Nor in hopé th
A fitter love

But since that |

Must dic at lost, "is best

To usc mysell in
Thus by feigne

jest

[ went to the Garden of Love,

And saw what I never
A Chapel was built
Where I used to pl

Go lovely rose,

Tell her that
That now she knows,

When I resemble her to thee,

How sweet and fair she seems to be.

His Being Was in Her Alone
His being was in her alone
And he not being she was none.

They joyed one joy, one grief they grieved;
One love they loved, one life they lived |
The hand was one, one was the sword |
That did his death, her death afford. ’
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d dcaths 1O dic.

John Donne (1572-163),

had seen:
in the midst,
ay on the green.

William Blake (1757-167)

wastes her time and me

Edmund Waller (1606-1657)
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par S Loy phav d Rhythm

s 7 D an
Rh}me, Sound S o Je
V= 1 Cagrim g0
‘0 coe) pthel = | b ”%;foll

cane Rigme "D S i e hidren vere hmed o,
" l { them qurscry thymes—s0 il i quite natury) thay
) (o think first of RHYME®, Rhyme, i

refers to the repetition of sounds from word g Worg

VO™ Ay ~0)D

Hey diddle diddlC,m_a -

The cat and the fiddle, .
The cow jumped over the moon.
The little dog laughed,

To see such sport, N
And the dish ran away with the spoon.

Glossary

1. diddle : move with short quick movements
2. fiddle : violin

PeETIHEdotshymesashesgoadspoems: in previous chapters we hae

i ./ seen mﬁ)ny tHat do not. But rhyme certainly is one of the most effective

£ ymt Ways of binding a poem into a single unit, ané?t also gives pleasure I?
itself. Compare the followin g version with the original printed above
and account for what has been Jost.

Hey diddle diddle,
The cat and the cello,

The cow jumped over the moon.
The little dog laughed

To see such sport,
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forbidder- ntcrplay of alliteration T
observe the inburne: ¢
arles Swinburnc:

inp lines bY . .
following . or's r0ins and ruins arc ovcr,

And all the scusor of snows and sins;

The days dividing Jover and lover,
The light that loscs, the night that wins;

Consonance and alliteration, as we have seen, involye he
repetition of consonant sounds.Assenanee refers to the repetitiop o

vowel sounds, as in the following line by John Milton;
Methought I saw my late espouséd saint
The two halves of William Butler Yeat’s line
The dolphin-tot \
olphin-torn, that gong-térmented sea—
show “ 0 .
. v:rbal repetition (That), alliteration (¢), consonance (t, n), 2
sS
g onance (dO”gong; Oﬂllorm). Sea is the one word f[ee Ofaural

echo, an isolatio e
n that gives it emphasis. Below, in Thomas Gray's lines.

the assonance
mo . ]
whole. Listen g VC:“» from line to line, helping to bind the stanza into
pecially to the variations on the o sound:
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The Assyrl ian came down | like th

And h1s ¢S | horts were glé

And the shéen | OF their
séa,

¢ wolf | oh the fold,
nmlmg in pur|plc and gold
spéars | wns like stars | On the

(1] v ’ v v e
When the blue | wave rolls night | l';r on deep | Galllée

[n Sterling A- Brown'’s lines below, the metrical pattern appears to wind

down, the meter and the dog seemingly both asleep at the end:

So ygu cain't | never téll
How fis’ | & dég | can rin
E'Jhs:n }%u sée | h;m :-sfccping,
in the sun.
1o
Notice that at the close of the first and second lines above, you move L‘.h y ;/,-
with virtually no pause to the next line. Such lines are callcdm r, e _Lgy _
and the effect of continuity thcy give is termed W
When the lines close on a strong pause, as in this passage by John Lyly,
we call them mmm _b:-,al
r{ Cs® (5233 S
My Daphne’s hair is twisted gold,
Bright stars apiece her eyes do hold;
My Daphne’s brow enthrones the graces,
My Daphne’s beauty stains all faces.

ach, mark

Following are a few examples to experiment with. Ine
rk off the

the stressed and unstressed syllables, use the single bar to ma
feet, and use the double bar to indicate caesuras where appropriate.

Sweetest love, I do not go
For weariness of thee,
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v ,J
¢ 1 4ep was tied,
m a sheep i

¥ st an
nst ¢ - ’
Ve s knifc 10 blood wa

v r 1 ¥
The butcher
cal bars, and where a pause (caesura) e

indicate it:
i s the double bar to indicat
i the ling, ¥ y J
\ FJ : )( 4 shb '?s tfed
f\gaiﬁst | Yneclm || @ sh;:ep | wa o,
The bitch | ér's knifc | in blood | was dyed;
rocess, try a simple exercise of scansio

. this step-by-step P
i nder Pope and Lord Byron.

the passages below, by Alexa

Be not the first by whom the new are tried;
Nor yet the last to lay the old aside.

She walks in beauty, like the night
Of cloudless climes and starry skies;
And all that’s best of dark and bright
Meet in her aspect and her eyes:

When you scan the brief poem by W. H. Auden that follows

will discover that the feet are irregular, perhaps to match the disco!
of the speaker;

Over the | heathér | the wé nd blg

e I'egther | ‘t‘he wet | wind blows,

ve . / w 4
ice | in my | tanic | and % cold | in Hly nose

These lines by Lord B

of the Assyrians o yIon seem to gallop along, simulating the ™

hors&baCk:
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comparison:
Western wynde When wyll thow bioy

Winds, whisper gently whilst she sleeps

And death shall have ng dominion

A sweet disorder in the dress
Kindles in clothes a wantonness.

The sound must seem an echo of the sense.

AS
allv Wb
When to theCgessiors) oé’wcct §ilent thought
I summon up re b i ' :
p remembrantg of 3}15@ P?%ul 2RI e Coga
T\
SONSANANGEYcfers to the repetition of consonant sounds that are

not confined to alliteration, though they may support a particular
alliterative pattern. In the last of the passages above, by Shakespeare,
the alliterative use of s is reinforced by similar internal sounds: sessions,
remembrance, things , past. The preponderance of the s sound seems to
create a hushed or whispering effect appropriate to the notion of "silent
thought”. On the other hand, John Milton opens Paradise Lost with
emphasis on firmer, more precise consonants than the drawn-out s:

Of man’s fifsl)diSobedien€8 and the fruit
Of that forbidden tree ...

