: o*” the fi-
2l line of a poem, for +cample, may well diff >~ from that of the line se-
ore even though in otl er respects the lines ire identical, as in Fnyst's
Stopping by Woods 0.1 a Snowy Evening,” c\_:r”r concludes by repeat-
irg “And miles to go b-‘ore I sleep.” One msy simply sense that this fi-
nl line ought to he ss0ken, more slowly snd with more stress on

“iniles.’

I'atterns of Sound

“"1ough rhythm is basic (o poetry, rhyme—the repetition of the qu_:um.ﬂ_
w1 similar stressed soun | or sounds—is not. Rlome is pleasant in itse {; it
suggests order; and it ¢lio may be related to meaning, for it brings rvo
voords sharply together, often implying a relaticnship, as in the now Irite
¢ove and love or in the 1 ore imaginative throne and alone.

Perfect or exact 1hiyme: Differing consinant sounds are followzd
by identical stressed vosel sounds, and the following sounds, if any, : re
ilentical (foe—toe; meet-fleet: buffer—rougher). Notice that .?u,_ﬁma.w rhy e
i wwolves identity of sown1, not of spelling. Fix :nd sticks, like buffer \1d
rougher, are perfect rhyres.

Half rhyme (or of - rhyme): Only the fini] consonant sounds of the
vords are identical; the ; ressed vowel sounds, 15 well as the initial cor so-
nant sounds, if any, differ (soul-oil; mirth—fort). trolley—bully).

Eye-rhyme: The suimnds do not in fact rhyine, but the words lool as
though they would rhyni: (cough-bough). .

Masculine rhyme The final syllables an: stressed and, after their
di fering initial consons 11t sounds, are identiczl in sound (stark-merk:
sunport-retort ). .

Feminine rhyme (cr double rhyme): Stressed rhyming syllables 1re
fullowed by identical uniressed syllables ( u,ac_.ﬁ..h.laic_.&.. \mﬁdﬂm?&ng ).
Triple rhyme is a kind of feminine rhyme in which identical stres.:d
wiwvel sounds are folcwed by two identcal unstressed syllaklss
(machinery-scenery; ten:.erly—slenderly).
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End -.rvgﬂ AQ. termi
ends of the lines. crminal

Internal %—.uﬂu_.. At ]
the line (Oscar Wild: s “Each :%&MM%MMMM. WG ming words occurs 1

Alliteration: :
(Al the aroful ayge s, defned as th repetiton of iftal ¢ ungs
sometimes as the % _,M.”_w““. wﬂz.m. me my Jow of ?:.i:m gol ma,_. e
[ oy ‘it repetition of a consonant (“after life’s Stful
Assonance: The iti ..
, repetition, in words of - roxims i
iounds . . ~roximity, of ident; "
o ma&ﬂ_wmmmmm and _o_ru.smm by &m.mﬂ.um .,_usmozmw\ﬁ sounds _Mﬂr _=ewm,_
e ‘e are rhyn ¢, tide and mine are g wionantal ) o
son 1 Ths venatss . . :
mw:.:,n <o=.m_m :“E‘Mw .hm_uﬁ ::M: of identical consonant sounds an! dif:
J B 1 words p roxin it : : =
Litter— at, s ) proxin _q Q...SMT mmh. o o X
o o tm er). Sometin e, consonance is more loose) .M._.mm _z_m\_ o
- Oﬁc tion of a cons. nant (fail-peef) ¥ Cefined merely as
nomat. ia: 7 ’
Sl nﬂﬂqﬂ.ﬂ. .:..m use of words that j | titate sounds, such g / iss
whare B =" _oz ! Jistaken tendency is tu see Onomatopoeia ey ..
Yom r: vmm»n::m. €, i1 thunder and horroy Many Ecwa.w - eviry-
= il S someti |,
fir QM they Emwc_ﬂmgm '€lc are not clearly im tative of ¢he z::mqm_% N oy
W60 ceans mmqm“:w nwom A some sounds that, when we know ?:mmw ,_,“M
WrC means, see L/€ some resemp]; ; e
Tle Victori ance lo the thin
N .Q.._.ﬁ torian poet Alfr, Lord Tennyson’s Jiy s from .A_J_.m e QQ@.S:..S.
Udare an example of Pnomatopoeiy: e o

thyme): The rhyming words oceuy it the

M?w. moan of doves j, immemorial el
nd murmuring of j, umerable heeg

Stiinzaic Patterns .

