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*****CRAFTMANSHIP AND TECHNIQUE

Specific skills the poet has used in creating his or her work of art.
How does the poet achieve his or her effect?
What specific techniques are employed and what are the effects?

STYLE and LANGUAGE


a. The Poet’s Voice



Tone


Tone and Atmosphere


b. DICTION

Style: DICTION
DENOTATION and CONNOTATION
HOW DO POETS USE WORDS
AMBIGUITY
The GRAMMATICAL ELEMENT
Only comment when there is something to say.
A poet’s diction is his choice of words, or vocabulary.
Diction can be archaic, colloquial, formal, refined, elegant, technical ...
E.g. Jesus Christ! I’m hit – colloquial
E.g. Avenge, O Lord, thy slaughter’d saints, whose bones/Lie scattered on the Alpine Mountains cold - exalted, dignified or formal
from LONGMAN EXAM GUIDES
DENOTATION and CONNOTATION
The average word has three component parts: sound, denotation and connotation.
Denotation dictionary meaning or meaning of the word.
Connotation what it suggests beyond what it expresses; its overtones of meaning
E.g. Home
Denotation: a place where one lives
Connotation: suggests security, love, comfort and family
E.g. Childlike and Childish – both mean "characteristic of a child"
but Childlike suggests meekness, innocence, wide-eyed wonder
and Childish suggests pettiness, wilfulness and temper tantrums.
Connotation is very important in poetry for it is one of the means by which the poet can concentrate or enrich meaning – say more in fewer words.
E.g. THERE IS NO FRIGATE LIKE A BOOK by Emily Dickinson (1830 – 1886)
There is no frigate like a book
To take us lands away,
Nor any coursers like a page
Of prancing poetry.
This traverse may the poorest take
Without oppress of toll.
How frugal is the chariot
That bears the human soul!
In this poem Emily Dickinson is considering the power of a book or of poetry to carry us away, to take us from our immediate surroundings into a world of imagination. To do this she has compared literature to various means of transportation: a boat, a team of horses, a wheeled land vehicle. But she has been careful to choose kinds of transportation and names for them that have romantic connotations. 
"Frigate" suggests exploration and adventure; 
"coursers," – beauty and speed
"chariot" – speed and the ability to go through the air as well as on land
How much of the meaning of the poem comes from this selection of vehicles and words is apparent if we try to substitute steamship for frigate, horses for coursers and streetcar for chariot.
(from LITERATURE STRUCTURE, SOUND, AND SENSE)
The diction of poetry, like every other aspect of style, must constantly be judged according to its fitness for the task that the poet has set for himself.
In selecting the words that he will use, a poet is concerned with their meaning, their sound, and their associations. The richness of the words, the imagination stirring quality or "their poetry" comes primarily from the associations that they carry with them, and for which the poet has chosen them.
Adjectives and verbs are the chief sources of this richness of language which makes poetry appeal so strongly to the imagination, and in judging the artistic merit of the diction of a poem, the critic should look carefully at every adjective and verb employed.
(from THE CRITICISM OF POETRY)
HOW DO POETS USE WORDS
"Look for the striking word" is too general.
1. Sometimes a change in tone can indicate that a word is worth thinking about.
In Blake’s THE POISON TREE, the tone is that of someone who obsessively nurses his anger, till, in the words of the poem, "it bore an apple bright", which tempts his hated enemy to theft:
And into my garden stole
When the night had veiled the pole;
In the morning glad I see
My foe outstretched beneath the tree.
When the enemy is dead, the tone changes from being dark and furtive to one of relief, and even rejoicing. This change is focused in the word "glad". If you had to write about that poem, you would have to discuss the shock that comes when a word as blithe and innocent as "glad" is used in relation to death.
2. Repeated words.
When a poet uses a word more than once it is often because it is vital in the building up of the poem’s meaning.
Here is another example from Blake – the opening of LONDON:
I wandered through each chartered street,
Near where the chartered Thames does flow,
And mark in every face I meet
Marks of weakness, marks of woe.
Why does Blake repeat "chartered" and "mark"? It looks as if he is angry at the way in which everywhere in London – even the river! – is given over to trade (a charter being a licence to sell). This, he feels, has marked the people, and also marked him, for although he uses the word as a verb when he speaks of himself, it sounds harsh, and if he, too is aware of "marks of woe" in him.
3. Contrast.
Yeat’s poem THE CIRCUS ANIMAL’S DESERTION ends with a striking contrast between two ideas. He writes of:
… the foul rag-and-bone shop of the heart.
The power of these words comes from the contrast between the filth associated with a "rag-and-bone shop" and the word "heart" with its associations of high and noble feelings. Such a striking contrast invites you to write about how the words work.
4. Sometimes a word may strike you but you are at a loss as to what to say about it.
You can always ask these questions:
Why was this word rather than a similar one used?
What meanings does this word have in everyday speech that might be exploited here?
How does the context enrich the meaning of the word?
E.g. Blake’s THE SICK ROSE
O Rose, thou art sick!
Why does Blake use sick rather than a similar word such as "ill"? The answer must be that sick is more forceful. The physical associations of sick are more powerful than "ill" (which can mean just being off-colour), and its sharp, abrupt sound enacts more dramatically the rose’s diseased state.
(from MASTERING ENGLISH LITERATURE)
AMBIGUITY
Ambiguity refers to the fact that words can often have several meanings, thus making us uncertain what is meant. Ambiguity does not mean a confusing mistake but is used to indicate the many nuances of meaning that can be found in poetic language. 
In Book I of PARADISE LOST, Milton writes of Satan’s pride in seeing his host of fallen angels assembling before him:
And now his heart
Distends with pride, and hardening in his strength
Glories . . .
The word "pride" is ambiguous because it has two meanings:
a praiseworthy delight in one’s own achievements, 
the sin of placing oneself before others and God.
Satan is rightly proud to see before him all the angels who remain his faithful followers, but this pride is also a sin in that Satan is setting himself up in opposition to God.
Ambiguity can also be created by the syntax of a poem: that is, by the order of words in a sentence.
Consider these lines from the opening poem of Blake’s SONGS OF INNOCENCE:
And I made a rural pen,
And I stained the water clear.
What do these lines mean? They are about making ink to use in his pen, but do they mean that the pen stained the clear water, or is the meaning that the water was stained in order to make it clear? The syntax makes both meanings possible.
(from MASTERING ENGLISH LITERATURE)
Ambiguity is central in poetry because poetry deals with the complexity of experience: the writer tries to confront and understand an experience, but ambiguity acts as a counter force to this organizing impulse. As one word suggests various or opposed meanings we come to feel how life burgeons beyond the absolute control of the writer. The words have an indeterminacy that can help incorporate within a poem a sense of the indeterminacy and complexity of life.
(from LITERARY TERMS AND CRITICISM)
The GRAMMATICAL ELEMENT
Archaism
Archaism is the use of old or antiquated words in poetry. 
The device is mainly associated with Spenser’s FAERIE QUEENE (1596). Spenser was writing in the late sixteenth century but used and also invented words which struck him as Chaucerian or from the Middle Ages.
E.g. A knight is watching some ladies dance; they are the Graces, the representatives of perfect beauty, chastity and love:
He nigher drew, to weete what mote it be;
There he a troupe of Ladies dauncing found
Full merrily, and making gladfull glee.
The archaic words are nigher, weete and mote. Spenser uses them to help create an impression of a make-believe world, an unreal world far removed from everyday experience, and indeed the poem as a whole presents a vision of how things might be ordered in an ideal world.
Archaic words are examples of poetic diction: words that are not used in everyday speech or prose.
The most commonly used of such words is "O".
Addressing a river in TINTERN ABBEY (1798), Wordsworth writes,
O sylvan Wye! thou wanderer through the woods.
He is struck by the ideal beauty of the river. sylvan and thou help create the desired impression, but it is O that first signals to the reader that Wordsworth is entering a realm of heightened feeling. 
"O" is usually used in this way in poetry, to indicate that the poet is leaving dull reality in pursuit of something perfect. The artificiality of "O", however, alerts us to the fact that there is something suspect in this flight from reality. In a poem as a whole, sections employing the word "O", which signal to us that the poet is in an ideal world of poetry, will usually be set against more uncomfortable lines where the poet is aware of the gap between any ideal world and the disorder of the real world.
(from LITERARY TERMS AND CRITICISM)
Shift of Word Class
The poet shifts a word from its normal word class and uses it in a different role.
Shakespeare was especially noted for this. It is still a device used by poets to effect surprise, endow their language with novelty, or give a new significance to an idea.
E.g. In Keat’s ODE TO AUTUMN, plump usually an adjective is used as a verb.
To swell the gourd, and plump the hazel shells
With a sweet kernel.
Compounding of Words
One very interesting aspect of word formation is the poet’s use of compound words.
E.g. In Gerard Manley Hopkin’s SPRING AND FALL, a child grieves for the leaves falling from the trees. He says that as the child grows older she will not:
…spare a sigh
Though worlds of wanwood leafmeal lie;
wanwood conveys economically the stark desolation of the denuded trees by combining a word applied to the human world (and especially, ill children) with one from external nature.
leafmeal by analogy with "piecemeal" suggests the random fall of leaves one by one and their scattered, bit by bit, mealy appearance on the forest floor.
Variations of syntax
Change of word order can throw emphasis.
E.g. In Ted Hughes’s THRUSHES, Terrifying are the attent sleek thrushes on the lawn.
E.g. The ploughman homeward plods his weary way. 
Here the poet manages to relate the ploughman more closely to the path which he is taking and heightens the sense of tiredness.
Parallelism
Recurring pattern is often a feature of the syntactical organization of a poem or part of a poem.
ANAPHORA, simplest use of repetition in which the poet uses the same word or words as the opening of a number of successive lines of his poem.
E.g. In Keat’s ISABELLA:
And she forgot the stars, the moon, and sun,
And she forgot the blue above the trees,
And she forgot the dells where waters run,
And she forgot the chilly autumn breeze;
The girl, Isabella, has had the gruesome experience of secretly digging up her murdered lover’s body and she has cut off and retained the head, as a treasured momento of her love for him. She is about to go mad. The anaphora accentuates the gradual but inexorable quality of her declension into madness, the piecemeal dissolution of her contact with and making sense of the real world, her isolation within the confines of her own disordered mind and imagination.
ANTITHESIS is a figure of speech that takes its effectiveness from its syntactical arrangement. Antithesis is when two ideas are balanced or contrasted with each other.
E.g. Pope’s 
To err is human, to forgive divine
and
Youth is full of pleasure, 
Age is full of care
CHIASMUS is another figure of speech in which the second part of the antithesis is arranged in an order the reverse of that of the first.
E.g. Do not live to eat but eat to live.
Condensing or Ellipsis
The poet has freedom in manipulating language not only by arranging the order of the parts of sentences to suit his purpose, but also by choosing to omit the words. The omission usually of non-lexical items, i.e. words that do not carry meaning, can bring into sharper focus the imagery of the poet and can allow for a compressive force.
E.g. Peter Redgrove’s DIALOGUE IN HEAVEN:
Why should he live at all?
Madam! the feelings!
E.g. In Wilfred Owen’s DULCE ET DECORUM EST, a sense of desperation and frantic activity is achieved by omitting "There was" before An ecstasy of fumbling.
Gas! Gas! Quick, boys – An ecstasy of fumbling
Fitting the clumsy helmets just in time.
Thereafter he reverts to complete sentence patterns for his next purpose of a return to orderliness.
Collocations
Collocations refer to the company words keep.
E.g. The word ass will often be found with silly or stupid, young or old. The word time is likely to be found in conjunction with such verbs as spent, passed, wasted or frittered away. But the very fact that we thus form habits of expectation gives the poet innumerable opportunities to surprise, shock and delight us.
OXYMORON is an apparent contradiction of between related words and PARADOX in which the statement at its surface value seems to be absurd but on closer examination is seen to make sense. (See Figurative Language)
The Child is Father of the Man startles us. (Wordworth’s THE RAINBOW)
A terrible beauty is born. (Yeat’s EASTER 1916)
once below a time (Dylan Thomas’s FERN HILL)l
This is not just a linguistic perversity. It points out the significance of the theme, apart altogether from its capacity to surprise us. 
E.g. Fernhill describes the young boy happy in the enjoyment of the natural world and blissfully aware that he too shares in the general human predicament – he must grow old and die. As he is thus subject to the ravages of time, so once below a time is more appropriate than the hackneyed "once up a time". In the same poem he uses all the sun long and all the noon long instead of "day" and "night". Here he emphasizes that for the young boy time was not measured by mechanical means or by the routines of the workaday world but by the effect upon him of the heavenly bodies he could see and which were an experience to him.
(from THE LANGUAGE OF POETRY)
G. Rosalind J., September 2002