. = 'n
Alliteration brings together first, fruit, and forbidden, all key w:js i
i ' e
Milton’s argument. Notice, too, how first edges 'ﬂ'io the d of df";" ¢ !Zln:n
and is resumed in thar and tree; and how disobedience 1s reatiirme

127

Scanned with CamScanner



{n most poetry written in English, (he

e beatgomey outo
Mm_ﬁed.sy._llables & Fepattermof

o WA IS peppera | iSbasicatarn,is,calledsthc

‘

d :

= 4 P -
"

|
Hannth Ben}t&y‘: n lhc pantry,
Gnawing at a mutton bone,
oY 7¢O e

How she grawed it,

How she clawed it,
When she found herself alone,

The re

gular rhythmic pattern in the lines above is created by an
@ﬁou of strong and weak s

yllables.)To describe meter, we use a set

of signs that suggest how the line is to be read. Below is a list of the
most common Signs:

mola
=
»

is used to indicate a strong or stressed syllable.

iSused-foreeweak-orunstressed:syllable.

is called a bar, and is used to mark material divisions in a line.
Each unit thus marked is called a;

ictus J

l

consisting (usually) of
one stressed and one or two unstressed syllables. (ombitition ot

SHESseel g tnSHess
| indicates a GABSWRA"—A pause—in the line of verse. S )c e 5

The process of marking the meter is called SEANSION". To scan
a line of poetry, first mark the accented, or strong, sy}lables: _
2 +hinys atemportand fot sconsionfl: ¥ nel o [ foor

- / z z
Agairist an elm a shéep was tied, . numb Y of -[9:31
The butcher’s khife in bléod was dyed; 2X i\ , )(

—t g -

Next, place a mark over the unaccented or weak syllables:

131

Scanned with CamScanner



[0t0 Hey nonny, nonny.
d

William Shake.rpeare (1564-16; 6)

Glossary
*igh /sar/ : take a long deep breath (g ¢an be hearg

2 blthe flard/ : happy and carefree

2. bonny /'bony/ : attractive; hcallhy-looking
4. converting /kon'va:tryy : changing

5, woe Awau/ : sorrow; sadness

b

Before we move on to other sound patterns, read aloud the stanza
below from Edgar Allan Poe’s "The Raven" and find instances of end
thyme, internal rhyme, masculine rhyme, and feminine rhyme,

Once upon a midnight dreay while I pondered weak and weary
Over many a quaint and curious volume of forgotten lore—
While I nodded, nearly napping suddenly there came a tapping

As of some one gently/rapping, rapping at my chamber door.

"Tis some visitor," I muttered, "tapping at my chamber door—
Only this and nothing more."

Sound Devices come {rom
Inreading poems, much of the pleasure we get derives not only

from the kinds of rhymes we have been discussing, but from other

€pelitions of sound that produce echoes within and between lines.Such

SN T L armé _ R ITIE2) ay;do
ays, as we shall see, to the particular
der. These repetitions of sound are called

nance.® You can much better explain
u understand these

lary for discussing

o -

eifect the poem has on the rea
“”"‘t'rarion,‘ consonance,” and asso
Vhya Particular poem has a particular effect ifyo
ree terms and make them a part of your vocabu
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S11EsSs

.+ from some inner rhythy
ologicah SRS L Ay o
phys! preathing; Of it may be psychg|,

reason may B¢ peartbeat Of Z—=—— id ford Bica,
chasou or evidence of order jp ¢}.
pature, Su ¢ need we have f thing,

Although in art we seem to resist t0(-) Persistey, :
: ious or monotonous; some pattern is essentj,) .
f music or dance, painting. (?r poetry. II.ldce,d, thythy, ; |

e fundamental to poetry than the repetitions of partxcul;ju- SOUnds
?a(:rre been discussing, for although there are many poems with .no thyme
at all and scarcely any effect of con-so.nance, asso na-nc(.:’ or allit eration,
thythm is everywhere in poetry, as I-l is everywhere in ll-fe,

Read each of the following lines aloud and notice how t.h‘?y fall
into strong but quite different rhythms: L SHIESS wbow Uiy

A

ste

pattern, calling
our enjoyment 0

Down the Mississippi where the boats go push!
Oh brave Miss Pritchett!
Sometimes I feel like a motherless child.

Star light, star bright, first star | see tonight.

Here comes the judge!

Thit the man witp, a frying pan!

here is little Effie’s head

whose brajpg are made of gingerbread

4 regular Pattm any particular poem. As in musi® e
cat? € of stressed o ——— sounds-
130 |
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And the dish ran away with the knife.

Generally speaking a rhyme occurs when two or more words (or

; 2y .
in some instances, phrases) havesmaichingsunds. Jtsisssounds=not

spelling.thatdetemmines-rhyme.
lyhe fPs110n5 2F Yh)m?

When rhyme occurs at the close of lines, it is callecgm':

Upon a Child That Died
Here she lies, a pretty bud.
Lately made of flesh and blood,
Who as soon fell fast asleep

As her little eye did peep. .
Give her strcmrfgs, but not sln; Len J fn ym
The earth that lightly covers her.

Robert Herrick (1591-1674)

Glossary
1. bud /bAd/ : flower which is not fully open
2. strewings : strew flowers

i\
When the rhyme occurs elesewhere than at ends of lines, it is called
INTERNAL RHYME?®. In the following example from Samuel Taylor
Coleridge, note the invermaioshsymes in the first and third lines:

-— -

Qo
The fair breeze blew, the white foam tf:w, g}
The furrow follgwcd free: - P P
We were the first that ever burst = _— Ly)y~/2% Gl QJ{‘,L'

into that silent sea. K-bﬁoﬂ L
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AEFPERATIO
dcrqland is (0); ’Wh
ATy sl 10 ich;
e ¢ cusics! beginnings i
perhars 1F onant soun nds at the ; g g [mi ‘gwords( ul
Jtition ¢ [lowing linc Cra
the Mwmm the world). 1 1 the f0 h "d May Ny
poys: ¥ indow Of o otc in (he first linc the repetition of the},
arg

s "Picd uuully and in the sccond line the harg ™
g

Hopkins Tow
o sound (that s, gos in 8 ;
as in €Orc)- /
( do.)-)ﬂ(){h/"’.}a Qﬁu]\jDU!/f'\, UJ )r)"/
things— o
Glory 0 God for dappled (R 3 e
_color as a brinddd cow; %' ™o, 1_,,) s

For skics of couple

llowing lines aloud from Samuel Taylor Coler; dies

Asyou rcad the fo
tition of the m and r and the effect 5

"Kubla Khan", note the repe

spetition produces: '
repetition p [anfusfﬂj

Five @ﬂcs @eandermg with a @azy@ﬁ)tlon .

P Lo GJJL
Through wood and dale the sacredﬂwer'@n b Ly S8 B oz

Then(@ached the caverns fpeasureless to@ijarr CANIG85) 1
And sank in tumult to a lifeless ocean.