Livies of ¢
e QM“WN. ._.M.M_m”_ﬁ :“___v. arranged intg g ‘ythinical unit called .
F ird meaning s i i )
o all g oo Ital g “room” o) stopping place” .
- _w__wz:,:u M. Mmﬂm& I a pi2m have the same rhy e —U;ﬂnmmqm A M%.:ME _
iy &...n:f..mwzmnﬂum EO:Hmr verse may als- mean 5 a:ﬁ?,. line n_H.

: .. 6 Sarzas, thymes are indicatad by idane:

M.»__...: a;b. @ b indicates f, ¢ the first and thirg _"Mm..wv_,hmmncn& gt
1, while Em. second an | fourth lines are linke :v; e

poelry are the following;

Couplet: a stan, 73 li
Piet: a stanza of tv1) lines, usually, but nct necessarily, with end

qrw::m.gxﬁk.u?m_uc
.. . usec for a pair of rhym; -
couglet is iambic or trachg tetrameter- Youingles. The octosyllabic

I ERE InE Ol e
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ni

Had we but world :nough, and time,

This coyness, lady, wvere no crime.
—ANDREW MARVILL

Heroic couplet: : rhyming couplet of iambic pentameter, clen
“losed,” that is, contai 1ing a complete thoug} 1, with a fairly heavy p11se
1 the end of the first li 12 and a still heavier o1 ¢ at the end of the seosnd.
~ommonly, a parallel <1 an antithesis (contra t) is found within a linc or
ratween the two lines. [t is called heroic becinse in England, especially
1 the eighteenth centu1y, it was much used fir heroic (epic) poems.

Some foreign write1s, some our own desp *e;

The ancients only, or the moderns, prize.
—ALEXANDER FOPE

Triplet (or tercet : a three-line stanza, wnally with one rhyme.

Whenas in silks my [ulia goes
Then, then (methiiks) how sweetly flows

That liquefaction cf her clothes.
—ROBERT HERIL CK

Quatrain: a four-] ne stanza, rhymed or ‘11rhymed. The heroic or
i+ legiac) quatrain is ia nbic pentameter, thyn ing a b a b; that is, the [ rst
ind third lines rhyme (so they are designatec’ @), and the second i nd
fcurth lines rhyme (so 1l ey are designated b).

Sonnet: a fourteer -line poem, predomin:rtly in iambic pentamier.

""he rhyme is usually according to one of the tro following schemes. Ihe
lalian (or Petrarchai’ sonnet has two diviions: the first cight lnes
(thymingabb aabba are the octave; the las six (thymingc d cd e ¢, or
i variant) are the sestet. [{eats’s “On First Lookir g into Chapman’s Hor1>r”
(page 000) is an Italian tcnnet. The second kinc of sonnet, the Englist /or
!i 1akespearean) sonn:t, is arranged usually into three quatrains ai¢l a
vouplet, thymingabab - dcdefefgg Manysonnets have a marked :or-
respondence between le rhyme scheme anl the development of 1he
1l ought. Thus, an Italiar :onnet may state a gen alization in the octave ind
1 specific example in the iestet. Or an English s)anet may give three exim-
J'les—one in each quatrin—and draw a conclu:ion in the couplet.

lilank Verse and I''ee Verse

1 good deal of English poetry is unrhymed, ri1ch of it in blank ve ie;
trat is, unrhymed iamb ¢ pentameter. Introdu »2d into English poetr” by
Henry Howard, the ear of Surrey, in the midd r: of the sixteenth cent iy,
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it »2came the standard 11 sdinm mmmvmomm:v. in tie hands of Ornmﬁo@r 2
M. lowe and Shakespear-) of English drama la v in the century. A pa;.

imetimes called a vers ¢

sag¢: of blank verse that hi: a rhetorical unity is s-
paragraph.

