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1. Course Outline 

a. Course Description : This course involves reading and appreciating 

poem; understanding its elements, human nature 

and cross culture element in English poem; 

applying approaches or criticism used in 

analyzing/appreciating poem. 

 

b. Course Significance : This course will help the students in 

comprehending the poem; especially its elements 

and how to analyze it by using approaches or 

criticism for gaining the meaning, messages or 

information that the poet portrays in their poem. 

This course hopefully will be an alternative way to 

the students for writing a research of poetry 

analysis for their final task (Skripsi).  

 

c. Competence Standard : 

1. The students are able to understand the concept of poetry, the kinds of 

poetry and its elements. (Figurative language, imagery, rhythm, rhyme, 

tone). 

2. The students are able to understand approaches (criticism) used in 

analyzing poetry. 

3. The students are able to analyze the elements in the poetry. 

4. The students are able to appreciate poetry  

 

d. Basic Competence : 

Cognitive Aspect 

1. Comprehending the concept of poetry and its elements; 

2. Understanding approaches used in analyzing poetry. 
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Psychomotor Aspect 

1. Appreciating poetry 

2. Find out the elements of poetry 

3. Applying the approaches in analyzing poetry 

 

Attitude Aspect 

1. Building critical thinking in analyzing poetry 

2. Satisfaction in reading and appreciating poetry 

3. Enrich students mindset through the messages portrays in the poetry 

4. Increasing the comprehension of foreign culture through appreciating 

poetry 

 

e. Course Materials composition : 

 

Chapter I  Defining Poetry? 

Chapter II  Kinds of Poetry  

Chapter III  Elements of Poetry: Figurative Language 

Chapter IV  Elements of Poetry: Imagery 

Chapter V  Elements of Poetry:: Rhythm 

Chapter VI  Elements of Poetry: Rhyme 

Chapter VII  Elements of Poetry:: Tone 

Chapter VIII  Approaches in Analyzing Poetry 

Chapter IX  Practicing Reading and Analyzing Poetry 
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2. Chapter I  

A. Introduction 

a. Short Description : This material will discuss; the meaning of poetry, 

which is based on several statement of poet; 

nature and history of poem also how to recite 

and reading a poem 

b. Basic Competence  : The students are able to comprehending the 

concept of poetry definition, nature and history of 

poetry 

B. Material Presentation 

 

Meeting I 

a. What Is Poetry? 

Now that's a complicated question.  

What does it look like? It is words written in short lines (usually). 

Sometimes it is broken up into groups of lines (stanzas). Sometimes it 

rhymes. Sometimes it has rhythm. It very often has metaphors and similes in 

it. Frequently, it is meant to be read aloud, or sung. 

What does it do? It says something you couldn't say any other way, just 

like a painting or a piece of music. Very often, it says things the reader 

already knows about the world, but can't put into words. Sometimes it makes 

you laugh. Sometimes it makes you sad, or angry, or just thoughtful. Like 

music and paintings, it is easy to know poetry when you see it, but hard to 

explain. Everybody has an opinion about it, too, and many of the opinions 

disagree.  

What is Poetry? It is difficult to define; we have been more successful at 

describing and appreciating poetry than at defining it. Poetry might be 

defined, initially, as a kind of language that says more and says it more 
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intensely than does ordinary language. William Wordsworth defined poetry as 

"the spontaneous overflow of powerful feelings, recollected in tranquillity." 

Poetry is the most condensed and concentrated form of literature, saying 

most in the fewest number of words.  

Poetry is as universal as language and almost as ancient. The most 

primitive peoples have used it, and the most civilized have cultivated it. In all 

ages, and in all countries, poetry has been written-and eagerly read or 

listened to-by all kinds scientists, clergymen, philosophers, kings, and 

queens. In all ages it has been especially the concern of the educated, the 

intelligent, and the sensitive, and it has appealed, in its simpler forms, to the 

uneducated and to children. Why? Because it has given pleasure. People 

have read it or listened to it or recited it because they liked it, because it gave 

them enjoyment. But this is not the whole answer. Poetry in all ages has been 

regarded as important, not simply as one of several alternative forms of 

amusement, as one man might choose bowling, another chess, and another 

poetry. Rather, it has been regarded as something central to each man’s 

existence, something having unique value to the fully realized life, something 

that he is better off for having and spiritually improvised without. To 

understand the reasons for this, we need to have at least a provisional 

understanding of what poetry is-provisional, because man has always been 

more successful at appreciating poetry than at defining it. 

Initially, poetry might be defined as a kind of language that says more 

and says it more intensely than does ordinary language. In order to 

understand this fully, we need to understand what it is that poetry “says.” For 

language is employed on different occasions to say quite different kinds of 

things; in other words, language has different uses. 

Poetry (ancient Greek: ποιεω (poieo) = I create) is an art form in which 

human language is used for its aesthetic qualities in addition to, or instead of, 

its notional and semantic content. It consists largely of oral or literary works in 
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which language is used in a manner that is felt by its user and audience to 

differ from ordinary prose. 

It may use condensed or compressed form to convey emotion or ideas 

to the reader's or listener's mind or ear; it may also use devices such as 

assonance and repetition to achieve musical or incantatory  effects. Poems 

frequently rely for their effect on imagery, word association, and the musical 

qualities of the language used.  

Because of its nature of emphasising linguistic form rather than using 

language purely for its content, poetry is notoriously difficult to translate  from 

one language into another: a possible exception to this might be the 

Hebrew Psalms, where the beauty is found more in the balance of ideas than 

in specific vocabulary. In most poetry, it is the connotations and the 

"baggage" that words carry (the weight of words) that are most important. 

These shades and nuances of meaning can be difficult to interpret and can 

cause different readers to "hear" a particular piece of poetry differently. While 

there are reasonable interpretations, there can never be a definitive 

interpretation.  

Nature of poetry 

Poetry can be differentiated most of the time from prose, which is 

language meant to convey meaning in a more expansive and less condensed 

way, frequently using more complete logical or narrative structures than 

poetry does. This does not necessarily imply that poetry is illogical, but rather 

that poetry is often created from the need to escape the logical, as well as 

expressing feelings and other expressions. A further complication is that 

prose poetry combines the characteristics of poetry with the superficial 

appearance of prose. And there is, of course, narrative poetry, not to mention 

dramatic poetry, both of which are used to tell stories and so resemble novels 

and plays. However, both these forms of poetry use the specific features of 



 6 

verse composition to make these stories more memorable or to enhance 

them in some way. 

The Greek verb ποιέω [poiéō (= I make or create)], gave rise to three 

words: ποιητής [poiētḗs (= the one who creates)], ποίησις [poíēsis (= the act 

of creation)] and ποίηµα [poíēma (= the thing created)]. From these we get 

three English words: poet (the creator), poesy (the creation) and poem (the 

created). A poet is therefore one who creates and poetry is what the poet 

creates. The underlying concept of the poet as or creator is not uncommon. 

For example, in Anglo-Saxon a poet is a scop (shaper or maker) and in 

Scots makar. 

Sound in poetry 

Perhaps the most vital element of sound in poetry is rhythm. Often the 

rhythm of each line is arranged in a particular meter. Different types of meter 

played key roles in Classical, Early European, Eastern and Modern poetry. In 

the case of free-verse the  rhythm of lines is often organized into looser units 

of cadence.  

Poetry in English and other modern European languages often uses 

rhyme.  Rhyme at the end of lines is the basis of a number of common poetic 

forms, such as ballads, sonnets and rhyming couplets. However, the use of 

rhyme is not universal. Much modern poetry, for example, avoids traditional 

rhyme schemes. Furthermore, Classical Greek and Latin poetry did not use 

rhyme. In fact, rhyme did not enter European poetry at all until the High 

Middle Ages, when it was adopted from the Arabic language. The Arabs have 

always used rhymes extensively, most notably in their long, rhyming qasidas. 