c. VERSIFICATION

Style: VERSIFICATION

RHYTHM
RHYTHM and METRE
TIME
FEET
WRITING ABOUT RHYTHM
RHYTHM
All poetry is rhythmical and a blend of stress and quantity forms the basis of English verse rhythms. 
Rhythm is a fundamental phenomenon of life, and it is poetry’s dependence upon it that helps to make poetry so powerful an influence in the lives of men. The ebb and flow of the tides and seasons, the recurrence of waking and sleeping, the rhythm of breathing, the beat of the heart – all these vital processes exhibit the same clearly marked feature of periodicity which also characterizes poetry, dancing, marching, and music. There is, of course, a rhythm in prose, but the word sequences of poetry have a regular pattern of rhythm; a beat which throbs through the lines, and which varies in intensity and mode of appeal.
(from THE CRITICISM OF POETRY)
But how do we know whether a line is fast or slow? The answer is that the meaning of the words tells us: rhythm and meaning cannot be separated.
E.g. in the closing stanza from Hardy’s THE VOICE (1914) he is haunted by a woman’s voice, a woman he still loves even though she has gone:
Thus I: faltering forward,
Leaves around me falling,
Wind oozing thin throught the thorn from norward,
And the woman calling.
Cold images of falling leaves and the north wind suggest his mood of despair. The first line is bout the poet faltering: the idea is suggested by the break after "Thus I:". The rhythm falters, but the meaning of the words has told us what to expect in the rhythm. Similarly, the second line mentions the falling leaves, and the rhythm itself is falling – as we read the last word our voice trails away. The rhythm thus matches and reinforces the sense of the words. It is the same in the third line: it is tempting here to say that the line imitates the noise of the wind, but if does not. The description of the wind is an image that expresses the poet’s feelings of pain. So the depressing, lifeless rhythm of the line matches the speaker’s feelings. As always, the rhythm supports the real meaning of the line.
(from LITERARY TERMS AND CRITICISM)
RHYTHM and METRE
There is considerable controversy about the metrical basis of English poetry and about the symbols and terms that should be employed in scansion. It is important first of all to be clear about the relationship between metre and rhyme, for these terms are not synonymous.
Metre is the skeleton, rhythm the living body.
Metre is the mechanical basis of the line; rhythm is the full and free expression of the poet’s thought, based upon, but often transcending, metrical requirements. Poems written in the same metre may have very different rhythms.
(from THE CRITICISM OF POETRY)
We must consider metre to some extent although metre may seem artificial and irrelevant to us because it was an important consideration for poets writing before modern times.
The concept of metre arose form principles laid down by following the precepts of Classical Greek and Latin verse at a time when English poetry was, so to speak, just beginning to find its own feet. Such principles state that a line of verse should follow a precise and regular pattern, in terms of the number of syllables per line and the arrangement of stressed and unstressed syllables within that line. It was seen as an imperceptible force to keep the poem tightly knit and unified. Rhythm, on the other hand, refers to the way in which the lines are actually read. It is the movement of the verse; it is clearly a far more important consideration.
Shall I compare thee to a Summer’s day? (Sonnet 18, Shakespeare)
The metre of the sonnet in English is usually iambic pentameter.
	
	/ 
	 / 
	
	/ 
	
	/ 
	/ 

	Shall 
	I
	compare
	thee
	to
	a
	Summer’s
	day?


To read it in this manner would, of course, divest the line of all its impact. The way the line is actually to be read, i.e. its rhythm is:
	/
	/ 
	 / 
	/
	
	
	/ 
	/ 

	Shall 
	I
	compare
	thee
	to
	a
	Summer’s
	day?


In this way the rhythm emphasizes the two key words – thee and Summer’s.
(from POETRY APPRECIATION FOR A-LEVEL)
English Scansion is based on stress or accent. In English scansion, where stress is dominant, the Greek symbols for "long" and "short" can be applied only to stressed and unstressed or slack syllables.
E.g. The words "fearsome" and "pretty" have exactly the same notation in English scansion:
	-- 
	--  

	fearsome
	pretty


Nowadays, instead of using – to mark a stressed syllable, / is preferred; and x replaces  for a slack or unstressed syllable. Therefore, metre means the pattern of stressed and unstressed syllables in a line of poetry. Rhythms are identified by strong beats and weak beats. Strictly speaking, metre is something the poet imposes on the words, arranging them into a pattern. Rhythm, however, is something that comes with the language itself because of the way we speak. In reading a poem it is the rhythm of the language we hear, its movement and flow.
(from THE CRITICISM OF POETRY)
TIME
There are two main kinds of time in English poetry.
DUPLE TIME - Each Foot consists of two syllables, one stressed and one slack.
Duple time may be either iambic or trochaic.
TRIPLE TIME - Two of the four feet are trisyllabic.
Triple time is either anapaestic or dactylic.
An increase in the number of stressed syllables slows the line down and a decrease quickens it. Movement from duple to triple time or vice-versa is often found within the lines of a single poem. This gives an effect of extreme flexibility and sensitive modulations of tone that enhances the music and enriches the meaning, especially of a lyric.
(from THE CRITICISM OF POETRY)
FEET
The basic metrical unit is the foot consisting normally of one accented syllable plus one or two unaccented syllables, though occasionally there may be no unaccented syllables, and very rarely there may be three.
	Name of FOOT
	Name of METRE
	Examples

	Iamb
	Iambic
	 /
the sun

	Trochee
	Trochaic
	/  
went to

	Anapest\Anapaest
	Anapestic\Anapaestic
	  /
in a hut

	Dactyl
	Dactylic
	/   
colour of

	Spondee
	Spondaic
	/ /
true blue


	Monosyllabic foot
	 
	/
truth


The secondary unit of measurement, the line, is measured by naming the number of feet in it.
	Monometer
	one foot

	Dimeter
	two feet

	Trimeter
	three feet

	Tetrameter
	four feet

	Pentameter
	five feet

	Hexameter
	six feet

	Heptameter
	seven feet

	Octameter
	eight feet


The third unit, the stanza, consists of a group of lines whose metrical pattern is repeated throughout the poem. Not all verse is written in stanzas. (See STANZA FORMS)
The process of measuring verse is referred to as scansion. To scan any specimen of verse, we do three things:
We identify the prevailing foot
We name the number of feet in a line
We describe the stanza pattern.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
The four basic metrical feet employed by English poets are
IAMBIC ( x / )
Iambic, from the Greek iambikos = limping, is a limping rhythm.
soft HARD soft HARD soft HARD soft HARD
	x
	/ 
	x
	/ 
	x / 
	x
	/ 

	No
	style
	at
	all
	untrained
	and 
	fat 

	x
	/ 
	x / 
	x 
	/ 
	x
	/ 

	Who 
	still
	contrives
	to
	knock
	you
	flat.


IAMBIC pentameter
From the time of Chaucer (1340 – 1400), English poets tended to use the iambic line as the basic line of poetry. Most of our ballads, songs, hymns and poems have been written in it.
Chaucer developed, particularly, the iambic pentameter, a line with five basic hard stresses:
Ful big he was of braun, and eek of bones
When we read Thomas Grey’s ELEGY WRITTEN IN A COUNTRY CHURCHYARD, we find this pattern of sound is unmistakable.
The curfew tolls the knell of parting day
Notice that the iambic movement is appropriate to the solemn, measured tone of the Elegy.
Shakespeare (1564 – 1616) also used the iambic pentameter and in his plays developed what is known as blank verse. Blank verse is simply iambic pentameter without rhymes. This too has been used widely by poets since the time of Shakespeare.
(from THE FORMS OF POETRY)
Iambic pentameters that rhyme in pairs are heroic couplets.
If the feet in a hexameter line are iambic, it is called an alexandrine.
ANAPAESTIC ( x x / )
Two unstressed syllables followed by one stressed.
	x 
	x / x 
	x 
	/
	x
	x 
	/ 
	x 
	x 
	/ 

	The
	Assyrian
	came
	down
	like
	the
	wolf
	on
	the
	fold


Here the livelier, faster moving metre from Byron in THE DESTRUCTION OF SENNACHERIB suits the violent action being described.
TROCHAIC ( / x )
The trochaic metre is the reverse of the iambic, the stress falling on the first of the two syllabic foot.
	/ x
	/ x
	/ x
	/ x

	Willows 
	whiten
	aspens
	quiver


The trochaic metre is light and tripping in this line from Tennyson’s THE LADY OF SHALOTT, but it is not nearly as flexible as the iambic and may easily become tedious if unrelieved by metrically contrasting lines.
DACTYLIC ( / x x )
The reverse of anapaests.
SPONDAIC
The spondaic foot contains no unstressed syllables. The pattern is rare but poets often throw in an occasional spondaic foot to enliven a patch of verse.
(from HOW TO ENJOY POETRY)
To Scan a poem
read through it as naturally as you can and mark down which syllables you are stressing as you read it. 
Pencil in where you think the heavy stresses fall; then put in the unstressed syllables. 
Now see what type of foot the poet is using, and put a diagonal line between each separate foot. 
Count them up and you have the metre.
 /  /  /  /  / - iambic pentameter
/  /  /  / - trochaic trimeter
  /   /   /   / - anapaestic tetrameter
(from Longman English Guides, ENGLISH LITERATURE)
WRITING ABOUT RHYTHM
There is nothing more tedious than a blow by blow description of a poem’s metre.
Firstly, tell the examiner what the general metre of the poem is, and how that metre contributes to the atmosphere and meaning of the poem. It is perfectly acceptable to use emotive words in describing the effect of the metre, as in
The iambic pentameters give a relaxed and tranquil feeling to the poem
The use of anapaestic trimeters adds urgency and a sense of relentless persecution.
Never say that metre creates a mood; the words of a poem do that, and metre merely augments or amplifies that feeling or impression.
Secondly, scan the poem and see where the poet varies or changes the metre. When the poet does so there is a good chance that he is doing it in order to achieve some special aim or purpose, and these are the areas that the examiner wishes you to comment on.
Never comment on metre in general simply for the sake of it; only comment when by so doing you add something useful to our stock of knowledge of the poem.
(from Longman English Guides, ENGLISH LITERATURE)
There are two reasons why you should master ways of writing about rhythm. 
The first is that examiners will not reward you just for putting a label on a metre, and the second that rhythm, because it affects the impact a poem has, should be spoken about in ways appropriate to that.
Some words used to characterize rhythm are 
concerned with feeling - E.g. carefree, uncertain, grave and serious.
drawn from the vocabulary of physical movement - E.g. Rhythms are said to be light, deft, jerky, stumbling and slow.
Rhythm can be awkward, ponderous, heavy, swaying or rolling. 
Here it should be said that sometimes the word "movement" itself is more appropriate than rhythm. "Rhythm suggests regularity whereas "movement" is much more general, covering, pace as well as metre.
physical gesture (close to physical movement) - Some lines of poetry may be described as expansive, dramatic, inviting, tense or defiant.
language of music because rhythm is an element in music - E.g. smooth and flowing – words often used to describe the effect of a piece of music. Other words that might be used are ones associated with tempo, such as lively, quick and brisk; and ones associated with the movement and volume of sound, such as crescendo, diminuendo and cadence. Cadence is a particularly useful word because it describes the way the voice rises or falls in pitch as it comes to a close at the end of a sentence, line or caesura.
Why does rhythm matter?
The answer is that it conveys the emotional weight of what is being said.
E.g. sadness. 
If you are sad, you experience sadness in two ways – you know you are sad and you feel you are sad. Consider how you could convey this to somebody else. If you say "I am sad", you will convey the knowledge of your sadness, but those words alone will not bring over the feeling. But the rhythms of poetry can. They can convey the fact of an emotion and the feeling of that emotion.
E.g. Hardy’s poem THE VOICE:
Woman much missed, how you call to me, call to me,
Saying that now you were not as you were
When you had changed from the one who was all to me,
But as at first, when our day was fair.
In these lines you not only learn about the sadness of loss, you feel the emotional weight of it in the rhythms. The repeated word call is mournful and plaintive, and, like Woman and missed, it bears a very heavy stress. In the second line, the word not is very strongly stressed, emphasizing the change. In the third line it is the simple word all that bears the most emphasis, an emphasis that brings home how someone who was everything to him has utterly changed in his affections. In the last line the heavy caesura isolates the distant past when our day was fair. The rhythms of the poem enact the sadness of that they speak.
(from MASTERING ENGLISH LANGUAGE)
G. Rosalind J., September 2002

Style: VERSIFICATION
[image: image1]
RHYME
RHYME PATTERN VARIATIONS
RHYMING FORMS
THE EFFECTS OF RHYME
OTHER TECHNICAL TERMS
RHYME
Most traditional poems use rhyme as a basic device for holding the poem together. Rhyme is the agreement in sound between words or syllables.
The best way to think of rhyme is not as a series of lock stepping sound effects but as a system of echoes. Poets use rhyme to recall earlier words, to emphasize certain points, and to make their language memorable. It is a commonplace observation that nursery rhymes are memorable; their memorability has much to do with their rhyming. The delight that rhymes may give is best exemplified by the responsiveness of young children to words that sound alike. Adults, too, find words that chime or sound nearly alike somehow attractive: Pop songs are the most obvious example of the daily rhyming that comes into our lives as are TV and radio commercials. In fact, rhymes can be extremely effective in making language take hold in a reader’s mind.
(from AN INVITATION TO POETRY)
RHYME PATTERN VARIATIONS
There are several different kinds of rhyme.
END RHYME or TERMINAL RHYME
The most common rhyme pattern used by poets is that called end rhyme. This simply means that the end words of lines rhyme. Two consecutive lines may rhyme, or alternate lines may rhyme, or even more distant lines.
E.g. lines from Alfred, Lord Tennyson’s THE EAGLE
	He clasps the crag with crooked hands; 
Close to the sun in lonely lands, 
Ringed with the azure world, he stands 
	a
a
a


E.g. lines from Alfred, Lord Tennyson’s CROSSING THE BAR
	Sunset and evening star, 
And one clear call for me! 
And may there be no moaning of the bar, 
When I put out to sea. 
	a
b
a
b


INTERNAL RHYME or MIDDLE RHYME
When the rhyme pattern involves rhyming a word half way through a single line of poetry with the end word of the same line, it is called internal rhyme. It is used fairly frequently in ballads and occasionally in other kinds of poetry.
E.g lines from S.T. Coleridge’s THE RIME OF THE ANCIENT MARINER
	And I had done a hellish thing 

And it would work’em woe:
For all averred, I had killed the bird
That made the breeze to blow. Ah wretch! said they, the bird to slay,
That made the breezee to blow.