Glossary

1. mazy /'merz1/ : confused
2. dale /der)/ valley

3. caverns /' kaevanz/ : caves
4,
tumult /"tjuzm Ay uproar

he u
Produce, reaq again, a| Quite different effects that alliteration ™ i
‘:j“d first the two Jines from Hopkns, Will i
more flowing p, nd :n the lines from Coleridge with their s
ounds,

addj |
Itional brief instances for study y
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| 2K nds ©
| en above, Ooccurs w
l W M,m' the kind W€ have S€ Lo, . .
| L fﬁ)m" L:ndq as well a8 any fo . .
I : en owel 0 S, I
cccnlcd v o
vowels arc identict
| Lovely WO stoops 10 Folly
L en o
| When ovely womd ps 10 fo :;m
d fi ds to0 lat hat men betray,
. her melancholy,

=
art her guilt to cover,

e from g’el)’ €ye,
lover,-
o)
is to die.
Oliver Goldsmith (1730-1 774)

The only
To hide her sham

To give repentance {0 her

And wring his bosom—

Glossary
1. folly /'foly/ : foolishness; foolish act

2. melancholy /'melopkolt/ : sadness

U)dab Wh'.Cf'\
Shat endi ’I?oscts, especially modern poets, often favour anmﬁlﬂmﬂw

alt I« c‘allca , in which the sounds are similar but 0"

oh :
Zot/M? " identical. W. H. Auden’s poem uses six end rhymes, each of
e s slant rhyme. .
t ;
fﬁiﬁjﬁ That Night When Joy Began
L ’(I)hat night when joy beg?m
ur narrowest veins to ﬂus*h'
We waited for the ﬂa:h |

Of morning’s levelled gu%.

which is 3
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ke  erdy oo ,w(ef%im'n

: inp, casket.
To carry puré death in an carnni, » end s exuct 5 /Gm (i
(. n filigree baskct.
sipnet, 0 fan-mount, ‘
A signcl, boul the pnllbl’ﬂ of end I'hyme’ called lhe

fer to talk 0
¢ of sta

ersof the a
stem based on the let

s)):mc arc given the same etters, the first rhyme the letter g, the s
™m

chyme the letter b, and so on. The first passage below, by Alexangk,
Pope, has an aa rhyme scheme; the second, by William Wordsworth, p,

an abab rhyme .scildqn(}e:_
({Lﬂs!{»'-d,r /"UEU "3” E)'L_V’ |
5@y uiusy (ixed But when to mischief mortals bend their will, .

nzas Of pocms we usc a simple shorthgy, d

e s In or¢
:\'}lp_,_\‘ » .,
Iphabet. Lines with the same end

C

T
) ()}),.s !

.

5 % ¢sis €93 6 L3 How soon they find fit instruments of ill. a
= o =05

To her fair works did Nature link a

The human soul that through me ran; b

And much it grieved my heart to think a

What man has made of man b

More complicated rhyme schemes require us to go beyond:
and b.

Sigh No More, Ladies, Sigh No More
Sigh no more, ladies, sigh no more, Lnk(':@.\.ipb, Q]/)")‘:'
Men were deceivers ever; Bioy b e Jugs s 3 s

One foot i P | ’
T In S'ﬁa, and one on shoret =L )JJ(‘J'E'“-_’,{")-’Q:“,: b
O one thing constant never.

(= - - -

N v
Sy begpon #I=
Then sigh not 50, mﬁ AU 25 (il
But let them g0, Loy -::'n/d Gy )
And be you blithe and popgy, -
y, Mw L b s

converting all your sighs of woe =
AT, ~054 € s

G A ao o
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CHAPTER 6

Rhyme, Sound Devices and Rhythm

After reading this chapter, you will know:
1. what is meant by rhyme in poetry,
2. How to explain the particular effects of such sound
devices as alliteration, consonance and assonance,
3. what the different kinds of rhythm in English poetry are
and how they contribute to the meaning of a poem.
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Qu pestions
1, Show the use of assonance in Jjpe 2and 4,

ther lines. Find the Same sound jp

0

2. What alliterative effects s€em especiall
reinforced by consonance?

Y Prominent? Are any of these

galloping over cobblestones—is cllcd ONDIETOPOR, - Very often

onomatopoeia is heightened by alliteration, consonancel\ or assonance:

..V 2
Cpidos O Gora Zunels Cco metnin
Over the cobbles he clattered and clashed ° D S -j

AU
The moan of doves in immemorial clms,

A 2
And murmur of innumerable bees = “""L‘JPM“J-J

s
I should have been a- pair of ragged claws _ -
Scutt)ing across the floors of silent seas. = “‘:’_’L’}j&bfﬁ Ol
;rj, IPOYa : f\)‘_,dj:a
Rhythm v 7

You now have a vocabulary for talking about rhyme and a sense
of the ways in which alliteration, consonance, and assonance contribute
‘0 the meaning and pleasure of a poem. Let us turn to another pattern
in Poetry, RFPEPEWE® which may be defined as a pattern of recurring
Stresses and pauses.

Rhythms are all around us, in the ticking of a clock or the

dl‘lppmg of a faucet, the wheels of a train, rain on the roof, the
POunding of 4 sledge hammer, the ocean surf. Why we respond to

hm‘m 1S not entirely clear, but there is no question that we do. The
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But morning let us gss, -

day relief
And day by day -
Outgrows his nervous laugh
Grown credulous of peace

I

As mile by mile is seen
No trespasser’s repro\zﬁ:h, &
And love’s best glasses .&each
No fields but are his own.

W. H. Auden (1907.1973)

Often exact and approximate rhyme are combﬁi;;m\;;;;iiggﬁ In
the following lines from Theodore Roet ke’s "My Papa’s Waltz", the

rhyme in the first and third lines is exact, in the second and fourth lines,
approximate:

-xad] yerls meryuline
The whiskey on your breatlb J g
Could make a small boy dizzy nyend) leninin

But I hung on like death

Such waltzing was not egy.
Roethke’s lines serve also to illustrate another distinction that is often
useful in talking about the effects of rhyme—the distinctio ctwcen b
MASCULINE RHYME® and FEMININE RHYME®. In a maseuliné~ )
thyme the accent or stress is always on thefinal syllable (suppordiston); (eI
o In the lines above, (breath/death). In a¥emmImESiIe: hoyever, the
ACcented syllable is followed by one or more unaccented ones:
b""’"ﬂglrurmng, attitude/latitude. In Roethke’s lines, dizzy and easy a"f’ a
feminine slant rhyme, while in the following lines from Robert Browning

-We find feminine exact rhyme.
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o ranquil PAce

!\I 14 LT il
[ white lncc: :

Undcer veils 0

I shall go shod in silks
And you in wool, N
Whitc as & white cow s milk,

More peautilul

Than the breast of & gull. "

We shall walk through the still town

in a windlcss peacc;
We shall step upon white down,

Upon silver fleece,

Upon softer than these. "

We shall walk in velvet shoes:
Wherever we go
Silence will fall like dews
On white silence below.
We shall walk in the snow. 20

Elinor Wylie (1885-1928)
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Heaven.Haven

Veil
n Takes the
AN I have desired 0 £0

Where springs not fail,

To flies where files no sharp and sided hail
0

And a few lilics blow.

And I have asked to be
Where no storms come,
Where the green swell is in the havens dumb,
And out of the swing of the sea.

Gerard Manley Hopkins (1844-1339)

1. Underline each example of assonance, circle the instances of

alliteration.

2. Mark the poem with signs for scansion and name the prevailing
meter.

- Mark the rhyme scheme. How does it seem to organize or give
structure to each of the stanzas?

IL Consider the unexpected varia

tions in meter and rhyme in Willia®
Blake’s poem,

The Garden of Love
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And the gates of this Chapel were shut,

5
And "Thou shalt not" writ over the door;
So I turn’d to the Garden of Love,
That so many sweet flowers bore,
And I saw it was filled with graves,
And tomb-stones where flowers should be: 10

And Priests in black gowns were walking their rounds
And binding with briars my joys & desires.