Some classical poetry forms, such as Venpa of the Tamil language had rigid 

grammars (to the point that they could be expressed as a context-free 

grammar), which ensured a rhythm. 
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Alliteration played a key role in structuring early Germanic and English 

forms of poetry (called alliterative verse), akin to the role of rhyme in later 

European poetry. The alliterative patterns of early Germanic poetry and the 

rhyme schemes of Modern European poetry alike both include meter as a key 

part of their structure, which determines when the listener expects instances 

of rhyme or alliteration to occur. In this sense, both alliteration and rhyme, 

when used in poetic structures, help to emphasize and define a rhythmic 

pattern. By contrast, the chief device of Biblical poetry in ancient Hebrew was 

parallelism, a rhetorical structure in which successive lines reflected each 

other in grammatical structure, sound structure, notional content, or all three; 

a verse form that lent itself to antiphonal or call-and-response performance.  

In addition to the forms of rhyme, alliteration and rhythm that structure 

much poetry, sound plays a more subtle role in even free verse poetry in 

creating pleasing, varied patterns and emphasizing or sometimes even 

illustrating semantic elements of the poem. Devices such as alliteration, 

assonance, consonance, dissonance and internal rhyme are among the ways 

poets use sound.  

 

Poetry and form 

Compared with prose, poetry depends less on the linguistic units of 

sentences and paragraphs, and more on units of organisation that are purely 

poetic. The typical structural elements are the line, couplet, strophe, stanza, 

and verse paragraph. Lines may be self-contained units of sense, as in the 

well-known lines from William Shakespeare's Hamlet:  

 

To be, or not to be: that is the question.  
Alternatively a line may end in mid-phrase or sentence:  

Whether 'tis nobler in the mind to suffer 
this linguistic unit is completed in the next line,  

The slings and arrows of outrageous fortune. 
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This technique is called enjambment, and is used to create a sense of 

expectation in the reader and/or to add a dynamic to the movement of the 

verse. In many instances, the effectiveness of a poem derives from the 

tension between the use of linguistic and formal units. With the advent of 

printing, poets gained greater control over the visual presentation of their 

work. As a result, the use of these formal elements, and of the white space 

they help create, became an important part of the poet's toolbox. Modernist 

poetry tends to take this to an extreme, with the placement of individual lines 

or groups of lines on the page forming an integral part of the poem's 

composition. In its most extreme form, this leads to the writing of concrete 

poetry.  

 

Poetry and rhetoric 

Rhetorical devices such as simile and metaphor are frequently used in 

poetry. Indeed, Aristotle wrote in his Poetics that "the greatest thing by far is 

to be a master of metaphor". However, particularly since the rise of 

Modernism, some poets have opted for reduced use of these devices, 

preferring rather to attempt the direct presentation of things and experiences. 

Other 20th century poets, however, particularly the surrealists, have pushed 

rhetorical devices to their limits, making frequent use of catachresis.  

 

History of poetry  

Poetry as an art form predates literacy. In pre-literate societies, poetry 

was frequently employed as a means of recording oral history, storytelling 

(epic poetry), genealogy, law and other forms of expression or knowledge that 

modern societies might expect to be handled in prose. The Ramayana, a 

Sanskrit epic which includes poetry, was probably written in the 3rd century 

BCE in a language described by William Jones as 'more perfect than Latin, 

more copious than Greek and more exquisitely refined than either.' Poetry is 
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also often closely identified with liturgy in these societies, as the formal nature 

of poetry makes it easier to remember priestly incantations or prophecies. 

The greater part of the world's sacred scriptures are made up of poetry rather 

than prose.  

The use of verse to transmit cultural information continues today. Most 

English speakers know that "in 1492, Columbus sailed the ocean blue". An 

alphabet song teaches the names and order of the letters of the alphabet; 

another jingle states the lengths and names of the months in the Gregorian 

calendar. Pre-literate societies, lacking the means to write down important 

cultural information, use similar methods to preserve it.  

Some writers believe that poetry has its origins in song. Most of the 

characteristics that distinguish it from other forms of utterance - rhythm, 

rhyme, compression, intensity of feeling, the use of refrains - appear to have 

come about from efforts to fit words to musical forms. However, in the 

European tradition the earliest surviving poems, the Homeric and 

Hesiodic epics, identify themselves as poems to be recited or chanted to a 

musical accompaniment rather than as pure song. Another interpretation, 

developed from 20th century studies of living Montenegran epic reciters by 

Milman Parry and others, is that rhythm, refrains, and kennings are 

essentially paratactic devices that enable the reciter to reconstruct the poem 

from memory.  

Walt Whitman stood as a giant of 19th century American poetry. 

In preliterate societies, all these forms of poetry were 

composed for, and sometimes during, performance. As 

such, there was a certain degree of fluidity to the exact 

wording of poems, given this could change from one 

performance or performer to another.  
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The introduction of writing tended to fix the content of a poem to the 

version that happened to be written down and survive. Written composition 

also meant that poets began to compose not for an audience that was sitting 

in front of them but for an absent reader. Later, the invention of 

printing tended to accelerate these trends. Poets were now writing more for 

the eye than for the ear.  

The development of literacy gave rise to more personal, shorter poems 

intended to be sung. These are called lyrics, which derives from the Greek 

lura or lyre, the instrument that was used to accompany the performance of 

Greek lyrics from about the seventh century B.C. onward. The Greek's 

practice of singing hymns in large choruses gave rise, in the sixth century 

B.C. to dramatic verse, and to the practice of writing poetic plays for 

performance in their theatres.  

In more recent times, the introduction of electronic media and the rise 

of the poetry reading have led to a resurgence of performance poetry and 

have resulted in a situation where poetry for the eye and poetry for the ear 

coexist, sometimes in the same poem. The late 20th century rise of the 

singer-songwriter and Rap culture and the increase in popularity of Slam 

poetry have led to a renewed debate as to the nature of poetry that can be 

crudely characterised as a split between the academic and popular views. As 

of 2005, this debate is ongoing with no immediate prospect of a resolution. 

How to memorize and Recite a Poem  

1. Read it out loud. Get to know it.  

2. Find good places to take a breath.  

3. Break it into small parts of a few lines.  

4. Starting with the first part or the last part, doing a little bit every evening: 

a. Read it 

b. Make images and connections to help you remember. 
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c. Close your eyes and see how much you can remember. 

d. Repeat those steps until you have that section memorized. 

e. Go onto the next part. 

f. As you go, repeat all the parts you have memorized one after another.  

5. Recite the poem out loud to yourself, and then to friends, classmates, and 

family.  

6. Practice speaking clearly and standing upright.  

7. Read the poem just before you get a good night's sleep.  

8. Read it briefly before class.  

9. Recite: 

a. Stand up straight but relaxed, without rocking. 

b. Speak with your mouth and throat open 

c. Speak with expression 

d. Keep your hands out of your pockets 

e. It may help to look at something just over the heads of your audience.  

Reading the Poem :  

a.  Read a poem more than once.  

b.  Keep a dictionary by you and use it.  

c.  Read so as to hear the sounds of the words in your mind. Poetry is written 

to be heard: its meanings are conveyed through sound as well as through 

print. Every word is therefore important.  

d.  Always pay careful attention to what the poem is saying.  

e.  Practice reading poems aloud.  

Ask yourself the following questions:  

i. Who is the speaker and what is the occasion?  

ii. What is the central purpose of the poem?  

iii. By what means is the purpose of the poem achieved? 
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C. Closing 

Formative Test: 

1. Explain the definition of poetry  

2. Explain the nature of poetry 

3. Explain the history of poetry 

 

D. References 

 

Boulton, Majorie. 1982 The Anatomy of Poetry. Revised Edition, London: 

Rouledge & Kegan Paul 

Reaske, Christopher, Russell. 1966. How to Analyze Poetry. USA: Monarch 

Press, 

Siswantoro. 2002. Apresiasi Puisi-puisi Sastra Inggris. Surakarta: 

Muhammadiyah University Press. 