(from APPRECIATING POETRY)
Internal rhyme is an effect that adds particular emphasis and also quickens the pace of the rhythm.
E.g lines from S.T. Coleridge’s THE RIME OF THE ANCIENT MARINER
	The fair breeze blew, the white foam flew, 

The furrows followed free;
We were the first that ever burst
Into that silent sea


(from POETRY APPRECIATION FOR A-LEVEL)
FULL RHYME or ORDINARY RHYME
Full rhyme consists of two words or final syllables of words that sound exactly alike except for the initial consonant sound.
E.g. sing ring king
indestructible ineluctable
IMPERFECT RHYME or HALF RHYME or NEAR RHYME
Sometimes called SLANT RHYME or OFF RHYME. 
Half Rhyme involves the use of words that suggest rhyme but, for some reason, fail to satisfy the criteria of true rhyme. Sometimes the final consonant varies, so that the half rhyme is really assonance. More commonly, the final consonant is identical, but the vowel sound varies slightly (hall/hell). The effect of half rhyme is to create a sense of rhyme, with a slightly discordant feel.
(from THE FORMS OF POETRY)
Pararhyme or half rhyme or PARTIAL RHYME is where the first and last consonants are the same but the intervening vowel is different.
flip/flop leaves/lives grained/groined
(from Longman Exam Guides, ENGLISH LITERATURE)
There is a particular kind of near rhyme that can be described with precision. This is called CONSONANTAL RHYME or PARARHYME and was used a great deal by Wilfred Owen in his poetry of the First World War. In Pararhyme the consonant sounds of the two related words are identical but the vowel sound must differ:
lap/lip drift/draught mystery/mastery
The dissonance or slightly harsh, off key effect of pararhyme seemed especially suitable for the brutal subject matter of much of Owen’s poetry.
E.g. EXPOSURE, where pararhyme is used at the end of the first four lines, rhyming ABBA.
	Our brains ache, in the merciless iced east winds that knife us 
Wearied we keep awake because the night is silent 
Low, drooping flares confuse our memory of the salient
Worried by silence, sentries whisper, curious, nervous,
But nothing happens.
	A 

B
B
A
 


(from HOW TO ENJOY POETRY)
Such rhyming produces a deliberately uncomfortable disconcerting effect. Wilfred Owen made effective use of such rhyming to highlight the tragedy of war.
(from POETRY APPRECIATION FOR A-LEVEL)
VISUAL RHYME or SIGHT RHYME or EYE RHYME or COURTESY RHYME
Words look alike but do not sound the same. Words spelt alike but not actually rhyming.
E.g. one/bone key/prey/ low/how
love/move/drove cough/bough/rough
MASCULINE or STRONG RHYME
Rhymes that occur on stressed syllables are masculine. All monosyllabic rhymes of course, must be masculine. Rhyming words of two or more syllables are masculine if the final syllable is stressed.
E.g. desire/conspire concentrate/felicitate
(from HOW TO ENJOY POETRY)
When the final syllable of the rhyme is a stressed syllable such as
defeat/repeat request/invest.
Such rhyming tends to produce a pronounced or emphatic effect. Single syllable rhyming tends to have a pointed and telling impact as in the opening of Auden’s poem IN MEMORY OF W.B. YEATS:
Earth, receive an honoured guest,
William Yeats is laid to rest.
FEMININE or WEAK RHYME or DOUBLE RHYME
This refers to a rhyme in which the final syllable is unstressed as in
morrow/sorrow finger/linger.
Because the final syllable is unstressed, such rhyming tends to produce a falling away effect, as in Hopkins’ INVERSNAID:
Of a pool so pitchblack, fell-frowning,
It rounds and rounds Despair to drowning.
(from POETRY APPRECIATION FOR A-LEVEL)
POLYSYLLABIC RHYME
In polysyllabic rhymes only the final syllable, or syllables, need correspond:
elation/sensation intersection/affection
(from HOW TO ENJOY POETRY)
Polysyllabic rhyme is when several syllables are part of the rhyme. Such elaborate rhyming will call attention to itself and is often used to comic or humorous effect, as in Byron’s intellectual/hen-pecked you all rhyme. Such rhyming is heavily emphasized as it arrests the rhythm and flow of a poem quite dramatically.
(from POETRY APPRECIATION FOR A-LEVEL)
TRIPLE RHYME
Triple rhyme is rhyme on a stressed syllable followed by two unstressed syllables.
laborious/victorious sufficiency/deficiency
(from Longman Exam Guides, ENGLISH LITERATURE)
Another form of rhyme which again does not constitute true rhyme, but which may be used for a certain effect is the exact repetition of the same sound in words that carry different meanings.
right/write sought/sort sight/site
(from POETRY APPRECIATION FOR A-LEVEL)
[image: image2]
RHYMING FORMS
HEROIC COUPLETS may be of two kinds: closed couplets and open couplets.
Closed couplet is two iambic pentameters using end rhyme, forming a complete unit of sense:
E.g. Pope’s ESSAY ON CRITICISM:
‘Tis not enough no Harshness gives Offence,
The Sound must seem an Eccho to the Sense.
The closed couplet, is self contained; it makes a complete statement. The open couplet differs in that the sense runs on into the next couplet.
E.g. Byron’s ENGLISH BARDS and SCOTCH REVIEWERS:
Who in soft guise, surrounded by a choir
Of virgins melting, not to Vesta’s fire,
With sparkling eyes, and cheek by passion flushed
Strikes his wild lyre, while listening dames are hushed?
Rhymed couplets may be used in other metres than iambic pentameter, and the most common alternative is rhymed tetrameter (a line of four iambic feet). A good example of rhymed tetrameter is the beautiful and witty TO HIS COY MISTRESS by Andrew Marwell (1612 – 1678), which begins:
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 love’s day.
Thou by the Indian Ganges’ side
Should’st rubies find: I by the tide
Of Humber would complain. I would
Love you ten years before the Flood,
Till the conversion of the Jews.
QUATRAINS
A great favourite among English verse forms is the quatrain, a stanza, in any metre, of four lines. The BALLAD STANZA is a quatrain of alternate tetrameters and trimeters, usually rhyming ABCB, as in:
The king sits in Dunfermline towne A
Drinking the blood-red-wine; B
‘O where will I get a skilful skipper C
To sail this ship of mine?’ B
The stanza form used in Gray’s ELEGY WRITTEN IN A COUNTRYCHURCHYARD is known as the HEROIC QUATRAIN and it consists of four iambic pentameters, rhyming ABAB:
The curfew tolls the knell of parting day, A
The lowing herd wind slowly o’er the lea, B
The ploughman homeward plods his weary way , A
And leaves the world to darkness and to me. B
Tennyson, in his great poem to the memory of his friend Arthur Henry Hallam who died tragically young, uses a quatrain that has come to be known as the IN MEMORIAM STANZA, from the title of the poem, IN MEMORIAM. The four lines are iambic tetrameters, rhyming ABBA:
Be near me when the sensuous frame A
Is rack’d with pangs that conquer trust; B
And Time, a maniac scattering dust, B
And Life, a Fury slinging flame. A
Six-line stanzas are quite commonly used and one, known as the STAVE OF SIX, can be either in pentameter or tetrameter, rhyming ABABCC. Matthew Arnold (1822-1888) showed a fondness for the tetrameter form of the stave of six : 
But when the moon their hollows lights, A 
And they are swept by balms of spring, B
And in their glens, on starry nights, A
The nightingales divinely sing; B
And lovely notes, from shore to shore, C
Across the sounds and channels pour- C
To Marguerite
RHYME ROYAL or the CHAUCERIAN STANZA (used in Chaucer’s TROILUS and CRISEYDE) consists of seven pentameters, rhyming ABABBCC, though the final line, as in the stanza quoted below from Wordsworth’s RESOLUTION and INDEPENDENCE may be a hexameter (a line of six feet):
All things that love the sun are out of doors; A
The sky rejoices in the morning’s birth; B
The grass is bright with rain-drops ; - on the moors A
The hare is running races in her mirth; B
And with her feet she from the plashy earth B
Raises a mist, that, glittering in the sun, C
Runs with her all the way, wherever she doth run. C
OTTAVA RIMA is probably the most common of the English eight-line stanzas, and it is the form employed by Lord Byron in his comic masterpiece Don Juan, an extract of which is given below. All eight stanzas are pentameters and they rhyme ABABABCC:
He turned his lips to hers, and with his hand A
Called back the tangles of her wandering hair; B
Even then their love they could not all command, A
And half forgot their danger and despair : B
Antonia’s patience now was at a stand - A
‘Come, come’, ‘tis no time now for fooling there’, B
She whispered, in great wrath - ‘I must deposit C
This pretty gentleman within the closet’. C
Edmund Spenser (1552-1599) invented a special stanza for his immensely long allegory THE FAERIE QUEENE. The SPENSERIAN STANZA consists of nine rhymes rhyming ABABBCBCC, the first eight being pentameters and the ninth a hexameter. John Keats (1795-1821) made a splendid use of the form in THE EVE OF ST. AGNES:
And still she slept an azure-lidded sleep, A
In blanched linen, smooth, and lavendered, B
While he from forth the closet brought a heap A
Of candied apple, quince, and plum, and gourd; B
With jellies smoother than the creamy curd, B
And lucent syrops, tinct with cinnamon; C
Manna and dates, in argosy transferred B
From Fex; and spiced dainties, every one C
From silken Samarcand to cedared Lebanon. C
(from HOW TO ENJOY POETRY)
There are various other stanza forms such as the ODE, SONNET and BLANK VERSE. 
THE EFFECTS OF RHYME
Rhyme achieves several functions in poetry. 
Firstly, if effects the rhythm of the verse.
E.g. In Coleridge’s ANCIENT MARINER:
The fair breeze blew, the white foam flew,
The furrows followed free;
We were the first that ever burst
Into that silent sea
The sharp, repeated, light, one syllable rhyme can accelerate the movement quite dramatically. 
We have already noted how the use of couplet rhyme tends to regulate the rhythm in a steady, assured manner, or how the couplet can be used to convey a sense of finality, with its rounded neatness, as in Milton’s
At last he rose, and twitch’d his mantle blew:
Tomorrow to fresh Woods, and Pastures new.
As we read a poem, rhyme may act upon us almost subconsciously, providing a flow and satisfying unity that relates poetry to music. It also has the effect of linking together the words being rhymed – words that one may not usually associate together. This can create an unexpected, or surprise element that forces us to think sharply about what the poet is saying, as in Blake’s
Love seeketh only Self to please,
To bind another to Its delight,
Joys in another’s loss of ease,
And builds a Hell in Heaven’s despite.
A final general consideration concerning rhyme relates to its purely aural quality; that is, the actual effect of the sound that is being rhymed. Much of the ‘music’ of the verse will lie in the type of sounds that are repeated by the rhyme. Obviously this can cover a range of effects, from the full rich effect of Hopkins’:
When weeds, in wheels, shoot long and lovely and lush;
Thrush’s eggs look little low heavens, and thrush . . .
to the gentle, lyrical quality of Tennysons’:
But such a tide as moving seems asleep,
Too full for sound and foam,
When that which drew from out the boundless deep
Turns again home.
or the harsh, grating effect of Owen’s:
What passing bells for these who die as cattle?
Only the monstrous anger of the guns.
Only the stuttering rifles’ rapid rattle
Can patter out their hasty orisons.
(from POETRY APPRECIATION FOR A-LEVEL)
It is clearly not good enough to point out that lines rhyme. To help you think about it, five points will be made in guidance: the technical terms, the harmony rhyme creates, its role in giving emphasis to the words of a poet, its ability to focus the meaning of a poem, and its capacity to produce comic effects.
1. The Technical Terms
It is worth noting that masculine rhyme often sounds settled and determined, whereas feminine rhyme is fluid and musical. 
E.g. In Blake’s INFANT SORROW from The Songs of Experience, the masculine rhymes create a hard and fixed effect:
My mother groaned! my father wept.
Into the dangerous world I leapt:
Helpless, naked, piping loud:
Like a fiend hid in a cloud.
The arrival of the child has a dramatic effect; the settled, determined rhymes give the impression that he is tough.
By contrast, listen to the effect of these lines from Betjeman’s INDOOR GAMES NEAR NEWBURY. 
Rich the makes of motor chirring,
Past the pine-plantation purring
Come up, Hupmobile, Delage!
Short the way your chauffeurs travel,
Crunching over private gravel,
Each from out his warm garage.
The feminine rhymes help to enact the sense of speed. Each flows musically after the other to create a feeling of quick yet smooth movement.
2. Harmony
When we hear one word rhyme with another, we usually experience pleasure in finding harmony between the two. Harmony creates a feeling of completeness, the sense that something has been resolved or finished.
Eliot’s BURBANKJ with a BAEDEKER : BLEINSTEIN with a CIGAR:
Burbank crossed a little bridge
Descending at a small hotel;
Princess Volupine arrived,
They were together and he fell.
The stanza is a little story in itself: Burbank, who is associated with small hotels, meet the exotic Princess Volupine and falls for her. The rhymes hotel and fell enact the sense of finality: Burbank, we feel, has fallen hopelessly in love, and nothing can be done about it. The rhyme, to put it simply, says: "that’s it".
3. Emphasis
When two words rhyme, you notice them. Poets can exploit this by using rhyme to emphasize important words. There are two particular ways in which this can be done: the frequent use of rhyme and internal rhyme.
In Betjeman’s delightful POT POURRI from a Surrey Garden, three lines of the last six-lined stanza rhyme. The poet is anticipating his marriage to Pam:
Over the redolent pinewoods, in at the bathroom casement,
One fine Saturday, Windlesham bells shall call:
Up the Butterfield aisle rich with Gothic enlacement,
Licensed nor for embracement,
Pam and I, as the organ
Thunders over you all.
Rhyme brings together casement, enlacement and embracement; polished, feminine rhymes. These prominent words are important to the poem’s meaning. The casement is open to admit the sound that dominate the last stanza; enlacement is a clever way of describing architectural detailing and it also suggests the loving ties that are made in marriage, an idea also present in embracement.
4. Focus of Meaning
Internal rhyme, which occurs when a word within a line rhymes with the one at the end, surprises the reader, who is compelled to listen to what the words say. It also tends to quicken the pace of a line. 
In the last stanza of THE GARDEN OF LOVE, Blake sees with increasing horror how black gown priests energetically destroy his beloved garden:
And I saw it was filled with graves,
And tombstones where flowers should be,
And priests with black gowns were walking their rounds
And binding with briars my joys and desires.
Internal rhyme emphasizes that briars are binding . . . desires and increases the pace of the line so that the dark, purposeful priests seem unstoppable. By emphasizing briars with desires, internal rhyme enacts the conflict in the poem: the priests want to discipline and inflict pain upon someone who wants to express his feelings.
Rhyme’s ability to focus the meaning of a poem is an extension of the way it emphasizes certain words. In the Blake poem the theme is the conflict between "briars" and "desires". Poets use rhyme to focus the reader’s attention upon words that are central to the poem’s meaning.
5. Comic Effects
Rhyme can be comic, particularly when it comes in short lines. 
Belloc is a master of the short line; in LORD LUCKY he tells of how a Mr. Meyer accidentally kills a lord while out shooting:
As he was scrambling through a brake
Discharged his weapon by mistake
And plugged out an ounce of lead
Piff-bang into his grace’s head -
Who naturally fell down dead.
The humour comes from the way the deft rhymes make a ghastly accident sound very clean and neat. The harmony of rhyme lends an inappropriate, and hence funny, smoothness to an unhappy event. Indeed, the sharp contrasts between events that are ghastly or absurd and the neat harmony of rhyme may be the reason why comic poetry usually requires rhyme to be funny.
[from MASTERING ENGLISH LITERATURE]
OTHER TECHNICAL TERMS
There are other technical terms related to prosody (i.e. the study of versification):
CAESURA
A pause, often marked by punctuation, dividing a line of verse into two parts.
E.g. Satan exalted sat / / by merit raised
Milton’s PARADISE LOST
END STOPPED LINES
A line ending in a pause, marked by punctuation.
E.g. Whereto with speedy words, the Arch-Fiend replied:
Fallen cherub, to be weak is miserable,
Doing or suffering.
Milton’s PARADISE LOST
RUN ON LINES
There is no pause at the end of a line. This running over of the sense of one line into the next is also called ENJAMBEMENT.
E.g. But see! the angry Victor hath recalled
His ministers of vengeance and pursuit
Back to the gates of Heaven.
Milton’s PARADISE LOST
WEAK ENDING
The slack or unstressed, tenth syllable in an unrhymed iambic pentameter.
E.g. Since what I am to say must be but that 
Which contradicts my accusation, and
But what comes from myself.
Shakespeare’s THE WINTER’S TALE
FEMININE ENDING
The slack, or unstressed, eleventh syllable in an unrhymed iambic pentameter.
E.g. If you would not so,
You pity not the state, nor the remembrance
Of his most sovereign name.
Shakespeare’s THE WINTER’S TALE
[from THE LITERARY TERMS AND CRITICISM and THE CRITICISM OF POETRY]
G. Rosalind J., September 2002