William Blake (1757-1827)

1. Determine the poem’s basic meter and rhyme scheme.

2. Explain the effect of the internal rhymes and the use of caesura in
lines 11-12.

3. Explain the emphasis achieved by the stress pattern in line 6. Explain
how the consonance in lines 5-6 contributes to that emphasis.

4. Notice that each line is end-stopped. What is the effect on the poem
as a whole?

III. Elinor Wylie’s poem below conveys an impression of quiet,
tranquility, peace, an effect achieved largely by the use of
assonance, alliteration, and end-stopped lines. Identify as many
specific instances as you can.

Velvet Shoes

Let us walk in the white snow
in a soundless space;
With footsteps quiet and slow,
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ber of feet in a line, we yse
the num ) sC¢ the r()"(}win
B lermg

M 1 foot in a line

Helen
Led 'em!

pIMBETBR: 2 fcct in a line

The sea of the faith

FRIMETER: 3 fcet in a line

Down to\a sunless sea

FBTRAMETER: 4 feet in a line
My heart is like a singing bird

PENTAMBER: 5 feet in a line

Are falling like a ton of bricks and bones

HEXAMETER: 6 feet in a line

Eye of the earth, and what it watches is not our wars.

Though poems tend to have a prevalent meter, few are written
entirely in jambs or trochees, in anapests or dactyls. For one thing, such
Poems probably would very quickly lead us into an-annoying or
distracting singsong monotony. But there is a more importan general
POint to be made about meter. Although, like four beats or three beats
0 2 measure in a piece of music, a poem’s metrical pattern may give us

Pleasure in jtself (so long as it is not allowed to become mererly

monmo“ous). both that metrical pattern and any variations [rom 1t ar¢

[ina"y inseparable from the meaning of the poem if the Fmemhls
Succt‘-ss[u], Indeed, our main purpose in having learned the
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< all the rest, SO now the stone
That tombs the two is justly one.

Sir Philip <:
' Phillp Sidney (1554-1586)

| Which of the four passages has the mqst regular metrj

which is the meter most varied? cal pattem? In

2. Which of the four is most dependent on caesura? Explain the effect
in that poem of the use of caesura.

3, In which of the four passages are the lines predominantly
end-stopped? In which predominantly run-on?
% FI.YKJS O‘F ceC1 9 nme -+ exey P C
" In the process of scanning, you have been dividing each line into a
unit of measurement called the foor, consisting of two or three syllables,
one of which is stressed. The four most common feet in English poetry

arc.

TAMOIC s y n:a”"}‘lf’:{ e
name, sign
CLIMB 1M6 v ‘invént ;‘hﬂo/‘%)/
{lochagy ._,..,.p - "y métign
iK'« b2y ierdlecy Fin €
The following feet occur less frequently: ol
AM“PHEBRACH v-u Klaska 5 ANEC i
© heartbréak 5 +€X T
SPONDEE hed
’ € . tu;jfmf (594
ords may be thought of as

Remember that two or more onc-syllablc w

; identi trical foot.
joined ("He lovés | to love) when we wish to identify a metr _
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S € to rest at the caesura
after now—2a pause 1t is in fact hard not to make jq reading the line

aloud. (You mig-ht 'consider, as well, the effects of both assonance and
alliteration in this line.)

Turning briefly to the second line: it seems unlikely that as readers
we are meant to skip without any stress over she (the subject, after all,
of the speaker’s reflections) and simply emphasize neirher, as in the first
version. Read the line as scanned in the second line: how perfectly the
last two (iambic) feet emphasize the key words, hears and sees.

Finally, consider just two more metrical features in Wordsworth’s
lines. One is in the first foot of the third line: read both versions of the
line aloud and consider how much more effectively the first foot of the
second version, a spondee, by slowing the reading of rolled round suggests
the slow, massive turning of the earth (here, too, notice how alliteration
and assonance work together with meter to help create the sense). The
other notable feature is the effect of the two caesuras in the last line of
the second version. The difference in the line when read with and
without these pauses is almost astonishing; without them, the rhythm
tends to be singsong, almost "jingly", certainly inappropriate to the
gravity of the poem. With the pauses. (which, in fact, the poet here
indicates for us with commas that need not otherwise have been

inserted), the line has a stateliness that accords with the serious theme.

Exercises
1. Study the following poem by Gerard Manley Hopkins:
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m/su’ cOHSiStS of two l'ceg’ Oﬂe

attern is clear until we knoy,
U, ¢

love | seréne”. The domip,
nt

N
ol die | in ™ o

' iné
cpamal lin€, \na est; but n° y
T arﬂis | was

may be said of the anapest ‘:md ey,
o~ S MBIC .« the basic English metrical patter, ang
Many pelieve that the :tions of it. In any casc, whetl wands g Joineg
we aisign distinct names to specify the meter p,

into lines of verse mples of the four principal meters useg in

prevails. Below are €xa

English poetry:

JIAMBIC: , S, .
HYd we | but world | enough | and time,

TROCHAIC: , y
Liy yﬁur | sléeping | head, my | love,'

ANAPESTIC:

v v ’ vu ., v iy Vv .
For the moon | never béam | without bring| fng me dréams

~ DACTYLIC:

’ v ’ ’

Jist for a | hafdful or | silvér he
Numbey of (o4
Notice that in the exalm

| 16t us,

ples we have just considered, each lin¢ has
are said to be written in tetrameter (tera, meanifs
.and as the instances abgye show, we may have jambic
AIC tetrameter, ang sq forth. When we wish to indicdt

ne H
or .le'e syllables ; » 88 in the dac

4
pof &
I o
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of many devices by which #

Catalexis® tyl""lllit':l i8 incomplete. Such omiss!
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P ight e s that we may 0rrv ,
oo i st the menning ol the pocm.
that coMEs nearcs a8 TP -

’ l:::i li:\sill:ll::l‘:;ch the speaker mou'rns for u. loved gp,. n{:
William \\nrdf\\d '1‘1.10 basic meter is unquestionably iambjc, Buy,
dead and huflc‘ -! (st in o perfectly regular inmbic meter (8tricy)
rcndingt‘hclll'll-!“ o] i stressed syllables) and with », Pauy,
alternating unstre lor the lines. This is the way we have firsy Marjeq

acsuras within any ' o
(cacs nCd)) them. Then read the lincs as they are scanned the secoz
scan . _
f. ¢, with a spondee (rather than an iamb) as the first and last foq ¢
m <

the first line and as the first foot of the second and third lines, and

ras marked in the first and fourth lines. If necessary, try s

the caesu
until you feel you have a sense of the rey|

comparison two or thre times,
difference between the two readings. You may even wish to hase

someone else read the lines aloud while you listen.

No mo|tion his | she néw, | no force; |
§ge néi|rhcr Eéam | n51f Eées;

Rolled réund | in earth’s | diur|nal cotirse,
With roks, | and sténes | and trées.