Wellek, Rene and Austin Warren. 1989. Theory of Literature. New Zealand: 

Penguin Book Ltd 
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3. Chapter II  

A. Introduction 

a. Short Description  : This material will discuss; the kinds of poetry and 

the form of poetry 

b. Basic Competence  : The students are able to explain the kinds of 

poetry and its form 

B. Material Presentation 

 

Kinds of Poetry 

There are several kinds of poetry, they are: 

1. Ballad, or literary ballad, is a long singing poem that tells a story (usually 

of love or adventure), written in quatrains - four lines alternatively of four 

and three feet - the third line may have internal rhyme.  

Ballade is French in origin and made up of 28 lines, usually three stanzas 

of 8 lines and a concluding stanza, called envoy, of 4 lines. The last line of 

each stanza is the same and the scheme is ababbcbc and the envoy's is 

bcbc.  

According to: 

Boulton (1982: 103)  

“Ballad is a simple, fairly short, narrative poem: its style may not 
necessarily be naïve or primitive, but it does not have the elaborate figures 
of speech characteristics of epic and epic narrative.” 
 

Subhinki (2002)  

“The story of a ballad can originate from a wide range of subject matter 
but most frequently deals with folklore or popular legends.” 
 

2. Blank Verse is made up of unrhymed iambic pentameter lines.  

3. Elegy is a lyric poem written to commemorate someone who is dead.  



 14 

4. Epigram is a brief, pointed, and witty poem of no prescribed form.  

5. Free Verse has no identifiable meter, although the lines may have a 

rhyme-scheme.  

6. Haiku is an unrhymed poem of seventeen syllables derived from 

Japanese verse; it is made up of three lines, lines 1 and 3 have five 

syllables, line 2 has seven.  

7. Heroic Couplet is two lines of rhyming iambic pentameters.  

8. Limerick is a five-line poem in which lines 1, 2, and 5 are anapestic 

trimeters and lines 3 and 4 are anapestic dimeters, rhymed as aabba. 

Possible source of origin is Limerick, Ireland.  

9. Lyric is a poem of emotional intensity and expresses powerful feelings.  

10. Narrative form is used to tell a story; it is usually made of ballad stanzas - 

four lines alternatively of four and three feet.  

11. Ode, English in origin, is a poem of indefinite length, divided in 10-line 

stanzas, rhymed, with different schemes for each stanza - ababcdecde, 

written in iambic meter.  

12. Parody is a humorous imitation of a serious poem.  

13. Quatrain is a four-line stanza with various meters and rhyme schemes.  

14. Sestina consists of thirty-nine lines divided into six six-line stanzas and a 

three-line concluding stanza called an envoy.  

15. Sonnet is a fourteen line poem. The Italian or Petrarchan has two stanzas: 

the first of eight lines is called octave and has the rhyme-scheme abba 

abba; the second of six lines is called the sestet and has the rhyme 

cdecde or cdcdcd. The Spenserian sonnet, developed by Edmund 

Spenser, has three quatrains and a heroic couplet, in iambic pentameter 

with rhymes ababbcbccdcdee. The English sonnet, developed by 

Shakespeare, has three quatrains and a heroic couplet, in iambic 

pentameter with rhymes ababcdcdefefgg.  
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16. Tercet is a three-line stanza; when all three lines rhyme they are called a 

triplet.  

17. Terza Rima consists of interlocking three-line rhyme scheme (aba, bcb).  

18. Villanelle is a fixed form consisting of nineteen lines divided into six 

stanzas: five tercets and a a concluding quatrain.    

Reuben, Paul P. "PAL: Appendix F: 
Elements of Poetry." PAL: Perspectives in 
American Literature- A Research and 
Reference Guide. 
URL:http://www.csustan.edu/english/reuben/
pal/append/axf.html (provide page date or 
date of your login). 

 

Poetic forms 

There are a number of common poetic forms. People who are familiar with 

poetry can usually tell what the form of a poem is when they first look at it. 

The form tells the reader what to expect from the poem, and the person who 

writes the poem can "play" with the form in interesting ways.  

1.  Ballad - story told in verse. It tells about a dramatic event, without much 

detail or setting. Action is very important in a ballad. A ballad stanza is 

usually a simple quatrain (four-line stanza) or octave, and there is often a 

repetitive refrain. Ballads are often written in alternating lines of four 

(tetrameter) and three (trimeter) beats. As you can guess, this form started 

out as a song. An example of a traditional Scottish ballad is Lord Randal 

at http://www.bartleby.com/243/66.html 

2.  Haiku - a short poem with seventeen syllables, usually written in three 

lines with five syllables in the first line, seven in the second, and five in the 

third. It must refer to something in nature or use a "season word." "hai-ku" 

means "beginning phrase." The present tense is used, the subject is one 

thing happening now, and words are not repeated. It does not rhyme. The 
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origin of the haiku is Japanese. A famous haiku writer was Basho, and a 

page about it is at Haiku for People at http://www.toyomasu.com/haiku/ 

3.  Cinquain - a five-line poem with two syllables in the first line, four in the 

second, six in the third, eight in the fourth, and two in the fifth. It expresses 

one image or thought, in one or possibly two sentences. Thomas Greer's 

cinquains are good examples (http://www.ahapoetry.com/cinqtg.htm) 

4.  Villanelle - a 19-line poem with five tercets and one quatrain at the end. 

Two of the lines are repeated alternately at the ends of the tercets, and 

finish off the poem: the first line and the third line of the first tercet. 

Although it sounds very complicated, it's like a song or a dance and easy 

to see once you've looked at a villanelle. Right now this is my favorite 

poetic form. One of the best-known villanelles is Dylan Thomas' poem for 

his dying father, Do Not Go Gentle Into That Good Night  

(http://www.poets.org/poems/poems.cfm?prmID=1159)  

5.  Limerick - A five-line poem, usually meant to be funny. The rhythm is 

anapests. Lines 1, 2, and 5 rhyme with one another, and lines 3 and 4 

rhyme with one another. Lines 1, 2, and 5 have three feet, lines 3 and 4 

have two feet. An iamb can be substituted for an anapest in the first foot of 

any line. The last foot can add another unstressed beat for the rhyming 

effect. An example of a limerick is at 

http://www.bartleby.com/65/li/limerick.html 

6.  Sonnet - There are different types of sonnet. The most familiar to us is 

made of three quatrains and ends with a couplet. They tend to be 

complicated and elegant. William Shakespeare wrote the most well-known 

sonnets. http://www.ludweb.com/poetry/sonnets/ 

7. Free verse (or open form) - Much modern poetry does not obviously 

rhyme and doesn't have a set meter. However, sound and rhythm are 

often still important, and it is still often written in short lines for a good 

reason. A line can be like a musical phrase or a single breath. There may 
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be a pause after each line. Patterns of syllables, sounds, meter, and 

repetition all have something to do with the meaning of the poem. Jim 

Hall's Maybe Dats Youwr Pwoblem Too is a non-rhyming poem: 

http://www.dpo.uab.edu/~jenastar/maybedatsyourproblem.html 

8.  Concrete poetry (pattern or shape poetry) is a picture poem, in which the 

visual shape of the poem contributes to its meaning. There is a website 

devoted to Concrete Poetry at http://www.gardendigest.com/concrete/ 

 

This page last modified August 26, 2005  
This work is licensed under a Creative 
Commons License.  
Copyright ©2003, 2004, 2005 Delia Marshall 
Turner, Ph.D.. All rights reserved. 
Questions? Send me a note at 
dturner@haverford.org 

 

 

C. Closing 

Formative Test 

1. Explain the kinds and form of poetry 

 

D. References 

 

Boulton, Majorie. 1982 The Anatomy of Poetry. Revised Edition, London: 

Rouledge & Kegan Paul 

Reuben P. Paul. In Elements of Poetry: A Brief Introduction. Available 

from http://www.csustan.edu/english/reuben/pal.html: Internet. 