d. IMAGERY and FIGURATIVE LANGUAGE

Style: IMAGERY 
IMAGE & IDEA
TYPES OF IMAGERY – Appealing to the SENSES
When we read a poem there are several things we respond to:
1. Initially we follow the argument or story, trying to decide what the poem is "about".
2. Once we have got hold of the poem's theme we can then start to examine some of its subtleties and how it creates its effect upon the reader. One aspect of this is how the poet orders the poem (his use of stanza, rhyme and syntax to create certain effects).
3. We have to look at what the poet does with language, i.e. the effects of the sounds in a sequence of words and imagery (which covers every concrete object, action and feeling in a poem and the figurative use of language.
[from LITERARY TERMS & CRITICISM]
IMAGE & IDEA
Imagery is central to all poetry.
But what defines an image? An image is a picture in words, it represents only a rough stab at a definition. 
A poetic image must not tell us about something: it must present the thing itself. It is one thing to say, I saw a beautiful sunset this morning. It is another to show someone a sharp photograph of that sunset. A poem, in theory, should present a vivid picture that embodies an idea or a feeling.
In its original definition, the word idea was associated with mental pictures. 
The word idea now seems permanently connected to abstract or philosophical thought, though poets have long considered it one of their tasks to restore ideas to their sensuous or pictorial context, to "embody" ideas or make them physical again; after all, as T. S Eliot once observed, "a thought is a feeling".
[from AN INVITATION TO POETRY]
At both "O" and "A" level you may be asked to discuss the imagery of a poem. In fact, imagery is often mentioned in a question to cover simile, metaphor, conceit, personification and symbol – an image in a poem could also be one of those figures of speech. You must never merely label it but always write about its place in the poem.
Imagery often has three functions:
it creates atmosphere, 
it establishes a pattern within a poem
it focuses the meaning of the poem as a whole.
When you write about how imagery creates atmosphere, you should follow the practice used here. 
Look for the images that create the atmosphere, 
group them together in a sentence, 
sum up the impression they make, and then 
comment on the emotional effect they have upon the whole poem.
Imagery is effective when it is central to the poem’s meaning.
When writing about the way an image focuses the meaning of a poem, you should show how the image makes concrete what the rest of the poem is saying.
When writing about the three functions of imagery, you should remember that one does not exclude another. The imagery of a poem may do all three – create atmosphere, form a pattern and focus meaning. It is up to you to decide how the image works by examining the poem as a whole.
(from MASTERING ENGLISH LITERATURE)
[image: image3]
TYPES OF IMAGERY – Appealing to the SENSES
Images can be classified according to the sense to which they are directed.
VISUAL or SIGHT (Colour or Shape) IMAGERY
He strikes a match - instantly
The lovely flower of light
from THE MATCH by W.W. Gibson
Notice what a colourful, shapely vision this calls up in the imagination.
(from APPRECIATING POETRY)
This form of imagery helps us to see, or visualize, what is being described. A visual image will always do more than simply provide a physical description.
E.g. ‘gentian’ is ‘a plant that usually has blue leaves’.
Compare this with the description of D. H. Lawrence, in his poem BAVARIAN GENTIANS.
Bavarian gentians, big and dark, only dark
darkening the daytime torchlike with the smoking blueness of Pluto’s gloom,
ribbed and torchlike, with their blaze of darkness spreading blue …
The poet is not just describing. He has been moved by the striking, mysterious beauty in the form and colouring of the plant and wants to convey that feeling. His images are so compelling however smoking blueness, Pluto’s gloom, blaze of darkness that we also receive a vivid impression of the gentian’s physical qualities.
(from POETRY APPRECIATION FOR A-LEVEL)
TASTE or GUSTATORY IMAGERY
Sandalwood, cedarwood, and sweet white wine
from CARGOES by John Masefield
Notice how the wood "sweet" appeals directly to the reader’s sense of taste.
SMELL or OLFACTORY IMAGERY
The old strange fragrance filled the air,
A fragrance like the garden pink,
But tinged with vague medicinal stink
Of camphor, soap, new sponges, blent
With chloroform and violent scent
from MISS THOMPSON GOES SHOPPING by Martin Armstrong
Miss Thompson shops in a pharmacy, and her nose identifies a variety of odours pleasant and strange. These are evoked in the reader’s imagination.
TOUCH or THERMAL or TACTILE IMAGERY
In a cool curving world he lies
And ripples with dark ecstasies
from THE FISH by Rupert Brooke
Touch and feeling impinge on the fish and on the reader in these lines.
(from APPRECIATING POETRY)
This form of imagery appeals to our sense of touch. It attempts to communicate the sensation of physically feeling something.
In Coleridge’s ANCIENT MARINER, tactile imagery helps us to ‘share’ the parched sensation of thirst that the becalmed sailors are suffering:
And every tongue, through utter drought,
Was withered at the root;
We could not speak, no more than if
We had been choked with soot.
The effect is achieved mainly by the final image choked with soot but also by the repetition of the harsh, dry k sound (could, speak, choked), which is actually produced back in the throat, where thirst affects us. 
(from POETRY APPRECIATION FOR A-LEVEL)
MOVEMENT or KINAESTHETIC IMAGERY
In Hardy’s poem IN THE SMALL HOURS there is a remarkable use of kinaesthetic imagery that sustains the theme most vividly. The light movement of the first two verses is prolonged into the third verse, when suddenly the line, Had longwhiles stilled amain! …, brings the dream revelry to an end, and, with no change in rhythm, the movement of the poem yet slows to a crawl which matches the reluctance of the dreamer to admit That Now, not Then, held reign.
I lay in my bed and fiddled
With a dreamland viol and bow
And the tunes flew back to my fingers
I had melodied years ago.
It was two or three in the morning
When I fancy-fiddled so
Long reels and country-dances,
And hornpipes swift and slow.
And soon anon came crossing
The chamber in the gray
Figures of jigging fieldfolk-
Saviours of corn and hay-
To the air of "Haste to the Wedding"
As after a wedding day;
Yea, up and down the middle 
In the windless shirls went they!
There danced the bride and bridegroom,
And couples in a train,
Gay partners tine and travail
Had longwhiles stilled amain! …
It seemed a thing for weeping
To find, at slumber’s wane
And morning’s sly increeping,
That Now, not Then, held reign.
[from THE CRITICISM OF POETRY]
SOUND or AUDITORY or AURAL IMAGERY
And nearer, nearer, rolls the sound,
Longer the throb and roar the wheels
from THE BRIDGE by John Redwood Anderson
Here the sound of the approaching train beats the ear.
[from APPRECIATING POETRY]
E.g: THE OLD VICARAGE, GRANTCHESTER by Rypert Brooke
Ah God! to see the branches stir kinaesthetic
Across the moon at Grantchester!
To smell the thrilling – sweet and rotten, smell
Unforgettable, unforgotten
River-smell, and hear the breeze
Sobbing in the little trees. sound
Say, do the elm-clumps greatly stand, shape-suggested
Still guardians of that holy land?
The chestnuts shade, in reverend dream,
The yet unacademic stream?
Is dawn a secret shy and cold thermal
Anadyomene, silver-gold? colour
And sunset still a golden sea
From Haslingfield to Madingley?
And after, ere the night is born,
Do hares come out about the corn?
Oh, is the water sweet and cool, tactile taste
Gentle and brown, above the pool?
And laughs the immortal river still
Under the mill, under the mill?
Say, is there Beauty yet to find?
And Certainty? and Quiet kind?
Deep meadows yet, for to forget
That lies, and truths, and pain? … oh! yet
Stand the Church clock at ten to three?
And is there honey still for tea? taste suggested
[from THE CRITICISM OF POETRY]
This is imagery that enables us to ‘hear’ what is being described. It can be used to telling effect.
E.g. In Wilfred Owen’s ANTHEM FOR DOOMED YOUTH:
Only the stuttering rifles rapid rattle
Can patter out their hasty orisons.
Here the use of t and r sounds, together with the grouping of short, harsh vowel sounds, effectively suggests the gunfire, especially machine gunfire, of a World War I battle.
(from POETRY APPRECIATION FOR A-LEVEL)
ORGANIC IMAGERY
Organic imagery refers to internal sensations such as hunger, thirst, fatigue or nausea.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
G. Rosalind J., September 2002
Style: THE SOUNDS OF POETRY
ALLITERATION
ASSONANCE
CONSONANCE
ONOMATOPOEIA
PHONETIC INTENSIVES
WRITING ABOUT SOUNDS
One of the identifiable skills of successful poetry writing is the ability to put words together in such a way that the sounds have a specific effect upon the reader or hearer. Since poetry is, ideally, written for people to hear, the skilful poet achieves his or her impact, not only through the meaning of the words, but also through their sounds.
ALLITERATION
In everyday living we are surrounded by things we hear and things we read in which certain letters are repeated – often to catch our attention.
Nursery rhymes thrive on it.
Wee Willie Winkie…
Baa, baa black sheep …
Tongue twisters also make great use of alliteration.
A tutor who tooted the flute
Tried to tutor two tooters to toot.
Said the two to the tutor
"Is it harder to toot, or
To tutor two tooters to toot?"
And advertisers often use alliteration to make sure you get the message
The cold, crisp taste of Coke
(from ENJOYING MORE POETRY)
Alliteration is a device that involves the repetition of initial consonant sounds to produce a rhythmical, usually musical, effect.
Coleridge’s THE RIME OF THE ANCIENT MARINER
The fair breeze blew, the white foam flew,
The furrow followed free …
The repetition of the "f " sound, in particular, gives a rhythmical , music effect to these lines somehow creating a feeling of freedom as we imagine the ship sailing across the ocean.
[From APPRECIATING POETRY]
Alliteration refers to the repetition of the same consonant sound, usually at the beginning of each word, within a series of words. It is a device of ‘sound’ and therefore a part of AURAL IMAGERY.
Spotting the device and naming it is not enough. The student must comment on the effect a particular instance of alliteration brings to the specific poem. 
All the consonantal sounds may be alliterated and by no means do they produce the same effect. 
Some may be light and flowing ( l, r ), 
others harsh and grating ( k, g ).
Some are heavily emphatic (plosive consonants, b, p, t, d ). 
(from POETRY APPRECIATION FOR A LEVEL)
Alliteration is easy to spot in the poem, but you will receive no credit at all for merely noting that the poet has made use of the device. It is the same with any feature that you notice in a text: The rule is, when you spot something of interest, go on to discuss how is functions in the poem.
Five miles meandering with a mazy motion
KUBLA KHAN (1816)
The use of alliteration serves to reinforce the meaning of the words that are intended to create a vivid impression of a meandering river. In alliteration, resist the temptation of inventing letters with some special sound quality: it is not the repetition of the "m" sound in itself suggests the meandering, dream-like movement of the river but the meaning of the words themselves. The alliteration simply serves to link the words together at the level of sound. The "m" sound in itself suggests nothing: it is the meaning of the words that is important
Most poets are far more sparing in their use of the device using it only occasionally to create a special effect. 
An exception is Hopkins, a late-nineteenth-century poet. The main theme of his poetry is the wonder he finds in God's world. In order to stress this wonder Hopkins employs both unusual language and an unusual degree of alliteration. 
In PIED BEAUTY (written about 1880, published 1918) he writes,
Whatever is fickle, freckled (who knows how?)With swift, slow; sweet, sour; adazzle, dim;He fathers-forth...
The words and ideas, all of which are in praise of God, acquire additional force because they are linked together through the alliteration. This is the main purpose of alliteration, to lend ideas and images additional emphasis and force.
[From LITERARY TERMS AND CRITCISM]
In the following famous verse, from Longfellow's THE VILLAGE BLACKSMITH, the sounds that form alliteration are underlined.
Under a spreading chestnut-tree
The village smithy stands;
The smith, a mighty man is he,
With large and sinewy hands;
And the muscles of his brawny arms
Are strong as iron bands.
The consonants "s", "t", "m" and "b" are strong and hard sounds and their repetition give strength to this verse. This, in turn, fits in well with the picture conjured up of a hard, tough man - the iron-muscled village blacksmith at his place of work. 
[From ENJOYING MORE POETRY]
ASSONANCE
Assonance is the repetition of the same vowel-sounds followed by different consonant-sounds. 
Proverbs sometimes make use of assonance.
E.g. A stitch in time save nine.
In poetry, assonance is one of the commonest methods of achieving a musical effect. 
The following lines are from THE LOTUS EATERS by Alfred, Lord Tennyson.
There is sweet music here that softer falls
Than the petals from blown roses on the grass
[from ENJOYING MORE POETRY]
A common mistake by students is to exaggerate the importance of the sound effects in poetry, spotting assonance (and alliteration) everywhere and arguing that certain repeated sounds are crucial in creating the effect of a poem. It is, however, the meaning of the words that is important, and sounds have only a minor role in underlining that meaning. Most poets use assonance sparingly and always in a very straightforward way. 
For example, ODE ON A CRECIAN URN (1820) begins,
Thou still unravished bride of quietness,
Thou foster-child of Silence and slow Time.
What attracts Keats to the urn is its ideal innocence and stillness: it is words such as bride, quietness, child and Silence that principally suggest this, but the assonance on "i" helps reinforce the impression because it links and emphasizes these words. There is a slight jarring note with the one important word in the first line that does not fit into this pattern: unravished carries within it a hint of its opposite, the idea of aggressive assault. Something less harmonious and peaceful is thus hinted at in the word itself, and this idea is underlined by the slight discordance of this word amidst a sequence of words employing the same "i" sound. In itself, however, the repetition of the "i" sound does not convey anything it only becomes significant in the context of these specific words. The thing to avoid this is the idea that certain sounds have inherent significance: they do not.
(from LITERARY TERMS AND CRITICISM)
Assonance is another aural device, indicating a repeated vowel sound. Again a variety of effects is possible, from the light and breezy,
as in the song of Autolycus in Shakespeare’s WINTER’S TALE:
The lark, that tirra-lyrra chants,
With heigh, with heigh, the thrush and jay
to the slow and languorous,
as in Gray’s ELEGY IN A COUNTY CHURCHYARD:
The lowing Herd winds slowly oe’r the lea,
The plowman homeward plods his weary way
(from POETRY APPRECIATION FOR A LEVEL)
CONSONANCE
A related device is consonance: the repetition of the same consonant sound before and after different vowels in two words: 
E.g. live and love.