The second kind of urirhymed poetry fairly common in English, e, .
peially in the twentieth ¢ ‘atury, is free verse (¢1 vers libre). which h; s
rhy!hmical lines varying i length, adhering to n» fixed metrical patterr ,
anc usually unrhymed. T, pattern is often large ly based on repetitio |
anc parallel grammatical s: ucture, Here is a sample of free verse,

Walt Whitmar 181992 )

WHEN I HEAR! THE LEARN'D ASTRCNOMER

When 1 heard the lear, d astronomer,

\When the proofs, the |,

When I was shown the ¢
sure them,

vhen I sitting heard t e astronomer whe
applause in the lect 1e-room,

/0w soon unaccountat! > I became tired and ¢iok,

"lll rising and gliding 0 1t T wander'd off by my:elf,

Ir the mystical moist ni:ht-air, and from time time,

130k'd up in perfect sil:ace at the stars,

Vehat can be said abunt the rhythmic structure of this poem?
Rhyni:s are absent, and the | nes vary greatly in th: number of s

vllables,
rangii 3 from 9 (the first lini: 1o 23 (the fourth lin2), but when we read

the pr2m we sense a rhythivic structure. The firs four lines obviously
hang ugether, each beginnii 7 with “When”, indee I, three of these four
lines b2gin “When 1.” We Wiy notice, too, that ea1 of these four lines
has m-re svllables than its pradecessor (the numbiis are 9, 14, 18, and
23); this incredse in length, lic2 the initia] repetition is

It the fifth line, howeve - which speaks of fatigi e
s a shinkage to 14 syllahles, ffering an enormous 1
s swellen line with its 23 s/lables. The second hi I of the poem—the
'atten established by “When " in the first four lines i dropped, and in ef-
ect wi get a new stanza, also >f four lines—does nct relentlessly dimin-

ih the umber of syllables in ¢ ach succeeding line, It it almost does so:
4, 14,13, 10.

Th: second half of Whit nan’s
attern 's more or less the reverse o

ures, were ranged in *>lumns before me,
‘harts and diagrams, t add. divide, and mea-

re |2 lectured witl rmnch

a kind of pattern.
and surfeit, there
lief from the previ-

poem, thus, has a pattern, and this
[ the first half of he poem. We may

IR U RO T TR
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ice , too, that the last line (in which the poet, now m.,_m_wmumm_?wnmoﬁw.m
:oa:. si u_ re hall is il communion with natire) is very clos .q:
:mmm,.wmmm,ﬂhm_ﬂﬁmq ::m. the soem concludes with 1 metrical form said to
iamt iz pe s :
vmm,_:_EMMMMﬁ_WMHzMMMMM.E ease in this fina line, E.M“Wro%mqm ._.m m“m
: ...Mmr the absence of -epetitions (e.g,, not :_ww c.m A wmqmm s
e f . | tactic rep:titions as “charts and diagrams, b
m.f.mn ¥ g WMM liding”) that characterize mosf of the previous lin .
Nﬁw ;:HM%&N o_.mﬁg_.m_u :38 is part of a nm_.mmh._..__v _Enmﬂ_.—mnnwwmm me“n_n.. _..“
i:p: ing, Theugh a
whith n_”_ﬁ_unmchazﬂ___.“”““__qm“__w.ﬁﬂﬁﬂmmm—.zm_mpc» (a #.W.mo:mouml said, ..M“
MMM Mwﬁmwv”,m»w%.m the man wl n wants to do a good j»2"—or for the wom
o é::%.:”_w p M%MOM%M” who write what eailer would have me
._ m.m ...H.,Mm.fo_.mﬂ have characterized their writin as open m.c.",.”._._.mﬁ !
) “harles Olson, liobert Duncan, and I'enise Leverto m ._.
P me .MHM“,:: .Om ::m t uditional, highly patterned poem, H..Hm w..MM.m
.:5 . o.vmm that seems spontaneous or explor vory. To some reader
the _J.wam.p .E.E to be the phrase or the line raller than the group o
H.rm o vmwwawum Leverto insists that the true v iter cwq open :?:51@9
— r:.n ra: A ..?.:z se 15¢”; she compares such a Ednm_. n:. m_y mﬂ »c
< m<m~ flying ow: - the field of the poe n, taking aerial p ozw_
rm_ﬁw?m« .mco.“E the stati- of the forest and its - _.a..ﬁ;E..wm!..A:. n—v_cmq» ﬁ o_,
i ,mﬁ.wmﬂwm_.oq the schoals of herring and dirvet the .u_Eum, Mm .
wmm” . ,o mw“% "I And, Lew:-tov again, “Form ii never more than .
war: > ; :

