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About This Course

This course is designed to introduce students to the study, analysis, and interpretation of literature across multiple genres. Key
topics include literary genres and conventions; how to read and write about literature; literary analysis; and readings and responses
in the genres of poetry, drama, fiction, and creative nonfiction. Primary literary works and critical responses are included, as well as
a collection of writing assignments aligned with course content and learning outcomes.

This course was developed by faculty at Ivy Tech Community College, using original materials, as well as materials from NDLA.

About Lumen

Lumen Learning’s mission is to make great learning opportunities available to all students, regardless of socioeconomic
background.

We do this by using open educational resources (OER) to create well-designed and low-cost course materials that replace expensive
textbooks. Because learning is about more than affordability and access, we also apply learning science insights and efficacy
research to develop learning activities that are engineered to improve subject mastery, course completion and retention.

If you’d like to connect with us to learn more about adopting this course, please Contact Us.
You can also make an appointment for OER Office Hours to connect virtually with a live Lumen expert about any question you

may have.
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Course Contents at a Glance

The following list shows a summary of the topics covered in this course. To see all of the course pages, visit the Table of Contents.

Module 1: Genre Introduction

e Defining Literature

¢ Introduction to American Literature

¢ Introduction to Fiction

o The Difference Between Fiction and Nonfiction
¢ Introduction to Creative Nonfiction

o Introduction to Plays and Film

¢ Reading a Play

¢ Reading Poetry

e Poetry Lesson Presentation

e Poetry Literary Terms: A Guide

o Free Verse

o Billy Collins: A Poet Speaks Out

o Approaching Poetry (Includes Free Verse)

Module 2: Literary Conventions
e Literary Terms

o Elements of Literature

e The Rough Guide to Literary Style, a Historical Overview
e Theme

¢ Conflict

e Symbols in Literature

e Symbolism

o Characters and Characterization

e Metaphor

o Point of View

e Perspective and Point of View

Module 3: Writing About Literature

o How to Read Like a Writer

e Modes of Exposition

o Reading to Write Effectively

o How to Write With Style

o Creating an Effective Style

e Structure in Literary Essays

o Distinguish Between Primary and Secondary Sources
o Using Databases: Periodical Indexes and Abstracts

e Writing an Introduction to a Literary Analysis Essay
o Creating MLA Works Cited Entries

e MLA In-Text Citations

¢ Annotated Bibliographies: An Illustrated Guide
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Module 4: Literary Analysis

e The Nature of Analysis

e How to Analyze a Novel

e How to Analyze a Short Story

e How to Analyze Poetry

e How to Analyze a Film

o Finding Literary Criticism

¢ Reader-Response Criticism

o Introduction to Critical Theory

e New Criticism

e Multicultural Societies Explained

Module 5: Poetry Readings and Responses

e Maya Angelou, “On the Pulse of Morning,” 1993

o Billy Collins, “The Lanyard,” 2007

o Emily Dickinson

¢ Robert Frost

o Langston Hughes, “Let America Be America Again,” 1935

o Edgar Allen Poe

e Ezra Pound, Hugh Selwyn Mauberley, 1920

o Henry Wadsworth Longfellow, Selected Works, 1855

e Theodore Roethke, “My Papa’s Waltz,” 1961

o Christina Rossetti, “Goblin Market,” 1862

o William Shakespeare, Sonnets, 1609

o Percy Bysshe Shelley, “Ode to the West Wind,” 1891

o Phillis Wheatley, Poems on Various Subjects, Religious and Moral, 1773
o Walt Whitman, “When I Heard the Learn’d Astronomer,” 1865
o William Carlos Williams, “The Red Wheelbarrow,” 1962

Module 6: Drama Readings and Responses

o Anton Chekhov

o Susan Glaspell

o Langston Hughes and Zora Hurston, “The Mule-Bone,” 1930
e Henrik Ibsen, “A Doll’s House,” 1879

e Oscar Wilde, The Importance of Being Earnest, 1895

Module 7: Fiction Readings and Responses

e Louisa May Alcott, “Scarlet Stockings,” 1869

e Ambrose Bierce, “The Middle Toe of the Right Foot,” 1890
o Henry Cuyler Bunner, “The Nice People,” 1890

o Willa Cather, “On the Gull’s Road,” 1908

o Anton Chekhov, “Peasant Wives,” 1891

o Kate Chopin

e Joseph Conrad

o Philip K. Dick, “Beyond the Door,” 1954

o Charles Dickens, “The Signal-Man,” 1866

e Arthur Conan Doyle, “Scandal in Bohemia,” 1891

o F. Scott Fitzgerald, “The Ice Palace,” 1920

o Nathaniel Hawthorne

o Kelly Link, “The Specialist’s Hat,” 1998

o Charlotte Perkins Gilman, “The Yellow Wallpaper,” 1892
e Saki, “The Open Window,” 1914
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e Mary Shelley, “The Mortal Immortal,” 1833

e Jim Shepard, “The Zero Meter Diving Team,” 2007
e Mark Twain, “Eve’s Diary,” 1905

o Madhuri Vijay, “Lorry Raja,” 2012

Module 8: Nonfiction Readings and Responses
o Frederick Douglass, My Bondage and My Freedom, 1855
e Henry David Thoreau, “Walden,” 1854

e Mark Twain, “Two Ways of Seeing A River,” 1883

¢ Booker T. Washington, Up from Slavery, 1901

o Zitkala-Sa, “The School Days of an Indian Girl,” 1900

e Other Creative Nonfiction Readings
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About the Book

Greetings Instructors,
Welcome to the Open Educational Resources (OER) collection for Introduction to Literature.

This collection is not a “course.” It is a collection of materials designed to assist instructors in teaching and presenting the concepts
of Introduction to Literature. Instructors are urged to pick and choose the items that will add to their lesson plans; then instructors
can make these items available to students through the LMS, in-class presentations, or even as hand-outs. The material can be used
in conjunction with other items instructors find or prepare, or the material can be used as a sole source for the class.

This collection is designed to be helpful for programs or regions that choose not to require students to purchase an actual textbook.
Literature anthologies are usually large, cambersome, and expensive—and most of the literature in the bought anthology cannot be
covered in a one semester class. This collection is low cost and easy to access.

The information is divided into 2 major categories:

1. Information and activities that give students background and terminologies for studying literature
2. A collection of literature including fiction, creative nonfiction, poetry, and drama

While the information provided is complete and ready to use for an Introduction to Literature course, it is NOT considered all-
inclusive. Instructors can use these Creative Commons licensed items any way they see fit. However, instructors can also
supplement with their own lessons and ideas.

This collection is also a continuous work in progress. We are able to add to this collection easily, keeping it timely, fresh and ever-
improving. We are open to new items and ideas.
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In-Class Activities

A set of in-class activities is available to support face-to-face and hybrid classes. These are not already built into the assignment
tool of your learning management system (Canvas, Blackboard, etc.), but they are listed below:
1. Characterization

List all the things you know about the main character of your book.

2. Point of View

Rewrite a scene in which a secondary character appears, but now tell it from this character’s point of view.

3. Climax

Identify the climax in the story. List all the crises that led to this moment.

4. Symbolism

a. Identify a recurring image in the story. Consider what that image represents, and why it was used more than one time.
b. Write a poem, using that image in your first line.

5. Diction

a. Copy your favorite line from the reading.

b. Memorize it.

c. Rewrite it, saying the same thing with entirely different words.
6. Vocabulary

Find three words from the reading that are new to you. Write the definition of the word and then write a sentence that appropriately
uses the word.

7. Theme

Compare and contrast the ways [name two authors] talk about [name theme] in the stories we read in class.

8. Reading Response

Discuss what you see as the most striking, powerful, problematic, or detrimental features of the story. Explain your reaction to the
text with specific examples.

9. Setting
Think about a setting of the story. Write a descriptive paragraph in first person, pretending that you are in that scene. What do you

see, hear, smell, feel?

10. Dialogue

Insert dialogue tags and description into the following conversation:
“My mom is coming over.”

“When?”
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“You don’t need to get upset. She’s just coming for a few nights.”

“When?”

“I hate it when you do this. If you just gave her a chance, you’d see that she’s a good person. You might even like her.”
“When is she coming?”

“I told her you’d pick her up at four.”

“Ok.”
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Assignments

The assignments in this course are openly licensed, and are available as-is, or can be modified to suit your students’ needs. If you
import this course into your learning management system (Blackboard, Canvas, etc.), the assignments will automatically be loaded
into the assignment tool. You can preview them below:

e Assignment: Listening

e Assignment: Character Analysis
e Assignment: Close Reading

e Assignment: Symbolism

e Assignment: Comparative Essay
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1.1: Poetry Literary Terms- A Guide

Metre

Metre refers to the rhythmic structure of lines of verse. The majority of English verse since Chaucer is inaccentual-syllabic metre,
which consists of alternating stressed and unstressed syllables within a fixed total number of syllables in each line. The metrical
rhythm is thus the pattern of stressed and unstressed syllables in each line. Groups of syllables are known as metrical feet; each line
of verse is made up of a set number of feet. Thus:

Monometer: one foot per line
Dimeter: two feet per line
Trimeter: three feet per line
Tetrameter: four feet per line
Pentameter: five feet per line
Hexameter: six feet per line
Heptameter: seven feet per line
Octameter: eight feet per line

Each foot usually consists of a single stressed syllable—though there are some important variations—therefore these patterns
correspond to the number of stressed syllables in a line; thus tetrameter has four, pentameter five, etc.

There are two types of metrical feet in English accentual-syllabic metre: duple metre, consisting of disyllabic (2-syllable) feet, in
which stressed syllables (x) and unstressed syllables (o) alternate in pairs; and triple metre, consisting of trisyllabic (3-syllable)
feet, in which single stressed syllables are grouped with a pair of unstressed syllables. Duple metre is the metre most commonly
found in English verse.

The following metrical feet make up the most common rhythmical patterns:
Duple metre:

Tamb (iambic foot): 0 x

Trochee (trochaic foot): x 0
Spondee (spondaic foot): x x
Pyrrhus / dibrach (pyrrhic foot): o o

Triple metre:

Dactyl (dactylic foot): x 0 0
Anapaest (anapaestic foot): 0 0 x
Amphibrach: o x 0

Molossus: x x x

Note that the spondee, pyrrhus and molossus do not usually form the basis for whole lines of verse, but are considered forms of
substitution: that is, when a foot required by the metrical pattern being used is replaced by a different sort of foot. A frequently-
found example of substitution is the replacement of the initial iamb in an iambic line by a trochee, e.g. (underlined syllables
represent stressed syllables):

In me thou seest the twilight of such day

As after sunset fadeth in the west,

Which by and by, black night doth take away,
Death’s second self, that seals up all in rest.

—Shakespeare, Sonnet 73

(The first three lines of this quatrain are perfectly iambic; the initial foot of the fourth line is an example of trochaic substitution,
also known as inversion.)

Other variations in metrical rhythm include acephalexis, in which the first syllable of a line that would be expected according to
the regular metre of the line, is lacking; and catalexis, in which a line lacks the final syllable expected by its metrical pattern.
Amasculine ending is a line that ends on a stressed syllable, while a feminine ending is a line that ends on an unstressed syllable.
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Freeverse is poetry that does not conform to any regular metre.
Examples of different meters and metrical substitutions:
Tambic pentameter:

We few, we happy few, we band of brothers.

For he today that sheds his blood with me

Shall be my brother; be he ne’er so vile,

This day shall gentle his condition.

Shall think themselves accursed they were not here,
And hold their manhoods cheap whiles any speaks
That fought with us upon Saint Crispin’s day.

—Shakespeare, Henry V, IV.iii

An example of perfect iambic pentameter. Note the feminine ending in 1.1 (in iambic metre a feminine ending adds an extra
syllable to the line), and how the stresses follow the sense of the lines.

Trochaic tetrameter:

In what distant deeps or skies
Burnt the fire of thine eyes?

On what wings dare he aspire?
What the hand dare seize the fire?

—Blake, “The Tyger”

The first two lines exhibit masculine endings, and thus are catalectic according to the regular pattern of trochaic metre; that is, they
lack their final syllable. Arguably, the second foot in 1.4 could be read as a spondaic substitution (if dare is stressed).

Spondaic substitution in iambic pentameter (1.3):

Or if thy mistress some rich anger shows,
Em prison her soft hand, and let her rave,
And feeddeep, deep upon her peerless eyes.

—Keats, “Ode on Melancholy”
Pyrrhic substitution in iambic tetrameter (1.2):

The woods are lovely, dark and deep.
But I have promises to keep,

And miles to go before I sleep,

And miles to go before I sleep.

—Frost, “Stopping by Woods on a Snowy Evening”
Dactylic dimeter:

Theirs not to make reply,
Theirs not to reason why,
Theirs but to do and die

—Tennyson, “The Charge of the Light Brigade”

Anapaestic metre:

There was an Old Lady of Chertsey,

Who made a remarkable curtsey;

She twirled round and round,

Till she sunk underground,

Which distressed all the people of Chertsey.

—FEdward Lear, “There Was an Old Lady of Chertsey”
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As is common in limericks, this example includes multiple iambic substitutions, here in the initial syllables of lines 1-3.
Amphibrach:

And now comes an act of enormous enormance!
No former performer’s performed this performance!

—Dir. Seuss, If I Ran the Circus
Molossus:

Break, break, break,

On thy coldgraystones, O Sea!

And I would that my tongue could utter
The thoughts that arise in me.

—Tennyson, “Break, Break, Break”

The first line is an example of a molossus; it is also an example of epizeuxis (see below).

Stanzas

When a poem is divided into sections, each section is known as a stanza. Stanzas usually share the same structure as the other
stanzas within the poem.

Tercet: a unit or stanza of three verse lines
Quatrain: a unit or stanza of four verse lines
Quintain: a stanza of five verse lines

Sestet: a unit or stanza of six verse lines
Septet or heptastich: a stanza of seven lines
Octave: a unit or stanza of eight verse lines
Decastich: a stanza or poem of ten lines

Note that many of these terms refer to a unit of this number of lines within a larger stanza or within a poem not divided into stanzas
(e.g. a Shakespearean sonnet, which consists of three quatrains followed by a couplet).

Refrain: a line or lines regularly repeated throughout a poem, traditionally at the end of each stanza. Very often found in ballads; it
was also used to great effect by Yeats (see for example ‘“The Withering of the Boughs’ or ‘The Black Tower’). Usually nowadays
printed in italic to distinguish it from the main body of the poem.

Enjambment: when the sense of a verse line runs over into the next line with no punctuated pause. The opposite is known as an
end-stopped line. An example of enjambment in iambic pentameter:

A dungeon horrible, on all sides round

As one great furnace flamed, yet from those flames
No light, but rather darkness visible

Served only to discover sights of woe

—Milton, Paradise Lost, 1

Rhyme

End rhyme: rhyme occurring on stressed syllables at the ends of verse lines. The most common form of rhyme. Couplet: a pair of
end-rhyming verse lines, usually of the same length. E.g.:

Had we but World enough, and Time,
This coyness Lady were no crime.
We would sit down, and think which way

To walk, and pass our long Loves Day.

—Marvell, “To his Coy Mistress”
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Internal rhyme: rhyme occurring within a single verse line.
Crossed rhyme: the rhyming of one word in the middle of a verse line with a word in the middle of the following line.

Half rhyme: also known as slant rhyme; an incomplete form of rhyme in which final consonants match but vowel sounds do not.
E.g.:

I have heard that hysterical women say

They are sick of the palette and fiddle-bow.

Of poets that are always gay,

For everybody knows or else should know

That if nothing drastic is done

Aeroplane and Zeppelin will come out.

Pitch like King Billy bomb-balls in

Until the town lie beaten flat.

—Yeats, “Lapis Lazuli”
The first quatrain is an example of full end rhyme; the second quatrain an example of half rhyme.
Para-rhyme: a form of half rhymel; when all the consonants of the relevant words match, not just the final consonants. E.g.:

It seemed that out of battle I escaped

Down some profound dull tunnel, long since scooped
Through granites which titanic wars had groined.

Yet also there encumbered sleepers groaned,

Too fast in thought or death to be bestirred.

Then, as I probed them, one sprang up, and stared
With piteous recognition in fixed eyes,

Lifting distressful hands, as if to bless.

And by his smile, I knew that sullen hall, —

By his dead smile I knew we stood in Hell.

—Wilfred Owen, “Strange Meeting”
Eye rhyme: a visual-only rhyme; i.e. when spellings match but in pronunciation there is no rhyme, e.g. want/pant, five/give.
Double rhyme: a rhyme on two syllables, the first stressed, the second unstressed. E.g.
I want a hero: —an uncommon want,
When every year and month sends forth a new one,
Till, after cloying the gazettes with can’t,
The age discovers he is not the true one
—Byron, Don Juan, 1.i
The second and fourth lines are double rhymes; the first and third lines are examples of half rhyme/eye rhyme.
Assonance: the recurrence of similar vowel sounds in neighbouring words where the consonants do not match. E.g.:

For the rare and radiant maiden whom the angels name Lenore—
Nameless here for evermore.

—Poe, “The Raven”

Consonance: the recurrence of similar consonants in neighbouring words where the vowel sounds do not match. The most
commonly found forms of consonance, other than half rhyme and para-rhyme, are alliteration and sibilance.

Alliteration: the repetition of initial consonants in a sequence of neighbouring words. E.g.:
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Hear the loud alarum bells—
Brazen Bells!
What a tale of terror, now, their turbulency tells!
—Poe, “The Bells”
Sibilance: the repetition of sibilants, i.e. consonants producing a hissing sound. E.g.:
Ships that pass in the night, and speak each other in passing;
Only a signal shown and a distant voice in the darkness
—Longfellow, Tales of a Wayside Inn

Blank verse: metrical verse that does not rhyme. Milton’s Paradise Lost is an example; the majority of Shakespeare is also in
blank verse.

Figurative, rhetorical, and structural devices

Metaphor: when one thing is said to be another thing, or is described in terms normally connected to another thing, in order to
suggest a quality shared by both. E.g.:

Love, fame, ambition, avarice—’tis the same,
Each idle, and all ill, and none the worst—
For all are meteors with a different name,
And Death the sable smoke where vanishes the flame.
—Byron, Childe Harold’s Pilgrimage, IV
Simile: when one thing is directly compared with another thing; indicated by use of the words “as” or “like.” E.g.:
I wandered lonely as a cloud
—Wordsworth, “Daffodils”
Metonymy: when something is referred to by an aspect or attribute of it, or by something associated with it. E.g.:
Now is the winter of our discontent
Made glorious summer by this son of York . . .
—Shakespeare, Richard III, 1.i

Here “winter” and “summer” are examples of metaphor; “son of York” is an example of metonymy, being an attribute of Richard’s
brother, Edward IV, here the person being referred to.

Synecdoche: a form of metonymy in which something is referred to by a specific part of its whole. “All hands on deck” is an
example, in which the crew are being referred to by one specific part—their hands. E.g.:

Take thy face hence.
—Shakespeare, Macbeth, V.iii

Personification or prosopopoeia: when inanimate objects, animals or ideas are referred to as if they were human. Similar terms
are anthropomorphism, when human form is ascribed to something not human, e.g., a deity; and the pathetic fallacy, when natural
phenomena are described as if they could feel as humans do. Shelley’s ‘Invocation to Misery’ is an example.

» <«

Onomatopoeia: a word that imitates the sound to which it refers. E.g. “clang,” “crackle,” “bang,” etc.
Synaesthesia: the application of terms relating to one sense to a different one, e.g., “a warm sound.” For example:
Odours there are . . . green as meadow grass
—Baudelaire, “Correspondences”

Oxymoron: the combination of two contradictory terms. E.g.:

Feather of lead, bright smoke, cold fire, sick health,

https://human.libretexts.org/@go/page/59550



https://libretexts.org/
https://en.wikipedia.org/wiki/Public_domain
https://human.libretexts.org/@go/page/59550?pdf

LibreTextsw

Still-waking sleep that is not what it is!
—Shakespeare, Romeo and Juliet, 1.i

Hendiadys: when a single idea is expressed by two nouns, used in conjunction. E.g. “house and home” or Hamlet’s “Angels and
ministers of grace” (Hamlet, 1.iv).