Né6 m'o|ti;n has | she néw, || no force;
Sﬁe néi| ther héars | nor seés;

Rolleg roiind | in eafth’s. | 5i6r|n‘z’nl course.
With récks,|| and sténes, || and trées.

A detailed analysis of these [in

: .« e . e c[ﬂn
of poetry, es could yield many insights into

b o
appreciate 4 %e nosd not make any such exhaustive study 0
some of the ways in which metrical considerations have?
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CHAPTER 5

Figurative Language and Imagery

After reading this chapter, you will know:

1. why the language of poetry is figurative,

2. what the definitions and functions of such figures of
speech as simile, metaphor, metonymy, oxymoran, etc.
are,

3. what the various types of imagerry are.

Scanned with CamScanner



Figurative Language and Imagery

Figures of Speech

When you hear such things as "He’s all thumbs", "I'm at lf“': end of my
rope”, "She doesn’t know enough to come in out of the rz'nn » You knoy,
that the speaker isn’t talking about thumbs, rope, of rain. S()methi,,lg
else is intended: he’s graceless’ I'm desperate ; she’s dull. The s;‘)cal.mr is
using FIGURATIVE LANGUAGE,” that is, a means ot'. indirecy
statement that says one thing in terms of another. The eﬂ'ﬂctljreucss of
such usage can, of course, vary widely. It can seem tedious anfj
uninteresting if the particular expression has to0 often bcen.used; or it
can seem foolish if it is simply showy or not specially appropriate. But as
often as not the effect can be a liveliness of expression that malilag& to
press very closely to the essence of an object or idezf while also
conveying a strong sense of the speaker’s attitudes anc'l feelings. For the
poet, whose tendency is to see and think figuratively, the use of

figurative language is virtually inescapable.
Though critics and scholars have identified well over two hundred

FIGURES OF SPEECH" (the term used to refer to the various details
of figurative language), we need to learn only a few at this point to
enlarge our understanding and enjoyment of poetry. Among the most
common is the SIMILE,® which is a figure that makes an explicif
comparison between two entities using words such as "like” or "as". The
elements being compared are essentially different in nature but com
together in the poet's perception.

Her goodly eyes like Sapphires shining bright ...
Her cheeks like apples which the sun hath redded,
Her lips like cherries charming men to bite.

Edmund Spencer (1552-15%
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Glossary

;: Sap phirc-'s /'seefaraz/ : clear, bright blue jewel

3, hath /b = has

[ wandered lonely as a cloud
That floats on high o’er vales and hils.

William Wordsworth (1770-1850)

Glossary

1. o'er : OVET
9 vales fverlz/ : valleys

For hopes grew round me, like the twining vine,
And fruits, and foliage, not my own, seemed mine.

Glossary
1. twining /‘twaniy/ : twisting
2. foliage /'foulidy/ : all the leaves of a tree

Each of these passages clarifies one thing by taking for its simile
an aspect of nature—sapphires, apples, cherries, clouds, vines. But the
poet may draw as readily on any realm of awareness or experience.
Adelaide Crapsey reverses the above pattern, clarifying a natural event
by comparison with a supermatural one.

November Night
Listen ...

With faint dry sound,
Like steps of passing ghosts,
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The leaves, frost-crisped break from the trecs

And fall.
all Adelaide Crapsey (18781914,

Glossary
1. frost-crisped : easily broken like frost

kes the simile appropriate?

. .. a
What in the condition of the leaves m himself the more

ut Henry Vaughan sets

Crapsey envisions ghosts, b rehended it one night.

difficult task of describing eternity as he 2PP

I saw eternity the other night
Like a great ring of pure and endles
All calm as it was bright.

s light,

The light is calm, unflickering, yet bright; it isendlcss:and yet

circumscribed within a ring. If the size of the ring ("great") is left open,
it is presumably because it was not to be encompassed by the poet’s

merely human measureemnt.
METAPHOR,® like simile, involves a comparison of two unlike

elements, but it omits the linking word ("like", "as"), thus creating a
more thorough identification between the two and giving rise to further

implications.
And the hands of the clock still knock without entering

:\n c.:lock n.ught also be identified with the brain or a procession of the

Ivers 1

i e ‘1:,11] order. to sy something about rationality, inevitability, or
_PY- When scientists speak of oyr "genetic clock" they are using a

striking metaphor that
. SUggests a greate i .
Our genes are [ike 5 clock", greater certitude than would the simile
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Here are some other clear ang €Xpressive metaph
ors:

But at my back I always hear
Times’s wingéd chariot hurrying near;
Andrew Maryey (1621-1678)

When the young man was ﬂaming out his thoughts
Upon a palace-wall for Rome to see,
Robert Browning (18121 889)

Once-did my thoughts both ebb flow,

As passion did them move.
Anonymous

The metaphor in the first line identifies the speaker’s thoughts with the
tidal flow of a sea or ocean, and then the second line expands and
fulfills the first metaphor with another, identifying his passion with the
moon: his passion moves his thoughts as the moon controls the tides.
The implication is especially interesting in this context because mental
disorders were long associated with lunar effects (as can be seen in the
common word "lunacy"). The poet seems to be implying, then, that the
effect of his passion on his thoughts included at least a touch of

madness.

EXTENDED METAPHORS® carry the figure of speech beyond
the simple phrase or line of poetry:
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Word

The word bites like a fish.

Shall I throw it back free
Arrowing to that sea

Where thoughts lash tail and fin?
Or shall I pull it in

To rhyme upon a dish? Stephen Spender (b. 1909

ﬁ -
?l;ses:t :::rd' in general or a specific word that interests Spender?

n " [ EH l'l?
2 What are the connotations of "sea ? of "dish

3. Explain how the word", the "fish", and "thoughts" each inhabit the

same "sea."

As we noted earlier, every metaphor or simile involves a
comparison. In analyzingsuch figures, particularly extended metaphors
and similes, it is helpful to distinguish between what are called the

primary and secondary, or major and minor, terms. Tenor® refers to the
abstract idea or the elusive or intangible notion the poet aims to clarify.
Vehicle® refers to the more concrete and familiar element with which

the tenor is being identified. In Spender’s poem, "word" is the tenor or
major term; "fish" is the vehicle or minor term. It is the minor term that
the poet expands into a complex metaphor. In the following poem, Ted
Hughes allows the minor term to determine the flow of the entire poem:

The Dove-Bmder
Love struck into his Jife
Like a hawk into a dovecote,
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what a cry went up!

Every gentle pedigree dove

Blindly chattecred and beat,

And the mild-mannered do"e-breeder 5

Shrieked at that raider

He might well wring his hands

And let his tears drop:

He will win no more prizes

with fantails or pouters, 10
(After all these years

Through third, up through second places

Till they were all world beaters....)

Yet he soon dried his tears. 15

Now he rides the morning mist

With a big-eyed hawk on his fist.
Ted Hughes (b. 1930)

Glossary

1. dovecote /'davkaut/ : small shelter with nesting-boxes for doves

2. fantails or pouters : Types of doves

Questions
1. What is the primary term? the secondary term?