reviation of content.”

PRIIPARING TO WRITE ABOUT PRO!ODY

s+ Once vou have deciled to write about sor _..w mmmmmnmw% MMM MW -
_..m_,mrlirm”_um,\ meter, rhyme, or othe:” soun ot s e
mw w“__w own copy of ti2 poem (or passage frim along woA.EH,EOWm
W.Wmnmm so that you vAll have plenty of roon .?.. um_”o &“Mmowﬂ ons.
Number the lines, 1 =_n_ print or mr.omh“m :mewm o:ﬂ o
g it usefil to put metric iatio
W”“hc“womhﬁwugu ning %ﬂmﬁm such as all teration and

- L erican .mu&#‘
—mﬁ: ' mUH._—._ﬂ& in .H.\:u, mvtamﬂh ,‘- :wn New Ame i

1“§c 1ne Notes on O ic Forn . Re ,

Q&h UC_.W _H& M ._EM- .:-m. Warre 1 _MLH:UE- Amnﬂcc Yor —n- _.mm“w. 316-317.
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consonance w thin lines on another, ; nd
" the rhyme sch>me on yet another,
Read the poen: aloud severa] times, )
reading for ser <e and are not imposin
pattern,
® Mark the stres s, and in marginal noies call attention to all

departures (or irobable departures) fim the overall metrical
pattern.

Circle letters of words that are connec' s
alliteration or b, assonance, and see if p/
meaningful. Th- identity of
identity or similrity of mea
identity of soun may provi
blasted™), Again jot down ¢
observations.
Mark the rhyme :cheme, and in your m.rginal notes call
attention to imp:: fect rhymes. Caution The pronunciation of
some words has :hanged over the centy, ties. In the eighteenth
century, for instsrice, line and join (prorounced Jine) were
perfect rhymes,
* Prepare a tentati » organization, If you
all aspects, you p vbably will want to wr
aspect—let’s say - lie overall structure of sounds imposed by the
rhyme—then abeu t meter, and then abe t othey sound effects
such as assonance ind consonance. Whe) you have finished a
draft you may well discover that for this ) wrticular poem, a
different oOrganizaon is preferable, bhut You ought to begin with 1
tentative plan, an ~—equally or mor

€ imp crtantly—yon ought tc
be prepared to m¢ clify your plan after you finish a first draft.

annotations concer 1ing

iking sure that you an:
too regular a metrica

d, for instance by

1€ connections are
sound may, for instance, rejnfore:
ning (as in ‘horn and bred”), or th-
de an ironic contrast (“born and
narginal nol. s expanding your

I"e planning to write o)
t2 first about one

SAIMPLE ESSAY ON METRICS: “SOU"p AND
SENSE IN A. E, HOIISMAN’S ‘EIGHT )’CLOCK'”

He¢ is an excellent analy is by a student. Julia J :Fords. Notice that sh:
quat s the poem and indic1es the metrical patter -
chiefy hy explaining the el‘ect of the variations
noni in the order in which hey oceur,