Anaphora: the repetition of the same word or group of words at the beginnings of successive lines or clauses. E.g.:
Is this the region, this the soil, the clime,
Said then the lost archangel, this the seat
That we must change for heaven . . .
—Milton, Paradise Lost, I
Epistrophe: the repetition of the same word or group of words at the ends of successive lines or clauses. E.g.:
I know thee, I have found thee, & I will not let thee go
—Blake, “America—a Prophecy”
Epizeuxis: the repetition of a word with no intervening words. E.g., Tennyson’s “Break, break, break,” quoted above.
Polysyndeton: use of more than the required amount of conjunctions. E.g.:
Havoc and spoil and ruin are my gain.
—Milton, Paradise Lost, 11
The opposite of asyndeton, which refers to the deliberate omission of conjunctions.

Anachronism: when an object, custom or idea is misplaced outside of its proper historical time. A famous example is the clock in
Shakespeare’s Julius Caesar.

Apostrophe: an address to an inanimate object, abstraction, or a dead or absent person. E.g.:
Busie old foole, unruly Sunne,
Why dost thou thus,
Through windowes, and through curtaines call on us?
—Donne, “The Sunne Rising”
Hyperbole: extreme exaggeration, not intended literally. E.g.:
Since Hero’s time hath half the world been black.
—Marlowe, Hero and Leander

Adynaton: a form of hyperbole—a figure of speech that stresses the inexpressibility of something, usually by stating that words
cannot describe it. H. P. Lovecraft’s short story “The Unnamable” is essentially a riff on this figure of speech, satirizing Lovecraft’s
own regular use of it in his work.

Meiosis: an intentional understatement in which something is described as less significant than it really is. A well-known example
is found in Romeo and Juliet when Mercutio describes his death-wound as ‘a scratch’ (II1.iii).

Litotes: a form of meiosis; the affirmation of something by the denial of its opposite, e.g. “not uncommon,” “not bad.” Erotesis
(rhetorical question): asking a question without requiring an answer, in order to assert or deny a statement. E.g.:

What though the field be lost? All is not lost . . .
—Paradise Lost, I

In medias res: the technique of beginning a narrative in the middle of the action, before relating preceding events at a later point.
Paradise Lost is an example (following the convention of epic poetry).

Leitmotif: a phrase, image or situation frequently repeated throughout a work, supporting a central theme. An example is the
personification of the mine shaft lift as a devouring creature in Zola’s
Germinal, repeated throughout the novel. Remember! Simply being able to identify the devices and knowing the terms is not
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enough. They are only a means to an end. You must always consider: why they are being used, what effect they have, and how they
affect meaning(s).

Further reading

Baldick, C., Oxford Dictionary of Literary Terms, Oxford: Oxford University Press, 2008.

Preminger, A., Brogan, T. and Warnke, F. (eds), The New Princeton Encyclopedia of Poetry and Poetics, Princeton, NJ: Princeton
University Press, 1993.

Hollander, J., Rhyme’s Reason: A Guide to English Verse, New Haven, CT: Yale University Press, 2001.
Attridge, D., Poetic Rhythm: An Introduction, Cambridge: Cambridge University Press, 1995.
Strand, M., The Making of a Poem: A Norton Anthology of Poetic Forms, New York: W. W. Norton & Co., 2001.
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1.2: Free Verse

Free verse refers to poetry that does not follow standard or regularized meter (the organization of stressed and unstressed syllables)
or thyme scheme. As opposed to more traditional poetry, which tends to use recurring line lengths, metrical patterns, and rhyme to
unify individual lines of verse and tie them to other lines within the same poem, free verse can, at times, seem to be random, having
no pattern or organization at all. Yet in the hands of many poets, free verse enables a different kind of organization, as they balance
free verse’s openness, its ability to provide elements of the poem with a different amount of emphasis, with the use of repeated
imagery or syntactic patterns (parallel organization of grammatical elements) to maintain coherence and create a sense of
connection among lines. Even as it eschews regular meter and rhyme schemes, free verse does, at times, draw on metrical patterns
and occasional rhyme to tie lines together. What distinguishes free verse from other traditional forms of verse is that it only uses
these elements occasionally—for a few lines here and there in a longer poem—and does not use them to structure the poem as a
whole. A poem in free verse, then, does not lack structure—or, in many cases, some instances of metrical organization or rhyme—
it simply does not maintain or use a regular pattern of meter or rhyme to structure the poem as a whole. Instead, free verse relies
more on thematic, syntactic, or semantic repetition and development to create coherence.

: ) - @walt Whitman’s Leaves of Grass is often credited as introducing free verse into English-
language poetry. While not quite true (other experiments and uses preceded his), Whitman’s poetry helped to establish free verse’s
potential for exploring a broad range of topics and its ability to embrace an extensive number of ways of organizing verse lines.
Later-nineteenth-century poets, such as Matthew Arnold in England, further explored the use of free verse, but it was the French
symbolists (Jules Laforgue, Gustave Kahn, and Arthur Rimbaud) who practiced what they called vers libre most fully during this
period. In the twentieth century, free verse came to dominate much poetic production in English, beginning with the modernists
(such as T. S. Eliot, Ezra Pound, and William Carlos Williams) who saw the open form as allowing for the more nimble
representation of a modern fragmented and accelerated world.
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1.3: Billy Collins- A Poet Speaks Out

Watch Billy Collins’ audio/visual poem:

hu

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=64

After watching the video above, click on the link below to listen to a lecture by Billy Collins on his craft and how it relates to the
reader:

e “Poetry Lectures: Billy Collins” from The Poetry Foundation
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1.4: Approaching Poetry (Includes Free Verse)

Introduction

This reading is designed to develop the analytical skills you need for a more in-depth study of literary texts. You will learn about
rhythm, alliteration, rhyme, poetic inversion, voice and line lengths and endings. You will examine poems that do not rhyme and
learn how to compare and contrast poetry.

By the end of this reading you should be able to:

o have an awareness of the role of analysis to inform appreciation and understanding of poetry;
o be able to identify and discuss the main analytical concepts used in analyzing poetry.

- 'What is the point of analyzing poetry? One simple answer is that the more we know about
anything the more interesting it becomes: listening to music or looking at paintings with someone who can tell us a little about
what we hear or see — or what we’re reading — is one way of increasing our understanding and pleasure. That may mean learning
something about the people who produced the writing, music, painting that we are interested in, and why they produced it. But it
may also mean understanding why one particular form was chosen rather than another: why, for example, did the poet choose to
write a sonnet rather than an ode, a ballad, or a villanelle? To appreciate the appropriateness of one form, we need to be aware of a
range of options available to that particular writer at that particular time. In the same way, we also need to pay attention to word
choice. Why was this particular word chosen from a whole range of words that might have said much the same? Looking at
manuscript drafts can be really enlightening, showing how much effort was expended in order to find the most appropriate or most
evocative expression.

Activity 1
Click on William Blake’s “Tyger” to read and compare the two versions of the poem. The one on the left is a draft; the other is the
final published version.

Discussion

The most obvious difference between the two is that stanza 4 of the draft does not survive in the published version, and an entirely
new stanza, “When the stars threw down their spears,” appears in the finished poem. Significantly, this introduces the idea of “the
Lamb,” a dramatic contrast to the tiger, as well as the idea of a “he” who made the lamb. One similarity between the draft and final
version is that each is made up entirely of unanswered questions. But if you look at the manuscript stanza 5, you can see revisions
from “What” to “Where,” and the struggle with the third line, where Blake eventually decided that the idea of an arm was
redundant, subsumed in the notions of grasping and clasping. The two rhyme words are decided—grasp/clasp—but in which order
should they come? “Clasp” is a less aggressive word than “grasp”; clasp is not quite as gentle as an embrace, but it is closer to
embracing than grasp is — so it must be for deliberate effect that we end up with “What dread grasp/Dare its deadly terrors clasp?”

Look at one more example. Think about this first stanza of Thomas Hardy’s “Neutral Tones” (1867):
We stood by a pond that winter day,
And the sun was white, as though chidden of God,
And a few leaves lay on the starving sod;

—They had fallen from an ash, and were gray. (Gibson, 1976, p. 12)

Notice that, in the last line, oak or elm would work just as well as far as the rhythm or music of the line is concerned, but ash has
extra connotations of grayness, of something burnt out, dead, finished (“ashes to ashes™), all of which contribute to the mood that
Hardy conveys in a way that ‘oak’ or ‘elm’ wouldn’t.
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To return to the original question then, what is the point of analyzing poetry?, one answer is that only an analytical approach can
help us arrive at an informed appreciation and understanding of the poem. Whether we like a poem or not, we should be able to
recognize the craftsmanship that has gone into making it, the ways in which stylistic techniques and devices have worked to create
meaning.

General readers may be entirely happy to find a poem pleasing, or unsatisfactory, without stopping to ask why. But studying poetry
is a different matter and requires some background understanding of what those stylistic techniques might be, as well as an
awareness of constraints and conventions within which poets have written throughout different periods of history.

You may write poetry yourself. If so, you probably know only too well how difficult it is to produce something you feel really
expresses what you want to convey. Writing an essay presents enough problems — a poem is a different matter, but certainly no
easier. Thinking of poetry as a discipline and a craft which, to some extent, can be learned, is another useful way of approaching
analysis. After all, how successful are emotional outpourings on paper? Words one might scribble down in the heat of an intense
moment may have some validity in conveying that intensity, but in general might they not be more satisfactory if they were later
revised? A remark Wordsworth made 200 years ago has become responsible for a number of misconceptions about what poetry
should do. In the Preface to a volume of poems called Lyrical Ballads (1802), he wrote that “all good poetry is the spontaneous
overflow of powerful feelings” (Owens and Johnson, 1998, p.85,11.105-6). The second time he uses the same phrase he says
something often forgotten today: “poetry is the spontaneous overflow of powerful feelings; it takes its origin from emotion
recollected in tranquillity” (editor’s italics) (ibid., p. 95, 11.557-8). Notice the significant time lapse implied there — the idea that,
however powerful or spontaneous the emotion, it needs to be carefully considered before you start writing. He goes on:

The emotion is contemplated till, by a species of reaction, the tranquillity gradually disappears, and an emotion kindred to that
which was before the subject of contemplation is gradually reproduced, and does itself actually exist in the mind. In this mood
successful composition generally begins.

You don’t have to agree with Wordsworth about what poetry is or how best to achieve it. But the idea of contemplation is a useful
and important one: it implies distance, perhaps detachment, but above all re-creation, not the thing itself. And if we try to re-create
something, we must choose our methods and our words carefully in order to convey what we experienced as closely as possible. A
word of warning though: writers do not always aim to express personal experiences; often a persona is created.

The poet Ezra Pound offered this advice to other poets in an essay written in 1913:
“Use no superfluous word, no adjective, which does not reveal something” (Gray, 1990, p. 56).

And in the 1950s William Carlos Williams advised, “cut and cut again whatever you write.” In his opinion, the “test of the artist is
to be able to revise without showing a seam” (loc. cit.). That sewing image stresses the notion of skilled craftsmanship. Pound and
Williams were American, writing long after Wordsworth, but, as you can see, like countless other poets they too reflected very
seriously on their own poetic practice.

Note About Organization

In what follows, section headings like Rhyme, Rhythm, Line lengths and line endings, Alliteration, and so on, are intended to act as
signposts to help you (if terms are unfamiliar, look them up in the glossary at the end). But these headings indicate only the main
technique being discussed. While it is something we need to attempt, it is very difficult to try to isolate devices in this way — to
separate out, for example, the effects of rhythm from rhyme. This doesn’t mean that we shouldn’t look for particular techniques at
work in a poem, but we need to be aware that they will be interdependent and the end product effective or not because of the way
such elements work together.

As you work through this reading, don’t be discouraged if your response to exercises differs from the example. On a daily basis,
you probably read much less poetry than you do prose. This is perhaps one reason why many people say they find poetry difficult —
unfamiliarity and lack of practice. But, like anything else, the more effort put in, the wider the range of experiences you have to
draw on.

When you come across an unfamiliar extract in the discussions that follow you might decide to look up the whole poem on your
own account, widening your own experience and enjoying it too.

Remember that language changes over the years. The text will discuss poems from different periods and given dates of first
publication. Do keep this in mind, especially as you may find some examples easier to understand than others. The idiom and
register of a poem written in the eighteenth century will usually be quite different from one written in the twentieth. Different verse
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forms are popular at different times; while sonnets have been written for centuries, they were especially fashionable in Elizabethan
times, for example. Don’t expect to find free verse written much before the twentieth century.

If you are working on a poem, it can be a good idea to print it, maybe even enlarge it, and then
write anything you find particularly striking in the margins. Use highlighters or colored pens to underline repetitions and link
rhyme words. Patterns may well emerge that will help you understand the way the poem develops. Make the poems your own in
this way, and then, if you are the kind of person who doesn’t mind writing in books, you can insert notes in a more restrained way
in the margins of your book.

If you prefer to work on your computer, you can do a similar thing by using an annotation tool on your word processor.

Whatever you do, always ask yourself what the effect of a particular technique that you identify is. Noticing an unusual choice of
words, a particular rhyme scheme or use of alliteration is an important first step, but you need to take another one. Unless you go
on to say why what you have noticed is effective, what it contributes to the rest of the poem, how it endorses or changes
things, then you are doing less than half the job. Get into the habit of asking yourself questions, even if you can’t always
answer them satisfactorily.

Rhythm

All speech has rhythm because we naturally stress some words or syllables more than others. The rhythm can sometimes be very
regular and pronounced, as in a children’s nursery rhyme — ‘JACK and JILL went UP the HILL’ — but even in the most ordinary
sentence the important words are given more stress. In poetry, rhythm is extremely important: patterns are deliberately created and
repeated for varying effects.

The rhythmical pattern of a poem is called its meter, and we can analyze, or scan lines of poetry to identify stressed and unstressed
syllables. In marking the text to show this, the mark ¢/’ is used to indicate a stressed syllable, and ‘x’ to indicate an unstressed
syllable. Each complete unit of stressed and unstressed syllables is called a foot, which usually has one stressed and one or two
unstressed syllables.

The most common foot in English is known as the iamb, which is an unstressed syllable followed by a stressed one (x /). Many
words in English are iambic: a simple example is the word forget. When we say this, the stresses naturally fall in the sequence:

x
‘forgot”.

Iambic rhythm is in fact the basic sound pattern in ordinary English speech. If you say the following line aloud you will hear what I
mean:
x I ox 7 - S x r x I = f
I went across the road and bought a pair of shoes.
The next most common foot is the trochee, a stressed syllable (or beat) followed by an unstressed one (/x), as in the word
LA {
‘mountain’.
Both the iamb and the trochee have two syllables, the iamb being a ‘rising’” rhythm and the trochee a ‘falling’ rhythm. Another two-
syllable foot known as the spondee has two equally stressed beats (/ /), as in

T
‘blue spurt’.

Other important feet have three syllables. The most common are the anapest (x x /) and the dactyl (/ x x), which are triple rhythms,
rising and falling respectively, as in the words

Ax ! foxox
‘unimpressed” and ‘probably’.
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Here are some fairly regular examples of the four main kinds of meter used in poetry. (I have separated the feet by using a vertical
slash.) You should say the lines aloud, listening for the stress patterns and noting how the beats fall on particular syllables or
words.

Iambic meter

x 7 P P x x4
The cur- | few tolls | the knell | of part- | ing day
Trochaic meter

fox /% I x !
Tiger | tiger | burning | bright

Anapestic meter

Xx x X i X x xX I
She is far | from the land | where her young | hero sleeps

Dactylic meter

L x

i i ox Y Ioxox
Woman much | missed how you | call to me, | call to me

The other technical point that you need to know about is the way the lengths of lines of verse are described. This is done according
to the number of feet they contain, and the names given to different lengths of lines are as follows:

monometer a line of one foot
dimeter a line of two feet
trimeter a line of three feet
tetrameter a line of four feet
pentameter a line of five feet
hexameter a line of six feet
heptameter a line of seven feet
octameter a line of eight feet.

By far the most widely used of these are the tetrameter and the pentameter. If you look back at the four lines of poetry given as
examples above, you can count the feet. You will see that the first one has five feet, so it is an iambic pentameter line; the second
one has four feet, so it is a trochaic tetrameter line; the fourth and fifth also have four feet, so are anapestic and dactylic tetrameter
lines respectively. Lines do not always have exactly the ‘right’ number of beats. Sometimes a pentameter line will have an extra
beat, as in the famous line from Hamlet, “To be or not to be: that is the question,” where the “tion” of question is an eleventh,
unstressed beat. (It is worth asking yourself why Shakespeare wrote the line like this. Why did he not write what would have been a
perfectly regular ten-syllable line, such as “The question is, to be or not to be”?)

Having outlined some of the basic meters of English poetry,_it is important to say at once that very few poems would ever conform
to a perfectly regular metrical pattern. The effect of that would be very boring indeed: imagine being restricted to using only iambic
words, or trying to keep up a regular trochaic rhythm. Poets therefore often include trochaic or anapestic or dactylic words or
phrases within what are basically iambic lines, in order to make them more interesting and suggestive, and to retain normal
pronunciation. Here is a brief example from Shakespeare to show you what this mean. These lines were spoken by Rosalind in As
You Like It, Act 1, scene 2. This first version has been marked to show you the basic iambic meter.

x ! x ! ! x x /

X 2
My fa- | ther loved | Sir Row- | landas | his soul,
! x

x ! x [/ a |/ X /
And all | the world | was of | my fa | ther’s mind.

If you say the lines out loud in this regular way you can hear that the effect is very unnatural. Here is one way the lines might be
scanned to show how the stresses would fall in speech (though there are other ways of scanning them):

F R S x x x xox i/
My father loved Sir Rowland as his soul,
x ! x / x x x f = !

And all the world was of my father’s mind.
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It must be emphasized that there is no need to feel that you must try to remember all the technical terms in poetry. The purpose has
been to help you to become aware of the importance of rhythmic effects in poetry, and it can be just as effective to try to describe
these in your own words.

The thing to hang on to when writing about the rhythm of a poem is that, as Ezra Pound put it, “Rhythm MUST have meaning. It
can’t be merely a careless dash off with no grip and no real hold to the words and sense, a tumty tum tumpty tum tum ta” (quoted in
Gray, 1990, p. 56). There are occasions, of course, when a tum-ty-ty-tum rhythm may be appropriate and have meaning. When
Tennyson wrote “The Charge of the Light Brigade,” he recreated the sound, pace, and movement of horses thundering along with
the emphatic dactyls of “Half a league, half a league, half a league onward / Into the valley of death rode the six hundred.” For a
very different example, look at a short two-line poem by Pound himself. This time there is no fixed meter: like much twentieth
century poetry, this poem is in free verse. Its title is “In a Station of the Metro” (the Metro being the Paris underground railway). It
was written in 1916:

XK XXX x ! / XX /

The apparition of these faces in the crowd;
fxoxox S ! f

Petals on a wet, black bough.

Here you can see that the rhythm plays a subtle part in conveying the meaning. The poem is comparing the faces of people in a
crowded underground to petals that have fallen on to a wet bough. The rhythm not only highlights the key words in each line, but
produces much of the emotional feeling of the poem by slowing down the middle words of the first line and the final three words of
the second.

For our final example of rhythm, here is a passage from Alexander Pope’s An Essay on Criticism (1711).

Activity 2
Take a look at this excerpt from An Essay on Criticism. Read it aloud if you can. Listen to the rhythm, and identify why the rhythm
is appropriate to the meaning.

Discussion

Pope here uses a basic structure of iambic pentameters with variations, so that the lines sound as if they have a different pace, faster
or slower, depending on what is being described. It is not just rhythm that contributes to the effect here: rhyme and alliteration
(successive words beginning with the same sound) recreate smooth, rough, slow and swift movement. Rhythm is entirely
dependent on word choice, but is also influenced by other interdependent stylistic devices. Pope’s lines enact what they describe
simply because of the care that has gone into choosing the right words. It doesn’t matter if you don’t recognise the classical
allusions: from the descriptions it is clear that Ajax is a strong man and Camilla is quick and light. If you count the beats of each
line, you’ll notice that, in spite of the variety of sound and effect, all have five stresses, except the last, which has six. Strangely
enough it is the last and longest line that creates an impression of speed. How is this achieved? Try to hear the lines by reading
them again out loud.

There is really only one way, and that is through the words chosen to represent movement: the repeated ‘s’ sounds associated with
Camilla trip swiftly off the tip of the tongue, whereas Ajax’s lines demand real physical effort from mouth, lips, and tongue. You
will get a much stronger sense of this if you form the words in this way, even if you are unable to say them out loud. In an exam,
for instance, silent articulation of a poem will help you grasp many poetic techniques and effects that may otherwise be missed.