Subhinsky, G. Robert in Glossary of Poetic Terms. Available from 

http://www.poeticby way.com: Internet 

Turner, Delia Marshall at dturner@haverford.org : Internet 
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4. Chapter III  

A. Introduction 

a. Short Description  : This Material will discuss the language use in 

poetry (diction) about the denotation and 

connotation.  

b. Basic Competence  : The students can comprehending the diction; 

especially the connotative uses in poetry 

through kinds of figurative language such as 

simile, metaphor, symbol, personification, 

hyperbole, allegory, irony, synecdoche and 

metonymy. 

B. Material Presentation 

Meeting I & II 

 

Elements of Poetry: Figurative Language 

 

1. Figurative Language/Figure of Speech 

 

DEFINITION OF DICTION 

Diction refers to both the choice and the order of words. It has typically been 

split into vocabulary and syntax. The basic question to ask about vocabulary 

is "Is it simple or complex?" The basic question to ask about syntax is "Is it 

ordinary or unusual?" Taken together, these two elements make up diction. 

When we speak of a "level of diction," we might be misleading, because it's 

certainly possible to use "plain" language in a complicated way, especially in 

poetry, and it's equally possible to use complicated language in a simple way. 

It might help to think of diction as a web rather than a level: There's typically 
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something deeper than a surface meaning to consider, so poetic diction is, by 

definition, complex. 

www.virtuaLit Elements of Poetry diction.com 

DEFINITION OF DENOTATION AND CONNOTATION 

- Denotation is when you mean what you say, literally.  

- Denotation is the dictionary meaning(s) of the word 

 

- Connotations are what it suggests beyond what it expresses: its overtones 

of meaning. It acquires these connotations by its past history and 

associations, by the way and the circumstances in which it has been used.  

- Connotation is created when you mean something else, something that 

might be initially hidden. The connotative meaning of a word is based on 

implication, or shared emotional association with a word. Greasy is a 

completely innocent word: Some things, like car engines, need to be 

greasy. But greasy contains negative associations for most people, 

whether they are talking about food or about people. Often there are many 

words that denote approximately the same thing, but their connotations 

are very different. Innocent and genuine both denote an absence of 

corruption, but the connotations of the two words are different: innocent is 

often associated with a lack of experience, whereas genuine is not. 

Connotations are important in poetry because poets use them to further 

develop or complicate a poem's meaning. 

 

Figurative Language: Figures of speech are another way of adding extra 

dimensions to language. Broadly defined, a figure of speech is any of saying 

something other than the ordinary way, and some rhetoricians have classified 

as many as 250 separate figures. Figurative language is language that cannot 

be taken literally.  
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1. Metaphor and simile are both used as a means of comparing things that 

are essentially unlike; 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. Personification consists in giving the 

attributes of a human being to an animal, an object, or a concept. Closely 

related to personification is apostrophe, which consists in addressing 

someone absent or something non human as if it were alive and present and 

could reply to what is being said. Synecdoche (the use of the part for the 

whole) and metonymy (the use of something closely related for the thing 

actually meant) are alike in that both substitute some significant detail or 

aspect of an experience for the experience itself. 

 

Figurative Language 2: Symbol and Allegory: A symbol may be roughly 

defined as something that means more than what it is. Image, metaphor, and 

symbol shade into each other and are sometimes difficult to distinguish. In 

general, however, an image means only what it is; a metaphor means 

something other than what it is; and a symbol means what it is and something 

more too. Allegory is a narrative or description that has a second meaning 

beneath the surface one. Although the surface story or description may have 

its own interest, the author's major interest is in the ulterior meaning. Allegory 

has been defined as an extended metaphor and sometimes as a series of 

related symbols. 

 

Figurative Language 3: A paradox is an apparent contradiction that is 

nevertheless true. It may either be a situation or a statement ("damn with faint 

praise"). Overstatement, or hyperbole, is simply exaggeration but 

exaggeration in the service of truth. Understatement, or saying less than one 

means, may exist in what one says or merely in how one says it Like paradox, 
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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. The term irony always implies 

some sort of discrepancy or incongruity: between what is said and what is 

meant, or between appearance and reality, or between expectation and 

fulfillment (dramatic irony and irony of situation). Allusion, a reference to 

something in history or previous literature, is, like a richly connotative word or 

a symbol, a means of suggesting far more that it says. Allusions are a means 

of reinforcing the emotion or the ideas of one's own work with the emotion or 

ideas of another work or occasion. Because they are capable of saying so 

much in so little, they are extremely useful to the poet. 

 

Connotation: 
- An idea associated with a word or phrase. 

-  

Denotation: The explicit meaning of a word 

Hyperbole: 

Exaggeration used for effect.  "tons of money", "a 

million thanks," 

Origin of the word. 

Imagery: What do you see in the poem?  

Whirl up sea -- 

whirl your pointed pines 

(the image of a forest of pine trees 

 swaying back and forth like the 

cresting waves of a stormy sea.)  
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Irony: 
One thing is said, but the opposite meaning is 

intended. 

Metaphor: A comparison without "like" or "as".  

Where were the greenhouses going, 

Lunging into the lashing 

Wind driving water 

So far down the river 

All the faucets stopped?  

Metonymy: A person or thing is not named directly, but by some 

associated thing. 

The prisoner addressed the bench.  

Motifs: Ideas, or elements that recur throughout the poem. 

Oxymoron: Words with opposite meanings.  

tight slacks Old New York bitter-sweet 

sweet sorrow good grief sanitary landfill 
 

Paradox: 
A statement, which at first, seems contradictory or 

absurd. 

Personification: Human qualities are attributed to an animal, object, or 

idea.  

I am silver and exact. 

I have no preconceptions. 

Whatever I see I swallow immediately 

Just as it is, unmisted by love or dislike. 

I am not cruel, only truthful--  
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Repetition: A word or phrase is used more than once for 

emphasis.  

See the flags; snow-white tent, 

See the bear and elephant, 

See the monkey jump the rope, 

Listen to the Kallyope, Kallyope, Kallyope!  

Simile: A comparison using "like" or "as".  

her lower lip 

was like an orange 

mint. and 

i was a crying 

little boy 

in the candy store. 

Synechdoche: A part represents the whole.  A fleet of a hundred sail.  

Symbolism: 
Something that stands for something else. (Myths & 

Legends)  

 

DEFINITION OF SYMBOL 

A symbol works two ways: It is something itself, and it also suggests 

something deeper. It is crucial to distinguish a symbol from a metaphor: 

Metaphors are comparisons between two seemingly dissimilar things; 

symbols associate two things, but their meaning is both literal and figurative. 

A metaphor might read, "His life was an oak tree that had just lost its leaves"; 

a symbol might be the oak tree itself, which would evoke the cycle of death 

and rebirth through the loss and growth of leaves. Some symbols have 

widespread, commonly accepted values that most readers should recognize: 
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Apple pie suggests innocence or homespun values; ravens signify death; fruit 

is associated with sensuality. Yet none of these associations is absolute, and 

all of them are really determined by individual cultures and time (would a 

Chinese reader recognize that apple pie suggests innocence?). No symbols 

have absolute meanings, and, by their nature, we cannot read them at face 

value. Rather than beginning an inquiry into symbols by asking what they 

mean, it is better to begin by asking what they could mean, or what they have 

meant.  

 

DEFINITION OF SIMILE 

Have you ever noticed how many times your friends say, "It's like . . ." or "I'm 

like . . . "? They aren't always creating similes, but they are attempting to 

simulate something (often a conversation). The word like signifies a direct 

comparison between two things that are alike in a certain way. Usually one of 

the elements of a simile is concrete and the other abstract. "My love is like a 

red, red rose" writes Robert Burns. He's talking about the rose's beauty when 

it's in full bloom (he tells us that it's May in the next line). "Love is like a rose" 

is a simpler version of the simile, but it's a more dangerous version. (A black 

rose? A dead rose in December? The thorns of a rose?) Sometimes similes 

force us to consider how the two things being compared are dissimilar, but 

the relationship between two dissimilar things can break down easily, so 

similes must be rendered delicately and carefully. 