Wilfred Owen, a First World War poet, often uses consonance instead of rhyme, as in this extract from STRANGE MEETING (1920):
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.
The subject matter is the nightmare of war. It is principally the imagery that creates a terrifying impression, but half-rhymes (when consonance replaces rhyme it is called half-rhyme) are important as well. Whereas rhyme in such a poem would seem far too neat and orderly, the half-rhymes add to the shock of the language, which is deliberately clumsy and unlyrical or unharmonious. They also stress the brutal ugliness of the meaning of the words. Half-rhyme is a central device in Owen’s poetry, which always concentrates on the pain and suffering of war, and is also used by other poets, particularly twentieth-century poets, when they want to suggest a world in fragments, a world where things will not hold together in an ordered way.
[from LITERARY TERMS AND CRITICISM]
ONOMATOPOEIA
Onomatopoeia is the formation of words, which echo the sounds that they describe.
E. g. gobble, quack and cackle
crow caw, pigeon coo . . . bull bellow . . .
[Under Milk Wood by Dylan Thomas]
Notice that these words echo the sound they describe. For example, the cry of a crow sounds like caw; the call of a pigeon sounds like coo; the sound of a bull calling is akin to bellow.
The effect of these onomatopoeic words is enhanced by the fact that, at times, they concurrently occur in examples of alliteration or assonance. 
E. g. gobble, quack and cackle
is an example of assonance, as well as onomatopoeia. 
E. g. Oh the Spring whinny and morning moo . . . 
is an example of the co-occurrence of both assonance and onomatopoeia, and the co-occurrence of alliteration and onomatopoeia.
This co-occurrence of the major devices of sound is a frequent feature of Dylan Thomas’ writing and gives it a particularly musical effect, important for the creation of atmosphere. In above example we can see how the combined use of these techniques creates a sense of lively energy, of life bursting forth as the Spring morning gets under way.
[from LITERARY TERMS AND CRITICISM]
Onomatopoeia (adjective = onomatopoeic), is another aural device. It refers to words that, in some way, sound like or enact their meaning.
E.g. crash, scream, stutter
In poetry, it is usually used more subtly.
In D. H. Lawrence’s PIANO, the poet recalls how as a young child, he would sit under the piano while his mother played – a position that amplified the sound quite considerably for his young ears:
A child under the piano, in the boom of the tingling strings.
The vivid aural impression comes from the onomatopoeic boom and tingling, which suggest the intensified sound of the bass and treble notes respectively.
(from POETRY APPRECIATION FOR A LEVEL)
PHONETIC INTENSIVES
In addition to onomatopoetic words there is another group of words, sometimes called PHONETIC INTENSIVES, whose sound, by a process as yet obscure, to some degree connects with their meaning.
E. g: Initial fl sound is often associated with the idea of moving light as in
flame, flare, flash, flicker, flimmer
Initial gl also frequently accompanies the idea of light, usually unmoving as in
gleam, glint, glow, glisten
Initial sl often introduces words meaning "smoothly wet" as in
slippery, slick, slide, slime, slop, slosh, slobber, slushy
Initial st often suggest strength as in
staunch, stalwart, stout, sturdy, stable, steady, stocky, stern, strong, stubborn, steel
Short i often goes with the idea of smallness, as in
inch, imp, thin, slim, little, bit, chip, sliver, chink, slit, sip, whit, tittle, snip, wink, glint, glimmer, flicker, pigmy, midge, chick, kid, kitten, minikin, miniature.
Long o or oo may suggest melancholy or sorrow as in
moan, groan, woe, mourn, forlorn, toll, doom, gloom, moody
Final are sometimes goes with the idea of a big light or noise as
flare, glare, stare, blare
Medial att suggests some kind of particled movement as in
spatter, scatter, shatter, chatter, rattle, prattle, clatter, batter
Final er and le indicate repetition as in 
glitter, flutter, shimmer, whisper, jabber, chatter, clatter, sputter, flicker, twitter, mutter, ripple, bubble, twinkle, sparkle, rattle, rumble, jingle
None of these various sounds is invariably associated with the idea that it seems to suggest, and, in fact, a short i is found in thick as well as thin, in big as well as little. Language is a complex phenomenon. But there is enough association between these sounds and ideas to suggest some sort of intrinsic if obscure relationship. A word like flicker, though not onomatopoetic would seem somehow to suggest its sense, with the fl suggest moving light, the i suggesting smallness, the ck suggesting sudden cessation of movement (as in crack, peck, pick, hack, and flick), and the er suggesting repetition.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
WRITING ABOUT SOUNDS
The sounds of words in a poem might be characterized according to manner of speech:
gently, whisperingly, stridently, mellifluously, forthrightly, smoothly, incisively, piercingly, flatly
these words are closely connected with tone. 
There are also words that describe the nature of sounds. 
Echo and pitch are useful, as are resonant and sonorous. 
Other words are: deep, harsh, grating, light and shrill. 
E.g: Tennyson’s THE LOTUS EATERS:
The lotus blooms below the barren peak:
The lotus blows by every winding creek:
All day the wind breathes low with mellower tone:
Through every hollow cave and alley lone
Round and round the spicy down the yellow is lotus-dust is blown.
How can the effect of the alliteration, assonance and onomatopoeia be described? 
Could it be said that because of the sounds of the words the lines sound gentle, mellifluous and smooth?
Dryden’s verse sounds very different
E.g: ABSALOM AND ACHITOPHEL
Of these the false Achitophel was the first,
A name to all succeeding ages curst:
For close designs and crooked counsels fit,
Sagacious, bold and turbulent of wit,
Restless, unfixed in principles and place,
In power unpleased, impatient of disgrace. . . 
The alliteration of the "f" sound is forthright, and that on the "c" incisive and even piercing in its forcefulness. Likewise, the "p" sounds could be descried as forthright.
[from MASTERING ENGLISH LITERATURE]
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FIGURATIVE LANGUAGE 1
SIMILIE & METAPHOR
WRITING ABOUT SIMILES AND METAPHORS
METONYMY & SYNEDOCHE
CONCEIT
PERSONIFICATION & APOSTROPHE
Figures of speech offer another way of adding extra dimensions to language. A figure of speech is any way of saying something other than the ordinary way. It can be narrowly defined as saying one thing and meaning another. 
Figurative language – language using figures of speech – is language that cannot be taken literally (and should not be taken literally only).
(from LITERATURE STRUCTURE, SOUND AND SENSE)
SIMILES AND METAPHORS
Metaphor and simile are both used as a means of comparing things that are essentially alike. The only distinction between them is that in simile the comparison is expressed by the use of some word or phrase such as like, as, than, similar to, resembles, or seems; in metaphor the comparison is implied – that is, the figurative term is substituted for or identified with the literal term.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
An image alone does not make a poem. The image has to refer to a complex field of thought and feeling beyond itself; it has to suggest or call up a parallel idea, a metaphor. A metaphor is a comparison that suggests that one thing is similar to another.
If the word like is actually used, we call this comparison a simile, 
E.g. His heart is like a stone.
(from AN INVITATION TO POETRY)
Similes and metaphors can be dealt with together, because they both speak of one thing in terms of another. In a simile the relation is made clear by the use of the words like or as whereas in a metaphor the two things are fused.
E.g. the fog descended like a blanket - simile
the blanket of fog descended - metaphor
Here are a number of similes taken from the poetry of famous poets
Her lips were red, her looks were free,
Her locks were yellow as gold:
Her skin was as white as leprosy,
Samuel Taylor Coleridge
Let us go then, you and I,
When the evening is spread out against the sky
Like a patient etherized upon a table;
T.S. Eliot
Youth like summer morn
Age like winter weather.
William Shakespeare
(from APPRECIATING POETRY)
In W.B. Yeats’ LONG-LEGGED FLY, the poet describes the mystical, trance-like concentration used by those who have made decisions that have profoundly affected history or culture. He imagines Caesar considering whether or not to cross the Rubicon stream with his army (and thereby violate state orders and bring about civil war – a war that was eventually to elevate Caesar to complete power in Rome), or Michelangelo, contemplating his design for the Sistine Chapel, a work that profoundly influenced concepts in Art, and writes:
Like a long-legged fly upon the stream
His mind moves upon silence.
The simile is perhaps less intense than the metaphor, yet that does not mean it is in any way an inferior device. It is simply a matter of the poet deciding which device is the most effective for his present purpose.
A metaphor is when a word is made to ‘stand for’ something different from its usual, literal meaning. In this way it is an implied comparison between the two things being related – i.e. the normal meaning or association of the word and that which it is made to represent in this specific instance. It is an ‘implied’ comparison because it does not use the words like or as – which is a more direct form of comparison.
In the opening lines of G. M. Hopkins THE WINDHOVER, the poet celebrates the bird’s beauty with exaggerated, almost breathless praise:
I caught this morning morning’s minion, king-
dom of daylight’s dauphin, dapple-dawn-drawn Falcon …
The bird is seem as the minion or darling, of the morning. Thus the normal associations of minion are related to the bird and because of this metaphor we learn how the poet feels towards what he is describing. Similarly, in calling the bird the dauphin, or ‘heir’ of the kingdom of daylight the metaphor conveys both an impression of the bird and its beauty in the early morning sunlight, as well as the poet’s feelings. The effect of metaphor is ‘concentrated’ – which sometimes makes its meaning difficult to unravel.
(from POETRY APPRECIATION FOR A LEVEL)
Metaphors may take one of four forms, depending on whether the literal and figurative terms are respectively named or implied.
1. As in simile, both the literal and figurative terms are named.
E.g. Life the hound
Equivocal
Comes at a bound
Either to rend me
Or to befriend me.
(from Robert Francis’ THE HOUND)
The literal term is Life and the figurative term is hound.
2. The literal term is named and the figurative term is implied.
E.g. Leaves got up in a coil and hissed,
Blindly struck at my knee and missed
(from Robert Frost’s BEREFT)
The literal term is Leaves and the figurative term is implied "leaves like a snake".
3. The literal term is implied and the figurative term is named.
E.g. It reaches to the fence, 
It wraps it rail by rail
Till it is lost in fleeces;
It deals celestial veil
(from Emily Dickinson’s IT SIFTS FROM LEADEN SIEVES)
The literal term is It (implied) and the figurative fleeces and celestial veil is named.
4. Both the literal and figurative terms are implied. (comparatively rare)
E.g. It sifts from leaden sieves, 
It powders all the wood. 
(from Emily Dickinson’s IT SIFTS FROM LEADEN SIEVES)
(from LITERATURE STRUCTURE, SOUND AND SENSE)
WRITING ABOUT SIMILES AND METAPHORS
When you write about similes and metaphors, you should bring out their distinctive qualities. Similes are close to ordinary speech; consequently they are often successful when they have an ease which makes you say: "Yes, I would make that comparison if I were in that situation".
Sassoon’s poem EVERYONE SANG moves effortlessly from singing to a simile that freshly, yet naturally, expresses a sense of release:
Everyone suddenly burst out singing;
And I was filled with such delight
As prisoned birds must find in freedom …
Sassoon trust that the reader will now what a sudden outburst of joy feels like and will therefore understand the quite standard comparison with freed birds.
But similes can also be unusual, and when they are, they offer, so to speak, an invitation to you to journey in imagination from one thing to another. 
In THE RIME OF THE ANCIENT MARINER, Coleridge says this of a becalmed ship:
Day after day, day after day,
We stuck, nor breath, nor motion;
As idle as a painted ship
Upon a painted ocean.
The simile invites you to journey from a real ship to one that is only painted. Notice how the repetition of painted makes the picture seem more unreal and thus very distant from the actual ship. The distance travelled by the wind makes the simile unusual. 
Metaphors, by contrast, are economical and immediate. 
In ODE ON THE INTIMATIONS OF IMMORTALITY IN EARLY CHILDHOOD, Wordsworth compresses a metaphor into a single word when he says that the earth seemed Apparelled in celestial light. Apparelled means clothed regally in garments that lend a special importance to the wearer. The metaphor presents a very clear picture of the earth gloriously clothed in resplendent light.
This economy makes for immediacy – two things are fused in a single verb.
(from MASTERING ENGLISH LITERATURE)
The obvious attraction of metaphor is that it makes an idea vivid: it can prove difficult to grasp the thread of an abstract thought, but when the idea is described in concrete terms it comes to life. This is the basic appeal of metaphor, but far more can be said about the device. Metaphor adds to and enriches the meaning and weight of poems written in verse, such as Shakespeare’s. Within the space of a few lines a writer, through metaphor, can thus seem to incorporate within his work concerns that go beyond the stated subject matter, with the result that a poem or passage in a play that might essentially be an expression of personal emotion can appear to be a huge statement about human experience. 
Another aspect of metaphor is that it demonstrates how a writer can respond to the complexity of experience, for metaphor is an ordering or reconciling device that enables a writer to establish connections between different areas of experience.
Metaphor is in fact central to any notion of poetry that sees it as an art form concerned to confront a disordered and baffling world, for metaphor allows the artist to connect dissimilar areas of life.
It can also be argued, however, that, rather than establishing some pattern of connectedness in a baffling world, metaphor can work in the opposite direction, breaking up the conventional ways in which we think about the world. Metaphor can be said to create an effect of defamiliarization: that is, it can be said to challenge our normal way of thinking about things, restructuring our perceptions. 
But the common thread is that metaphor is a device for making connections, for ordering the world, even if it sometimes does it in an unexpected way that jolts us out of our usual patterns of thinking and perceiving.
(from LITERARY TERMS AND CRITICISM)
METONYMY AND SYNEDOCHES
Two other terms closely associated with metaphor are metonymy and synecdoche.
Differences between metaphor and metonymy:
Metonymy is a figure of speech in which the name of an attribute of a thing is substituted for the thing itself (crown for monarchy). Metaphor works on the basis of connecting different areas of experience, while in metonymy there is already a connection between the words.