This extract from Pope’s An Essay on Criticism, like the whole poem, is written in rhyming couplets (lines rhyming in pairs). They
confer a formal, regular quality to the verse. The punctuation helps to control the way in which we read: notice that there is a pause
at the end of each line, either a comma, a semi-colon, or a full stop. This use of the end-stopped line is characteristic of eighteenth-
century heroic couplets (iambic pentameter lines rhyming in pairs), where the aim was to reproduce classical qualities of balance,
harmony, and proportion.

Get into the habit of looking at rhyme words. Are any of Pope’s rhymes particularly interesting here? One thing I noticed was what
is known as poetic inversion. The rhyme shore/roar is clearly important to the sound sense of the verse, but the more natural word
order (were this ordinary speech) would be “The hoarse rough verse should roar like the torrent.” Had he written this, Pope would
have lost the sound qualities of the rhyme shore/roar. He would have had to find a word such as “abhorrent” to rhyme with
“torrent,” and the couplet would have had a very different meaning. He would also have lost the rhythm of the line, in spite of the
fact that the words are exactly the same.
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Before we leave An Essay on Criticism, did you notice that Pope’s subject in this poem is really poetry itself? Like Wordsworth,
Pound, and William Carlos Williams, all of whom were quoted earlier, Pope too was concerned with poetry as a craft.

Alliteration

Sve's Sewing Services o

Alliteration is the term used to describe successive words beginning with the same sound —

usually, then, with the same letter.

To illustrate this, consider a stanza from Arthur Hugh Clough’s poem, “Natura naturans.” There is not enough space to quote the
whole poem, but to give you some idea of the context of this stanza so that you can more fully appreciate what Clough is doing, it
is worth explaining that “Natura naturans” describes the sexual tension between a young man and woman who sit next to each
other in a railway carriage. They have not been introduced, and they neither speak nor exchange so much as a glance. The subject
matter and its treatment is unusual and also extraordinarily frank for the time of writing (about 1849), but you need to know what is
being described in order to appreciate the physicality of the lines quoted.

Activity 3
Read the attached stanza from Arthur Hugh Clough’s poem “Natura Naturans” and consider the following questions:

1. What is the single most striking technique used, and what are the effects?
2. How would you describe the imagery, and what does it contribute to the overall effect?

Discussion

1. Visually the use of alliteration is striking, particularly in the first line and almost equally so in the second. If you took the advice
above about paying attention to the physical business of articulating the words too, you should be in a good position to
discriminate between the rapidity of the flies and the heavier movement of the bees, and to notice how tactile the language is.
The effect is actually to create sensuality in the stanza.

2. Notice that though we begin with flies, bees and rooks, all of which are fairly common flying creatures, we move to the more
romantic lark with its “wild” song and then to the positively exotic gazelle, leopard, and dolphin. From the rather homely
English air (flies, bees, birds), we move to foreign locations “Libyan dell” and “Indian glade,” and from there to “tropic seas.”
(Cod in the North Sea would have very different connotations from dolphins in the tropics.) Air, earth, and sea are all invoked
to help express the variety of changing highly charged erotic feelings that the speaker remembers. The images are playful and
preposterous, joyfully expressing the familiar poetic subject of sexual attraction and arousal in a way that makes it strange and
new. Notice that in each case the image is more effective because the alliteration emphasizes it.

Rhyme

If a poem rhymes, then considering how the rhyme works is always important.

Rhyme schemes can be simple or highly intricate and complex; it will always be worth considering why a particular rhyme pattern
was chosen and trying to assess its effects.

Activity 4
Read “Love from the North” (1862) by Christina Rossetti. What is the poem about, and how does the rhyme contribute to the
meaning and overall effect?

Discussion

‘Love From the North’ tells a simple story. A woman about to marry one man is whisked away by another, just as she is about to
exchange vows. The form of the poem is very simple: the second and fourth lines of each of the eight 4-line stanzas rhyme. More
significantly, because the last word of each stanza is “nay,” there is only one rhyme sound throughout. There are more internal
rhymes relying on the same repeated sound, however, aren’t there? Look at the use of “nay” and “say” in the last lines of stanzas 1,
2, 6, 7 and 8. In the second stanza, “gay” occurs twice in line 2; stanza five and six both have “yea” in line 3. What is the effect of
this?
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Do you think the effect might be to help over-simplify the story? Clearly the woman has doubts about the man from the south’s
devotion: he “never dared” to say no to her. He seems to have no will of his own: he “saddens” when she does, is “gay” when she
is, wants only what she does. On her wedding day she thinks: “It’s quite too late to think of nay.” But is she any happier with the
strong man from the north? Who is he? Has he carried her off against her will? And what exactly do you make of the last stanza?
Do the “links of love” imply a chain? This strong-minded woman who imposed her will on the man from the south has “neither
heart nor power/Nor will nor wish” to say no to the man from the north. Is that good, or bad? And what do you make of the ‘book
and bell” with which she’s made to stay? Certainly they imply something different from the conventional Christian marriage she
was about to embark on in the middle of the poem — witchcraft, perhaps, or magic? And are the words “Till now” particularly
significant at the beginning of line 3 in the last stanza? Might they suggest a new resolve to break free?

How important is it to resolve such questions? It is very useful to ask them, but not at all easy to find answers. In fact, that is one of
the reasons I like the poem so much. The language is very simple and so is the form — eight quatrains (or four-line stanzas) — and
yet the more I think about the poem, the more interesting and ambiguous it seems. In my opinion, that is its strength. After all, do
we always know exactly what we want or how we feel about relationships? Even if we do, is it always possible to put such feelings
into words? Aren’t feelings often ambivalent rather than straightforward?

It is also worth bearing in mind the fact that the poem is written in ballad form. A ballad tells a story, but it does only recount
events — part of the convention is that ballads don’t go into psychological complexities. It is likely that Rossetti chose this ancient
oral verse form because she was interested in raising ambiguities. But perhaps the point of the word “nay” chiming throughout
“Love From the North” is to indicate the female speaker saying no to both men — the compliant lover and his opposite, the demon
lover, alike?

Keats’s ‘Eve of St Agnes’ (1820) also tells a tale of lovers, but it isn’t a ballad, even though the rhyme scheme of the first four lines
is the same as Rossetti’s quatrains. The stanzas are longer, and the form more complex and sophisticated. The rhyme pattern is the
same throughout all 42 stanzas, the first two of which are reproduced for the following activity:

Activity 5

Read the first two stanzas of Keats’s “Eve of St Agnes.” How would you describe the rhyme scheme, and does it seem appropriate
for the subject matter?

Discussion

In comparison to the Rossetti poem the rhyme sounds form complex patterns because “was”/”grass” in the first stanza and
“man”/”wan” in the second do not quite produce a full rhyme (depending on your accent of them). The first and third lines do
rhyme in subsequent stanzas. Using a letter of the alphabet to describe each new rhyme sound, we could describe the pattern like
this: abab b cb cc (imagine sustaining that intricate patterning for 42 stanzas). This kind of formula is useful up to a point for
showing how often the same sounds recur, and it does show how complicated the interweaving of echoing sounds is. But it says
nothing about how the sounds relate to what is being said — and it is the relationship between meaning and word choice that is of
particular interest.

Activity 6
Read the extract from Tennyson’s “Mariana” (1830). Again, this comes from a longer poem, so it would be useful to look it up and
read the rest if you have the opportunity.

Read the extract and consider the following questions:

1. Describe the rhyme in the stanza from Tennyson’s ‘Mariana’.
2. What is the first stanza about?

Discussion
1. As with the Keats poem, the rhyme scheme here is quite complicated. Using the same diagrammatic formula of a letter for each
new rhyme sound, we could describe this as “abab cddcefef.” You might notice, too, that indentations at the beginning of
each line emphasize lines that rhyme with each other: usually the indentations are alternate, except for lines 6 and 7, which form
a couplet in the middle of the stanza. It is worth telling you too that each of the stanzas ends with a variation of the line “I
would that T were dead” (this is known as a refrain) so — as in Christina Rossetti’s “Love From the North” — a dominant sound
or series of sounds throughout helps to control the mood of the poem.
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2. We may not know who Mariana is, or why she is in the lonely, crumbling grange, but she is obviously waiting for a man who is
slow in arriving. As with the stanzas from Keats’s “Eve of St Agnes,” there is plenty of carefully observed detail — black moss
on the flower-plots, rusty nails, a clinking latch on a gate or door — all of which description contributes to the desolation of the
scene and Mariana’s mood. Were the moated grange a lively, sociable household, the poem would be very different. Either
Mariana would be cheerful, or her suicidal misery would be in sharp contrast to her surroundings. It is always worth
considering what settings contribute to the overall mood of a poem.

Poetic Inversion

Poetic inversion, or changing the usual word order of speech, is often linked to the need to maintain a rhythm or to find a rhyme.
We noticed Pope’s poetic inversion in An Essay on Criticism and saw how the rhyme was intimately linked to the rhythm of the
verse. The song “Dancing in the Street,” first recorded by Martha and the Vandellas in the 1960s, does violence to word order in the
interests of thyme — “There’ll be dancing in the street/ A chance new folk to meet” — but, because the words are sung to a driving
rhythm, we are unlikely to notice how awkward they are. There’s a convention that we recognize, however unconsciously, that
prevents us from mentally re-writing the line as “a chance to meet new people.” (“People” rather than “folk” would be more usual
usage for many, but, as with the Pope example, this would mean that the rhythm too would be lost.)

Poems That Don’t Rhyme

Are poems that don’t rhyme prose? Not necessarily. Virginia Woolf (1882-1941), a novelist rather than a poet, and T.S. Eliot
(1888-1965), known particularly for his poetry, both wrote descriptive pieces best described as ‘prose poems’. These look like
short prose passages since there is no attention to line lengths or layout on the page, as there was, for example, in ‘Mariana’. When
you study Shakespeare you will come across blank verse. “Blank” here means “not rhyming,” but the term “blank verse” is used
specifically to describe verse in non-rhyming iambic pentameters.

Although iambic pentameters resemble normal speech patterns, in ordinary life we speak in prose. You’ll notice if you look through
Shakespeare’s plays that blank verse is reserved for kings, nobles, heroes and heroines. They may also speak in prose, as lesser
characters do, but commoners don’t ever have speeches in blank verse. Shakespeare — and other playwrights like him — used the
form to indicate status. It is important to recognise this convention, which would have been understood by his contemporaries —
writers, readers, and audiences alike. So choosing to write a poem in blank verse is an important decision: it will elevate the
subject. One such example is Milton’s epic Paradise Lost(1667), a long poem in twelve Books describing Creation, Adam and
Eve’s temptation, disobedience and expulsion from Paradise. It sets out to justify the ways of God to man, so blank verse is entirely
appropriate. This great epic was in Wordsworth’s mind when he chose the same form for his autobiographical poem, The Prelude.

Activity 7

Read and compare these extracts. One is from Book XIII of The Prelude, where Wordsworth is walking up Mount Snowdon; the
other is from “The Idiot Boy,” one of his Lyrical Ballads. What effects are achieved by the different forms?

Discussion

Both poems use iambic meter — an unstressed followed by a stressed syllable. The extract from The Prelude uses iambic
pentameters, five metrical feet in each line, whereas “The Idiot Boy” (like the ballad, “Love From the North”) is in tetrameters,
only four, establishing a more sing-song rhythm. Other stylistic techniques contribute to the difference in tone too: the language of
The Prelude is formal (Wordsworth’s “Ascending” rather than “going up”), whereas “The Idiot Boy” uses deliberately homely
diction and rhyme. Three simple rhyme words ring out throughout the 92 stanzas of the latter: “Foy,” “boy” and “joy” stand at the
heart of the poem, expressing the mother’s pride in her son. The moon features in each extract. In The Prelude, as Wordsworth
climbs, the ground lightens, as it does in The Old Testament before a prophet appears. Far from being a meaningless syllable to fill
the rhythm of a line, ‘lo’ heightens the religious parallel, recalling the biblical ‘Lo, I bring you tidings of great joy’: this episode
from The Prelude describes a moment of spiritual illumination. Wordsworth’s intentions in these two poems were quite different,
and the techniques reflect that.

Voice
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Is the speaker in a poem one and the same as the writer? Stop and consider this for a few
moments. Can you think of any poems you have read where a writer has created a character, or persona, whose voice we hear when
we read?

Wordsworth’s The Prelude was written as an autobiographical poem, but there are many instances where it is obvious that poet and
persona are different. Charlotte Mew’s poem, ‘The Farmer’s Bride’ (1916) begins like this:

Three summers since I chose a maid,
Too young maybe — but more’s to do
At harvest-time than bide and woo.
When us was wed she turned afraid
Of love and me and all things human;

(Warner, 1981, pp. 1-2)

Mew invents a male character here, and clearly separates herself as a writer from the voice in her poem. Some of the most well-
known created characters — or personae — in poetry are Browning’s dramatic monologues.

Activity 8
Consider the opening lines from three Robert Browning poems. Who do you think is speaking?

Discussion

Well, the first speaker isn’t named, but we can infer that, like Brother Lawrence whom he hates, he’s a monk. The second must be a
Duke since he refers to his “last Duchess” and, if we read to the end of the third poem, we discover that the speaker is a man
consumed with such jealousy that he strangles his beloved Porphyria with her own hair. Each of the poems is written in the first
person (“my heart’s abhorrence”; “That’s my last Duchess”; “I listened with heart fit to break”). None of the characters Browning
created in these poems bears any resemblance to him: the whole point of a dramatic monologue is the creation of a character who is
most definitely not the poet. Charlotte Mew’s poem can be described in the same way.

Line Lengths and Line Endings

Read the following prose extract taken from Walter Pater’s discussion of the Mona Lisa, written in 1893, and then complete the
activity (again, check your schedule to see if this is assigned):

She is older than the rocks among which she sits; like the vampire, she has been dead many times, and learned the secrets of the
grave; and has been a diver in deep seas, and keeps their fallen day about her; and trafficked for strange webs with Eastern
merchants: and, as Leda, was the mother of Helen of Troy, and, as Saint Anne, the mother of Mary; and all this has been to her but
as the sound of lyres and flutes, and lives only in the delicacy with which it has moulded the changing lineaments, and tinged the
eyelids and the hands.

Activity 9

When W.B. Yeats was asked to edit The Oxford Book of Modern Verse 1892—1935 (1936), he chose to begin with this passage from
Pater, but he set it out quite differently on the page. Before you read his version, write out the extract as a poem yourself. The
exercise is designed to make you think about line lengths, where to start a new line and where to end it when there is no rhyme to

give you a clue. There is no regular rhythm either, though you will discover rhythms in the words, as well as repeated patterns.
How can you best bring out these poetic features?

Discussion

Of course, there is no right answer to this exercise, but you should compare your version to Yeats’s, printed below, to see if you
made similar decisions.
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She is older than the rocks among which she sits;

Like the Vampire,

She has been dead many times,

And learned the secrets of the grave;

And has been a diver in deep seas,

And keeps their fallen day about her;

And trafficked for strange webs with Eastern merchants;
And, as Leda,

Was the mother of Helen of Troy,

And, as St Anne,

Was the mother of Mary;

And all this has been to her but as the sound of lyres and flutes,
And lives

Only in the delicacy

With which it has moulded the changing lineaments,
And tinged the eyelids and the hands.

View the document as a PDF.

Did you use upper case letters for the first word of each line, as Yeats did? You may have changed the punctuation, or perhaps have
left it out altogether. Like Yeats, you may have used “And” at the beginnings of lines to draw attention to the repetitions: nine of
the lines begin in this way, emphasizing the way the clauses pile up, defining and redefining the mysterious Mona Lisa.

Two lines begin with “She”: while there was no choice about the first, beginning the third in the same way focuses attention on her
right at the start of the poem. Yeats has used Pater’s punctuation to guide his line endings in all but two places: lines 13 and 14 run
on — a stylistic device known as enjambment. The effect is an interesting interaction between eyes and ears. While you may be
tempted to read on without pausing to find the sense, the line endings and white space of the page impose pauses, less than the
commas and semi-colons that mark off the other lines, but significant nevertheless.

Yeats’s arrangement of the words makes the structure and movement of Pater’s long sentence clearer than it appears when written
as prose. The poem begins with age — she is “older than the rocks” — and refers to “Vampire,” “death,” and “grave” in the first lines.
The decision to single out the two words “And lives” in a line by themselves towards the end of the poem sets them in direct
opposition to the opening; we have moved from great age and living death to life. The arrangement of lines 8-11 highlights her
links with both pagan and Christian religions: the Mona Lisa was the mother of Helen of Troy and the Virgin Mary. The wisdom
and knowledge she has acquired is worn lightly, nothing more than “the sound of lyres and flutes,” apparent only in the “delicacy”
of color on “eyelids and hands.”

The aim of the preceding exercise was to encourage you to think about form and structure even when a poem does not appear to
follow a conventional pattern. Because you have now ‘written’ a poem and had the opportunity to compare it with someone else’s
version of the same words, you should begin to realize the importance of decisions about where exactly to place a word for
maximum effec, and how patterns can emerge, which will control our reading when, for example, successive lines begin with
repetitions. It should have made you think about the importance of the beginnings of lines, as well as line endings.

Earlier, discussing the extract from Pope’s An Essay on Criticism, you were asked to concentrate on the sound qualities of the
poetry. Here,you are to consider the visual impact of the poem on the page. It is a good thing to be aware of what a complex task
reading is, and to be alive to the visual as well as the aural qualities of the verse.

Activity 10

When W.B. Yeats was asked to edit The Oxford Book of Modern Verse 1892—1935 (1936), he chose to begin with this passage from
Pater, but he set it out quite differently on the page. Before you read his version, write out the extract as a poem yourself. The
exercise is designed to make you think about line lengths, where to start a new line and where to end it when there is no rhyme to
give you a clue. There is no regular rhythm either, though I’m sure you will discover rhythms in the words, as well as repeated
patterns. How can you best bring out these poetic features?

Further exercise: taking Grace Nichols’s “Wherever I Hang,” discussed in Activity 10, you could reverse the process carried out in
the previous exercise by writing out the poem as prose. Then, covering up the original, you could rewrite it as verse and compare
your version with the original.
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Comparing and Contrasting

Often you will find that an assignment asks you to “compare and contrast” poems. There’s a very good reason for this, for often it
is only by considering different treatments of similar subjects that we become aware of a range of possibilities, and begin to
understand why particular choices have been made. You will have realized that often in the previous discussions we have looked at
poems that were more simple before moving to one with more intricate patterning. Anne Bronté’s “Home” and Grace Nichols’s
“Wherever I Hang” treat the subject of exile in quite different ways, and looking at one can sharpen understanding of what the
other does.

Activity 11

Read the opening lines from these two poems commemorating deaths. What can you explain why they sound so very different?

Discussion

The first begins more elaborately and with a more formal tone than the second. “Felix Randal” tends to use language in an unusual
way, but you would probably agree that the first sentence is quite straightforward and sounds colloquial (or informal), as if the
speaker has just overheard someone talking about Randal’s death and wants to confirm his impression. “Lycidas” opens quite
differently. It is not immediately apparent what evergreens have to do with anything (in fact they work to establish an appropriately
melancholy atmosphere or tone), and it isn’t until line 8 that we learn of a death. The word “dead” is repeated, and the following
line tells us that Lycidas was a young man. While “Felix Randal” has an immediacy, the speaker of “Lycidas” seems to find it hard
to get going.

Both poems are elegies — poems written to commemorate death — and both poets are aware of writing within this convention,
although they treat it differently.
Activity 12

What do the titles of the poems used in Activity 13 tell us about each poem, and how might they help us understand the different
uses of the elegiac convention?

Discussion

It would be apparent to most readers that “Felix Randall” is simply a man’s name, while “Lycidas” is
more mysterious. In fact, Lycidas is a traditional pastoral name, but unless you know something about the classical pastoral
tradition it might mean very little to you. The young man whose death Milton was commemorating was actually called Edward
King, but, at the time he was writing, elegies were formal, public and impersonal poems rather than private expressions of grief.
“Lycidas” commemorates a member of a prominent family rather than a close friend of the poet’s. Over two hundred years later,
Hopkins, while working loosely within the same elegiac convention, adapts it. Felix Randal is an ordinary working man, not a
public figure. In the seventeenth century it would have been unlikely that he would have been considered worthy of a poem like
this.

If you were making a special study of elegies, there would be a great deal more to say. That’s not the idea here, though. The point is
that by comparing and contrasting the tone of the opening lines and the titles, and considering when the poems were written, we
have come up with a number of significant differences.