 

DEFINITION OF METAPHOR 

Closely related to similes, metaphors immediately identify one object or idea 

with another, in one or more aspects. The meaning of a poem frequently 

depends on the success of a metaphor. Like a simile, a metaphor expands 

the sense and clarifies the meaning of something. "He's such a pig," you 

might say, and the listener wouldn't immediately think, "My friend has a 
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porcine boyfriend," but rather, "My friend has a human boyfriend who is (a) a 

slob, (b) a voracious eater, (c) someone with crude attitudes or tastes, or (d) a 

chauvinist." In any case, it would be clear that the speaker wasn't paying her 

boyfriend a compliment, but unless she clarifies the metaphor, you might 

have to ask, "In what sense?" English Renaissance poetry is characterized by 

metaphors that turn into elaborate conceits, or extended metaphors. Poets 

like John Donne and William Shakespeare extended their comparisons 

brilliantly, with the effect that the reader was dazzled. Contemporary poets 

tend to be more economical with their metaphors, but they still use them as 

one of the chief elements that distinguishes poetry from less lofty forms of 

communication.  

 

DEFINITION OF IRONY 

As a figure of speech, irony refers to a difference between the way something 

appears and what is actually true. Part of what makes poetry interesting is its 

indirectness, its refusal to state something simply as "the way it is." Irony 

allows us to say something but to mean something else, whether we are 

being sarcastic, exaggerating, or understating. A woman might say to her 

husband ironically, "I never know what you're going to say," when in fact she 

always knows what he will say. This is sarcasm, which is one way to achieve 

irony. Irony is generally more restrained than sarcasm, even though the effect 

might be the same. The woman of our example above might simply say, 

"Interesting," when her husband says something that really isn't interesting. 

She might not be using sarcasm in this case, and she might not even be 

aware that she is being ironic. A listener who finds the husband dull would 

probably understand the irony, though. The key to irony is often the tone, 

which is sometimes harder to detect in poetry than in speech 

 

DEFINITION OF ALLEGORY 
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An allegory is a whole world of symbols. Within a narrative form, which can be 

either in prose or verse, an allegory tells a story that can be read symbolically. 

You may have encountered The Faerie Queen by Edmund Spenser, or a 

short story by Nathaniel Hawthorne such as Rappacini’s Daughter, or maybe 

you’ve heard that The Wizard of Oz was originally an allegory. Interpreting an 

allegory is complicated because you need to be aware of what each symbol 

in the narrative refers to. Allegories thus reinforce symbolic meaning, but can 

also be appreciated as good stories regardless of their allegorical meaning.  

 

C. Closing 

Formative Test 

1. Explain the different of denotation and connotation 

2. Explain the different of simile and metaphor 

3. Explain the definition of symbol 

4. Explain the different of; hyperbole, allegory, metonymy, irony and 

personification 

  

D. References 

Reuben P. Paul. In Elements of Poetry: A Brief Introduction. Available 
from http://www.csustan.edu/english/reuben/pal.html: Internet. 

Siswantoro. 2002. Apresiasi Puisi-puisi Sastra Inggris. Surakarta: 
Muhammadiyah University Press. 

Subhinsky, G. Robert in Glossary of Poetic Terms. Available from 
http://www.poeticby way.com: Internet 

Virtual Classroom of the Cambridge English Faculty in Glossary of Poem. 
Available from http://www.english.cam.ac.uk/vclass/terms.html: 
Internet 

 



 27 

 

5. Chapter IV 

A. Introduction 

a. Short Description  : This material will discuss the imagery and the 

kinds of imagery  

b. Basic Competence  : The students understanding the purposes of 

imagery uses in poetry and can explain the 

kinds of imagery 

B. Material Presentation 

 

Elements of Poetry: Imagery 

Poetry communicates experience and experience comes to us largely 

through the senses (seeing, hearing, smelling, feeling, and touching). Imagery 

may be defined as the representation through language of sense experience. 

The word image perhaps most often suggests a mental picture, something 

seen in the mind's eye - and visual imagery is the most frequently occurring 

kind of imagery in poetry. But an image may also represent a sound; a smell; 

a taste; a tactile experience; and an internal sensation.  

DEFINITION OF IMAGE 

Think of an image as a picture or a sculpture, something concrete and 

representational within a work of art. Literal images appeal to our sense of 

realistic perception, like a nineteenth-century landscape painting that looks 

"just like a photograph." There are also figurative images that appeal to our 

imagination, like a twentieth-century modernist portrait that looks only vaguely 

like a person but that implies a certain mood. 
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Literal images saturate Samuel Coleridge's poem, "Kubla Khan: or, A Vision 

in a Dream": 

 

So twice five miles of fertile ground 

With walls and towers were girdled round: 

And here were gardens bright with sinuous rills 

Where blossomed many an incense-bearing tree; 

And there were forests ancient as the hills, 

Enfolding sunny spots of greenery. (lines 6-11) 

 

A figurative image begins T. S. Eliot's famous poem "The Love Song of J. 

Alfred Prufrock": 

 

Let us go then, you and I, 

When the evening is spread out against the sky 

Like a patient etherized upon a table; 

 

To see the evening in the way Prufrock describes it requires an imaginative 

leap: He's doing much more than setting the scene and telling us that it's 

nighttime. We are encouraged to see stars, to feel the unconscious and 

infinite presence of the universe, but these things are only implied. In either 

case, poetic imagery alters or shapes the way we see what the poem is 

describing. 

 

C. Closing 

Formative Test 

1. Explain the kinds of imagery 
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6. Chapter V  

A. Introduction 

a. Short Description  : This material will discuss the rhythm used in 

poetry and its kinds. 

b. Basic Competence  : The students understand the purpose of 

rhythm used in poetry and its kinds. 

B. Material Presentation 

 

Elements of Poetry: Rhythm 

 

Rhythm: The metrical flow of sound determined by the placement of stressed 

and unstressed syllables in a line. 

Rhythm and Meter: The term rhythm refers to any wave like recurrence of 

motion or sound. Meter is the kind of rhythm we can tap our foot to. Metrical 

language is called verse; non metrical language is prose.  

Trochee trips from long to short; 

From long to long in solemn sort 

Slow Spondee stalks; strong foot yet ill able 

Ever to come up with Dactylic trisyllable. 

Iambics march from short to long - 

With a leap and a bound the swift Anapests throng. 

The foot is the metrical unit by which a line of poetry is measured; it usually 

consists of one stressed or accented ( ' ) and one or two unstressed or 

unaccented syllables ( - ).  

Name of Foot  Name of Meter  Measure  
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Iamb  Iambic  - '  

Trochee  Trochaic  ' -  

Anapest  Anapestic  - - '  

Dactyl  Dactylic  ' - -  

Spondee  Spondaic  ' '  

Pyrrhus  Pyrrhic  - -  

The secondary unit of measurement, the line, is measured by naming the 

number of feet in it. A line that ends with a stressed syllable is said to have a 

masculine ending and a line that ends with an extra syllable is said to have a 

feminine ending. A pause within a line is called a caesura and is identified by 

a double vertical line (||). A line with a pause at its end is called end-stopped 

line, whereas a line that continues without a pause is called run-on line or 

enjambment. The following metrical names are used to identify the lengths of 

lines: 

Length  Name  

one foot  Monometer  

two feet  Dimeter  

three feet  Trimeter  

four feet  Tetrameter  

five feet  Pentameter  

six feet  Hexameter  

seven feet  Heptameter  
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eight feet  Octameter  

The third unit, the stanza, consists of a group of lines whose metrical pattern 

is repeated throughout the poem. 

The process of measuring verse is referred to as scansion. To scan a poem 

we do these three things: 1. we identify the prevailing meter, 2. we give a 

metrical name to the number of feet in a line, and 3. we describe the stanza 

pattern or rhyme-scheme. 