2. What are the usual connotations of "dove” and "hawk"? To what
extent do these connotations apply in the poem?

3. Paraphrase the last two lines.
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4. i ;
Describc IN your own words the dove-breeder's transformation,

Closely related to metaphor are two figures of speech that are
*Imilar in function, SYNECDOCHE® and METONYMY.* .

*Ynecdoche, the part is named for the whole: the line, "The hand thy,
SWays the King beguiles the state”, refers to the power behind the
throne by naming only one aspect, the hand. Shakespeare uses the same
ﬁgure:

Nay, if you read this line, remember not
The hand that writ it.

In the following lines by Thomas Gray, "heart” (line 2) and "hands" (line
3) are synecdoches for the unknown person buried in the country
churchyard who, the poet speculates, might have been inspired to great
statesmanship or poetic achievement:

Perhaps in this neglected spot is laid
Some heart once pregnant with celestial fir;
Hands that the rod of empire might have swayed,
Or waked to ecstasy the living lyre.

In metonymy, an object, idea, or event is referred to by naming

some attribute or quality associated with it. For instance, when we say,
"The pen is mightier than the sword", "pe

for written ideas and military force.

Collins isolate an admirable soldierly
slain in battle:

n" and "sword" are metonymies
The following lines by William
quality, bravery, to refer to those

How sleep the brave who sink to rest
By all their country’s wishes blest!
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0 IFICA - g
I'ER-SON » TION® is 4 figure of speech, _—
idea, inanimate o Jcc-:t. o.r Aspect of natyre 4 dex \?'hnch an abstracy
puman. TO $2Y i "'.T:mc intrudes and steq)s my d Cnn bed as if jy were
(hief, that is, to see It as human, Jameg Y715 to see time as a

" Stcphens ’
explaining its nature in terms sugpestive Personj

fies the wi
of a ViOlen[ man: wind,

The Wind
The wind stood up, and gave a shout;
He whistled on his fingers, and

Kicked the withered leaves about
And thumped the branches with his hang,

And said he'd kill, and kill, and kill;
And so he will! And so he will

James Stephens (1 882-1950)

T.L. Beddoes manages to concentrate three personifications in these
lines:

... Despair has married wildest mirth
And to their wedding-banquet all the earth
Is bade to bring its enmities and loves.

Glossary
1. mirth /m3:6/ : happiness
2. bade /berd/ : commanded

n connection with

: ch, often found i
it Peakerofthc poem

personification, is APOSTROPHE,” in whicfl thes
makes a direct address to a person, thing, or idea:
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With how sad Steps’ O moon, thou climb’st the skies.
Sir Philip Sidney (1554-15g6,

Busy old fool, unruly sun,
Why dost thou thus, .
Through windows and through curtains call on us
John Donne (1572-163])

In the following poem, Donne both personifies and aPOSU.'OPhiZ&‘ death
in the first step of a strategy that will lead to the humbling and finally

the death of death. Put another way, Donne must first give life to death
in order to eliminate him.

Death, Be Not Proud,
Though Some Have Calléd Thee
Death, be not proud, though some have calléd thee

Mighty and dreadful, for thou art not so;
For those whom thou think’st thou dost overthrow, |

Die not, poor Death, nor yet canst thou kill me.

From rest and sleep, which but thy pictures be, 5
Much pleasure; then from thee, much more must flow,

And soonest our best men with thee do go,

Rest of their bones, and soul’s delivery.
_Thou art slave to fate, chance, kings, and desperate men

And dost with poison, war, and sickness dwell, | 10
And poppy or charms can make us sleep as well

John Donne (1572.1631)
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Glossary

1. thee Joi:/ : you

2 thou art : you are
3, th'nk'sl : think

4. dost : do

5, Cﬂ.ﬂst : can

. pictures copies

7. poppy /'Popi/ : A kind of plant from ey obtaineq
n

8. swell’st smell up with pride

We come, finally, to three figures of speegy i which the ]

- L] - e
of play %5 IMPOTEARS: the OXymoron, the pyp and the co?:e'[;t
‘ eit,

5 _—
0XYMORON " is the joining of worgs with apparently opposin
neanings to make a new union. John Keats, describing a lovergs

addressing the animal, asks

What immortal hand or eye
Could frame thy fearful symmetry?

he is usuing on oxymoron (terror linked to beauty) to reflect his awe
and bewilderment. William Butler Yeats more than a century later
employs a similar oxymoron in the phrase "A terrible beauty is born",
referring to the "new" Ireland born in rebelfion against England during

Easter of 1916.
George Herbert builds an entire poem upon OXymoron:

Bitter-Sweet
Ah my dear angry Lord,
Since thou dost love, yet strike;
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Cast down, yet help afford;
Sure I will do the like.

I will complain, yet praise;
I will bewail, approve;
And all my sour-sweet days
I will lament, and love.

George Herbert (1593-1633)

A PUN" is a play on a single word that has

or sometimes on two words that have the sam

. meanings. Lawrence Ferlinghetti
St. Peter:

Him just hang there
on His Tree
looking real Petered out

two different meanings
e sound but different

's lines contain a pun on the name of

Thomas Hardy puns when describing an architect as an "arch-designer”,
the context making clear that he means both a designer of arches and a

cunning man.
Puns offer the pleasure of recognition, but

they can also intensify

the seriousnesss of a poem. John Donne, ill and perhaps fearful of

imminent death, puns repeatedly on his own na
foregiveness of God:

A Hymn to God the Father
' 1
Wilt thou forgive that sin where I begun,

'Which is my sin, though it were dope before?
Wilt thou forgive those sins, through which U run
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And do run still: though s | do de
When thou hast done, thoy hast
For, I have more.

Plore?
not done,

2

wilt thou forgive that sin by which | haye yop,
Others to sin, and, made my sip their door?
wilt thouforgive that sin which I diq shun
A year, or two, but wallowed in, a score?
When thou hast done, thou hast not done, "
For, I have more.

3
I have a sin of fear, that when I have Spun
My last thread, I shall perish on the shore;
Swear by thyself, that at my death thy son
Shall shine as he shines now, and heretofore:
And having done that, Thou hast done,
I fear no more.

15

John Donne (1572-1631)

Questions
1. How does the punning in lines 5-6 and 11-12 relate to the stanzas in
which they occur? What does "more” refer to?

2.How do the verbal changes in lines 17-18 (compared with lines 5-6
and 11-12) help to resolve the poem?

3. Explain the puns in lines 2 and 15-16.
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4 H
m .
form? Is the el Sung in unison. How, then, has Donne adapteg
¢ Possibly a pun on the word "Hymn"? the

il :I;giNCEIT- is a figure of speech that P rcsents.an elabo,ate'

sinilisgign Ous, parallel between two things or ideas. Like metapp,;
) : €8, conceits find resemblances between unlike objecy, ot

Situations, but the conceit carries the comparison to Unexpectey

Cxtremes,

Cherry-Ripe

Cherry-ripe, ripe, ripe, I cry,

Full and fair ones; come and buy:
If so be, you ask me where

They do grow? I answer, there,
Where my Julia’s lips do smile;
There’s the land, or cherry-isle:
Whose plantations fully show

All the yesr, where cherries grow.