Notice, too, that altho igh it is a good idea to anno

unce your thesis
eark-—that is

» In the first paragraph—this writ,: does not say, “This

SAMPLE 2SSAY ON METRICS 153

. rl his
r will show that Housman effectively uios _.3;.__5 - m_.”muowm her i
P aper r some such thing, Its sufficient that the writer muﬂwc pees her
:_.mm:” :.Hu e c.w.ww and azain, in slightly differcnt words, r_: r am e L—m-
N th ,m er will “aralyze the effects of so 11ds E.an. yt En vad
,,A,n._.ﬁx.w ( mwu P . lock’™). We know where we vill be gomng, m.wH we 1
ran’s ‘Eight O'Clock’™). . hi 1 the analysis will prod ice. ‘
wvith even a bit of susperse, looking to see wh

.. %.
mﬂu;nambamﬁmmSPN.Io:uHmu.m,mﬁEO_Qoow W
in ,

Before trying t¢ nalyze the effects of soinds and rhythms |
f

A E. Housman's “E ¢ht O'Clock” (1922) it w1l be useful to cuote

; ich
the poem and to in¢ i ate which syllables ar: stressed and whic

e unstressed. It mi. st be understood, how »/ser, that the following
ar s ¥

ansion is relativel y crude, because it falsel'r suggests that all
sC /

stressed syllables (riarked /) are equally sit2ssed, but of course

: s e of
they are not: In reatling the poem aloud, on : would stress som

them relativaly hea rly, and one would stre:: others only a trifle

re than the unstr z3sed syllables. It shoulil be understood, too,
mo 2

that in the discussio 1 that follows the poem :ome other possible

scansions will be p1cposed. §

- I e ! - i/ -

He stooc , | and heard | the steese

- T \
m_uh rkle | the quar | tersor the mor | ning to
/ - ¢ “ ~ 7~

Om.._m sh.. | Eq_.mm. four, | to mar | ket-place | and peopl

Ittossed | them down.

/ e
g mqmwvm.m noosed, | nighing | his hour.
G St \ St -t A \

mm.u_o\oa | and coun | ted hem | and cursed | hisTizk;

-

>:,m then | the clock | collec | teclin | the tower

IR

A

e / i /
Its siength, | and struck.
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As the first lit & of the second stanza r1akes especially clear,

" the poem is abou hanging at eight o'clo-x, according to the title
Housman could h; ve written about the ma-

's thoughts on the jus-
tice or injustice of 18 fate, or about the reas

ons for the execution,
but he did not. Exc €pt for the second line ¢ f the second stanza—
"He stood and couyed them and cursed hjs luck”

—he seems to

tell us little about th = man'’s thoughts. But th» Poem is not merely a

harrative of an ever - the sound effects in th s poem help to convey

an idea as well as a slory.

The first line es iblishes an jambjc pattiin. The second line
begms with a troche: ( ,.mmnswmw..v. notaniarb, and later in the
line possibly "on” stculd not be stressed ev :n though I marked it

with a stress and ma 12 it part of andampic fo:, but still the line is
mainly iambic, The EZem so farig & fairly jing I ng description of
someone hearing the :hurch clock chiming a sach quarter of the
hour. Certainly, even though the second line | »
there is nothing threa £ning in

most hear a tinkle.

gins with a stress,
“Sprinkle,” a wird In which we a]-

But the second half of the first stanzg Surp! ises us, and
even jolts us. In “One, vo, three, four”

heavy stresses, These 3

maybe
We get hur consecutive
Tesses are especially ¢ taphatic because
here is a pause, indicaied by a Comma, after e :zh of them Time is
210t just passing to the ¢-imes of a clock: Thig is = countdown, and