Activity 13

Read this poem by Robert Browning carefully. Who is speaking, and who is being addressed?
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Discussion

From the evidence of the poem we know that the speaker once walked across a moor, found an eagle’s feather, and has a high
regard for the poet Shelley (1792-1822). The person being addressed is not named, but we discover that he (or she) once met
Shelley, and this alone confers status by association. The word “you” (“your” in one instance) is repeated in 6 out of the first 8
lines. “You” becomes a rhyme word at the end of the second line, so when we reach the word “new” in line four — one of the two
lines in the first stanzas that doesn’t contain “you” — the echo supplies the deficiency. “You” clearly represents an important focus
in the first half of the poem, but who exactly is “you”?

Thinking about this apparently straightforward question of who is being addressed takes us into an important area of critical debate:
for each one of us who has just read the poem has, in one sense, become a person who not only knows who Shelley is (which may
not necessarily be the case) but lived when he did, met him, listened to him, and indeed exchanged at least a couple of words with
him. Each of us reads the poem as an individual, but the poem itself constructs a reader who is not identical to any of us. We are so
used to adopting ‘reading’ roles dictated by texts like this that often we don’t even notice the way in which the text has manipulated
us.

Activity 14
Now read the Robert Browning poem again, this time asking yourself if the speaking voice changes in the last two stanzas, and if
the person who is being addressed remains the same.

Discussion

If the first half of the poem is characterized by the repetition of “you” and the sense of an audience that pronoun creates, then the
second half seems quite different in content and tone. The speaker is trying to find a parallel in his experience to make sense of and
explain his feeling of awe; the change of tone is subtle. Whereas someone is undoubtedly being addressed directly in the first
stanza, in the third and fourth, readers overhear — as if the speaker is talking to himself.

At first the connection between the man who met Shelley and the memory of finding an eagle’s feather may not be obvious, but
there is a point of comparison. As stanza 2 explains, part of the speaker’s sense of wonder stems from the fact that time did not
stand still: “you were living before that, / And also you are living after.” The moor in stanza 3, like the listener, is anonymous — it
has “a name of its own ... no doubt” — but where it is or what it is called is unimportant: only one “hand’s-breadth” is memorable,
the spot that “shines alone” where the feather was found. The poem is about moments that stand out in our memories while the
ordinary daily stuff of life fades. It also acknowledges that we don’t all value the same things.

Activity 15

Take another look at the poem. How would you describe its form?

Discussion

The structure of the poem is perfectly balanced: of the four quatrains, two deal with each memory, so, although the nature of each
seems quite different, implicitly the form invites us to compare them. Think about the way in which Browning introduces the eagle
feather. How does he convince us that this is a rare find?

To begin with, the third and fourth stanzas make up one complete sentence, with a colon at the end of the third announcing the
fourth; this helps to achieve a sense of building up to something important. Then we move from the visual image of a large space of
moor to the very circumscribed place where the feather is found, but the reason why this “hand’s-breadth” shines out is delayed for
the next two lines “For there I picked up on the heather” — yes? what? — “And there I put inside my breast” — well? — “A moulted
feather,” ah (and notice the internal rhyme there of feather with heather, which draws attention to and emphasizes the harmony of
the moment), and then the word feather is repeated and expanded: “an eagle-feather.” Clearly the feather of no other bird would do,
for ultimately the comparison is of eagle to the poet; Browning knows Shelley through his poetry as he knows the eagle through its
feather, and that feather presents a striking visual image.

FREE VERSE

Free verse refers to poetry that does not follow standard or regularized meter (the organization of stressed and unstressed syllables)
or rhyme scheme. As opposed to more traditional poetry, which tends to use recurring line lengths, metrical patterns, and rhyme to
unify individual lines of verse and tie them to other lines within the same poem, free verse can, at times, seem to be random, having
no pattern or organization at all. Yet in the hands of many poets, free verse enables a different kind of organization, as they balance
free verse’s openness, its ability to provide elements of the poem with a different amount of emphasis, with the use of repeated
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imagery or syntactic patterns (parallel organization of grammatical elements) to maintain coherence and create a sense of
connection among lines.

Free verse does, at times, draw on metrical patterns and occasional rhyme to tie lines together. What distinguishes free verse from
other traditional forms of verse is that it only uses these elements occasionally—for a few lines here and there in a longer poem—
and does not use them to structure the poem as a whole. A poem in free verse, then, does not lack structure—or, in many cases,
some instances of metrical organization or rhyme—it simply does not maintain or use a regular pattern of meter or rhyme to
structure the poem as a whole. Instead, free verse relies more on thematic, syntactic, or semantic repetition and development to
create coherence.

n

. !Walt Whitman’s Leaves of Grass is often credited as introducing free verse into English-
language poetry. While not quite true (other experiments and uses preceded his), Whitman’s poetry helped to establish free verse’s
potential for exploring a broad range of topics and its ability to embrace an extensive number of ways of organizing verse lines.
Later-nineteenth century poets, such as Matthew Arnold in England, further explored the use of free verse, but it was the French
symbolists (Jules Laforgue, Gustave Kahn, and Arthur Rimbaud) who practiced what they called vers libre most fully during this
period. In the twentieth century, free verse came to dominate much poetic production in English, beginning with the modernists
(such as T. S. Eliot, Ezra Pound, and William Carlos Williams) who saw the open form as allowing for the more nimble
representation of a modern fragmented and accelerated world.

Glossary

repetition of sounds, usually the first letters of successive words, or

Alliteration words that are close together. Alliteration usually applies only to
consonants.

Anapest see under foot.

Assonance repetition of identical or similar vowel sounds.

Ballad originally a song which tells a story, often involving dialogue.
Characteristically, the storyteller’s own feelings are not expressed.

Caesura strong pause in a line of verse, usually appearing in the middle of a line
and marked with a comma, semi-colon, or a full stop.

Couplet pair of rhymed lines, often used as a way of rounding off a sonnet;

- hence the term ‘closing couplet’.
Dactyl see under foot.
. spoken exchange between characters, usually in drama and fiction but

Dialogue . .
also sometimes in poetry.

Diction writer’s choice of words. Poetic diction might be described, for
instance, as formal or informal, elevated or colloquial.

Fleg poem of loss, usually mourning the death of a public figure, or someone

y close to the poet.

Ellipsis omission of words from a sentence to achieve brevity and compression.

the use of run-on lines in poetry. Instead of stopping or pausing at the
. end of a line of poetry, we have to carry on reading until we complete
Enjambment POetry, i g P

the meaning in a later line. The term comes from the French for
‘striding’.
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Epic

Epigram

Foot

Heroic couplet
Iamb

Iambic pentameter

Imagery

Metaphor

Meter

Narrative

Octave

Ode

Onomatopoeia

Ottava rima

Personification

Poetic inversion

Pun
Quatrain

Refrain

a long narrative poem dealing with events on a grand scale, often with a
hero above average in qualities and exploits.

witty, condensed expression. The closing couplet in some of
Shakepeare’s sonnets is often described as an epigram.

a unit of meter with a pattern of stressed and unstressed syllables. In the
examples that follow, a stressed syllable is indicated by ‘/’, and an
unstressed syllable by ‘x’: anapest: xx/; dactyl: /xx; iamb: x/; spondee:
//; trochee: /x

iambic pentameter lines rhyming in pairs, most commonly used for
satiric or didactic poetry, and particularly favoured in the eighteenth
century.

see under foot.
a line consisting of five iambs.

special use of language in a way that evokes sense impressions (usually
visual). Many poetic images function as mental pictures that give shape
and appeal to something otherwise vague and abstract; for example,
‘yonder before us lie/Deserts of vast Eternity’. Simile and metaphor are
two types of imagery.

image in which one thing is substituted for another, or the quality of one
object is identified with another. The sun, for Shakespeare, becomes
‘the eye of heaven’.

(from the Greek

metron, ‘measure’) measurement of a line of poetry, including its length
and its pattern of stressed and unstressed syllables. There are different
meter in poetry. Most sonnets, for example, written in English are
divided into lines of ten syllables with five stresses — a measure known
as pentameter (from the Greek pente for ‘five”). The sonnet also tends
to use a line (known as the iambic line) in which an unstressed syllable
is followed by a stressed one, as in this line: ‘If I should die, think only
this of me’. Most sonnets, then are written in iambic pentameters.

the telling of a series of events (either true or fictitious). The person
relating these events is the narrator. However, it is often more usual in
poetry to refer to ‘the speaker’.

group of eight lines of poetry, often forming the first part of a sonnet.

a poem on a serious subject, usually written in an elevated formal style;
often written to commemorate public events.

a word that seems to imitate the sound or sounds associated with the
object or action, for example, ‘cuckoo’.

a poem in eight-line stanzas, thymingabababcc.

writing about something not human as if it were a person, for example
‘Busy old fool, unruly Sun,/Why dost thou thus,/Through windows and
through curtains call onus?’.

reversing the order of normal speech in order to make the words fit a
particular rhythm, or rhyme, or both.

double meaning or ambiguity in a word, often employed in a witty way.
Puns are often associated with wordplay.

group of four lines of poetry, usually rhymed.

a line or phrase repeated throughout a poem, sometimes with variations,
often at the end of each stanza.
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Rhyme Occasionally, internal rhymes can be found, as in: ‘Sister, my sister, O
fleet, sweet swallow’.

echo of a similar sound, usually at the end of a line of poetry.

pattern of rhymes established in a poem. The pattern of rhymes in a
Rhyme scheme . . .
quatrain, for instance, might be ‘abab’ or ‘abba’.

the pattern of beats or stresses in a line creating a sense of movement.
Rhythm Sestet: group of six lines of poetry, often forming the second part of a
sonnet.

image in which one thing is likened to another. The similarity is usually

Simile

pointed out with the word ‘like’ or ‘as’: ‘My love is like a red, red rose’.
Sonnet fourteen iambic pentameter lines with varying rhyme schemes.
Spondee see under foot.

single unit of pronunciation. ‘Sun’ is one syllable; ‘sunshine’ is two
Syllable g P Y

syllables.

group of three lines in poetry, sometimes referred to as a triplet.
Tercet Trochee:

see under foot.

distinctive movement of change in mood or thought or feeling. In the
Turn sonnet, the turn usually occurs between the octave and the sestet,

though the closing couplet in Shakespeare’s sonnets often constitutes

the turn.

an intricate French verse form with some lines repeated, and only two
Villanelle rhyme sounds throughout the five three-line stanzas and the final four-

line stanza.
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1.5: Approaching Poetry

Introduction

This reading is designed to develop the analytical skills you need for a more in-depth study of literary texts. You will learn about
rhythm, alliteration, rhyme, poetic inversion, voice and line lengths and endings. You will examine poems that do not rhyme and
learn how to compare and contrast poetry.

By the end of this reading you should be able to:

o have an awareness of the role of analysis to inform appreciation and understanding of poetry;
o be able to identify and discuss the main analytical concepts used in analyzing poetry.

‘What is the point of analyzing poetry? One simple answer is that the more we know about
anything the more interesting it becomes: listening to music or looking at paintings with someone who can tell us a little about
what we hear or see — or what we’re reading — is one way of increasing our understanding and pleasure. That may mean learning
something about the people who produced the writing, music, painting that we are interested in, and why they produced it. But it
may also mean understanding why one particular form was chosen rather than another: why, for example, did the poet choose to
write a sonnet rather than an ode, a ballad, or a villanelle? To appreciate the appropriateness of one form, we need to be aware of a
range of options available to that particular writer at that particular time. In the same way, we also need to pay attention to word
choice. Why was this particular word chosen from a whole range of words that might have said much the same? Looking at
manuscript drafts can be really enlightening, showing how much effort was expended in order to find the most appropriate or most
evocative expression.

Activity 1
Click on William Blake’s “Tyger” to read and compare the two versions of the poem. The one on the left is a draft; the other is the
final published version.

Discussion

The most obvious difference between the two is that stanza 4 of the draft does not survive in the published version, and an entirely
new stanza, “When the stars threw down their spears,” appears in the finished poem. Significantly, this introduces the idea of “the
Lamb,” a dramatic contrast to the tiger, as well as the idea of a “he” who made the lamb. One similarity between the draft and final
version is that each is made up entirely of unanswered questions. But if you look at the manuscript stanza 5, you can see revisions
from “What” to “Where,” and the struggle with the third line, where Blake eventually decided that the idea of an arm was
redundant, subsumed in the notions of grasping and clasping. The two rhyme words are decided—grasp/clasp—but in which order
should they come? ‘Clasp’ is a less aggressive word than ‘grasp’; ‘clasp’ is not quite as gentle as an embrace, but it is closer to
embracing than ‘grasp’ is — so it must be for deliberate effect that we end up with ‘What dread grasp/Dare its deadly terrors clasp?

It is rare to have manuscript drafts to examine in this way, but I hope that this convinces you of the kind of attention writers pay to
word choice. Let us take one more example. Think about this first stanza of Thomas Hardy’s ‘Neutral Tones’ (1867):

We stood by a pond that winter day,
And the sun was white, as though chidden of God,
And a few leaves lay on the starving sod;

—They had fallen from an ash, and were gray. (Gibson, 1976, p. 12)

Notice that, in the last line, ‘oak’ or ‘elm’ would work just as well as far as the rhythm or music of the line is concerned, but ‘ash’
has extra connotations of grayness, of something burnt out, dead, finished (‘ashes to ashes’, too, perhaps?), all of which contribute
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to the mood that Hardy conveys in a way that ‘oak’ or ‘elm’ wouldn’t.

To return to my original question then, ‘what is the point of analyzing poetry?’, one answer is that only an analytical approach can
help us arrive at an informed appreciation and understanding of the poem. Whether we like a poem or not, we should be able to
recognize the craftsmanship that has gone into making it, the ways in which stylistic techniques and devices have worked to create
meaning. General readers may be entirely happy to find a poem pleasing, or unsatisfactory, without stopping to ask why. But
studying poetry is a different matter and requires some background understanding of what those stylistic techniques might be, as
well as an awareness of constraints and conventions within which poets have written throughout different periods of history.

You may write poetry yourself. If so, you probably know only too well how difficult it is to produce something you feel really
expresses what you want to convey. Writing an essay presents enough problems — a poem is a different matter, but certainly no
easier. Thinking of poetry as a discipline and a craft which, to some extent, can be learned, is another useful way of approaching
analysis. After all, how successful are emotional outpourings on paper? Words one might scribble down in the heat of an intense
moment may have some validity in conveying that intensity, but in general might they not be more satisfactory if they were later
revised? My own feeling is that a remark Wordsworth made 200 years ago has become responsible for a number of misconceptions
about what poetry should do. In the Preface to a volume of poems called

Lyrical Ballads (1802) he wrote that ‘all good poetry is the spontaneous overflow of powerful feelings’ (Owens and Johnson, 1998,
p.85,11.105-6). The second time he uses the same phrase he says something that I think is often forgotten today: ‘poetry is the
spontaneous overflow of powerful feelings; it takes its origin from emotion recollected in tranquillity’ (my italics) (ibid., p. 95,
11.557-8). Notice the significant time lapse implied there — the idea that, however powerful or spontaneous the emotion, it needs to
be carefully considered before you start writing. He goes on:

The emotion is contemplated till, by a species of reaction, the tranquillity gradually disappears, and an emotion kindred to that
which was before the subject of contemplation is gradually reproduced, and does itself actually exist in the mind. In this mood
successful composition generally begins.

You don’t have to agree with Wordsworth about what poetry is or how best to achieve it. (Would you always want a poem to
express powerful emotion, for example? I referred to Hardy’s ‘Neutral Tones’ above, where the whole point is that neither of the
two characters described feels anything much at all.) But the idea of contemplation is a useful and important one: it implies
distance, perhaps detachment, but above all re-creation, not the thing itself. And if we try to re-create something, we must choose
our methods and our words carefully in order to convey what we experienced as closely as possible. A word of warning though:
writers do not always aim to express personal experiences; often a persona is created.

The poet Ezra Pound offered this advice to other poets in an essay written in 1913: ‘Use no superfluous word, no adjective, which
does not reveal something’ (Gray, 1990, p. 56). And in the 1950s William Carlos Williams advised, ‘cut and cut again whatever
you write’. In his opinion, the ‘test of the artist is to be able to revise without showing a seam’ (loc. cit.). That sewing image he
uses appeals to me particularly because it stresses the notion of skilled craftsmanship. Pound and Williams were American, writing
long after Wordsworth, but, as you can see, like countless other poets they too reflected very seriously on their own poetic practice.
I hope this helps convince you that as students we owe it to the poems we read to give them close analytical attention.

Note About Organization

In what follows, section headings like ‘Rhyme’, ‘Rhythm’, ‘Line lengths and line endings’, ‘Alliteration’, and so on, are intended
to act as signposts to help you (if terms are unfamiliar, look them up in the glossary at the end). But these headings indicate only
the main technique being discussed. While it is something we need to attempt, it is very difficult to try to isolate devices in this way
— to separate out, for example, the effects of rhythm from rhyme. This doesn’t mean that we shouldn’t look for particular
techniques at work in a poem, but we need to be aware that they will be interdependent and the end product effective or not
because of the way such elements work together.

As you work through this reading, don’t be discouraged if your response to exercises differs from mine. Remember that I had the
advantage of choosing my own examples and that I’ve long been familiar with the poems I’ve used. On a daily basis, we probably
read much less poetry than we do prose. This is perhaps one reason why many people say they find poetry difficult — unfamiliarity
and lack of practice. But, like anything else, the more effort we put in, the wider the range of experiences we have to draw on. I
hope that when you come across an unfamiliar extract in the discussions that follow you might decide to look up the whole poem
on your own account, widening your own experience and enjoying it too.

Remember that language changes over the years. I’ve deliberately chosen to discuss poems from different periods, and given dates

of first publication. Do keep this in mind, especially as you may find some examples more accessible than others. The idiom and
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register of a poem written in the eighteenth century will usually be quite different from one written in the twentieth. Different verse
forms are popular at different times: while sonnets have been written for centuries, they were especially fashionable in Elizabethan
times, for example. Don’t expect to find free verse written much before the twentieth century.

If you are working on a poem, it can be a good idea to print it, maybe even enlarge it, and then
write anything you find particularly striking in the margins. Use highlighters or colored pens to underline repetitions and link
rhyme words. Patterns may well emerge that will help you understand the way the poem develops. Make the poems your own in
this way, and then, if you are the kind of person who doesn’t mind writing in books, you can insert notes in a more restrained way
in the margins of your book.

If you prefer to work on your computer, you can do a similar thing by using an annotation tool on your word processor.

Whatever you do, always ask yourself what the effect of a particular technique that you identify is. Noticing an unusual choice of
words, a particular rhyme scheme or use of alliteration is an important first step, but you need to take another one. Unless you go
on to say why what you have noticed is effective, what it contributes to the rest of the poem, how it endorses or changes things,
then you are doing less than half the job. Get into the habit of asking yourself questions, even if you can’t always answer them
satisfactorily.

Rhythm

All speech has rhythm because we naturally stress some words or syllables more than others. The rhythm can sometimes be very
regular and pronounced, as in a children’s nursery rhyme — ‘JACK and JILL went UP the HILL’ — but even in the most ordinary
sentence the important words are given more stress. In poetry, rhythm is extremely important: patterns are deliberately created and
repeated for varying effects. The rhythmical pattern of a poem is called its meter, and we can analyze, or ‘scan’ lines of poetry to
identify stressed and unstressed syllables. In marking the text to show this, the mark /’ is used to indicate a stressed syllable, and
‘X’ to indicate an unstressed syllable. Each complete unit of stressed and unstressed syllables is called a ‘foot’, which usually has
one stressed and one or two unstressed syllables.

The most common foot in English is known as the iamb, which is an unstressed syllable followed by a stressed one (x /). Many
words in English are iambic: a simple example is the word ‘forgot’. When we say this, the stresses naturally fall in the sequence:

x
‘forgot”.
Tambic rhythm is in fact the basic sound pattern in ordinary English speech. If you say the following line aloud you will hear what I
mean:
x [ S a /! X ! x I = f
I went across the road and bought a pair of shoes.
The next most common foot is the trochee, a stressed syllable (or ‘beat’, if you like) followed by an unstressed one (/x), as in the
word

/oo
‘mountain’.
Both the iamb and the trochee have two syllables, the iamb being a ‘rising’ rhythm and the trochee a ‘falling’ rhythm. Another two-
syllable foot known as the spondee has two equally stressed beats (/ /), as in

rod
‘blue spurt’.