Robert Herrick (1591-1674)

Rather than use a simple metaphor, "Heér lips are ripe cherries", Herrick
extends the possibilities by fabricating a "cherry-isle" on which
"plantations" flourish; and because the cherries grow "all the year", we

assume the season there is always summer.

Imagery

In literature, imagery® refers to words that trigger your imagination to

recall and recombine images—memories or mental pictures of sights,
sounds, tastes, smells, sensations of touch, and motions. The process is
active, and even vigorous, for when particular words or descriptions

produce images you are applying your own experiences with life and
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to your understanding of the wo :
c 5 -
g™ re-creating the work in yo,, own way through 4, % N effecy,
8 »

e a;azion produced by "f‘-’ ““f.hor S Words. lmagery, .
stimy | to your active lmaglnation, and
ne
chan

along thi
poets dramatists, and writers of fiction—p
writc:;'i' nto your consciousness,
direc

For example, the word "taker May cause yoy tq imagine o
lize a particular lake that YOu remembey Vividly, Your mental
visuall or image may be a distant view o
jcturc
pic

f calm waters reflecting blye
earby view of gentle waves rippled by the wind, a view of the
sky, 20

ad view of a Sandy and syp)iy
line. Similarly, the words rose, apple,
shor€litit-

hot dog, malted milk, ang pizza
you to visualize these things, and,
all cause

Il their smells and tastes. Active and
reca

graphic words like raw, swim,
dive stimulate you to picture moving images of someone
and dive

performing
these actions.

CIASSIFICA'I-‘IOI?I EF :11:? :;f:itant of our senses, for it is the key
FDE A Zf other impressions. Therefore, the most

o ouETEmEn) befan‘;;erary imagery is to things that we can visu'alizf:
frequently occurring ximately—visual images®. John Masefield, in his
either exactly or"appz us to re-create mental pictures or ifnages of
e "c.argoes ’ha;t vessels from three periods of hufnan hmowilieg
ocea!;-sg:;n:u?:{f;:inquereme" (a ship with rows of [w.eazznw}:lh o
spea ci '
tlltjree tiers of oz;rs) from the ancient Nea:' Eij ass:(i:nish galleon” at
Biblical King Solomon; then he turns to a stato : modern British ship
the time of the Renaissance; finally he refers things over the English
caked with salt, carrying grubby and cheap thout the need for more

Channe], His images are vivid as they stand, wi

y . . ly’ we do
lmagmatlvc
detajled amplications. In order to reconstruct them
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z:i:e::ec:e; to have seen the ancient Biblical Ifa :}ds or waters, or y,

r handled the cheap commodities ©n 2 modery
Etemhamship- We have seen enough in our lives both in reality and j,
Pictures to imagine places and objects like these, and hence Masefield i
successful in implanting his visual images into our minds. .

SOUND. Auditory images” are images appealing to oyr
experiences with sound. In Owen’s poem »Anthem for DDOmctEl Youth"
which is about death in warfare, the speaker asks what "pas:smg bells"
may be tolled for "those who die as cattle". He is referring to tl?e
traditional tolling of a parish church bell to announce 10 the Commul'flly
that a parishioner has died. Such a ceremonial ringing s‘uggcsts a period
of peace and order , when there is time to pay ceremonial respect to the
dead. But the poem then points out that the only sound for thc')se who
have fallen in battle is the "rapid rattle” of nstuttering” rifles—in other
words, not the solemn, dignified sounds of peace, but the horrifying
noises of war. Owen’s auditory images evoke corresponding sounds in
our imaginations, and help us experience the poem and hate the
uncivilized depravity of war.

SMELL, TASTE, AND TOUCH. In addition to sight and sound,
you will also find images from the other senses. An olfactory image”

refers to smell, a gustatory image® to taste, and a tactile image® to

touch. A great deal of love poetry, for example, includes observations
about the fragrances of flowers. Images derived from and referring to
laste—gustatory images—are also common, though less frequent than
those to sight and sound. Tactile images of touch and texture are not as
common because touch is difficult to render except in terms of effects.

IMAGES OF MOTION AND ACTIVITY. References to

mov '
(remzzznt are also images. Images of general motion are kinetic®
e er :hat motion pictures are also called cinema), while the term
s - - ’
etic” is applied to human or animal movement Imagery of
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motion is closely related to visual images for motion is most often seen.
Masefield’s British coaster, for example, is a visual image, but when it
goes "Butting through the Channel", the motion makes it also kinetic.
Whatever the topic of the visual image - a person in a woods, a prince
in a room, a pounding surf - to the deegree that there is motion, the
visual image is also kinetic or kinesthetic.

When an image mingles two or more senscs, using one sense to

describe another, we call the device SYNESTHESIA®. "Siliken tones”

and "sweet song" are examples. The following lines from Emily
Dickinson’s poem "I Heard a Fly Buzz—When I Died" provide another:

There interposed a Fly—

With Blue—uncertain stumbling Buzz—
Between the light—and me—

The speaker in Dickinson’s poem, describing the approach of death,
mixes up the senses of sight and sound, producing the effect of a more

deranged sense perception.

Example of Analysis

In order to have a better understanding of the crucial function of
imagery in poetry, let us analyse the images of John Masefield’s poem

"Cargoes".

Cargoes
Quinguireme of Nineveh from distant Ophir

Rowing home to haven in sunny Palestine,
With a cargo of ivory,

And apes and peacocks,
Sandalwood, cedarwood, and sweet white wine. 5
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S .
Dtiatefy Spanish galleon Coming from the Tsthmus,
.]J Ping through the Tropics by the palm-green shores:
With a cargo of diamonds,
Emeralds, amethysts,

TOpazes, and cinnamon, and gold moidores. 10
Dirty British coaster with a salt-caked smoke-stack

Butting through the Channel in the mad March days,

With a cargo of Tyne coal,

Road-rail, pig-lead, .

Firewood, iron-ware, and cheap tin trays.
e John Masefield (1878-1967)

Glossary
1. Quinquireme : Ancient ship with five rows of oars

2. galleon /'gelron/ : an old type of warship or trading ship
3. emeralds, amethysts, topazes / remoraldz/,/'&mabists/, /' tovpeziz/

precious stones
4. cinnamon /'smomon/ : a sweet-smelling spice
5. moidores /,mor'do:z/ : gold coins
6. salt-caked : coated with salt

7. smoke-stack : chimney of ship
8. Butting /'bAtmy : Pushing with the head in the way-a goat does

9. pig-lead - blocks of lead

Analysis

| In the three-stanza poem "Cargoes", John Masefield develops
imagery to create a negative impression of modern commercial life.
There is a contrast between the first two stanzas and the third, with the

firsttwo idealizing the romantic, distant past and the third demanding
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the modern, gritty grimmy present. Masefield’s images are thus both
posiﬁve and lush, on the one hand, and ncgativ.e and stark, on the ot:::r

The most evocative and pleasant images in the poem are in th :
first stanza. The speaker asks that we imagine a "Quinquereme i
Nineveh from distant Ophir” (line 1), an ocean-going, manyiaredl:'less(::l
loaded with treasure for the Biblical King Solomon. As Masefield
identifies the cargo, quoting the King James Bible directly, the visual
images are rich and romantic (lines 3-5):

With a cargo of ivory,
And apes and peacocks,
Sandalwood, cedarwood, and sweet white wine.