've sense that it may le¢ ' o something significa1t, Moreover, the

third line, which is longuy than the two previous lines, does not end

#ith a pause, This longl1ie (eleven syllables) ru1s on info the next

i

188 B
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line, almost as though 1rice the countdown has begun a_.“m m”m:“
stopping it. But then wt: do stop suddenly, beciiise Emo:ﬁ e
the stanza has only fou- syllables—far fewer thi1 we ivm i
expected. In other woicls, this line stops unexg ectedly M”Q i
has only two feet. The ‘irst line had three feet, ind the .mmooH g
third lines had five fee . Furthermore, this shor, final :.:m -
stanza ends with a hez.y stress in contrast ﬁw %M WMSMW 2H m_mm.
which ends with an unsiressed syllable, “peog! 2. -
the sudden stopping ¢! the end is a sort of pre’ m‘w of Md .
short. Perhaps it is als» a preview of a man dn)ping el
trapdoor and then suc clenly stopping when th2 slack in
man's rope has been :ken up. L
In the first line of lie second stanza the siit ation 1s |
and it is also made en(phatic by three consec'i lve mwﬂnwmmm”,m -
_.m»m_mvvma. nn...omma. ne .Ew.@ his. :om_‘.__ The paJses before N
three stresses make t12 words especially em Smao(mﬁnw E.ﬁ.ucMmm.H.
have marked the first 1o words of the next lii2 __I_m mﬂoow MQ
bly "He" should be sirassed too. In any case =ven “ m_.H.P M N
heavily stressed, it is z2rtainly stressed :#HM _Mab e
les, "a2d," "-ed” (in "counted |, |
HMMHHM”M of the :tanza an effective read g Jﬂwwwu““m: stress
the first word as well ¢ s the second, thus: :Mw ¢, MHH..E g
h normal spe:»:h would stress only th 8 __
MM“MM&_: in this peramn the word appears a tar __o.uonwn_ oHoH ”M<
one must pause after he k sound in “clock” (“ne SImply

n { oﬂﬂmu.
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and the effect j5 o it more than usyg]

almost turning it iny, 1oy 3 A B'lef Overview of the Essay

ably be scanned ji. this:

/-
oy

/ /
en the clock nonm\an inth
And again the thidline ofthe st
Propelling g onward The fing) line

/
And th /o~
i tower

anza runt wver into the fourth

e surely beiyns with a stress,
ugn "s" is mioa:m:msmwmmmm; and so j
- 80 In the fing]
. SGIN with twe rong stregses, :wm_.mu.m_. gth.” This Jin ik
€ last line - .
. of the first, lanza, ig Unusually short nd it, too, ends
with a hea :
4 VY stress, Th,: total effec, then, of the :st Wo lines of thig
Jtanza iz of i i
- & clock strik g, not Just sprinkling m ; sje but forcefy))
i 1 mEUrman.mE% N.SQ di visively striking. The bélse afi ,
talmost lik n I
e the Suspenisful pause ofa Man col <cting his sty
yaf i a
ore he strikes 4 blow, ,inq that is whay the clock d .
\ e oes
And then the, ok ot \c

nrv C Oﬂ—ﬂ at z.mm mﬂa m:o;._.n ts NOWﬂm MOH ;‘—ﬂmﬂ 1t mg

M dies. “25 the hour, the

* The title suggests the writer’s topic, and th: first sentence of the
opening paragrapl establishes it without ¢ oubt, “the effects of
sounds and rhythms' in a particular poem. 'l his paragraph also
includes some sente:ces whereby the author quite reasonably
indicates her awaren:ss that not everyone viill scan the poem
exactly as she does. Willingness to concede - ifferences of opinion
is a good argumentalive strategy; it establisl s the reader as a
person who is open-ivinded.

* Julia provides the reacer with the text of th: poem, marked with
her sense of the stresi:s. Don't expect your icader to read your
paper and also to be 1} umbing through a boul: to find the poem.

¢ The organization is :imple but adequate. ] lia begins at the
beginning and move: through the poem to its end.

¢ Inher final paragraj; 1 Julia interestingly mc difies an assertion she
made earlier, that Ho 1sman “did not write ab it the man'’s thoughts
about the justice or inustice of the sentence.” $he now shows that,
in a way, the metrical :ffects—her chief topic o tell us something
about the victim'’s tho 1 shts. This modification is not a contradiction.
Ifindeed she now see; that Housman did wril= about these topics,
she of course should F:ve revised the earlier f1ssage. But the earlier
passage remains true, it least in a broad sense Housman did not
write about the victim ¢ thoughts about justice. What Julia is saying,
at the end of her essay, is that the metrical effi «ts do in some degree
get us into the mind o the victim, helping us t : see him as someone
struck down by an imypilacable machine.