In the metonymic text there is an attempt to create an illusion of life, while in the metaphoric text we are more aware of the play of language and how baffling experience is.
(from LITERARY TERMS AND CRITICISM)
The kettle is boiling.
The kettle isn’t boiling, but the water in the kettle is. This is metonymy. In a sense, we might think of metonymy as "guilt by association", as in a poem by D. H, Lawrence (1885 – 1930) called BAVARIAN GENTIANS, where he says:
Reach me a gentian, give me a torch
let me guide myself with the blue, forked touch of this flower
down the darker and darker stairs …
The gentian, a flower, is associated here with the finger of death.
(from AN INVITATION TO POETRY)
Synecdoche – naming the part for the whole – is more common and easily isolated. Let’s count noses when we mean "Let’s see how many people are here. In poetry, synecdochal metaphors are commonplace. 
Frost referred to synecdoche as an instance when "a little thing touches a larger thing". In other words, when an image is meant to imply a larger concept, it is synedochal, as in 
THE SILKEN TENT in which the cedar pole that supports the superstructure "signifies the sureness of the soul".
A larger point, is that, consciousness itself, our perception of the world, operates in a synedochal fashion. Every little piece of the universe relates, mysteriously, to every other piece.
Thomas Hardy once described this synecdochal quality in nature. 
The human race was to be pictured as "one great network or tissue which quivers in every part when one part is shaken, like a spider's web if touched". 
This sense of the inter-relatedness of all life goes a long way toward explaining the force of poetry and its power to resonate in the mind. Indeed, a poem like THE SILKEN TENT owes much of its power to its synecdochal suggestiveness: 
Think of it, for instance, as a poem about the use of poetic forms in writing. Then, making a leap of the imagination, think of it as a poem about humanity and about how humanity must operate within the bounds of certain parameters, such as space and time. 
[from AN INVITATION TO POETRY]
Synecdoche and Metonymy are alike in that both substitute some significant detail or aspect of an experience for the experience itself. 