Other important feet have three syllables. The most common are the anapest (x x /) and the dactyl (/ x x), which are triple rhythms,
rising and falling respectively, as in the words

AR ! foxox
‘unimpressed’ and ‘probably’.
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Here are some fairly regular examples of the four main kinds of meter used in poetry. (I have separated the feet by using a vertical
slash.) You should say the lines aloud, listening for the stress patterns and noting how the ‘beats’ fall on particular syllables or
words.

Iambic meter

x 7 P P x x4
The cur- | few tolls | the knell | of part- | ing day
Trochaic meter

fox /% I x !
Tiger | tiger | burning | bright

Anapestic meter

Xx x X i X x xX I
She is far | from the land | where her young | hero sleeps

Dactylic meter

L x

i i ox Y Ioxox
Woman much | missed how you | call to me, | call to me

The other technical point that you need to know about is the way the lengths of lines of verse are described. This is done according
to the number of feet they contain, and the names given to different lengths of lines are as follows:

monometer a line of one foot
dimeter a line of two feet
trimeter a line of three feet
tetrameter a line of four feet
pentameter a line of five feet
hexameter a line of six feet
heptameter a line of seven feet
octameter a line of eight feet.

By far the most widely used of these are the tetrameter and the pentameter. If you look back at the four lines of poetry given as
examples above, you can count the feet. You will see that the first one has five feet, so it is an iambic pentameter line; the second
one has four feet, so it is a trochaic tetrameter line; the fourth and fifth also have four feet, so are anapestic and dactylic tetrameter
lines respectively. Lines do not always have exactly the ‘right’ number of beats. Sometimes a pentameter line will have an extra
‘beat’, as in the famous line from Hamlet, “To be or not to be: that is the question’, where the ‘tion’ of question is an eleventh,
unstressed beat. (It is worth asking yourself why Shakespeare wrote the line like this. Why did he not write what would have been a
perfectly regular ten-syllable line, such as ‘The question is, to be or not to be’?)

Having outlined some of the basic meters of English poetry, it is important to say at once that very few poems would ever conform
to a perfectly regular metrical pattern. The effect of that would be very boring indeed: imagine being restricted to using only iambic
words, or trying to keep up a regular trochaic rhythm. Poets therefore often include trochaic or anapestic or dactylic words or
phrases within what are basically iambic lines, in order to make them more interesting and suggestive, and to retain normal
pronunciation. Here is a brief example from Shakespeare to show you what I mean. I have chosen a couple of lines spoken by
Rosalind in

As You Like It, Act 1, scene 2, and have marked this first version to show you the basic iambic meter:

x x ! X ! X ! -
My fa- | ther loved | Sir Row- | landas | his soul,

x ! X f x f x !
And all | the world | was of | my fa | ther’s mind.

If you say the lines out loud in this regular way you can hear that the effect is very unnatural. Here is one way the lines might be
scanned to show how the stresses would fall in speech (though there are other ways of scanning them):

T X I X X x /
My father loved Sir Rowland as his soul,
x ! x / x x =& [ = !

And all the world was of my father’s mind.
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It must be emphasized that there is no need to feel that you must try to remember all the technical terms I have been introducing
here. The purpose has been to help you to become aware of the importance of rhythmic effects in poetry, and it can be just as
effective to try to describe these in your own words. The thing to hang on to when writing about the rhythm of a poem is that, as
Ezra Pound put it, ‘Rhythm MUST have meaning’: ‘It can’t be merely a careless dash off with no grip and no real hold to the
words and sense, a tumty tum tumpty tum tum ta’ (quoted in Gray, 1990, p. 56). There are occasions, of course, when a tum-ty-ty-
tum rhythm may be appropriate, and ‘have meaning’. When Tennyson wrote ‘The Charge of the Light Brigade’, he recreated the
sound, pace, and movement of horses thundering along with the emphatic dactyls of ‘Half a league, half a league, half a league
onward / Into the valley of death rode the six hundred’. But for a very different example we might take a short two-line poem by
Pound himself. This time there is no fixed meter: like much twentieth-century poetry, this poem is in ‘free verse’. Its title is ‘In a
Station of the Metro’ (the Metro being the Paris underground railway), and it was written in 1916:

xR KN X x ! / xR /

The apparition of these faces in the crowd;
fxox xS ! f

Petals on a wet, black bough.

Here you can see that the rhythm plays a subtle part in conveying the meaning. The poem is comparing the faces of people in a
crowded underground to petals that have fallen on to a wet bough. The rhythm not only highlights the key words in each line, but
produces much of the emotional feeling of the poem by slowing down the middle words of the first line and the final three words of
the second.

For our final example of rhythm I’ve chosen a passage from Alexander Pope’s An Essay on Criticism (1711).

Activity 2

Take a look at this excerpt from An Essay on Criticism. Read it aloud if you can. Listen to the rhythm, and identify why the rhythm
is appropriate to the meaning.

Discussion

Pope here uses a basic structure of iambic pentameters with variations, so that the lines sound as if they have a different pace, faster
or slower, depending on what is being described. It is not just rhythm that contributes to the effect here: rhyme and alliteration
(successive words beginning with the same sound) recreate smooth, rough, slow and swift movement. Rhythm is entirely
dependent on word choice, but is also influenced by other interdependent stylistic devices. Pope’s lines enact what they describe
simply because of the care that has gone into choosing the right words. It doesn’t matter if you don’t recognise the classical
allusions: from the descriptions it is clear that Ajax is a strong man and Camilla is quick and light. If you count the beats of each
line, you’ll notice that, in spite of the variety of sound and effect, all have five stresses, except the last, which has six. Strangely
enough it is the last and longest line that creates an impression of speed. How is this achieved? Try to hear the lines by reading
them again out loud.

There is really only one way, and that is through the words chosen to represent movement: the repeated ‘s’ sounds associated with
Camilla trip swiftly off the tip of the tongue, whereas Ajax’s lines demand real physical effort from mouth, lips, and tongue. You
will get a much stronger sense of this if you form the words in this way, even if you are unable to say them out loud. In an exam,
for instance, silent articulation of a poem will help you grasp many poetic techniques and effects that may otherwise be missed.

This extract from Pope’s An Essay on Criticism, like the whole poem, is written in rhyming couplets (lines rhyming in pairs). They
confer a formal, regular quality to the verse. The punctuation helps to control the way in which we read: notice that there is a pause
at the end of each line, either a comma, a semi-colon, or a full stop. This use of the end-stopped line is characteristic of eighteenth-
century heroic couplets (iambic pentameter lines rhyming in pairs), where the aim was to reproduce classical qualities of balance,
harmony, and proportion.

Get into the habit of looking at rhyme words. Are any of Pope’s rhymes particularly interesting here? One thing I noticed was what
is known as poetic inversion. The rhyme ‘shore’/’roar’is clearly important to the sound sense of the verse, but the more natural
word order (were this ordinary speech) would be ‘The hoarse rough verse should roar like the torrent’. Had he written this, Pope
would have lost the sound qualities of the rhyme ‘shore’/’roar’. He would have had to find a word such as ‘abhorrent’ to rhyme
with ‘torrent’ and the couplet would have had a very different meaning. He would also have lost the rhythm of the line, in spite of
the fact that the words are exactly the same.

Before we leave An Essay on Criticism, did you notice that Pope’s subject in this poem is really poetry itself? Like Wordsworth,
Pound, and William Carlos Williams, all of whom I’ve quoted earlier, Pope too was concerned with poetry as a craft.

https://human.libretexts.org/@go/page/59554


https://libretexts.org/
https://en.wikipedia.org/wiki/Public_domain
https://human.libretexts.org/@go/page/59554?pdf
http://www.open.edu/openlearn/ocw/mod/oucontent/olink.php?id=1713&targetdoc=Criticism

LibreTextsw

Alliteration

Sue’s Sewing Services o

Alliteration is the term used to describe successive words beginning with the same sound —

usually, then, with the same letter.

To illustrate this I would like to use a stanza from Arthur Hugh Clough’s poem, ‘Natura naturans’. There is not enough space to
quote the whole poem, but to give you some idea of the context of this stanza so that you can more fully appreciate what Clough is
doing, it is worth explaining that ‘Natura naturans’ describes the sexual tension between a young man and woman who sit next to
each other in a railway carriage. They have not been introduced, and they neither speak nor exchange so much as a glance. The
subject matter and its treatment is unusual and also extraordinarily frank for the time of writing (about 1849), but you need to know
what is being described in order to appreciate the physicality of the lines I quote.

Activity 3
Read the attached stanza from Arthur Hugh Clough’s poem “Natura Naturans” and consider the following questions:

1. What is the single most striking technique used, and what are the effects?
2. How would you describe the imagery, and what does it contribute to the overall effect?

Discussion

1. Visually the use of alliteration is striking, particularly in the first line and almost equally so in the second. If you took the advice
above about paying attention to the physical business of articulating the words too, you should be in a good position to
discriminate between the rapidity of the flies and the heavier movement of the bees, and to notice how tactile the language is.
The effect is actually to create sensuality in the stanza.

2. Notice that though we begin with flies, bees and rooks, all of which are fairly common flying creatures, we move to the more
romantic lark with its ‘wild’ song, and then to the positively exotic gazelle, leopard, and dolphin. From the rather homely
English air (flies, bees, birds), we move to foreign locations ‘Libyan dell’ and ‘Indian glade’, and from there to ‘tropic seas’.
(Cod in the North Sea would have very different connotations from dolphins in the tropics.) Air, earth, and sea are all invoked
to help express the variety of changing highly charged erotic feelings that the speaker remembers. The images are playful and
preposterous, joyfully expressing the familiar poetic subject of sexual attraction and arousal in a way that makes it strange and
new. Notice that in each case the image is more effective because the alliteration emphasizes it.

Rhyme
If a poem rhymes, then considering how the rhyme works is always important.

Rhyme schemes can be simple or highly intricate and complex; it will always be worth considering why a particular rhyme pattern
was chosen and trying to assess its effects.

Activity 4
Read “Love from the North” (1862) by Christina Rossetti. What is the poem about, and how does the rhyme contribute to the
meaning and overall effect?

Discussion

‘Love From the North’ tells a simple story. A woman about to marry one man is whisked away by another, just as she is about to
exchange vows. The form of the poem is very simple: the second and fourth lines of each of the eight 4-line stanzas rhyme. More
significantly, because the last word of each stanza is ‘nay’, there is only one rhyme sound throughout. There are more internal
rhymes relying on the same repeated sound, however, aren’t there? Look at the last lines of stanzas 1, 2, 6, 7 and 8 where ‘say’
‘nay’; ‘nay’ ‘nay’; ‘say’ ‘nay’; ‘yea’ ‘nay’; and ‘say’ ‘nay’ appear. In the second stanza, ‘gay’ occurs twice in line 2; stanza five
and six both have ‘yea’ in line 3. What is the effect of this?

Do you think the effect might be to help over-simplify the story? Clearly the woman has doubts about the man from the south’s
devotion: he ‘never dared’ to say no to her. He seems to have no will of his own: he ‘saddens’ when she does, is ‘gay’ when she is,
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wants only what she does. On her wedding day she thinks: ‘It’s quite too late to think of nay’. But is she any happier with the
strong man from the north? Who is he? Has he carried her off against her will? And what exactly do you make of the last stanza?
Do the ‘links of love’ imply a chain? This strong-minded woman who imposed her will on the man from the south has ‘neither
heart nor power/Nor will nor wish’ to say no to the man from the north. Is that good, or bad? And what do you make of the ‘book
and bell’ with which she’s made to stay? Certainly they imply something different from the conventional Christian marriage she
was about to embark on in the middle of the poem — witchcraft, perhaps, or magic? And are the words ‘Till now’ particularly
significant at the beginning of line 3 in the last stanza? Might they suggest a new resolve to break free?

How important is it to resolve such questions? It is very useful to ask them, but not at all easy to find answers. In fact, that is one of
the reasons I like the poem so much. The language is very simple and so is the form — eight quatrains (or four-line stanzas) — and
yet the more I think about the poem, the more interesting and ambiguous it seems. In my opinion, that is its strength. After all, do
we always know exactly what we want or how we feel about relationships? Even if we do, is it always possible to put such feelings
into words? Aren’t feelings often ambivalent rather than straightforward?

It is also worth bearing in mind the fact that the poem is written in ballad form. A ballad tells a story, but it does only recount
events — part of the convention is that ballads don’t go into psychological complexities. It is likely that Rossetti chose this ancient
oral verse form because she was interested in raising ambiguities. But perhaps the point of the word ‘nay’ chiming throughout
‘Love From the North’ is to indicate the female speaker saying no to both men — the compliant lover and his opposite, the demon
lover, alike? After all, ‘nay’ is the sound which gives the poem striking unity and coherence.

Keats’s ‘Eve of St Agnes’ (1820) also tells a tale of lovers, but it isn’t a ballad, even though the rhyme scheme of the first four lines
is the same as Rossetti’s quatrains. The stanzas are longer, and the form more complex and sophisticated. The rhyme pattern is the
same throughout all 42 stanzas, the first two of which are reproduced for the following activity:

Activity 5

Read the first two stanzas of Keats’s “Eve of St Agnes.” How would you describe the rhyme scheme, and does it seem appropriate
for the subject matter?

Discussion

In comparison to the Rossetti poem the rhyme sounds form complex patterns, don’t they? While ‘was’/’grass’ in the first stanza
and ‘man’/’wan’ in the second do not quite produce a full rhyme (depending on your accent), the first and third lines do rhyme in
subsequent stanzas. Using a letter of the alphabet to describe each new rhyme sound, we could describe the pattern like this:ab ab
b ¢ b ¢ c (imagine sustaining that intricate patterning for 42 stanzas). This kind of formula is useful up to a point for showing how
often the same sounds recur, and it does show how complicated the interweaving of echoing sounds is. But it says nothing about
how the sounds relate to what is being said — and, as I have been arguing all along, it is the relationship between meaning and word
choice that is of particular interest. To give a full answer to my own question, I’d really need to consider the function of rhyme
throughout the poem. It would not be necessary to describe what happens in each stanza, but picking out particular pertinent
examples would help me argue a case. With only the first two stanzas to work with, I could say that, if nothing else, the intricate
rhyme pattern seems appropriate not only for the detailed descriptions but also for the medieval, slightly gothic setting of the
chapel where the holy man prays.

Activity 6
Read the extract from Tennyson’s “Mariana” (1830). Again, this comes from a longer poem, so it would be useful to look it up and
read the rest if you have the opportunity.

Read the extract and consider the following questions:

1. Describe the rhyme in the stanza from Tennyson’s ‘Mariana’.
2. What is the first stanza about?

Discussion

1. As with the Keats poem, the rhyme scheme here is quite complicated. Using the same diagrammatic formula of a letter for each
new rhyme sound, we could describe this as ‘abab c dd c e f e f. You might notice too that indentations at the beginning of
each line emphasise lines that rhyme with each other: usually the indentations are alternate, except for lines 6 and 7, which form
a couplet in the middle of the stanza. It is worth telling you too that each of the stanzas ends with a variation of the line ‘I would
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that I were dead’ (this is known as a refrain) so — as in Christina Rossetti’s ‘L.ove From the North’ — a dominant sound or series
of sounds throughout helps to control the mood of the poem.

2. We may not know who Mariana is, or why she is in the lonely, crumbling grange, but she is obviously waiting for a man who is
slow in arriving. The ‘dreary’/’aweary’ and ‘dead’/’said’ rhymes, which, if you read the rest of the poem, you will see are
repeated in each stanza, convey her dejection and express the boredom of endless waiting. As with the stanzas from Keats’s
‘Eve of St Agnes’, there is plenty of carefully observed detail — black moss on the flower-plots, rusty nails, a clinking latch on a
gate or door — all of which description contributes to the desolation of the scene and Mariana’s mood. Were the moated grange a
lively, sociable household, the poem would be very different. Either Mariana would be cheerful, or her suicidal misery would be
in sharp contrast to her surroundings. It is always worth considering what settings contribute to the overall mood of a poem.

Poetic Inversion

Poetic inversion, or changing the usual word order of speech, is often linked to the need to maintain a rhythm or to find a rhyme.
We noticed Pope’s poetic inversion in An Essay on Criticism and saw how the rhyme was intimately linked to the rhythm of the
verse. The song ‘Dancing in the Street’, first recorded by Martha and the Vandellas in the 1960s, does violence to word order in the
interests of rhyme — ‘There’ll be dancing in the street/ A chance new folk to meet’ — but, because the words are sung to a driving
rhythm, we are unlikely to notice how awkward they are. There’s a convention that we recognise, however unconsciously, that
prevents us from mentally re-writing the line as ‘a chance to meet new people’. (‘People’ rather than ‘folk’ would be more usual
usage for me, but, as with the Pope example, this would mean that the rhythm too would be lost.)

Poems That Don’t Rhyme

Are poems that don’t rhyme prose? Not necessarily. Virginia Woolf (1882-1941), a novelist rather than a poet, and T.S. Eliot
(1888-1965), known particularly for his poetry, both wrote descriptive pieces best described as ‘prose poems’. These look like
short prose passages since there is no attention to line lengths or layout on the page, as there was, for example, in ‘Mariana’. When
you study Shakespeare you will come across blank verse. ‘Blank’ here means ‘not rhyming’, but the term ‘blank verse’ is used
specifically to describe verse in unrhyming iambic pentameters.

Although iambic pentameters resemble our normal speech patterns, in ordinary life we speak in prose. You’ll notice if you look
through Shakespeare’s plays that blank verse is reserved for kings, nobles, heroes and heroines. They may

also speak in prose, as lesser characters do, but commoners don’t ever have speeches in blank verse. Shakespeare — and other
playwrights like him — used the form to indicate status. It is important to recognise this convention, which would have been
understood by his contemporaries — writers, readers, and audiences alike. So choosing to write a poem in blank verse is an
important decision: it will elevate the subject. One such example is Milton’s epic Paradise Lost(1667), a long poem in twelve
Books describing Creation, Adam and Eve’s temptation, disobedience and expulsion from Paradise. It sets out to justify the ways
of God to man, so blank verse is entirely appropriate. This great epic was in Wordsworth’s mind when he chose the same form for
his autobiographical poem, The Prelude.

Activity 7

Read and compare these extracts. One is from Book XIII of The Prelude, where Wordsworth is walking up Mount Snowdon; the
other is from “The Idiot Boy,” one of his Lyrical Ballads. What effects are achieved by the different forms?

Discussion

Both poems use iambic meter — an unstressed followed by a stressed syllable. The extract from The Prelude uses iambic
pentameters, five metrical feet in each line, whereas ‘The Idiot Boy’ (like the ballad, ‘Love From the North’) is in tetrameters, only
four, establishing a more sing-song rhythm. Other stylistic techniques contribute to the difference in tone too: the language of The
Prelude is formal (Wordsworth’s ‘Ascending’ rather than ‘going up’), whereas ‘The Idiot Boy’ uses deliberately homely diction,
and rhyme. Three simple rhyme words ring out throughout the 92 stanzas of the latter: ‘Foy’, ‘boy’ and ‘joy’ stand at the heart of
the poem, expressing the mother’s pride in her son. The moon features in each extract. In The Prelude, as Wordsworth climbs, the
ground lightens, as it does in The Old Testament before a prophet appears. Far from being a meaningless syllable to fill the rhythm
of a line, ‘lo’ heightens the religious parallel, recalling the biblical ‘Lo, I bring you tidings of great joy’: this episode from The
Prelude describes a moment of spiritual illumination. Wordsworth’s intentions in these two poems were quite different, and the
techniques reflect that.

Other poems that don’t use rhyme are discussed later (“Wherever I Hang’; ‘Mona Lisa’; ‘Poem’). Notice that they use a variety of
rhythms, and because of that none can be described as blank verse.
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Voice

Is the speaker in a poem one and the same as the writer? Stop and consider this for a few
moments. Can you think of any poems you have read where a writer has created a character, or persona, whose voice we hear when
we read?

Wordsworth’s The Prelude was written as an autobiographical poem, but there are many instances where it is obvious that poet and
persona are different. Charlotte Mew’s poem, ‘The Farmer’s Bride’ (1916) begins like this:

Three summers since I chose a maid,
Too young maybe — but more’s to do
At harvest-time than bide and woo.
When us was wed she turned afraid
Of love and me and all things human;

(Warner, 1981, pp. 1-2)

Mew invents a male character here, and clearly separates herself as a writer from the voice in her poem. Some of the most well-
known created characters — or personae — in poetry are Browning’s dramatic monologues.

Activity 8
Consider the opening lines from three Robert Browning poems. Who do you think is speaking?