{\) SUGIESTIONS FOR ‘URTHER READI "G

Alex Ineminger and T. V. F. I; ogan, eds., The New P nceton Encyclopedia
of Poitry and Poetics (1993), is an indispensable ref - -ence work, with en-
tries 110ging from a few sent :aces to half a dozen o so pages on prosody,
genre . critical approaches, ar | so on. See also Ross !urfin and Supryia M.
Ray, 1)e Bedford Glossary of Critical and Literary T 'ms, and ed. (2003).

Cuprosody, see Paul Fussell, Poetic Meter and Poetic Form, rev. ed.

(1979, and (especially enga;ng) John Hollander, Fthyme’s Reason, 3rd
ed. (2)01). A cogent recent t ook on the same topic i: Robert Pinsky, The
Sounc: of Poetry: A Brief (uide (1998). Barbara Herrnstein Smith,
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Poetic Closure: A Y1udy of the Way Poen « End (1968), is an infc restin
study. For poets ta] ing about their art, sec The Poet’s Work- 29 “__maﬁma
0 m.c% Century Prztry on the Origins vnd Practice of Their 1rt. od
Reginald Gibbons 1979). For good disev:sions (with interestin: SE.-_
materials) of thirteci American poets fror: Whitman to Sylvia Plth, see
Voices and Visions: ihe Foet in America, e . Helen Vendler (198 ‘
Other insightfu’ books are Christophe - B. R :

(1984); Frank Kerm«de, An Appetite for Poctry (1989): and John (ollan-
der, The Work of I retry (1997). For a ¢)llection of essays illu irating
contemporary theor, see Lyric Poetry: B:yond New Criticism '1985),

E_m. Chaviva Hosek ind Patricia Parker. A huge book that doubles as a
reference work and ¢ hist : .

iy of poetry is Michael Schiidt, Lives of the
Poets (1999). We als-, suggest you take a lcok at Touchstones: An . A
Poets on a Favorite 1 cem, eds, Robert Pack :nd Jay Parini (1996).
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¥ A Checklist Gertting Ideas fc ' Writing
about Poetry
z youare going'to wr le about a fairly short foem (say, under thirty lines)
it’s a moom idea to coyy out the poem, writiig or typing it Em._m.ﬁ_.._om..m.
m\,.,, writing it out you sill be forced to notice _F:&.,ﬂ, down to the pt _=..E..
ation, After you have copied the poem, prociread it carefully agains- the
original. Catching an - -ror—even the additic 11 or omission of a com 14
Miy prompt you to netice a detail in the origizal that you might othe  wise
1ave overlooked. And now that you have the poem with m_:,_urw spac: be-
ween the lines, you huve a worksheet with rcom for jottings.
A good essay is bused on a genuine respcnse to a

inay be stimulated in 't by first re
sidering the following |uestions.

First Response
J What was your response to the
parts especially | lease or disple

poem; a resp onse
‘ading the poem aloud and then (o

poem cn first reading® Did s-me

ase you or puzzle you? After s me
study-—perhaps vhecking the meaning: of some of the words in 4

&omw:wq and icading the poem several times—did you mecify
your initial respiyase to the parts and tc¢ the whole? \
Ypeaker and Tone

a S&o is the speaker? (Consider age, 3, personality, frame of
.3:&. and tone cf voice.) Is the speaker Isfined fairly ?,mnmmm_% for
instance, an oldi1 woman speaking to 1 child), or is the spealer

£50
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simply a voice nuditating? (Jot mo,._,ﬁ your .q_m._.ﬁ. ==H...ﬁmﬁ5=m, tien
reread the poem nd make ?.ir@. jottin s, i Emmr.ﬂr.m _— _ﬁ
2 Do you think the speaker is fully aware ¢ f érm; e Mﬂur mh.mo -w.. H.J.,, |
or does the speiker unconsciously re'val ?m cﬂr H..,.um ) |
and values? Wh is your attitude towa « this mvm. ¢ uq — ._
1 Is the speaker 1arrating or reflecting (11 an ear mm.. n...,_umw“ e o |
attitude?® If so, loes he or she convey ¢ sense of new awarer ¢ss,
such as of regre for innocence lost?