 

DEFINITION OF METER 

Meter is the rhythm established by a poem, and it is usually dependent not 

only on the number of syllables in a line but also on the way those syllables 

are accented. This rhythm is often described as a pattern of stressed and 

unstressed syllables. The rhythmic unit is often described as a foot; patterns 

of feet can be identified and labeled. A foot may be iambic, which follows a 

pattern of unstressed/stressed syllables. For example, read aloud: "The DOG 

went WALKing DOWN the ROAD and BARKED." Because there are five 

iambs, or feet, this line follows the conventions of iambic pentameter (pent = 

five), the common form in Shakespeare's time. Stressed syllables are 

conventionally labeled with a "/" mark and unstressed syllables with a "U" 

mark.  

 

C. Closing 

Formative Test 

1. Explain the kinds of rhythm 
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7. Chapter VI 

A. Introduction 

a. Short Description  : This material will discuss the rhyme and its 

kinds used in poetry 

b. Basic Competence  : The students understanding the rhyme used 

in poetry 

B. Material Presentation 

 

Elements of Poetry: Rhyme 

 

Rhyme: When the final vowel and consonant sounds of words are the same 

(i.e., mouse/house, low/toe). 

 

DEFINITION OF RHYME 

The basic definition of rhyme is two words that sound alike. The vowel sound 

of two words is the same, but the initial consonant sound is different. Rhyme 

is perhaps the most recognizable convention of poetry, but its function is often 

overlooked. Rhyme helps to unify a poem; it also repeats a sound that links 

one concept to another, thus helping to determine the structure of a poem. 

When two subsequent lines rhyme, it is likely that they are thematically linked, 

or that the next set of rhymed lines signifies a slight departure.  

Especially in modern poetry, for which conventions aren't as rigidly 

determined as they were during the English Renaissance or in the eighteenth 

century, rhyme can indicate a poetic theme or the willingness to structure a 

subject that seems otherwise chaotic. Rhyme works closely with meter in this 

regard.  

There are varieties of rhyme:  
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- internal rhyme functions within a line of poetry, for example, while the 

more common end rhyme occurs at the end of the line and at the end of 

some other line, usually within the same stanza if not in subsequent lines.  

- true rhymes (bear, care) and slant rhymes (lying, mine).  

- There are also a number of predetermined rhyme schemes associated 

with different forms of poetry. Once you have identified a rhyme scheme, 

examine it closely to determine (1) how rigid it is, (2) how closely it 

conforms to a predetermined rhyme scheme (such as a sestina), and 

especially (3) what function it serves.  

 

C. Closing 

Formative Test 

1. Explain the definition of rhyme and its kinds 
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8. Chapter VI 

A. Introduction 

a. Short Description  : This material will discuss the tone and its 

musical devices 

b. Basic Competence  :  

B. Material Presentation 

 

Elements of Poetry:: Tone 

 

DEFINITION OF TONE 

The tone of a poem is roughly equivalent to the mood it creates in the 

reader. Think of an actor reading a line such as "I could kill you." He can read 

it in a few different ways: If he thinks the proper tone is murderous anger, he 

might scream the line and cause the veins to bulge in his neck. He might 

assume the tone of cool power and murmur the line in a low, even voice. 

Perhaps he does not mean the words at all and laughs as he says them. 

Much depends on interpretation, of course, but the play will give the actor 

clues about the tone just as a poem gives its readers clues about how to feel 

about it.  

The tone may be based on a number of other conventions that the 

poem uses, such as meter or repetition. If you find a poem exhilarating, 

maybe it's because the meter mimics galloping. If you find a poem 

depressing, that may be because it contains shadowy imagery. Tone is not in 

any way divorced from the other elements of poetry; it is directly dependent 

on them 

 

Tone and Musical Devices:  
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Tone, in literature, may be defined as the writer's or speaker's attitude 

toward the subject, the audience, or toward herself/himself. Almost all the 

elements of poetry go into indicating its tone: connotation, imagery, and 

metaphor; irony and understatement; rhythm, sentence construction, and 

formal pattern.  

The poet chooses words for sound as well as for meaning. Verbal 

music is one of the important resources that enable the poet to do something 

more than communicate mere information. Essential elements in all music are 

repetition and variation. The repetition of initial consonant sounds, as in "tried 

and true," "safe and sound," "fish and fowl," "rime and reason," is alliteration. 

The repetition of vowel sounds, as in "mad as a hatter," "time out of mind," 

"free and easy," "slapdash," is assonance. The repetition of final consonant 

sounds, as in "first and last," "odds and ends," "short and sweet," "a stroke of 

luck," is consonance. The combination of assonance and consonance is rime. 

Rime is the repetition of the accented vowel sound and all succeeding 

sounds. 

 

DEFINITION OF ASSONANCE 

Assonance: Partial rhyme, when the internal vowel sounds of words 

are the same (i.e., cow/bound/mouse). 

If alliteration occurs at the beginning of a word and rhyme at the end, 

assonance takes the middle territory. Assonance occurs when the vowel 

sound within a word matches the same sound in a nearby word, but the 

surrounding consonant sounds are different. "Tune" and "June" are rhymes; 

"tune" and "food" are assonant.  

The function of assonance is frequently the same as end rhyme or 

alliteration: All serve to give a sense of continuity or fluidity to the verse. 

Assonance might be especially effective when rhyme is absent: It gives the 

poet more flexibility, and it is not typically used as part of a predetermined 
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pattern. Like alliteration, it does not so much determine the structure or form 

of a poem; rather, it is more ornamental.  

 

DEFINITION OF ALLITERATION 

Alliteration: When two or more words have the same initial sounds (i.e., 

Becky bopped the baker). 

Alliteration occurs when the initial sounds of a word, beginning either 

with a consonant or a vowel, are repeated in close succession. 

 
Examples: 
 
Athena and Apollo 
Nate never knows 
People who pen poetry 
 

Note that the words only have to be close to one another: Alliteration 

that repeats and attempts to connect a number of words is little more than a 

tongue-twister. 

The function of alliteration, like rhyme, might be to accentuate the 

beauty of language in a given context, or to unite words or concepts through a 

kind of repetition. Alliteration, like rhyme, can follow specific patterns. 

Sometimes the consonants aren't always the initial ones, but they are 

generally the stressed syllables. Alliteration is less common than rhyme, but 

because it is less common, it can call our attention to a word or line in a poem 

that might not have the same emphasis otherwise 

 

Sound devices 

Alliteration: Two or more words in close succession beginning with 

the same letter or sound.  
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I caught this morning morning's minion, kingdom 

of daylight's dauphin, dapple-dawn-drawn Falcon, 

in his riding 

Assonance: Repetition of vowel sounds:  

Presume not on thy heart when mine is slain; 

Thou gavest me thine, not to give back again.  

Consonance: Repetition of consonant sounds:  

You crash over the trees, 

You crack the live branch: 

the branch is white, 

the green crushed, 

each leaf is rent like split wood. 

 

"bra" and "cr" mimic the sound of 

 branches cracking."sh" and "ch" 

 imitate the sound of wind and rain. 

Onomatopoeia: The word imitates the sound associated with an object or 

action. 

crack, splash, squeak, creak, ding dong of the 

bells, 

pitter patter of raindrops, buzzer, the gong, 

murmuring, etc. 
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C. Closing 

Formative Test 

1. Explain the definition of tone 

2. Explain the musical devices in tone 
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9. Chapter VI 

A. Introduction 

a. Short Description  : 

b. Basic Competence  :  

B. Material Presentation 

 

Meeting III 

 

Approaches/Criticism in Analyzing Poetry 

 

1. Structural / Objectives 

The objective approach to poetry has become one of the most 

prominent elements in the innovative criticism of the last two or three 

decades. T.S. Eliot’s dictum of 1928, that ‘when we are considering poetry we 

must consider it primarily as poetry and not other thing’ is widely approved, 

however far Eliot’s own criticism sometimes departs from this ideal; and it is 

often joined with MacLeish’s verse aphorism, ‘A poem should not mean But 

be.’ (Abrams, 1971:26-27) 

Semi (1998:67) says ‘structural approach arise from basic assumption 

that a literary work as a creative creation has its autonomy single figure free 

from the other intervention from the outside of literary work.’ Structural 

approach is focused on the correlation between all of the elements of literary 

works. The elements cannot standing alone, it is a unity.  