Discussion

Well, the first speaker isn’t named, but we can infer that, like Brother Lawrence whom he hates, he’s a monk. The second must be a
Duke since he refers to his ‘last Duchess’ and, if we read to the end of the third poem, we discover that the speaker is a man
consumed with such jealousy that he strangles his beloved Porphyria with her own hair. Each of the poems is written in the first
person (*

my heart’s abhorrence’; ‘That’s my last Duchess’; I listened with heart fit to break’). None of the characters Browning created in
these poems bears any resemblance to him: the whole point of a dramatic monologue is the creation of a character who is most
definitely not the poet. Charlotte Mew’s poem can be described in the same way.

Line Lengths and Line Endings

Read the following prose extract taken from Walter Pater’s discussion of the Mona Lisa, written in 1893, and then complete the
activity:

She is older than the rocks among which she sits; like the vampire, she has been dead many times, and learned the secrets of the
grave; and has been a diver in deep seas, and keeps their fallen day about her; and trafficked for strange webs with Eastern
merchants: and, as Leda, was the mother of Helen of Troy, and, as Saint Anne, the mother of Mary; and all this has been to her but
as the sound of lyres and flutes, and lives only in the delicacy with which it has moulded the changing lineaments, and tinged the
eyelids and the hands.

Activity 9

When W.B. Yeats was asked to edit The Oxford Book of Modern Verse 1892—-1935 (1936), he chose to begin with this passage from
Pater, but he set it out quite differently on the page. Before you read his version, write out the extract as a poem yourself. The
exercise is designed to make you think about line lengths, where to start a new line and where to end it when there is no rhyme to
give you a clue. There is no regular rhythm either, though I’m sure you will discover rhythms in the words, as well as repeated
patterns. How can you best bring out these poetic features?
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Discussion

Of course, there is no right answer to this exercise, but you should compare your version to Yeats’s, printed below, to see if you
made similar decisions.

She is older than the rocks among which she sits;

Like the Vampire,

She has been dead many times,

And learned the secrets of the grave;

And has been a diver in deep seas,

And keeps their fallen day about her;

And trafficked for strange webs with Eastern merchants;
And, as Leda,

Was the mother of Helen of Troy,

And, as St Anne,

Was the mother of Mary;

And all this has been to her but as the sound of lyres and flutes,
And lives

Only in the delicacy

With which it has moulded the changing lineaments,
And tinged the eyelids and the hands.

View the document as a PDF.

I wonder whether you used upper case letters for the first word of each line, as Yeats did? You may have changed the punctuation,
or perhaps have left it out altogether. Like Yeats, you may have used ‘And’ at the beginnings of lines to draw attention to the
repetitions: nine of the lines begin in this way, emphasising the way the clauses pile up, defining and redefining the mysterious
Mona Lisa. Two lines begin with ‘She’: while there was no choice about the first, beginning the third in the same way focuses
attention on her right at the start of the poem. Yeats has used Pater’s punctuation to guide his line endings in all but two places:
lines 13 and 14 run on — a stylistic device known as enjambment. The effect is an interesting interaction between eyes and ears.
While we may be tempted to read on without pausing to find the sense, the line endings and white space of the page impose pauses
on our reading, less than the commas and semi-colons that mark off the other lines, but significant nevertheless.

Yeats’s arrangement of the words makes the structure and movement of Pater’s long sentence clearer than it appears when written
as prose. The poem begins with age — she is ‘older than the rocks’ — and refers to ‘Vampire’, death, and ‘grave’ in the first lines.
The decision to single out the two words ‘And lives’ in a line by themselves towards the end of the poem sets them in direct
opposition to the opening; we have moved from great age and living death to life. The arrangement of lines 8-11 highlights her
links with both pagan and Christian religions: the Mona Lisa was the mother of Helen of Troy and the Virgin Mary. The wisdom
and knowledge she has acquired is worn lightly, nothing more than ‘the sound of lyres and flutes’, apparent only in the ‘delicacy’
of colour on ‘eyelids and hands’.

The aim of the preceding exercise was to encourage you to think about form and structure even when a poem does not appear to
follow a conventional pattern. Because you have now ‘written’ a poem and had the opportunity to compare it with someone else’s
version of the same words, you should begin to realise the importance of decisions about where exactly to place a word for
maximum effect, and how patterns can emerge which will control our reading when, for example, successive lines begin with
repetitions. It should have made you think about the importance of the beginnings of lines, as well as line endings. What has been
achieved by using a short line here, a longer one there? How do these decisions relate to what is being said? These are questions
that can usefully be asked of any poem.

Earlier, discussing the extract from Pope’s An Essay on Criticism, I asked you to concentrate on the sound qualities of the poetry.
Here, I want you to consider the visual impact of the poem on the page. It is a good thing to be aware of what a complex task
reading is, and to be alive to the visual as well as the aural qualities of the verse.

Activity 10
When W.B. Yeats was asked to edit The Oxford Book of Modern Verse 1892—1935 (1936), he chose to begin with this passage from

Pater, but he set it out quite differently on the page. Before you read his version, write out the extract as a poem yourself. The
exercise is designed to make you think about line lengths, where to start a new line and where to end it when there is no rhyme to
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give you a clue. There is no regular rhythm either, though I’m sure you will discover rhythms in the words, as well as repeated
patterns. How can you best bring out these poetic features?

Further exercise: taking Grace Nichols’s ‘Wherever I Hang’, discussed in Activity 10, you could reverse the process carried out in
the previous exercise by writing out the poem as prose. Then, covering up the original, you could rewrite it as verse and compare
your version with the original.

Comparing and Contrasting

Often you will find that an assignment asks you to ‘compare and contrast’ poems. There’s a very good reason for this, for often it is
only by considering different treatments of similar subjects that we become aware of a range of possibilities, and begin to
understand why particular choices have been made. You will have realised that often in the previous discussions I’ve used a similar
strategy, showing, for example, how we can describe the rhyme scheme of ‘Love From the North’ as simple once we have looked
at the more intricate patterning of Keats’s “The Eve of St Agnes’ or Tennyson’s ‘Mariana’. Anne Bronté’s ‘Home’ and Grace
Nichols’s “Wherever I Hang’ treat the subject of exile in quite different ways, and looking at one can sharpen our understanding of
what the other does.

Activity 11

Read the opening lines from these two poems commemorating deaths. What can you explain why they sound so very different?

Discussion

If T had to identify one thing, I would say that the first begins more elaborately and with a more formal tone than the second. ‘Felix
Randal’ tends to use language in an unusual way, but you would probably agree that the first sentence is quite straightforward and
sounds colloquial (or informal), as if the speaker has just overheard someone talking about Randal’s death and wants to confirm his
impression. ‘Lycidas’ opens quite differently. It is not immediately apparent what evergreens have to do with anything (in fact they
work to establish an appropriately melancholy atmosphere or tone), and it isn’t until line 8 that we learn of a death. The word
‘dead’ is repeated, and the following line tells us that Lycidas was a young man. While ‘Felix Randal’ has an immediacy, the
speaker of ‘Lycidas’ seems to find it hard to get going.

Both poems are elegies — poems written to commemorate death — and both poets are aware of writing within this convention,
although they treat it differently.

Activity 12

What do the titles of the poems used in Activity 13 tell us about each poem, and how might they help us understand the different
uses of the elegiac convention?

Discussion

[ think it would be apparent to most readers that ‘Felix Randall’ is simply a man’s name, while
‘Lycidas’ is more mysterious. In fact Lycidas is a traditional pastoral name, but unless you know something about the classical
pastoral tradition it might mean very little to you. The young man whose death Milton was commemorating was actually called
Edward King, but, at the time he was writing, elegies were formal, public and impersonal poems rather than private expressions of
grief. ‘Lycidas’ commemorates a member of a prominent family rather than a close friend of the poet’s. Over two hundred years
later, Hopkins, while working loosely within the same elegiac convention, adapts it. Felix Randal is an ordinary working man, not a
public figure. In the seventeenth century it would have been unlikely that he would have been considered worthy of a poem like
this.

https://human.libretexts.org/@go/page/59554



https://libretexts.org/
https://en.wikipedia.org/wiki/Public_domain
https://human.libretexts.org/@go/page/59554?pdf
http://www.open.edu/openlearn/history-the-arts/culture/literature-and-creative-writing/literature/approaching-poetry/content-section-10#act010/?printable=1
http://www.open.edu/openlearn/ocw/mod/oucontent/olink.php?id=1713&targetdoc=poems+commemorating+deaths.
http://www.open.edu/openlearn/history-the-arts/culture/literature-and-creative-writing/literature/approaching-poetry/content-section-12#act013/?printable=1

LibreTextsw

If you were making a special study of elegies, there would be a great deal more to say. That’s not the idea here, though. The point is
that by comparing and contrasting the tone of the opening lines and the titles, and considering when the poems were written, we
have come up with a number of significant differences.

Activity 13

Read this poem by Robert Browning carefully. Who is speaking, and who is being addressed?

Discussion

From the evidence of the poem we know that the speaker once walked across a moor, found an eagle’s feather, and has a high
regard for the poet Shelley (1792-1822). The person being addressed is not named, but we discover that he (or she) once met
Shelley, and this alone confers status by association. The word ‘you’ (‘your’ in one instance) is repeated in 6 out of the first 8 lines.
“You’ becomes a rhyme word at the end of the second line, so when we reach the word ‘new’ in line four — one of the two lines in
the first stanzas that doesn’t contain ‘you’ — the echo supplies the deficiency. “You’ clearly represents an important focus in the first
half of the poem, but who exactly is ‘you’ ?

Thinking about this apparently straightforward question of who is being addressed takes us into an important area of critical debate:
for each one of us who has just read the poem has, in one sense, become a person who not only knows who Shelley is (which may
not necessarily be the case) but lived when he did, met him, listened to him, and indeed exchanged at least a couple of words with
him. Each of us reads the poem as an individual, but the poem itself constructs a reader who is not identical to any of us. We are so
used to adopting ‘reading’ roles dictated by texts like this that often we don’t even notice the way in which the text has manipulated
us.

Activity 14

Now read the Robert Browning poem again, this time asking yourself if the speaking voice changes in the last two stanzas, and if
the person who is being addressed remains the same.

Discussion

If the first half of the poem is characterised by the repetition of ‘you’ and the sense of an audience that pronoun creates, then the
second half seems quite different in content and tone. The speaker is trying to find a parallel in his experience to make sense of and
explain his feeling of awe; the change of tone is subtle. Whereas someone is undoubtedly being addressed directly in the first
stanza, in the third and fourth, readers overhear — as if the speaker is talking to himself.

At first the connection between the man who met Shelley and the memory of finding an eagle’s feather may not be obvious, but
there is a point of comparison. As stanza 2 explains, part of the speaker’s sense of wonder stems from the fact that time did not
stand still: ‘you were living before that, / And also you are living after’. The moor in stanza 3, like the listener, is anonymous — it
has ‘a name of its own ... no doubt’ — but where it is or what it is called is unimportant: only one ‘hand’s-breadth’ is memorable,
the spot that ‘shines alone’ where the feather was found. The poem is about moments that stand out in our memories while the
ordinary daily stuff of life fades. It also acknowledges that we don’t all value the same things.

Activity 15

Take another look at the poem. How would you describe its form?

Discussion

The structure of the poem is perfectly balanced: of the four quatrains, two deal with each memory, so, although the nature of each
seems quite different, implicitly the form invites us to compare them. Think about the way in which Browning introduces the eagle
feather. How does he convince us that this is a rare find?

To begin with, the third and fourth stanzas make up one complete sentence, with a colon at the end of the third announcing the
fourth; this helps to achieve a sense of building up to something important. Then we move from the visual image of a large space of
moor to the very circumscribed place where the feather is found, but the reason why this ‘hand’s-breadth’ shines out is delayed for
the next two lines ‘For there I picked up on the heather’ — yes? what? — ‘And there I put inside my breast’ — well? — ‘A moulted
feather’, ah (and notice the internal rhyme there of ‘feather’ with ‘heather’ which draws attention to and emphasises the harmony
of the moment), and then the word ‘feather’ is repeated and expanded: ‘an eagle-feather’ Clearly the feather of no other bird would
do, for ultimately the comparison is of eagle to the poet; Browning knows Shelley through his poetry as he knows the eagle through
its feather, and that feather presents a striking visual image.
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There is an immediacy about the conversational opening of the poem which, I have suggested, deliberately moves into a more
contemplative tone, possibly in the second stanza (think about it), but certainly by the third. We have considered some of the poetic
techniques that Browning employs to convince us of the rarity of his find in the third and fourth stanzas. You might like to think
more analytically about the word sounds, not just the rhyme but, for example, the repeated ‘ae’ sound in ‘breadth’ ‘heather’
‘breast’ and ‘feather’. What, however, do you make of the tone of the last line? Try saying the last lines of each stanza out loud.
Whether you can identify the meter with technical language or not is beside the point. The important thing is that ‘Well, I forget the
rest’ sounds deliberately lame. After the intensity of two extraordinary memories, everything else pales into insignificance and, to
reiterate this, the rhythm tails off. While the tone throughout is informal, the last remark is deliberately casual.

Glossary

Alliteration

Anapest

Assonance

Ballad
Caesura

Couplet
Dactyl

Dialogue
Diction
Elegy

Ellipsis

Enjambment

Epic

Epigram

Foot

Heroic couplet

Tamb

Iambic pentameter

repetition of sounds, usually the first letters of successive words, or
words that are close together. Alliteration usually applies only to
consonants.

see under foot.
repetition of identical or similar vowel sounds.

originally a song which tells a story, often involving dialogue.
Characteristically, the storyteller’s own feelings are not expressed.

strong pause in a line of verse, usually appearing in the middle of a line
and marked with a comma, semi-colon, or a full stop.

pair of rhymed lines, often used as a way of rounding off a sonnet;
hence the term ‘closing couplet’.

see under foot.

spoken exchange between characters, usually in drama and fiction but
also sometimes in poetry.

writer’s choice of words. Poetic diction might be described, for
instance, as formal or informal, elevated or colloquial.

poem of loss, usually mourning the death of a public figure, or someone
close to the poet.

omission of words from a sentence to achieve brevity and compression.

the use of run-on lines in poetry. Instead of stopping or pausing at the
end of a line of poetry, we have to carry on reading until we complete
the meaning in a later line. The term comes from the French for
‘striding’.

a long narrative poem dealing with events on a grand scale, often with a
hero above average in qualities and exploits.

witty, condensed expression. The closing couplet in some of
Shakepeare’s sonnets is often described as an epigram.

a unit of meter with a pattern of stressed and unstressed syllables. In the
examples that follow, a stressed syllable is indicated by ¢/’, and an
unstressed syllable by ‘x’: anapest: xx/; dactyl: /xx; iamb: x/; spondee:
//; trochee: /x

iambic pentameter lines rhyming in pairs, most commonly used for
satiric or didactic poetry, and particularly favoured in the eighteenth
century.

see under foot.

a line consisting of five iambs.
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Imagery

Metaphor

Meter

Narrative

Octave

Ode

Onomatopoeia

Ottava rima

Personification

Poetic inversion

Pun
Quatrain

Refrain

Rhyme

Rhyme scheme

Rhythm

Simile
Sonnet

Spondee

Syllable

special use of language in a way that evokes sense impressions (usually
visual). Many poetic images function as mental pictures that give shape
and appeal to something otherwise vague and abstract; for example,
‘yonder before us lie/Deserts of vast Eternity’. Simile and metaphor are
two types of imagery.

image in which one thing is substituted for another, or the quality of one
object is identified with another. The sun, for Shakespeare, becomes
‘the eye of heaven’.

(from the Greek

metron, ‘measure’) measurement of a line of poetry, including its length
and its pattern of stressed and unstressed syllables. There are different
meter in poetry. Most sonnets, for example, written in English are
divided into lines of ten syllables with five stresses — a measure known
as pentameter (from the Greek pente for ‘five’). The sonnet also tends
to use a line (known as the iambic line) in which an unstressed syllable
is followed by a stressed one, as in this line: ‘If I should die, think only
this of me’. Most sonnets, then are written in iambic pentameters.

the telling of a series of events (either true or fictitious). The person
relating these events is the narrator. However, it is often more usual in
poetry to refer to ‘the speaker’.

group of eight lines of poetry, often forming the first part of a sonnet.

a poem on a serious subject, usually written in an elevated formal style;
often written to commemorate public events.

a word that seems to imitate the sound or sounds associated with the
object or action, for example, ‘cuckoo’.

a poem in eight-line stanzas, rhymingabababcc.

writing about something not human as if it were a person, for example
‘Busy old fool, unruly Sun,/Why dost thou thus,/Through windows and
through curtains call onus?’.

reversing the order of normal speech in order to make the words fit a
particular rhythm, or rhyme, or both.

double meaning or ambiguity in a word, often employed in a witty way.
Puns are often associated with wordplay.

group of four lines of poetry, usually rhymed.

a line or phrase repeated throughout a poem, sometimes with variations,
often at the end of each stanza.

echo of a similar sound, usually at the end of a line of poetry.
Occasionally, internal rhymes can be found, as in: ‘Sister, my sister, O
fleet, sweet swallow’.

pattern of rhymes established in a poem. The pattern of rhymes in a
quatrain, for instance, might be ‘abab’ or ‘abba’.

the pattern of beats or stresses in a line creating a sense of movement.
Sestet: group of six lines of poetry, often forming the second part of a
sonnet.

image in which one thing is likened to another. The similarity is usually
pointed out with the word ‘like’ or ‘as’: ‘My love is like a red, red rose’.

fourteen iambic pentameter lines with varying rhyme schemes.
see under foot.

single unit of pronunciation. ‘Sun’ is one syllable; ‘sunshine’ is two
syllables.

https://human.libretexts.org/@go/page/59554



https://libretexts.org/
https://en.wikipedia.org/wiki/Public_domain
https://human.libretexts.org/@go/page/59554?pdf

LibreTexts
group of three lines in poetry, sometimes referred to as a triplet.

Tercet Trochee:
see under foot.

distinctive movement of change in mood or thought or feeling. In the

Tun sonnet, the turn usually occurs between the octave and the sestet,

though the closing couplet in Shakespeare’s sonnets often constitutes
the turn.

an intricate French verse form with some lines repeated, and only two
Villanelle rhyme sounds throughout the five three-line stanzas and the final four-
line stanza.
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1.6: Defining Literature

Literature, in its broadest sense, is any written work. Etymologically, the term derives from Latin litaritura/litteratura “writing
formed with letters,” although some definitions include spoken or sung texts. More restrictively, it is writing that possesses literary
merit. Literature can be classified according to whether it is fiction or non-fiction and whether it is poetry or prose. It can be further
distinguished according to major forms such as the novel, short story or drama, and works are often categorized according to
historical periods or their adherence to certain aesthetic features or expectations (genre).

Taken to mean only written works, literature was first produced by some of the world’s earliest civilizations—those of Ancient
Egypt and Sumeria—as early as the 4th millennium BC; taken to include spoken or sung texts, it originated even earlier, and some
of the first written works may have been based on a pre-existing oral tradition. As urban cultures and societies developed, there was
a proliferation in the forms of literature. Developments in print technology allowed for literature to be distributed and experienced
on an unprecedented scale, which has culminated in the twenty-first century in electronic literature.

Definition
Definitions of literature have varied over time. In Western Europe prior to the eighteenth century, literature as a term indicated all

books and writing.''! A more restricted sense of the term emerged during the Romantic period, in which it began to demarcate
“imaginative” literature."”!

Contemporary debates over what constitutes literature can be seen as returning to the older, more inclusive notion of what

constitutes literature. Cultural studies, for instance, takes as its subject of analysis both popular and minority genres, in addition to
canonical works."”’!

Major Forms

Poetry

A calligram by Guillaume Apollinaire. These are a type of poem in which the written words are arranged in such a way to produce

a visual image.
Poetry is a form of literary art that uses aesthetic and rhythmic qualities of language to evoke meanings in addition to, or in place
of, prosaic ostensible meaning (ordinary intended meaning). Poetry has traditionally been distinguished from prose by its being set
in verse;*! prose is cast in sentences, poetry in lines; the syntax of prose is dictated by meaning, whereas that of poetry is held
across metre or the visual aspects of the poem.'”’

Prior to the nineteenth century, poetry was commonly understood to be something set in metrical lines; accordingly, in 1658 a
definition of poetry is “any kind of subject consisting of Rythm or Verses”.\”! Possibly as a result of Aristotle’s influence (his
Poetics), “poetry” before the nineteenth century was usually less a technical designation for verse than a normative category of
fictive or rhetorical art.”' As a form it may pre-date literacy, with the earliest works being composed within and sustained by an

oral tradition; ®/ hence it constitutes the earliest example of literature.