Ivory suggests richness, which is augmented by the exotic "apes and
peacocks” in all their exciting strangeness. The "sandalwood, cedarwood,
and sweet white wine" evoke pungent smells and tastes. The "sunny"
light of ancient Palestine (line 2) not only illuminates the imaginative
scene (visual), but invites readers to imagine the sun’s warming touch
(tactile). The references to animals and birds also suggest the sounds
that these creatures would make (auditory). Thus in this lush first
stanza, images derived from all the senses are introduced to create
impressions of a glorious past.

Almost equally lush are the images of the second stanza, which
completes the poem’s first part. Here the visual imagery evokes the
royal splendour of a tall-masted, full-sailed galleon (line 6) at the height
of Spain’s commercial power in the sixteenth century. The galleon’s

cargo suggests great wealth, with sparking diamonds and amethysts, and
Portugese "gold moidores" gleaming in open chests (line 10). With
cinnamon in the second stanza’s bill of lading (line 20), Masefield

includes the gustatory image of a pleasant-tasting spice.
The negative imagery of the third stanza is in stark contrast to the
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first two r
St )
D .anzas. Here the pPoem draws the visual image of a modery,
Irty British ¢

Suffocatiop Oaster” (line 11) to focus on the' g::imines.s ang
of modem civilization. This spray-swept ship is loaded w;y,
materials that pollute the earth with noise and smoke. The smoke-staq
of the COaster (line 11) and the firewood it is carrying suggest th
Creation of choking smog. The Tyne Coal (line 13) and road rails (lip,
14) suggest the noise and smoke of puffing railroad engines. As if thjg
were not enough, the "pig lead" (line 14) to be used in various industrig|
processes indicates not just more unpleasantness, but also so:r}clhing
more poisonous and deadly. In contrast to the lush and stately imagery
of the first two stanzas, the images in third stanza invite the conclusion
that people now, when the "Dirty British coaster” butts through the
English Channel, are surrounded and threatened by visual, olfactory,
and auditory pollution.
The poem thus establishes a romantic past and ugly present
through images of sight, smell, and sound. The images of motion are
also directed to agree with this view: In stanzes one and two the

quinquereme is "rowing" and the galleon is "dipping.” These kinetic
images suggest dignity and lightness. The British coaster, however, is
"butting"”, an image indicating bull-like hostility and stupid force. These
together with all the other images, focus the poem’s negative views of
today’s consumer-oriented society. The facts that life for both the
ancient Palestinian’s and the Renaissance Spaniards included slavery (of
those men rowing the quinquereme) and piracy (by those Spanish
"explorers" who robbed and killed the natives of the isthmus) should
probably not be emphasized as a protest against Masefield’s otherwise
valid contrasts in jmages. His final commentary may hence be thought of
as the banging of his "cheap thin trays" (line 15), which makes a

persussive climax of the oppressive images filling too large a portion of
modern lives.
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Exercises
1. The following poem depends almost entirely on simile for its effect.

"It was wrong to Do This," Said the Angel
"It was wrong to do this, " said the angel.
"You should live like a flower,

Holding malice like a puppy,

Waging war like a lambkin."

"Not s0," quoth the man
Who had no fear of spirits;

"It is only wrong for angels

Who can live like the flowers,
Holding malice like the puppies,

Waging war like the lambkins."
Stephen Grane (1871-1900)

1. Point out three similes in stanza I and indicate how they are related

to each other.

2. Describe the effect of repeating the same similes in stanza 2.

3. From the nature of the similes, infer what it was the man did.

II. The following passages contain many of the figures of speech
discussed in this chapter. Analyse each passage, identifying the

figures of speech and explaining each in the context of the passage.

Fear no more the frown o’ the great
Thou art past the tyrant’s stroke;
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Care no more to clothe ang eat,

To thee the reed is as the oak.
The scepter, Iearning, physic, must

All follow this, and come to dust.
William Shakespeare (1564-1615)

Old age is

a flight of small
cheeping birds
skimming

bare trees

above a snow glaze
William Carlos Williams (1883-1963)

II1. Concentrate on the use of personification in the following poem,
which was written to commemorate those who had died the

previous year in defence of England.

Ode Written in the Beginning of the Year 1746
How sleep the brave who sink to rest

By all their country’s wishes blest!

When Spring, with dewy fingers cold,

Returns to deck their hallowed mold,

She there shall dress a sweeter sod

Than Francy’s feet have ever trod. 5

By fairy hands their knell js rung,

By forms unseen their dirge is sung;

There Honor comes, a pilgrim gay,

To bless the turf that Wraps their clay,
And freedom shall awhile repair, 10
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To dwell a weeping hermit there!
William Collins (1721-1759)

1. Find four instances of personification. Which of the four is most
developed? which least developed?

2. Explain the function each personification serves in the development

of the poem.
3. Explain the distinction between a pilgrim and a hermit as it applies in
this poem.
4. Do you agree that lines 7-8 fall short of true personification? Justify

er.
your answer .

IV. In the following poem, the poet uses images to introduce a place
many of us have never seen. Read all of "Caribbean" to get a general

idea of the poem.

CARIBBEAN

Montego Bay
in this quick curve

listens

to the plane, waiting

for the cross of silver to 5
soften down.

in the air, above.

past the frail

wing and the gauze

glint of the propellers, 10
we see the thick
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This is the Caribbean
Sea, and the Bay
which gathers into
its shallows all
measures of green,
until in the sun, the
patches declare

15

communities of depth, from

bright to sombre.
Touch them.

Donald Hall (b. 1928)

To see if your impression of the scene is in keeping with the images the
poet uses, read the poem in sections, answering the following questions

as you go.

Montego Bay

in its quick curve

listens

to the plane, waiting
for the cross of silver to
soften down.

1. Describe the shape of Montego Bay

as seen from the plane.

2. How does the this shape resemble a listening position?

3. What sound is heard?
4. Explain the phrase "cross of silver".
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5, What words indicate that the plane might descend?

in the air, above.

past the frail

wing and the gauze
glint of the propellers,
we see the thick
curve of the green:
the aqua-

marine!

6. Are "we" on the ground or inside the plane?

10

7. Does the flying plane seem light and delicate or heavy and powerful?
8. Why would looking through moving propellers be like looking

through gauze?
9. What do "We" see beyond parts of the plane?

This is the Caribbean

Sea, and the Bay

Which gathers into

its shallows all

measures of green,

until in the sun, the
patches declare
communities of depth, from
bright to sombre.

Touch them.

10. What colour is the water that Montego Bay collects?
11. How does the sunlight help to show where the water is s

where it is deeper?
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12. What could you reach out and touch, especially if the plane Were
descending?
13. What general impression of Montego Bay does the poet give yoy
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