Structuralist Criticism view literature as a second-order system that 

uses the first-order system of language as its medium, and is itself to be 

analyzed primarily on the model of linguistic theory. Structuralist critics often 

apply a variety of linguistic concepts to the analysis of a literary text, such as 
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the distinction between phonemic and morphemic level of organization or 

between paradigmatic and syntagmatic relationship; … 

Objective Criticism describes literary product as a self-sufficient and 

autonomous object, or else as a world –in-itself, which to be analyzed and 

judged by “intrinsic” criteria such as its complexity, coherence, equilibrium, 

integrity, and the interrelations of its component elements. 

 

2. Expressive Criticism 

‘Poetry,’ Wordsworth announced in his Preface to the Lyrical Ballads of 

1800, ‘is spontaneous overflow of powerful feelings.’ He thought well enough 

of this formulation to use it in the same essay, and on this, as the ground-

idea, he founded his theory of the proper subjects, language, effects and 

value of poetry. Almost all the major critics of the English romantic generation 

phrased definitions of keys statements showing a parallel alignment from 

work to poet. Poetry is overflow, utterance, or projection of the thought and 

feelings of the poet; or else (in the chief variant formulation) poetry is defined 

in terms of imaginative process which modifies and synthesizes the images, 

thoughts, and feelings of the poet. This way of thinking, in which the artist 

himself becomes the major element generating both the artistic product and 

the criteria by which it is to be judged, I shall call the expressive theory of art.  

In general terms, the central tendency of the expressive theory may be 

summarized in this way: A work of art is essentially the internal made 

external, resulting from a creative process operating under the impulse of 

feeling, and embodying the combined product of the poet’s perceptions, 

thoughts and feelings. The primary source and subject matter of a poem, 

therefore, are the attributes and actions of the poet’s own mind; or if aspects 

of the external world, then these only as they are converted from fact to 

poetry by the feelings and operations of the poet’s mind., (thus the poetry … 
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‘Wordsworth wrote, ‘proceeds whence it ought to do, from the soul of man, 

communicating its creative energies to the images of the external world.)  

Expressive Criticism treats a literary work primarily in relation to its 

author. It defines poetry as an expression, or overflow, or utterance of feeling, 

or as the product of the poet’s imagination operating his or her perception, 

thoughts, and feelings; it tends to judge the work by its sincerity, or its 

adequacy to the poet’s individual vision or state of mind; and it often looks in 

the work for evidences of the particular temperament and experience of the 

author who, consciously or unconsciously, has revealed himself in it. 

(Abrams) 

 

3. Pragmatics 

pragmatics: the relation of signs to interpreters (Morris 1938, 6-7).  

pragmatics: views the works as something which is constructed in order to 

achieve a certain effect on the audience (effects such as aesthetic pleasure, 

instruction, or kinds of emotion), and it tends to judge the value of the work 

according to its success in achieving that aim. (Abrams) 

 

4. Semiotics   

If you go into a bookshop and ask them where to find a book on 

semiotics you are likely to meet with a blank look. Even worse, you might be 

asked to define what semiotics is - which would be a bit tricky if you were 

looking for a beginner's guide. It's worse still if you do know a bit about 

semiotics, because it can be hard to offer a simple definition which is of much 

use in the bookshop. If you've ever been in such a situation, you'll probably 

agree that it's wise not to ask. Semiotics could be anywhere. The shortest 

definition is that it is the study of signs. But that doesn't leave enquirers much 

wiser. 'What do you mean by a sign?' people usually ask next. The kinds of 

signs that are likely to spring immediately to mind are those which we 
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routinely refer to as 'signs' in everyday life, such as road signs, pub signs and 

star signs. If you were to agree with them that semiotics can include the study 

of all these and more, people will probably assume that semiotics is about 

'visual signs'. You would confirm their hunch if you said that signs can also be 

drawings, paintings and photographs, and by now they'd be keen to direct 

you to the art and photography sections. But if you are thick-skinned and tell 

them that it also includes words, sounds and 'body language' they may 

reasonably wonder what all these things have in common and how anyone 

could possibly study such disparate phenomena. If you get this far they've 

probably already 'read the signs' which suggest that you are either eccentric 

or insane and communication may have ceased. 

Assuming that you are not one of those annoying people who keeps 

everyone waiting with your awkward question, if you are searching for books 

on semiotics you could do worse than by starting off in the linguistics section.  

 

It is... possible to conceive of a science which studies the 

role of signs as part of social life. It would form part of social 

psychology, and hence of general psychology. We shall call 

it semiology (from the Greek semeîon, 'sign'). It would 

investigate the nature of signs and the laws governing them. 

Since it does not yet exist, one cannot say for certain that it 

will exist. But it has a right to exist, a place ready for it in 

advance. Linguistics is only one branch of this general 

science. The laws which semiology will discover will be laws 

applicable in linguistics, and linguistics will thus be assigned 

to a clearly defined place in the field of human knowledge. 

(Saussure 1983, 15-16; Saussure 1974, 16)  

Thus wrote the Swiss linguist Ferdinand de Saussure (1857-1913), a 

founder not only of linguistics but also of what is now more usually referred to 
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as semiotics (in his Course in General Linguistics, 1916). Other than 

Saussure (the usual abbreviation), key figures in the early development of 

semiotics were the American philosopher Charles Sanders Peirce (sic, 

pronounced 'purse') (1839-1914) and later Charles William Morris (1901-

1979), who developed a behaviourist semiotics. Leading modern semiotic 

theorists include Roland Barthes (1915-1980), Algirdas Greimas (1917-1992), 

Yuri Lotman (1922-1993), Christian Metz (1931-1993), Umberto Eco (b 1932) 

and Julia Kristeva (b 1941). A number of linguists other than Saussure have 

worked within a semiotic framework, such as Louis Hjelmslev (1899-1966) 

and Roman Jakobson (1896-1982). It is difficult to disentangle European 

semiotics from structuralism in its origins; major structuralists include not only 

Saussure but also Claude Lévi-Strauss (b. 1908) in anthropology (who saw 

his subject as a branch of semiotics) and Jacques Lacan (1901-1981) in 

psychoanalysis. Structuralism is an analytical method which has been 

employed by many semioticians and which is based on Saussure's linguistic 

model. Structuralists seek to describe the overall organization of sign systems 

as 'languages' - as with Lévi-Strauss and myth, kinship rules and totemism, 

Lacan and the unconscious and Barthes and Greimas and the 'grammar' of 

narrative. They engage in a search for 'deep structures' underlying the 

'surface features' of phenomena. However, contemporary social semiotics 

has moved beyond the structuralist concern with the internal relations of parts 

within a self-contained system, seeking to explore the use of signs in specific 

social situations. Modern semiotic theory is also sometimes allied with a 

Marxist approach which stresses the role of ideology.  

Semiotics began to become a major approach to cultural studies in the 

late 1960s, partly as a result of the work of Roland Barthes. The translation 

into English of his popular essays in a collection entitled Mythologies (Barthes 

1957), followed in the 1970s and 1980s by many of his other writings, greatly 

increased scholarly awareness of this approach. Writing in 1964, Barthes 
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declared that 'semiology aims to take in any system of signs, whatever their 

substance and limits; images, gestures, musical sounds, objects, and the 

complex associations of all of these, which form the content of ritual, 

convention or public entertainment: these constitute, if not languages, at least 

systems of signification' (Barthes 1967, 9). The adoption of semiotics in 

Britain was influenced by its prominence in the work of the Centre for 

Contemporary Cultural Studies (CCCS) at the University of Birmingham whilst 

the centre was under the direction of the neo-Marxist sociologist Stuart Hall 

(director 1969-79). Although semiotics may be less central now within cultural 

and media studies (at least in its earlier, more structuralist form), it remains 

essential for anyone in the field to understand it. What individual scholars 

have to assess, of course, is whether and how semiotics may be useful in 

shedding light on any aspect of their concerns. Note that Saussure's term, 

'semiology' is sometimes used to refer to the Saussurean tradition, whilst 

'semiotics' sometimes refers to the Peircean tradition, but that nowadays the 

term 'semiotics' is more likely to be used as an umbrella term to embrace the 

whole field (Nöth 1990, 14).  