Shakespeare uses synecdoche when he says that the cuckoo’s song is unpleasing to a married ear, for he means a married man.
Ellen Kay in PATHEDY OF MANNERS uses synecdoche when she refers to catalogues of domes because what she means is enough domed buildings to fill a catalogue. 
Robert Graves uses it in THE NAKED AND THE NUDE when he refers to a doctor as a Hippocratic eye, 
Houseman’s TERENCE uses synecdoche when he declares that 
malt does more than Milton can
To justify God’s ways to man, 
for malt means beer or ale, of which malt is an essential ingredient. 
On the other hand, when Terence advises fellows whom it hurts to think to
Look into the pewter pot
To see the world as the world’s not, 
he is using metonymy, for by pewter pot he means the ale in the pot, not the pot itself, and by world he means human life and the conditions under which it is lived. 
Shakespeare uses metonymy when he says that the yellow cuckoo buds paint the meadows with delight, for he means with bright colour that produces delight.
Robert Frost uses metonymy in OUT- OUT – when he describes an injured boy holding up his cut hand 
as if to keep
The life from spilling,
for literally he means to keep the blood from spilling.
In each case, however, the poem gains in vividness, meaning, or compactness. 
Many synecdoches and metonymies, of course, like many metaphors, have become so much a part of the language that they no longer strike us as figurative. Such figures are DEAD METAPHORS. 
redhead for a red haired person, hands for manual workers, highbrow for a sophisticate, tongues for languages, boiling kettle for the water in the kettle.
(from LITERATURE, STRUCTURE, SOUND AND SENSE)
CONCEITS
When a simile or metaphor is elaborate or far-fetched, and strikes you at first being inappropriate, it is called a conceit. These were popular in the seventeenth century. When you meet one, you will probably be struck by its artificiality and ingenuity; your thinking about it may start with a feeling of strangeness but end with your seeing that, though it is unexpected, the comparison is intriguingly right. 
Crawshaw's short poem on the crucifixion is built on an astonishing conceit:
They have left thee naked, Lord. O that they had;
This garment too, I would they had denied.
Thee with thyself they have too richly clad,
Opening the purple wardrobe of thy side:
O never could there be garment too good
For thee to wear, but this of thine own blood.
It is strange, and even shocking, to see Christ's naked, blood- stained body as an opened wardrobe of purple clothes, and yet the horror of the conceit drives home the point that no clothes but Christ's own blood were too good for him to wear. 
If you have to write about conceits, you should try to bring out this surprisingly blend of weirdness and appropriateness.
[from MASTERING ENGLISH LITERATURE]
A common, but misguided, response to conceits is to say that the comparison seems odd, but reflection seems valid. Conceits, however, are not meant to strike us as apposite. They are meant to strike us as ingenious.
In metaphysical poetry, not only the conceits present problems Complicated arguments, convoluted syntax and rapid jumps from idea to idea also baffle many readers. Why would anyone want to write in such a manner? Such a method is employed to reflect an awareness of just how difficult experience is to understand. Of course, many poets acknowledge life’s complexity, but metaphysical poetry represents a very rational, intellectual attempt to confront experience through an ordered argument. The argument gets tied up in knots, however, because the poet gets tied up in knots in trying to understand an increasingly complicated world.
Donne’s use of conceits, therefore, suggests life’s complexity, and suggests that connections can only be made in a desperately fanciful way. In a bewildering world the poet finds likenesses between the apparently unlike.
(from LITERARY TERMS AND CRITICISM)
PERSONIFICATION & APOSTROPHE
Personification is when an inanimate object or abstract idea is attributed with feelings, thoughts or sensations normally associated with living creatures. This happens most frequently when aspects of Nature are seen in human terms:
E.g. Shelley’s
Swiftly walk o’er the western wave, 
Spirit of Night
or 
Rough wind that moanest loud … 
… Wail for the world’s wrong
We see how one word such as moan or wail here can produce personification.
And finally his famous address to the Moon, that asks if she is pale for weariness from wandering the heavens in lonely isolation.
Abstract ideas such as liberty, truth, one’s country are also often personified.
E.g. Wordsworth’s ODE TO DUTY – which he characterizes as the Stern Daughter of the Voice of God.
(from POETRY APPRECIATION FOR A LEVEL)
Personification consists in giving the attributes of a human being to an animal, an object, or a concept. It is really a subtype of metaphor, an implied comparison in which the figurative term of the comparison is always a human being. 
When Sylvia Plath in MIRROR makes a mirror speak and think, she is personifying an object. 
When Keats in TO AUTUMN describes autumn as a harvester sitting careless on a granary floor or on a half reaped furrow sound asleep, he is personifying a season.
Personifications differ in the degree to which they ask the reader actually to visualize the literal term in human form.
In Keats’s comparison, we are asked to make a complete identification of autumn with a human being.
In Sylvia Plath’s, though the mirror speaks and thinks, we continue to visualize it as a mirror.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
There are two important effects which are very close to personification – PATHETIC FALLACY and MENTAL LANDSCAPE.
Pathetic fallacy occurs when human feelings are given to objects without them.
In THE LOTUS EATERS, Tennyson writes:
All round the coast the languid air did swoon,
Breathing like one that hath a weary dream.
Both the metaphor swoon and the simile breathing like bestow feelings upon the air, an object that, by its very nature, cannot have them.
A mental landscape is one in which the feelings of the one who looks at it become attached to the landscape itself. The landscape thus expresses the inner feelings of the one who views it.
Tennyson’s MAUD portrays a man on the brink of mental collapse, who is bitter and resentful. The poem starts with these lines of barely controlled violence:
I hate the dreadful hollow behind the little wood,
Its lips in the field above are dabbled with blood-red heath,
The red-ribbed ledges drip with a silent horror of blood,
And Echo there, whatever is asked for, answers "Death".
This grotesque and nightmarish picture of the heath is as much a portrait of the speaker’s mind. It is dreadful because he is full of dread, and full of horror because his mind is, and Echo tells him what he already thinks of – "Death".
Personification, pathetic fallacy and mental landscape frequently occur in poetry. What they have in common is the feeling that in the poet’s mind the world is alive with feeling. It is this sense of life in otherwise lifeless things that you should try to bring out in your writing.
(from MASTERING ENGLISH LITERATURE)
Closely related to personification is APOSTROPHE, which consists in addressing someone absent or dead or something non human as if that person or thing were present and alive and could reply to what is being said.
The speaker in A. E. Housman’s TO AN ATHLETE DYING YOUNG apostrophizes a dead runner.
William Blake apostrophizes a tiger throughout his famous poem THE TIGER but does not personify it.
Keats apostrophizes and personifies autumn in TO AUTUMN.
Personification and apostrophe are both ways of giving life and immediacy to one’s language, but since neither requires great imaginative power on the part of the poet – apostrophe especially does not – they may degenerate into mere mannerisms and are to be found as often in bad and mediocre poetry as in good. We need to distinguish between their effective use and their merely conventional use.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
[image: image4]
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FIGURATIVE LANGUAGE 2
SYMBOL
ALLEGORY
SYMBOL
A natural progression occurs from idea to image, from image to metaphor, from metaphor to symbol. A symbol is simply the extension of a metaphor to include things beyond its immediate field or scope. When you throw a stone into a pond, for instance, its first plunk is the bull's eye of metaphor. The progressive, concentric rings that flow outward in decreasing levels of force but ever-widening scope represent the symbolic waves that flow out from the metaphorical image. 
A conventional symbol is a common symbol whose associations are familiar.
A flag is a symbol of one's country, for instance. It suggests patriotism and cultural solidarity and many other commonly felt ideas. 
A skull and cross bones image would carry obvious connotations of death and destruction.
It is important to recognize that a good symbol should not encourage such free association that ridiculous connections occur. Poets use symbols to control a reader's imagination, to stimulate specific areas of the brain so as to call up a definite range of emotions.
[from AN INVITATION TO POETRY]
Differences between IMAGE, METAPHOR and SYMBOL
Image, metaphor and symbol shade into each other and are sometimes difficult to distinguish. 
In general, 
an image means only what it is;
A shaggy brown dog was rubbing its back against a white picket fence
I am talking about nothing but a dog and a picket fence and am therefore presenting an image.
the figurative term in a metaphor means something other than what it is; 
Some dirty dog stole my wallet at a party.
I am not talking about a dog at all and am therefore using a metaphor.
a symbol means what it is and something more, too. A symbol functions literally and figuratively at the same time.
You can’t teach an old dog new tricks
I am talking not only about dogs but about living creatures of any species and am therefore speaking symbolically. 
Images, of course, do not cease to be images when they become incorporated in metaphors or symbols.
The symbol is the richest and at the same time the most difficult of the poetic figures. Both its richness and its difficulty result form its imprecision. Although the poet may pin down the meaning of a symbol to something fairly definite and precise, more often the symbol is so general in its meaning that it can suggest a great variety of specific meaning.
Symbols vary in the degree of identification and definition given them by their authors.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
The difference between an image and a symbol is that what an image is associated with is stated in the poem, but with a symbol we have to infer the meaning and associations. 
A poet who compares his lover to a rose is using a figurative image, associating his lover with something from a different realm of experience. In this poem by Blake, however, published in1794, a rose is used as a symbol: we suspect that he is not only talking about a rose, but what the rose stands for of is associated with is not stated:
O Rose, thou art sick!
The invisible worm 
That flies in the night,
In the howling storm,
Has found out thy bed
Of crimson joy,
And his dark secret love
Does thy life destroy.
Reading the poem we might work out that Blake is talking about something evil destroying something beautiful, possibly corrupt passion destroying a young woman's innocence and beauty. The poem does not, however, state this, yet is effective because it is so indirect.
[from LITERARY TERMS AND CRITICISM]
The organization of THE SICK ROSE is so rich, and its language so powerful that the rose and the worm refuse to remain merely a flower and an insect. 
The rose, apostrophized and personified in the first line, has traditionally been a symbol of feminine beauty and of love as well as of sensual pleasures.
Bed can refer to a woman’s bed as well as to a flower bed.
Crimson joy suggests the intense pleasure of passionate lovemaking as well as the brilliant beauty of a red flower. 
The dark secret love of the invisible worm is more strongly suggestive of a concealed or illicit love affair than of the feeding of a cankerworm on a plant, though it fits that too.
For all these reasons the rose almost immediately suggests a woman and the worm her secret lover – and the poem suggests the corruption of innocent but physical love by concealment and deceit. 
But the possibilities do not stop there. 
The worm is a common symbol or metonymy for death; and for readers steeped in Milton (as Blake was) it recalls the undying worm of PARADISE LOST, Milton’s metaphor for the snake (or Satan) that tempted Eve. Meanings multiply also for the reader who is familiar with Blake’s other writings. 
Thus THE SICK ROSE has been variously interpreted as referring to 
the destruction of joyous physical love by jealousy, deceit, concealment, or the possessive instinct;
of innocence by experience;
of humanity by Satan;
of imagination and joy by analytic reason; 
of life by death. 
We cannot say what specifically the poet had in mind, nor need we do so. A symbol defines an area of meaning, and any interpretation that falls within that area is permissible. 
In Blake’s poem the rose stands for something beautiful, or desirable, or good. The worm stands for some corrupting agent. Within these limits, the meaning is largely open. And because the meaning is open, the reader is justified in bring personal experience to its interpretation. 
Blake’s poem, for instance, might remind someone of a gifted friend destroyed by drug addiction.
Between extremes, as exemplified by THE SICK ROSE, a poem may exercise all degrees of control over the range and meaning of its symbolism.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
Students often make the mistake of thinking that symbols are rampant in poetry, and sometimes read poems in a silly way in which everything is assumed to have a hidden meaning. The truth is that most poems are far from direct, stating an idea and usually using imagery to add associations and complexity to the idea. Symbols are only used when a writer wants to express an apprehension of something in his mind that is not directly observable in the everyday world. The writer has to use a symbol because he can only convey his non- rational apprehension of something by using objects and words from the familiar world.
Coleridge's KUBLA KHAN (1816), with its creation of a mythical world which does not have any obvious meaning but seems somehow to reflect the fantasies of the unconscious, is a good example of a symbolic poem.
The danger with symbolism is that the poet can lose all touch with the ordinary world. 
This happens in some of Blake’s longer poems where he explores his own mind, using symbols, but the symbolism has become so private that we can see no meaning in it. 
Successful symbolism – as in KUBLA KHAN, or ODE TO A NIGHTINGALE, or when Yeats creates Byzantium in his BYZANTIUM poems (12928 and 1933) – is rather more of a compromise, in that we can fairly confidently infer a meaning, and see how the imaginings of the mind relate to ordinary experience.
[from LITERARY TERMS AND CRITICISM]
You must read the poem with three questions in mind: 
Does a word have a central place in the poem? 
Is it used in an elevated way?
Does it transform other elements in the poem? 
Consider Muir's poem THE HORSES. It begins:
Barely a twelvemonth after
The seven days war that put the world to sleep, 
Late in the evening the strange horses came.
The horses have a central place in that opening sentence because they come at its