Prose

Prose is a form of language that possesses ordinary syntax and natural speech rather than rhythmic structure; in which regard, along
with its measurement in sentences rather than lines, it differs from poetry.'?! On the historical development of prose, Richard Graff
notes that ”
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¢ Novel: a long fictional prose narrative.

¢ Novella:The novella exists between the novel and short story; the publisher Melville House classifies it as “too short to be a
novel, too long to be a short story.”!10)
o Short story: a dilemma in defining the “short story™ as a literary form is how to, or whether one should, distinguish it from any

short narrative. Apart from its distinct size, various theorists have suggested that the short story has a characteristic subject

matter or structure;' '/ these discussions often position the form in some relation to the novel.!'”]

Drama

Drama is literature intended for performance.''”
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1.7: Introduction to American Literature

Why Study Literature?
P Sota, the first white man who ever saw the Mississippi River, saw it in
154215 4 remark which
giving the dimensions of ; ot by
Ctilguing (ke colors by their scientific numes; 184 result, you get thie bakt el
of the sunset. but you don't see the sunset. It would have been better to puint i
picture of it.”

~Matk Twain, Life on the Missivsippi

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=44

This page titled 1.7: Introduction to American Literature is shared under a Public Domain license and was authored, remixed, and/or curated by
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1.8: Introduction to Fiction

Click below for a video presentation that gives college students a brief introduction to fiction.

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=46
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1.9: The Difference Between Fiction and Nonfiction

Is all fiction literature? Is all nonfiction literature?

Fiction refers to literature created from the imagination. Mysteries, science fiction, romance, fantasy, chick lit, crime thrillers are all
fiction genres. Whether or not all of these genres should be considered “literature” is a matter of opinion. Some of these fiction
genres are taught in literature classrooms and some are not usually taught, considered more to be reading for entertainment. Works
often taught in literature classrooms are referred to as “literary fiction” including classics by Dickens, Austen, Twain, and Poe, for
example.

Like fiction, non-fiction also has a sub-genre called “literary nonfiction” that refers to literature based on fact but written in creative
way, making it as enjoyable to read as fiction. Of course there are MANY other types of nonfiction such as cook books, fitness
articles, crafting manuals, etc. which are not “literature,” meaning not the types of works we would study in a literature classroom.
However, you may not be aware of the many types of nonfiction we would study, such as biography, memoir or autobiography,
essays, speeches, and humor. Of these literary nonfiction genres, they can be long like a book or series of books or short like an
essay or journal entry. Some examples of these you are already familiar with, like The Diary of Anne Frank or Angela’s Ashes by
Frank McCourt. These works of literary nonfiction have character, setting, plot, conflict, figurative language, and theme just like
literary fiction.

Clarification: The test of categorizing a work between fiction and non-fiction is not whether there is proof the story is true, but
whether it CLAIMS to be true. For example, someone writing a first hand account of being abducted by aliens would be classified
in the nonfiction section, meaning the author claims it really happened. Further, a story in which imaginary characters are set into
real historical events is still classified as fiction.
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1.10: Introduction to Creative Nonfiction

Click below for a short video that gives college students a brief introduction to creative nonfiction.

CREATIVE NONFICTION

How are the facts collected?

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=50
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1.11: Introduction to Plays and Film

Click below for a powerpoint presentation that gives college students a brief introduction to plays and film.

ch like the Di >f a film

force of the on, They try to

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=52
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1.12: Reading a Play

Click below to access this article about plays as works of literature. L\ J/

¢ “Reading a Play” from the OWL at Purdue University’s Writing Lab
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1.13: Reading Poetry

Click on the link below get guidance from Poets.org about how to approach poetry as a critical reader.

e “How to Read a Poem” from Poets.org

Contributors and Attributions
CC licensed content, Original

o Introduction to Literature. Provided by: Extended Learning Institute of Northern Virginia Community College. Located at:
http://eli.nvcc.edu/. License: CC BY: Attribution

Public domain content

o Image of check mark. Authored by: ClkerFreeVectorImages. Located at: https://pixabay.com/en/check-mark-checklist-action-
check-304375/. License: Public Domain: No Known Copyright

This page titled 1.13: Reading Poetry is shared under a Public Domain license and was authored, remixed, and/or curated by Lumen Learning.
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1.14: Poetry Lesson Presentation

Click below for a powerpoint presentation that gives college students a poetry lesson presentation.

Rhythm

Rhythm is familior to us all. We infernciize tha meler of nursery rhyrmes from an
aarly oge

Stressed and urstressed syllabies maka up the beat or meter of a poem
“There was an old woman who lived in a shoe...”

Motice how the shreised syllables make up the meter, Maler is a throwback 1o
an oncient lime when all poelry was song and drums were the miain instrumen!

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=58

Contributors and Attributions
CC licensed content, Original

o Poetry Lesson Presentation. Authored by: Tom Chester. Provided by: Ivy Tech Community College. License: CC BY:
Attribution

CC licensed content, Shared previously

e Poetry Lesson. Authored by: thisheather. Located at: https://youtu.be/JLKengChb-E. License: CC BY: Attribution

This page titled 1.14: Poetry Lesson Presentation is shared under a Public Domain license and was authored, remixed, and/or curated by L.umen
Learning.

https://human.libretexts.org/@go/page/59549



https://libretexts.org/
https://en.wikipedia.org/wiki/Public_domain
https://human.libretexts.org/@go/page/59549?pdf
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/01%3A_Genre_Introduction/1.14%3A_Poetry_Lesson_Presentation
http://pb.libretexts.org/itl/?p=58#pb-interactive-content
https://creativecommons.org/licenses/by/4.0
https://youtu.be/JLKengChb-E
https://creativecommons.org/licenses/by/4.0
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/01%3A_Genre_Introduction/1.14%3A_Poetry_Lesson_Presentation
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/01%3A_Genre_Introduction/1.14%3A_Poetry_Lesson_Presentation?no-cache
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/01%3A_Genre_Introduction/1.14%3A_Poetry_Lesson_Presentation?no-cache

LibreTextsw
CHAPTER OVERVIEW

2: Literary Conventions

2.1: Point of View

2.2: Perspective and Point of View
2.3: Literary Terms

2.4: Elements of Literature

2.5: The Rough Guide to Literary Style, a Historical Overview
2.6: Theme

2.7: Conflict

2.8: Symbols in Literature

2.9: Symbolism

2.10: Characters and Characterization
2.11: Metaphor

This page titled 2: Literary Conventions is shared under a Public Domain license and was authored, remixed, and/or curated by Lumen Learning.



https://libretexts.org/
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.01%3A_Point_of_View
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.02%3A_Perspective_and_Point_of_View
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.03%3A_Literary_Terms
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.04%3A_Elements_of_Literature
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.05%3A_The_Rough_Guide_to_Literary_Style_a_Historical_Overview
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.06%3A_Theme
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.07%3A_Conflict
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.08%3A_Symbols_in_Literature
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.09%3A_Symbolism
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.10%3A_Characters_and_Characterization
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.11%3A_Metaphor
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions?no-cache
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions?no-cache

LibreTextsw

2.1: Point of View

Learn the different kinds of narrative POV: reliable first person, unreliable first person, omniscient third person, limited third
person, objective third person, and even the rarely-used second person. Also, better understand why understanding POV is an
important life skill, beyond the writing or study of literature.

The 5 Basic Kinds of
Point-of-View (POV)

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=90

Contributors and Attributions
All rights reserved content

e POV: Point of View. Authored by: mistersato411. Located at: https://youtu.be/SKi56cPUSFk. License: All Rights Reserved.
License Terms: Standard YouTube License

This page titled 2.1: Point of View is shared under a Public Domain license and was authored, remixed, and/or curated by L.umen Learning.
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2.2: Perspective and Point of View

A link to an interactive elements can be found at the bottom of this page.

Contributors and Attributions
All rights reserved content

o Perspective and Point of View. Authored by: Suan Anon. Located at: https://prezi.com/rpiacgxcngpk/perspective-and-point-
of-view/#. License: All Rights Reserved. License Terms: Public and Reusable Prezi

This page titled 2.2: Perspective and Point of View is shared under a Public Domain license and was authored, remixed, and/or curated by Lumen

Learning.
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2.3: Literary Terms

To discuss and analyze literature it is important to know some of the basic terms and expressions used within the subject area. The
following glossary covers the most widely used terms.

Term

allegory

alliteration

allusion

ambiguity

atmosphere

biography

blank verse

character and characterization

Definition

Simply put, an allegory is a narrative that has a symbolic meaning. That
is, the whole story, its plot, characters and often setting, are all elements
that signify a second correlated narrative.

Alliteration is when a text (most often poetry, but also prose) has three
or more succeeding words that start with the same sound. It is usually
applied to consonants, either at the beginning of the word or on a
stressed syllable within the word.

In a literary work there will often be a brief reference to a person, place,
event or to another literary work. This is called an allusion, and was
very common in classic and romantic poetry which had many references
to ancient mythology.

Ambiguity means double meaning. It is a common literary technique in
both poetry and prose to use words and expressions with multiple
meanings.

The word covers the mood or ambience that the writer creates in his
narrative. The intention is to give the reader a feeling (often dark and
foreboding) of what is going to happen.

A biography is, simply put, the story of a person’s life. It is a popular
genre; people love to read about the lives of famous persons. An
autobiography is a biography written by the person himself.

Blank verse is when a poem (of a certain metric pattern) has no end
rhymes. Many of Shakespeare’s texts, both his plays and poems are in
blank verse. It will then have a certain melodic rhythm that comes alive
when it is recited.

Character refers to the person(s) in a narrative or a play. They can be
described directly (through the narrator) or indirectly (through the eyes
of other characters. We also use the terms flat or round characters to
indicate their complexity.

A verbal cliche is a fixed and often used expression. A structural cliche
is a common and predictable element of a narrative. It can be either a

cliche character or a turn of the plot. In film and literature cliches are negative
elements, since they indicate lack of creativity, both in terms of
language and plot arrangements.
A comedy is a play or a film that puts the audience in a good and safe
mood. Certain techniques are used to create a good comedy, e.g.
comedy mistaken identity and misunderstandings. The audience will be amused
and confident that things will turn out happily for the characters (at least
the ones who deserve it).
Connotation is the same as denotation, and means that a word (mostly
. in poetry) has a different meaning than it has in everyday use. E.g.
connotation i y.) . . . & ey &
“cold” will in colloquial settings mean low temperature, but as a
connotation it may also mean e.g. heartless or unfeeling.
When certain opposites are juxtaposed, or put up against each other, e.g.
contrast two scenes in a film, this will highlight the contrast between them. The

effect is that the two elements will mutually amplify each other.
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epic
epigram
epiphany

essay

fiction
foreshadow

genre

gothic

humanism
hyperbole and understatement
imagery

irony

melodrama

metaphor
meter

motif

This is one of the main literary genes (epic, lyric, dramatic) and will
denote a narrative which is told like a story or a plot. There are many
sub-genres of epic literature.

Originally this means some sort of inscription. It is a short, pointed
poem that is often witty and well composed with a striking punch line.

Epiphany in Greek means “manifestation of God.” In literature it means
a sudden and often spiritual awakening, like when a character suddenly
sees with clarity the way out of a predicament or a dilemma.

An essay is a composition about a topic, often arguing a certain thesis or
stating a point of view.

Fiction, or a fictive narrative is invented, as opposed to a factual
presentation of events that are historically true.

To foreshadow is to place hints or bits of information that will lead the
reader to an anticipation of the outcome of the narrative. The opening
parts of a novel or a short-story will often hold elements of
foreshadowing.

Genre is French and means type or form; it is used to categorize
literature in groups according to certain criteria.

In architecture, Gothic means the pointed style that broke with the
traditional Roman rounded form of arches and ceilings in cathedrals. In
literature the word is used about the type of novels of the late 18th
century, containing eerie ingredients like ghosts in derelict castles with
dark hallways and hidden doors. Other elements would include violent
action, occultism and sorcery.

This is an alternative denotation of the Renaissance (1550-1650), and it
signifies the human as a master of his universe; man is able to seek
within himself for answers, but must also appreciate his own
shortcomings and inner contradictions.

Hyperbole comes from Greek and means to exaggerate, as opposed to
an understatement, which is a blunt way of making a statement by
giving it less significance than it really has; e.g to say “bad luck” when
a disaster has struck.

Imagery is a common term in modern literary theory; it describes poetry
that is rich with suggestive images and associations.

In colloquial speech irony means to say the opposite of what one really
means (verbal irony). In literature one also has this verbal irony, but
also what is called structural irony, where the writer gives his plot a turn
that can be read with a double meaning. In a short-story there may be an
ironic twist at the ending to sum up the theme.

Originally a melodrama was a drama with song. In literature the term
will denote a plot which is a bit over the top when it comes to effects.
The plot will often be sentimental and not strictly credible, and the
characters are more exaggerated “types” than believable persons.

A metaphor is a figure of speech where two or more elements of a
different nature are compared with each other, but without “like” or
“as”. If the comparison includes “like” or “as” it is called a simile.

Meter is a collective term for the rhythmic pattern of a poem. There are
a number of metric systems. A text written in meter is called a verse.

Note the spelling. A motif is a recurring element in a literary text. It

may be an incident or a phrase that occurs in different situations and
settings through the text.
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myth and legend

narrator and narrative

novel

omniscient

paradox

pathos

plot

point of view

protagonist

satire

setting

short story

soliloquy

stream of consciousness

style

symbol

tragedy

theme

Originally a myth is a story derived from mythology, e.g. the ancient
religions of Greece and Rome, or Norse mythology. At the time the
myth was believed to be true. The story of gods and supernatural beings
is a myth, but if the protagonist is a man it is called a legend. Today a
myth will usually mean something which is a popular claim, but it is not
true.

The narrator is the one that relates the story, and whose information
unfolds the plot. The narrative is the story itself.

A novel can be defined as a substantial narrative with many characters
and a plot that stretches over a long time span (not always) and may
have many settings. There are many sub-categories.

To be omniscient means “to know it all,” and is used about a narrator
who is everywhere in the story and can reveal the thoughts of all the
characters.

A paradox is a phrase or statement which seems self-contradictory, but
turns out to have a valid meaning after all. “Fair is foul, and foul is fair”
(Shakespeare, Macbeth) is an example of a literary paradox.

Pathos is Greek and means deep feeling or passion. Today we associate
pathos with a slightly overexposed sentimentality designed to evoke
pity or compassion of the reader or a theatre audience.

The plot is the structure and order of actions in a narrative text or a play.

The point of view is also called “angle” and signifies the way a
narrative is told, and from where. The point of view will be the eyes
through which we see the narrative.

The protagonist is the main character of a narrative. There will also be
sub-characters that the protagonist relates to.

A satire is a narrative which will expose a questionable practice or
element in a subtle and “concealed” way. A satire can be funny, but has
a serious intent.

The setting of a narrative or a play will define where and when the plot
takes place. The setting will always be strongly related to the plot, and
will include description of weather and light / dark.

A short story is exactly that — a short story. It has a condensed plot that
evolves over a short time span, and has few characters.

This term is used in dramatic literature and means that the actor is
speaking to himself, or “aside” as it also is called. It is widely used in
many of Shakespeare’s plays.

“Stream of consciousness” was a term which was introduced during
modernism, and means that the narrative is based on what goes on in the
mind of a protagonist. It is also called interior monologue.

The style is the way the writer arranges his narrative and his choice of
words. The style will be closely connected to the mood and atmosphere.

A symbol is an object, expression or event that represents an idea
beyond itself. The weather and light/darkness will often have a
symbolic meaning.

In a tragedy an innocent protagonist will be involved in escalating
circumstances with a fatal result. The tragic development is either
caused by a flaw in the character’s personality or by events that evolve
beyond his control.

The theme of a narrative or a play is the general idea or underlying
message that the writer wants to expose.
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Contributors and Attributions

CC licensed content, Shared previously

o Literary Terms. Authored by: Jan-Louis Nagel. Provided by: NDLA. Located at: http://ndla.no/en/node/91060?fag=71085.
License: CC BY-SA: Attribution-ShareAlike

This page titled 2.3: Literary Terms is shared under a Public Domain license and was authored, remixed, and/or curated by Lumen Learning,.
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2.4: Elements of Literature

These are the Elements of Literature, the things that make up every story. This is the first of two videos.

The elements of o story

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=74

These are the elements of literature with Mr. Taylor.

Protagonist -vs- Antagonist -vs- Supporting

Main character Goes against main character Everyone else

Round -vs-_

Static -vs- Dynamic

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=74

Contributors and Attributions

All rights reserved content

o Elements of Literature with Mr. Taylor (Part 1). Authored by: Kenny Taylor. Located at: https://youtu.be/9E6JJojgCew.
License: All Rights Reserved. License Terms: Standard YouTube License

o Elements of Literature with Mr. Taylor (Part 2). Authored by: Kenny Taylor. Located at: https://youtu.be/O7c_SjKcGbE.
License: All Rights Reserved. License Terms: Standard YouTube License

This page titled 2.4: Elements of Literature is shared under a Public Domain license and was authored, remixed, and/or curated by Lumen

Learning.
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2.5: The Rough Guide to Literary Style, a Historical Overview

Literary style can be defined as how a writer decides to express whatever he wants to say; his choice of words, the sentence
structure, syntax, language (figurative or metaphorical). Writing is more than telling a story or coming up with an interesting plot;
for the writer it is an essential part of the writing process to select the words and language carefully and to develop his own
personal style. In this article we will present some examples of different literary styles throughout history, and briefly discuss their
effect on the reader, both at the time they were written and today. When you have studied the article and the examples, follow the
link at the bottom for tasks and activities.

The Old Style

Reading old texts, for example from the Renaissance, can be a bit of a challenge for a modern reader. Scholars and writers at the
time would often excel in rhetorical devices to show their verbal skills; sentences were long and intricate with many diversions and
sub clauses. Many people were illiterate, and reading, let alone writing, was reserved for the cultural elite, and was seen as
evidence of intellectual status. The following is a quote from John Bunyan’s The Pilgrim’s Progress (1678):

Then I saw in my dream, that when they were got out of the wilderness, they presently saw a town before them, and the name of
that town is Vanity; and at the town there is a fair kept, called Vanity Fair, because the town where it is kept is lighter than vanity;
and also because all that is there sold, or what cometh thither, is vanity.

What we note here is that the paragraph is one long sentence, which is made up of clauses linked by connectors (comma,
semicolon, and, because). This is called a “periodic sentence” because the conclusion of the sentence is suspended until the end.
The style is oratorical and formal, and the immediate effect on the modern reader is most likely impatience, because there are so
many subclauses and additional information. The reader may want to find the point of the information, but in renaissance literature
the ornamental language was a point on its own.

During the 16th and 17th centuries writers skillfully expressed themselves in a poetic language mainly designed for recital. The
theatre was a popular cultural venue, where people came to follow the great works of William Shakespeare and Christopher
Marlow, two of the great playwrights of the time. Many Shakespearian plots were often traditional or perhaps even stolen from
some other source, but Shakespeare was the unchallenged master of language. The following extract is the opening lines of Twelfth
Night (1601):

If music be the food of love, play on,

Give me excess of it; that, surfeiting

The appetite may sicken, and so die...
That strain again, it had a dying fall:

O, it came o’er my ear like the sweet south
That breathes upon a bank of violets;
Stealing and giving odour... (-) Enough,
No more!

The style may seem both theatrical and pompous, but that was the literary ideal during the Renaissance, and the theatre audience
loved it. Many modern readers also embrace this musical language; Shakespeare’s eloquent style is still recognized as supreme
literary craftsmanship.

Science and Facts

The style of the Enlightenment writers was more informative and scientifically to the point. Their choice of words and narrative
style were influenced by the predominant ideals of the time — science, facts and lexical information. The following example is from
Robinson Crusoe (1719) by Daniel Defoe. Robinson has just survived the shipwreck and is on a raft approaching the island that is
to become his home for the next 28 years:

At length I spy’d a little Cove on the right Shore of the Creek, to which with great Pain and Difficulty I guided my Raft, and at last
got so near, as that, reaching Ground with my Oar, I could thrust her directly in, but here I had like to have dipt all my Cargo in the
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Sea again; for that Shore lying pretty steep, that is to say sloping, there was no Place to land, but where one End of my Float, if it
run on Shore, it would endanger my Cargo again.