tudience . T -
Q To whom is the speaker speaking? Whit is the Er%z:& :._o_w ”mLT
. -3 H - —.—l—l— i
i ace’ (In some poems, a | stener is strongly
time and place’ (In some poems, . np |
i i spe ng, |
but in others, e necially those in whicl: the speaker is ,_.50&”_ nm
B f i ade / T
there may be no audience other than t'e reader, who “overhu:y

the speaker.) |

Structure and Form . T
(1 Does the poem _E_ncﬁ_ in a straightfor vard way, or ‘.z z:_sm _,.u_E
: i S r bone
or points does || e speaker reverse covise, ..:E.EW _:.M.. ,H, he
or perception? [[ there is a shilt, s.rmm o you make of i - ”
2 TIs the poem o yranized into sectionst L so, what are these s .
sl v H e— does each section (ch irac- _
tions—stanzas, lor instance—and hov' does e ' o
iz 7ac i » of *nice, or a group of rhyrne:
terized, perhag s, by a rmn.:qw:y:o of grouy
w out of what precedes :.. . —
Q ﬂr:_ is the efect on you of the forn-—say. quatrains ?Ewrm_. L :
= o ©wined ines of ten syllables)? | the _,
four lines) or klnk verse (unrhyr ) i |
sense overflows the form, running wi lout pause :m”_:, |
ple, one quatrin into the next, what ¢ [fect is createc

i |
Center of Interest an i Theme . o I
J &rﬁ is the piem about? Is the int -est chiefly i __ a L__mu__ \.H__H.ﬁ “
NPT iy . ey
character, or i1 meditation? That is, is the poem chietly p |
|
|

; R

logical or chie'l; philosophical? e .
4 an_?u theme : tated explicitly (directy) or implicitly? How :ﬁ_ﬂ:.
ate the lieme in a sentence? 'Vhat is lost by reducir g; the

you st
poem to a stat :ment of a theme?

iction . } e
. _% How would ycu characterize the li nguage? Colloquial, cr ele

vated, or what
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'd Do cert: in words have rich and elevant associati
: t ssociations tiiat relate t
& ﬂﬁmq Wi ._mm Emm define the specer or the theme or ?._rvn o
atis he role of figurative lazuage, if any? Does it | .
mﬂn the ipeaker or the theme? e FronTEp
Q at dc vou think is to be takcu fi tively e
o 1 figuratively or symbu ically, and

Sound Effects

8] ﬁ\ru.ﬁ is 1e role of sound effets, including repetition: of sound
(for instzr ce, alliteration) and o entire words, and shif « in versifi-
ation? | |

3 If there ure off-thymes (such s, dizzy and easy, or home and
come), what effect do they have on you? Do they, fc1 instance
add a no ¢ of tentativeness or w1 ertainty? .

J :. there: e unexpected stresse: or pauses, what do th:; commu-
nicate ab:ut the speaker’s experiznce? How do they af et you?

T T | S TR e
[ SRR B - THERE ST .
1 2 S S STty e

T TR P

et

M
~

oo o R o S
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WRITING Ak
AUTHOR IN

A poem is best read in the light of
ten. We read A the better read B (1
may get very .ittle out of A). We re
better to real D, D the better to g
out of A. Progress is not the aim,

get among t.i2 poems where they
places as the ctars do.

If you have read everal works by an aut
speare or detective stories about Sherle
Doyle, vou knov that authors return a
and themes (trage dy for Shakespeare, ¢
treatment is diflzrent. Hamlet, Mache.
tragedies and shre certain qualities th
yet each is highly distinctive.

When we re 11 several works by an
about resemblar ces and differences. W
again a theme ( vature, or love, or imt
once more the pssibilities of a literary
short story). We may find that the autl
and that we are 72tting a sense of the w

Sometimes vre speak of the shape
reer, meaning that the careful study o
derstanding of t:e narrative—with its
the writings tell icross a period of tim
by an author anl find it intriguing o
about reading niore: Are there other p
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