 climax. The first two lines are grammatically subordinate to the third, which means that we are not given the main subject and main verb of the sentence till the last four words - the strange horses came. Grammatical expectation thus makes them central. The horses are also treated in an elevated way. They are called strange but they appear amid traditional symbols. The seven days is a symbol of creation, and put … to sleep is a symbol of death. The order of events is thus creation, death, and the coming of the horses, suggesting that the horses are a new beginning, or even a resurrection. If you look through the rest of the poem, you will see how the horses transform other elements. The poem ends:
Our life is changed; their coming our beginning.
That is very clear – the horses have brought a new start and have changed life.
Muir’s horses are clearly symbolic, yet it is not easy to say exactly what they symbolize. This is often the case with symbols and you should try to capture this in your writing. Symbols are often rich and complex, so you should be careful to suggest this when you discuss their function. We have used "stands for" and "points to"; you could also use "represents", "suggests", "evokes" or "expresses". Your aim should always be to capture the way in which, a symbol glows or echoes with meaning.
Other popular traditional or conventional symbols are
sunset, sleep and night standing for death
flowers standing for shortness of life
water for purity
sea for eternity
garden for perfect order
sky for heaven.
In English poetry, the seasons take on a symbolic force:
SPRING is new life and energy
SUMMER is the time of joy and carefree living
AUTUMN is for maturity and fulfillment
WINTER is for old age and death.
The rose represents beauty, and the lily purity; the lion often represents courage, and the goat lust, the Cross represents Christianity, the swastika Fascism, and the hammer and sickle Communism.
SYMBOLS IN LIFE:
Colours are sometimes used as symbols.
Many birds and animals seem to exhibit a particular trait or quality to such an extent that we often use the creature as a symbol of that quality. 
E.g. an elephant is a symbol of hugeness or good memory
(from APPRECIATION POETRY)
ALLEGORY
Allegory is a narrative or description that has a second meaning beneath the surface. Although the surface story or description may have its own interest, the author’s major interest is in the ulterior meaning.
E.g. When Pharaoh in THE BIBLE, has a dream in which seven fat kine are devoured by seven lean kine, the story does not really become significant until Joseph interprets its allegorical meaning: that Egypt is to enjoy even years of fruitfulness and prosperity followed by seven years of famine. 
Allegory has been defined sometimes as an extended metaphor and sometimes as a series of related symbols. But it is usually distinguishable from both of these. 
It is unlike extended metaphor in that it involves a system of related comparisons rather than one comparison drawn out. 
It differs from symbolism in that it puts less emphasis on the images for their own sake and more on their ulterior meanings. 
Also, these meanings are fixed. 
In allegory there is usually a one–to-one correspondence between the details and a single set of ulterior meanings. In complex allegories the details may have more than one meaning, but these meanings tend to be definite. Meanings do not ray out from allegory as they do from a symbol.
Allegory is less popular in modern literature than it was in medieval and Renaissance writing and it is much less often found in short poems than in long narrative works such as THE FAERIE QUEENE, EVERYMAN and PILGRIM’S PROGRESS. It has sometimes, especially with political allegory been used to disguise meaning rather than reveal it. Though less rich than the symbol, allegory is an effective way of making the abstract concrete and has occasionally been used effectively even in fairly short poems.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
G. Rosalind J., September 2002
FIGURATIVE LANGUAGE 3
PARADOX
OVERSTATEMENT/HYPERBOLE
UNDERSTATEMENT
IRONY
PARADOX
A paradox is an apparent contradiction that is nevertheless somehow true. It may be either a situation or a statement. As a figure of speech, paradox is a statement.
E.g. Alexander Pope wrote that a literary critic of his time would damn with faint praise; he was using a verbal paradox, for how can a man damn by praising?
When we understand all the conditions and circumstances involved in a paradox, we find that what at first seemed impossible is actually entirely plausible and not strange at all.
Pope’s paradox is not strange when we realize that damn is being used figuratively, and that Pope means only that a too reserved praise may damage an author with the public almost as much as adverse criticism. In a paradoxical statement the contradiction usually stems from one of the words being used figuratively or in more than one sense.
The value of paradox is its shock value. Its seeming impossibility startles the reader into attention and, by the fact of its apparent absurdity, underscores the truth of what is being said.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
E.g. In Keats’s ODE TO A CRECIAN URN there are these paradoxical lines on music:
Heard melodies are sweet, but those unheard
Are sweeter …
That is contradictory; a melody you cannot hear can never be sweeter than one you can. Nevertheless, the lines point to the strange truth that that which we imagine is often more beautiful than that which actually exists. What starts off as an apparent contradiction often yields truths that are more interesting than everyday ones.
(from MASTERING ENGLISH LITERATURE)
E.g. In DEATH BE NOT PROUD, Donne writes, Death, thou shalt die. The statement is paradoxical because we cannot reconcile the idea of death with the idea of Death dying in any logical way. A paradox is used because this is the only way in which Donne can come to terms with the difficult Christian idea of life after death. Paradox gives us a sense of the writer getting on top of complicated ideas, but only just.
Poetry, far from offering us simple statements about life, always acknowledges the complexity of experience that the writer seeks to reconcile through his language. Paradox in a work always suggests an attempt to confront and come to terms with the contradictions of experience. At the same time, because it is such a self-conscious device, paradox also always suggests a sense of strain, a sense that things cannot be ordered in a logical, rational way but only by a deliberate effort.
(from LITERATRY TERMS AND CRITICISM)
OVERSTATEMENT or HYPERBOLE
Overstatement or hyperbole is simply exaggeration, but exaggeration in the service of truth.
E.g. I’m starved!
There were literally millions of people at the beach!
You do not expect to be taken literally; you are merely adding emphasis to what you really mean. Like all figures of speech, overstatement may be used with a variety of effects. It may be humorous or grave, fanciful or restrained, convincing or unconvincing. 
When Tennyson says of his eagle that it is Close to the sun in lonely lands, he says what appears to be literally true, though we know from our study of astronomy that it is not.
When Wordsworth reports of his golden daffodils in I WANDERED LONELY AS A CLOUD that they stretched in never-ending line along the margin of a bay, he too reports faithfully a visual appearance. 
When Frost says, at the conclusion of THE ROAD NOT TAKEN,
I shall be telling this with a sigh
Somewhere ages and ages hence,
we are scarcely aware of the overstatement, so quietly is the assertion made. 
Unskillfully used, however, overstatement may seem strained and ridiculous, leading us to react as Gertrude does to the player-queen’s speeches in HAMLET: The lady doth protest too much.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
Hyperbole is a figure of speech that uses deliberate exaggeration in order to emphasize something. Note that the purpose of hyperbole is to emphasize in order to make more dramatic or vivid; it is not intended to deceive.
Will all great Neptune’s ocean wash this blood
Clean from my hand? No; this my hand will rather
The multitudinous seas incarnadine, 
Making the green one red.
from Shakespeare’s MACBETH
I lov’d Ophelia; forty thousand brothers
Could not, with all their quantity of love,
Make up my sum …
from Shakespeare’s HAMLET
Hyperbole is a most valuable tool especially for dramatists and poets, enabling them to add emphasis, usually to the strength of someone’s feelings or to the importance of a particular point being made.
(from APPRECIATING POETRY)
UNDERSTATEMENT
Understatement, or saying less than one means may exist in what one says or merely in how one says it. 
E.g. If upon sitting down to a loaded dinner plate, you say, "This looks like a nice snack," you are actually stating less than the truth.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
IRONY
Like paradox, irony has meanings that extend beyond its use merely as a figure of speech.
VERBAL IRONY, saying the opposite of what one means, is often confused with sarcasm and with satire.
Sarcasm and satire both imply ridicule, one on the colloquial level, the other on the literary level. 
Sarcasm is simply bitter or cutting speech, intended to wound the feelings (it comes from a Greek word meaning to tear flesh). 
E.g. If a member of the class raises his hand and says, 
"I don’t understand." 
and your instructor replies with a tone of heavy disgust in his voice, 
"Well, I wouldn’t expect you to," 
he is being sarcastic but not ironic; he means exactly what he says.
Satire is a more formal term, usually applied to written literature and implying a higher motive: it is ridicule (either bitter or gentle) of human folly or vice, with the purpose of bringing about reform or at least of keeping other people from falling into similar folly or vice.
Irony on the other hand, is a literary device or figure that may be used in the service of sarcasm or ridicule or may not. It is popularly confused with sarcasm and satire because it is so often used as their tool; but irony may be used without either sarcastic or satirical intent, and sarcasm and satire may exist (though they do not usually) without irony. 
E.g. If, after you have done particularly well on an examination, he brings your test papers into the classroom saying,
"Here’s some bad news for you: you all got A’s and B’s!" 
he is being ironic but not sarcastic. 
Sarcasm is cruel, as a bully is cruel: it intends to give hurt. 
Satire is both cruel and kind, as a surgeon is cruel and kind: it gives hurt in the interest of the patient or of society. 
Irony is neither cruel nor kind: it is simply a device, like a surgeon’s scalpel, for performing any operation more skillfully.
Though verbal irony always implies the opposite of what is said, it has many gradations, and only in its simplest forms does it mean only the opposite of what is said. In more complex forms it means both what is said and the opposite of what is said, at once, though in different ways and with different degrees of emphasis.
When Terence’s critic, in TERENCE, THIS IS STUPID STUFF says, 
"Pretty friendship ‘tis to rhyme
Your friends to death before their time, 
we may substitute the literal sorry for the ironic pretty with little or no loss of meaning.
When Terence speaks in reply, however, of the pleasure of drunkenness
And down in lovely muck I’ve lain,
Happy till I woke again
we cannot substitute loathsome for lovely without considerable loss of meaning, for, while much is actually extremely unpleasant to lie in, it may seem lovely to an intoxicated person. Thus two meanings – one the opposite of the other – operate at once.
Like all figures of speech, verbal irony runs the danger of being misunderstood. With irony the risks are perhaps greater than with other figures, for if metaphor is misunderstood, the result may be simply bewilderment; but if irony is misunderstood, the reader goes away with exactly the opposite idea from what the user meant to convey. For this reason the user of irony must be very skillful in its use, conveying by an altered tone, or by a wink of the eye or pen, that irony is intended; and the reader of literature must be always alert to recognize the subtle signs of irony.
But irony is most delightful and most effective when it is subtlest. It sets up a special understanding between writer and reader that may add either grace or force. If irony is too obvious, it sometimes seems merely crude. But if effectively used, it, like all figurative language, is capable of adding extra dimensions to meaning.
THE ADVERSARY 
A mother’s hardest to forgive.
Life is the fruit she longs to hand you,
Ripe on a plate. And while you live,
Relentlessly she understands you.
Phyllis McGinley (1905 – 1978)
What word in the poem is nearest to the title in its connotations?
The term irony always implies some sort of discrepancy or incongruity. In verbal irony the discrepancy is between what is said and what is meant. 

In other forms the discrepancy may be between appearance and reality or between expectation and fulfillment. These other forms are more important resources for the poet than is verbal irony. Two types are especially important – Dramatic Irony and Situational Irony.
In DRAMATIC IRONY, the discrepancy is not between what the speaker says and what the speaker means but between what the speaker says and what the poem means. The speaker’s words may be perfectly straightforward, but the author, by putting these words in a particular speaker’s mouth, may be indicating to the reader ideas or attitudes quite opposed to those the speaker is voicing. This form of irony is more complex than verbal irony and demands a more complex response from the reader. It may be used not only to convey attitudes but also to illuminate character, for the author who uses it is indirectly commenting not only upon value of the ideas uttered but also upon the nature of the person who utters them. Such comment may be harsh, gently mocking, or sympathetic.
A third kind of irony, IRONY OF SITUATION, occurs when a discrepancy exists between the actual circumstances and those that would seem appropriate or between what one anticipates and what actually comes to pass.
If a man and his second wife, on the first night of their honeymoon, are accidentally seated at the theater next to the man’s first wife, we call the situation ironic.
In O Henry’s famous short story THE GIFT OF THE MAGI, a poor young husband pawns his most priced possession, a gold watch, in order to buy his wife a set of combs for her hair for Christmas, and his wife sells her most prized possession, her long brown hair, in order to buy a fob for her husband’s watch. This is an ironic situation.
In Coleridge’s RIME OF THE ANCIENT MARINER, the Ancient Mariner finds himself in the middle of the ocean with
Water, water, everywhere, but not a drop to drink.
Dramatic irony and irony of situation are powerful devices for poetry, for, like symbol, they enable a poem to suggest meanings without stating them – to communicate a great deal more than is said.
Irony and paradox may be trivial or powerful devices, depending on their use. At worst, they degenerate into mere mannerism and mental habit. At best, they greatly extend the dimensions of meaning in a work of literature. Because irony and paradox demand an exercise of critical intelligence, they are particularly valuable as safeguards against sentimentality.
(from LITERATURE, STRUCTURE, SOUND AND SENSE)
EFFECTIVENESS OF FIGURATIVE LANGUAGE 
Figurative language often provides a more effective means of saying what we mean than does direct statement.
What are some of the reasons for that effectiveness?
1. Figurative language affords us imaginative pleasure.
Imagination might be described in one sense as that faculty or ability of the mind that proceeds by sudden leaps from one point to another, that goes up a stair by leaping in one jump from the bottom to the top rather than by climbing up one step at a time. The mind takes delight in these sudden leaps, in seeing likenesses between unlike things.
Figures of speech are therefore satisfying in themselves, providing us with a source of pleasure in the exercise of the imagination.
2. Figures of speech are a way of bringing additional imagery into verse, of making the abstract concrete, of making poetry more sensuous. 
When Tennyson’s eagle in THE EAGLE falls like a thunderbolt, his swooping down for his prey is charged with energy, speed, and power;
the simile also recalls that the Greek god Zeus was accompanied by an eagle and armed with lightning.
When Emily Dickinson compares poetry to prancing coursers in THERE IS NO FRIGATE LIKE A BOOK, she objectifies imaginative and rhythmical qualities by presenting them in visual terms.
When Robert Browning compares the crisping waves to fiery ringlets in MEETING AT NIGHT, he starts with one image and transforms it into three.
Figurative language is a way of multiplying the sense appeal of poetry.
3. Figures of speech are a way of adding emotional intensity to otherwise merely informative statements and of conveying attitudes along with information.
"Samuel is a rat"
or
My feet are killing me
our meaning is as much emotional as informative.
When Phillip Larkin’s pathetic escapist compares books to a load of crap in A STUDY OF READING HABITS, the vulgar language not only expresses his distaste for reading but intensifies the characterization of him as a man whose intellectual growth was stunted.
When Wilfred Owen compares a soldier caught in a gas attack to a man drowning under a green sea in DULCE ET DECORUM EST, he conveys a feeling of despair and suffocation as well as a visual image.
4. Figures of speech are an effective means of concentration, a way of saying much in brief compass. Like words, they may be multidimensional. 
Shakespeare compares life to a candle in MACBETH.
Life is like a candle in that it begins and ends in darkness;
in that while it burns it gives off light and energy, 
is active and colourful;
in that it gradually consumes itself, gets shorter and shorter; 
in that it can be snuffed out at any moment;
in that it is brief at best, burning only for a short duration

Possibly your imagination can suggest other similarities.
But at any rate, Macbeth’s compact, metaphorical description of life as a brief candle suggest certain truths about life that would require dozens of words to state in literal language. At the same time it makes the abstract concrete, provides imaginative pleasure, and adds a degree of emotional intensity.
(from LITERATURE STRUCTURE, SOUND AND SENSE)
G. Rosalind J., September 2002