This descriptive and rational style is typical of the era. We also see, as with John Bunyan, that the whole paragraph is one long
sentence with many clauses. The informative style worked well for contemporary readers who were hungry for accounts about
explorations and scientific experiments. The effect on a modern reader may of course be rather tedious as the detailed information
is so meticulously laid out. An interesting detail is the capitalization of nouns, which was a common feature of enlightenment
literature.

The Romantic Touch

Prose from the Romantic Era is also characterized by a somewhat elevated style, but as the two following examples will show, the
style now becomes more accessible for modern readers, with shorter sentences and a more colloquial language. But the choice of
words clearly reveals that this is the time of strong emotions and moral reflections. The first example is from Jane Eyre by
Charlotte Bronté (1847):

I had forgotten to draw my curtain, which I usually did, and also to let down my window-blind. The consequence was, that when
the moon, which was full and bright (for the night was fine), came in her course to that space in the sky opposite my casement, and
looked in at me through the unveiled panes, her glorious gaze roused me. Awakening in the dead of night, I opened my eyes on her
disc — silver-white and crystal clear. It was beautiful, but not too solemn: I half rose and stretched my arm to draw the curtain.

The poetic style exemplifies the romantic ideals brilliantly; it is like a lyrical prose text with elements usually associated with
poetry. The next example is from Jane Austen’s Pride and Prejudice (1813):

The discussion of Mr Collins’s offer was now nearly at an end, and Elizabeth had only to suffer from uncomfortable feelings
necessarily attending it, and occasionally from some peevish allusion of her mother. As for the gentleman himself, his feelings were
chiefly expressed, not by embarrassment, or dejection, or by trying to avoid her, but by stiffness of manner and resentful silence.

The style here is also purely romantic; Austen’s choice of words reflects the morals and the conventions that were predominant
with the upper classes at the time. To a modern reader the style may seem a bit formal, but Jane Austen portrayed her time and its
virtues in an accurate manner. Austen’s popularity clearly shows that her style also goes down well with modern readers.

Realism

During the Victorian Age (or Realism as the era is referred to on the continent) literary style became more diverse as writers now
more than before developed their own personal style. Victorian writers wanted to display reality in all its details, for better or
worse. If we look at Charles Dickens, who is recognized as the most prominent Victorian novelist, his style is quite unique with its
precise and visual descriptions. People and places are painted for the reader down to the smallest details. The following example is
from Oliver Twist (1838):

It was market morning. The ground was covered, nearly ankle-deep, with filth and mire; and a thick steam, perpetually rising from
the reeking bodies of the cattle, and mingling with the fog, which seemed to rest upon the chimney-tops, hung heavily above. All
the pens in the centre of the large area, and as many temporary pens as could be crowded into the vacant space, were filled with
sheep; tied up to post by the gutter side were long lines of beasts and oxen, three of four deep. Countrymen, butchers, drovers,
hawkers, boys, thieves, idlers, and vagabonds of every low grade were mingled in a mass; the whistling of drovers, the barking of
dogs, the bellowing and plunging of oxen, the bleating of sheep, the grunting and squeaking of pigs...

This is the typical Dickensian style; he paints a picture so vivid and detailed that the reader is able to see, hear and smell the scene.
Here, too, the paragraph consists of three long sentences (apart from the brief introduction). Dickens’ hang to meticulous
descriptions is also reflected in his narrative style; the main plot is intertwined with sub-plots and more or less related side stories
that seem to lead in different directions. Reading Dickens is like slow speed skating — you go left and right as you also gradually
move forward. To many modern readers Dickens’ style may be a bit overwhelming, there is simply too much to take in. On the
other hand, few other writers — if any — have been able to paint such an accurate picture of their contemporary society.

The next example of literary style from the mid-19th century is taken from Mark Twain’s Life on the Mississippi (1874), where
Twain writes about his training to become a pilot on the river:

Now the engines were stopped altogether, and we drifted with the current. Not that I could see the boat drift, for I could not, the
stars being all gone by this time. This drifting was the dismalest work; it held one’s heart still. Presently I discovered a blacker
gloom than that which surrounded us. It was the head of the island. We were closing right down upon it. We entered it deeper
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shadow, ad so imminent seemed the peril that I was likely to suffocate; and I had the strongest impulse to do something, anything,
to save the vessel. But still Mr Bixby stood by his wheel, silent, intent as a cat, and all the pilots stood shoulder to shoulder at his
back. “She’ll not make it! Somebody whispered.

Note how the style here is totally different from Dickens’ picturesque description of the market scene. Mark Twain’s style is subtler
and more subdued, nevertheless he communicates the scene brilliantly; we feel the intensity of the moments before the steamer hits
land. This may also be a consequence of Mark Twain’s narrative angle, as he relates this in an autobiographical way, from a 1st
person angle.

Less is More

During the first half of the 20th century literary style became even more diverse. Many writers now wanted to experiment with
their art, and literature became complex and abstract. Some writers took it to the limit and their texts were close to unintelligible for
the ordinary reader. Here we will present two examples of a more moderate modernist literary style. James Joyce is probably the
prime exponent of the experimental modernist style, but the following example from A Portrait of the Artist as a Young Man
(1916), his debut, is quite straightforward — though it carries elements of the style he would develop in his later works:

She had passed through the dusk. And therefore the air was silent save for one soft hiss that fell. And therefore the tongues about
him had ceased their babble. Darkness was falling.

The style of these silent and poetic lines has an intriguing effect on the reader. Joyce’s choice of words makes the reader reflect:
Why was the air silent because “she had passed through the dusk”? Note also: “passed through the dusk” instead of “walked
through the evening”. And at the end is a sentence of just three words; it is a brilliant example of minimalist, poetic prose.

Another modernist writer who became famous for his minimalist style was Ernest Hemingway. His literary style was to economize
information to the point that what is left unsaid is more important than what is said. A famous example is when Hemingway
accepted the challenge of writing a novel in six words, and came up with: “For Sale. Baby Shoes. Never Worn.” This example of
Hemingway’s short-cut style is from the novel The Sun Also Rises (1926):

It was dim and dark and the pillars went high up, and there were people praying, and it smelt of incense, and there were some
wonderful big buildings.

In this very brief and to-the-point description, Hemingway gives the reader as little information as possible, but enough to set the
mood or atmosphere of the scene. The sentence consists of five independent clauses connected with “and.” In his short story Indian
Camp (1924) Hemingway takes his minimalist style even further by omitting the connecting “ands™:

The sun was coming over the hills. A bass jumped, making a circle in the water. Nick trailed his hand in the water. It felt warm in
the sharp chill of the morning.

If we compare this with, for example, Charles Dickens’ market scene we see a totally different narrative style that demands more
from the reader. We are not given all the details; the full effect of the text depends on what the reader is able to add to it. The
Norwegian author Tarjei Vesaas is another prime example of this poetic minimalism; he would often omit all unnecessary
connectors (“and,” ”or,” ”because”...), and present his narrative like a naked skeleton for the reader to dress up.

The Style is the Trial

Writers at all times have worked with words to develop their own personal style, influenced by their cultural and social
environment, and driven by an unstoppable urge to express themselves. They struggle with words and literary devices to get their
message across exactly the way they want it. Writing is a remarkable profession; it takes some talent and creativity, certainly some
commitment — and a lot of work. The German writer Thomas Mann put it like this: “It is a struggle — spending hour after hour, even
days fighting with just one sentence; a good day is when I have completed some lines.” Most writers are perfectionists; the bulk of
what they write is simply tossed in the bin. American contemporary novelist Paul Auster even said: “Don’t do it if you don’t have
to. It’s a curse!” Discouraging advice for aspiring writers!
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2.6: Theme

The theme is the main idea, lesson or message in the novel. It usually states an idea about humans, society or life.

You will often be asked to analyze how the theme is expressed. Study the novel to check if any elements are repeated that may
suggest a theme. Is there more than one theme? In the Harry Potter stories there may be many themes. One of the most important
must be the value of being modest. Harry does not boast, he is humble, loyal and good. That is why he succeeds in the end. This is
the lesson that Rowling wants to pass on to us. We are clearly shown what happens to the characters that are selfish and mean.

o The theme is the main idea in the story.
e The message is the lesson the author wants to teach us.

Theme can also be expressed as
o the underlying meaning of a literary work, a general truth about life or mankind.

A theme is the general subject the story revolves around. It often represents universal and timeless ideas that are relevant in most
people’s lives.

Even though a novel may have an action-packed story, the underlying theme may be to stick to your friends and be loyal — as in
Harry Potter.

Contributors and Attributions

CC licensed content, Shared previously

o Theme (Easy Novel Guide). Authored by: Eli M. Huseby and Knut Inge Skifjeld. Provided by: NDLA. Located at:
http://ndla.no/en/node/62755?fag=42. License: CC BY-SA: Attribution-ShareAlike

o Content from Theme. Authored by: Knut Inge Skifjeld and Anne Scott Hagen. Provided by: NDLA. Located at:
http://ndla.no/en/node/62755?fag=42. License: CC BY-SA: Attribution-ShareAlike

This page titled 2.6: Theme is shared under a Public Domain license and was authored, remixed, and/or curated by Lumen Learning.

https://human.libretexts.org/@go/page/59558



https://libretexts.org/
https://en.wikipedia.org/wiki/Public_domain
https://human.libretexts.org/@go/page/59558?pdf
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.06%3A_Theme
http://ndla.no/en/node/62755?fag=42
https://creativecommons.org/licenses/by-sa/4.0
http://ndla.no/en/node/62755?fag=42
https://creativecommons.org/licenses/by-sa/4.0
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.06%3A_Theme
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.06%3A_Theme?no-cache
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.06%3A_Theme?no-cache

LibreTextsm

2.7: Conflict

If stories were without conflicts or tension, we would be easily bored. The conflict is usually the heart of the story and revolves
around the main character. What does Harry struggle with? The main conflict is Harry’s attempt to stop Voldemort, the murderer of
his parents, from stealing the Philosopher’s Stone. So, it is a classical fight between good and evil forces. We also note that the
world of the wizards clashes with the world of the Muggles, where the Muggles are represented by the stupid Dursleys. These are
outer conflicts threatening Harry. However, there are also conflicts going on inside Harry; like, should he:

e Avenge the murder of his parents?

o Live by the wizard rules and obligations?

o Punish the Dursleys for treating him so badly?
o Boast of his skills and abilities?

o Be loyal to his friends?

Conflicts are important to stories to make them interesting.
There may be outer and inner conflicts.
Conflict: a struggle between opposing forces.

A conflict is a misunderstanding or clash of interests that develops in the story. This often occurs between main characters. It drives
the story forward and creates suspense.

If a story had no conflict, it would be very boring. A conflict is basically a situation which has to change.

Examples

In a story where someone finds a lump of gold, the conflicts will probably revolve around who gets to keep this gold. The conflict
here would involve greed.

If a plane crashes in the mountains, the conflict will deal with survival.

But conflicts may also be on a personal level — like in novels where a person struggles with emotional issues or moral dilemmas.
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2.8: Symbols in Literature

What is a symbol? How are they used in literature? How can you interpret them and how do they relate to theme? Take a minute to
learn more here!

How do I notice symbols?

MOCKINGRIRTY
& Look for the symbol in a title e

To Kill A Mockirgbind

1984

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=82
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2.9: Symbolism

A short video explaining symbols in literature.

Symbolism Explained

A YouTube element has been excluded from this version of the text. You can view it online here:

Definition of symbolism with examples of poems using symbolism.

A YouTube element has been excluded from this version of the text. You can view it online here:
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2.10: Characters and Characterization

The characters are the persons that are involved in the story. Obviously, Harry Potter is the main character. The main character is
often called the protagonist. Since Harry Potter and the Philosopher’s Stone is a novel, we meet many other characters as well.
Look at the character list on Sparknotes — Harry Potter. Which characters would you rank as the most important? It would be
surprising if you did not include Harry’s friends Ron and Hermione, his enemies Draco and the scary Voldemort, and not to forget
“the good guys,” Professor Dumbledore and the giant Hagrid.

How are the characters described? In the novel we are admitted to Harry’s thoughts and fears and based on that, we can say
something about Harry as well as his relationship with other characters.

Most novels will have a hero, a good guy. There is no doubt that Harry Potter is the hero and protagonist, and he has a lot of good
friends. How do we know that they are good? We have to depend on information about looks, behavior and speech.

Extracts from the Novel
Study the extracts and then answer the questions which follow.

Extracts from the first chapter of Harry Potter and the Philosopher’s Stone used in the analysis.

Extract 1

If the motorcycle was huge, it was nothing to the man sitting astride it. He was almost twice as tall as a normal man and at least
five times as wide. He looked simply too big to be allowed, and so wild — long tangles of bushy black hair and beard hid most of
his face, he had hands the size of trash can lids, and his feet in their leather boots were like baby dolphins. In his vast, muscular
arms he was holding a bundle of blankets. (Description of Hagrid)

Extract 2

“S—s—sorry,” sobbed Hagrid, taking out a large, spotted handkerchief and burying his face in it. “But I c-c-can’t stand it — Lily and
James dead — an’ poor little Harry off ter live with Muggles — ” (Hagrid talks about Harry’s dead parents and how he has to stay
with the humans, the Muggles)

Extract 3

“Yes, yes, it’s all very sad, but get a grip on yourself, Hagrid, or we’ll be found,” Professor McGonagall whispered, patting Hagrid
gingerly on the arm as Dumbledore stepped over the low garden wall and walked to the front door. He laid Harry gently on the
doorstep, took a letter out of his cloak, tucked it inside Harry’s blankets, and then came back to the other two. For a full minute the
three of them stood and looked at the little bundle; Hagrid’s shoulders shook, Professor McGonagall blinked furiously, and the
twinkling light that usually shone from Dumbledore’s eyes seemed to have gone out. (From the delivery of the orphan Harry at the
Dursleys’ doorstep)

Extract 4

“Look”— he murmured, holding out his arm to stop Malfoy. Something bright white was gleaming on the ground. They inched
closer. It was the unicorn, all right, and it was dead. Harry had never seen anything so beautiful and sad. Its long, slender legs were
stuck out at odd angles where it had fallen and its mane was spread pearly white on the dark leaves. Harry had taken one step
toward it when a slithering sound made him freeze where he stood. A bush on the edge of the clearing quivered... Then, out of the
shadows, a hooded figure came crawling across the ground like some stalking beast. Harry, Malfoy, and Fang stood transfixed. The
cloaked figure reached the unicorn, lowered its head over the wound in the animal’s side, and began to drink its blood. (from the
first time Harry meets Voldemort)

? Exercises

Study Extracts 1, 2 and 3
1. How does the author introduce us to Hagrid and Professor Dumbledore? What kind of impression do you get? Do you like
them? Why?
2. Describe in your own words Hagrid’s looks.
3. How is speech used to describe the characters?

https://human.libretexts.org/@go/page/59562



https://libretexts.org/
https://en.wikipedia.org/wiki/Public_domain
https://human.libretexts.org/@go/page/59562?pdf
https://human.libretexts.org/Bookshelves/Literature_and_Literacy/Introduction_to_Literature_(Lumen)/02%3A_Literary_Conventions/2.10%3A_Characters_and_Characterization
http://www.sparknotes.com/lit/harrypotter

LibreTextsm

Villains/Antagonists

In most novels we will also meet some “bad guys”. They are often called villains or antagonists. How do we know that they are
evil? Study Extract 4 above.

1. Describe in your own words Voldemort’s looks and behavior.
2. How does the author tell us that Voldemort is an evil character (an antagonist)?

Character Development

Throughout the story Harry changes a lot. He develops from a loner into a sociable, more mature guy, and he also has to admit
that he is mistaken. One of the characters that he thinks is “a bad guy” is actually “a good guy”! In most reports you will be
asked to write a characterization of one of the main characters and to comment if they have changed, or not.

? Terminology

o The characters are the persons we meet in the story.

o A characterization is a description of the characters.

o The protagonist is the main character, often the hero of the story.
e The antagonist is the villain or enemy in the story.
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2.11: Metaphor

How do metaphors help us better understand the world? And, what makes a good metaphor? Explore these questions with writers
like Langston Hughes and Carl Sandburg, who have mastered the art of bringing a scene or emotion to life.

Lesson by Jane Hirshfield, animation by Ben Pearce.

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=88

Contributors and Attributions
All rights reserved content

o The art of the metaphor - Jane Hirshfield. Authored by: TED-Ed. Located at: https://youtu.be/AOedKglL.9EgM. License: All
Rights Reserved. License Terms: Standard YouTube License

This page titled 2.11: Metaphor is shared under a Public Domain license and was authored, remixed, and/or curated by L.umen Learning.
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3.1: Creating MLA Works Cited Entries

Because of the wide variety of source formats, MLA 8 now requires that researchers follow a simple set of guidelines to create
appropriate citations (instead of looking up one of the fifty-nine types of sources inside the previous handbook and following the
instructions). Although there are still distinct rules you need to follow to create a citation, the rules are less rigid and allow for you
to look for the main components of a citation and construct it yourself. This means you will need to think about the source and its
information, select the appropriate components, and organize it in a logical and useful manner.

Regardless of the source type, you are now asked to locate the same “core elements” from your sources and place them in a
standard order in order to create citations. These core elements are explained in detail below. Note that you do not need to
memorize every step of this process, but should take this opportunity to understand how citations are created. You can always
return to this page, to the MLA handbook, the MLA Style Center, or to other online resources to help you create the citations you
need for your paper. Click through the following slides to learn more about each component and to see examples of MLA citations.

A link to an interactive elements can be found at the bottom of this page.
You can also download the presentation here.

Watch this video to see examples of how to identify the core elements needed in a citation:

ERRGIPS 123
Author Maoyer, Melinda Wenner. . T s
Title of source “Infant Possibilities Infant Possit
Title of magazine, Popular Science,
container 1
Number vol. 285, no. 2,
Date Aug. 2014,
Location Pp. 50+

¢ Maoyer, Melinda Wenner. “Infant Possibilities.” Popular Science,
f vol. 285, no. 2, Aug. 2014, pp. 50+. ProQuest,
search.proquest.com/docview/15495484917accountid=100.

A YouTube element has been excluded from this version of the text. You can view it online here: http://pb.libretexts.org/itl/?p=114

? Practice

Practice your mastery of ML A documentation by correctly ordering the following citations from the Santa Fe College library:

e Book — Desktop Version | Touchscreen Version

o Chapter in an Edited Book — Desktop Version | Touchscreen Version

e Article from a Print Journal — Desktop Version | Touchscreen Version

o Journal Article from a Library Database — Desktop Version | Touchscreen Version
e Web Page — Desktop Version | Touchscreen Version

e Video — Desktop Version | Touchscreen Version

Contributors and Attributions
CC licensed content, Original

e Revision and Adaptation. Provided by: Lumen Learning. License: CC BY-NC-SA: Attribution-NonCommercial-ShareAlike

CC licensed content, Shared previously

e MLA Format (8th Ed.), information for presentation. Authored by: EasyBib. Located at:
http://www.easybib.com/guides/citation-guides/mla-8/. License: CC BY-NC-SA: Attribution-NonCommercial-ShareAlike

All rights reserved content

¢ MLA Style, 8th Edition: An Introduction. Authored by: MU Libraries. Located at: https://youtu.be/ISekg YAdQcU?t=2m7s.
License: All Rights Reserved. License Terms: Standard YouTube License
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3.2: MLA In-Text Citations

Because the use of in-text citations will be so integral to your writing processes, being able to instantly craft correct citations and
identify incorrect citations will save you time during writing and will help you avoid having unnecessary points taken off for
citation errors.

Here is the standard correct in-text citation style according to MLA guidelines:
“Quotation” (Author’s Last Name Page Number).

Take a moment to carefully consider the placement of the parts and punctuation of this in-text citation. Note that there is no
punctuation indicating the end of a sentence inside of the quotation marks—closing punctuation should instead follow the
parentheses. There is also no punctuation between the author’s last name and the page number inside of the parentheses. The
misplacement of these simple punctuation marks is one of the most common errors students make when crafting in-text citations.

It is reported that (Smith 123).

AUTHOR
PAGE

Include the right information in the in-text citation. Every time you reference material in your paper, you must tell the reader the
name of the author whose information you are citing. You must include a page number that tells the reader where, in the source,
they can find this information. The most basic structure for an in-text citation looks like this: (Smith 123).

So, let’s say we have the following quote, which comes from page 100 of Elizabeth Gaskell’s North and South: “Margaret had
never spoken of Helstone since she left it.”' "’

The following examples show incorrect ML A <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>