Semiotics is not widely institutionalized as an academic discipline. It is 

a field of study involving many different theoretical stances and 

methodological tools. One of the broadest definitions is that of Umberto Eco, 

who states that 'semiotics is concerned with everything that can be taken as a 

sign' (Eco 1976, 7). Semiotics involves the study not only of what we refer to 

as 'signs' in everyday speech, but of anything which 'stands for' something 

else. In a semiotic sense, signs take the form of words, images, sounds, 

gestures and objects. Whilst for the linguist Saussure, 'semiology' was 'a 

science which studies the role of signs as part of social life', for the 

philosopher Charles Peirce 'semiotic' was the 'formal doctrine of signs' which 

was closely related to Logic (Peirce 1931-58, 2.227). For him, 'a sign... is 

something which stands to somebody for something in some respect or 
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capacity' (Peirce 1931-58, 2.228). He declared that 'every thought is a sign' 

(Peirce 1931-58, 1.538; cf. 5.250ff, 5.283ff). Contemporary semioticians study 

signs not in isolation but as part of semiotic 'sign systems' (such as a medium 

or genre). They study how meanings are made: as such, being concerned not 

only with communication but also with the construction and maintenance of 

reality. Semiotics and that branch of linguistics known as semantics have a 

common concern with the meaning of signs, but John Sturrock argues that 

whereas semantics focuses on what words mean, semiotics is concerned 

with how signs mean (Sturrock 1986, 22). For C W Morris (deriving this 

threefold classification from Peirce), semiotics embraced semantics, along 

with the other traditional branches of linguistics:  

� semantics: the relationship of signs to what 

they stand for;  

� syntactics (or syntax): the formal or structural 

relations between signs;  

� pragmatics: the relation of signs to interpreters 

(Morris 1938, 6-7).  

 

Semiotics is often employed in the analysis of texts (although it is far 

more than just a mode of textual analysis). Here it should perhaps be noted 

that a 'text' can exist in any medium and may be verbal, non-verbal, or both, 

despite the logocentric bias of this distinction. The term text usually refers to a 

message which has been recorded in some way (e.g. writing, audio- and 

video-recording) so that it is physically independent of its sender or receiver. 

A text is an assemblage of signs (such as words, images, sounds and/or 

gestures) constructed (and interpreted) with reference to the conventions 

associated with a genre and in a particular medium of communication. 

Semiotics is important because it can help us not to take 'reality' for 

granted as something having a purely objective existence which is 
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independent of human interpretation. It teaches us that reality is a system of 

signs. Studying semiotics can assist us to become more aware of reality as a 

construction and of the roles played by ourselves and others in constructing it. 

It can help us to realize that information or meaning is not 'contained' in the 

world or in books, computers or audio-visual media. Meaning is not 

'transmitted' to us - we actively create it according to a complex interplay of 

codes or conventions of which we are normally unaware. Becoming aware of 

such codes is both inherently fascinating and intellectually empowering. We 

learn from semiotics that we live in a world of signs and we have no way of 

understanding anything except through signs and the codes into which they 

are organized. Through the study of semiotics we become aware that these 

signs and codes are normally transparent and disguise our task in 'reading' 

them. Living in a world of increasingly visual signs, we need to learn that even 

the most 'realistic' signs are not what they appear to be. By making more 

explicit the codes by which signs are interpreted we may perform the valuable 

semiotic function of 'denaturalizing' signs. In defining realities signs serve 

ideological functions. Deconstructing and contesting the realities of signs can 

reveal whose realities are privileged and whose are suppressed. The study of 

signs is the study of the construction and maintenance of reality. To decline 

such a study is to leave to others the control of the world of meanings which 

we inhabit. 

Beyond its 'literal' meaning (its denotation), a particular word may have 

connotations: for instance, sexual connotations. 'Is there any such thing as a 

single entendre?' quipped the comic actor Kenneth Williams (we all know that 

'a thing is a phallic symbol if it's longer than it's wide', as the singer Melanie 

put it). In semiotics, denotation and connotation are terms describing the 

relationship between the signifier and its signified, and an analytic distinction 

is made between two types of signifieds: a denotative signified and a 

connotative signified. Meaning includes both denotation and connotation. 
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We seem as a species to be driven by a desire to make meanings: 

above all, we are surely Homo significans - meaning-makers. Distinctively, we 

make meanings through our creation and interpretation of 'signs'. Indeed, 

according to Peirce, 'we think only in signs' (Peirce 1931-58, 2.302). Signs 

take the form of words, images, sounds, odours, flavours, acts or objects, but 

such things have no intrinsic meaning and become signs only when we invest 

them with meaning. 'Nothing is a sign unless it is interpreted as a sign', 

declares Peirce (Peirce 1931-58, 2.172). Anything can be a sign as long as 

someone interprets it as 'signifying' something - referring to or standing for 

something other than itself. We interpret things as signs largely unconsciously 

by relating them to familiar systems of conventions. It is this meaningful use 

of signs which is at the heart of the concerns of semiotics.  

The two dominant models of what constitutes a sign are those of the linguist 

Ferdinand de Saussure and the philosopher Charles Sanders Peirce. These 

will be discussed in turn.  

Saussure offered a 'dyadic' or two-part model of the sign. He defined a 

sign as being composed of:  

� a 'signifier' (signifiant) - the form which the sign 

takes; and  

� the 'signified' (signifié) - the concept it represents.  

 

The sign is the whole that results from the association of the signifier with the 

signified (Saussure 1983, 67; Saussure 1974, 67). The relationship between 

the signifier and the signified is referred to as 'signification', and this is 

represented in the Saussurean diagram by the arrows. The horizontal line 

marking the two elements of the sign is referred to as 'the bar'.  

If we take a linguistic example, the word 'Open' (when it is invested 

with meaning by someone who encounters it on a shop doorway) is a sign 

consisting of:  
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� a signifier: the word open;  

� a signified concept: that the shop is open for business.  

A sign must have both a signifier and a signified. You cannot have a 

totally meaningless signifier or a completely formless signified (Saussure 

1983, 101; Saussure 1974, 102-103). A sign is a recognizable combination of 

a signifier with a particular signified. The same signifier (the word 'open') 

could stand for a different signified (and thus be a different sign) if it were on a 

push-button inside a lift ('push to open door'). Similarly, many signifiers could 

stand for the concept 'open' (for instance, on top of a packing carton, a small 

outline of a box with an open flap for 'open this end') - again, with each unique 

pairing constituting a different sign.  

At around the same time as Saussure was formulating his model of the 

sign, of 'semiology' and of a structuralist methodology, across the Atlantic 

independent work was also in progress as the pragmatist philosopher and 

logician Charles Sanders Peirce formulated his own model of the sign, of 

'semiotic' and of the taxonomies of signs. In contrast to Saussure's model of 

the sign in the form of a 'self-contained dyad', Peirce offered a triadic model:  

� The Representamen: the form which the sign 

takes (not necessarily material);  

� An Interpretant: not an interpreter but rather the 

sense made of the sign;  

� An Object: to which the sign refers.  

 

'A sign... [in the form of a representamen] is something which stands to 

somebody for something in some respect or capacity. It addresses 

somebody, that is, creates in the mind of that person an equivalent sign, or 

perhaps a more developed sign. That sign which it creates I call the 

interpretant of the first sign. The sign stands for something, its object. It 

stands for that object, not in all respects, but in reference to a sort of idea, 
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which I have sometimes called the ground of the representamen' (Peirce 

1931-58, 2.228). The interaction between the representamen, the object and 

the interpretant is referred to by Peirce as 'semiosis' (ibid., 5.484). Within 

Peirce's model of the sign, the traffic light sign for 'stop' would consist of: a 

red light facing traffic at an intersection (the representamen); vehicles halting 

(the object) and the idea that a red light indicates that vehicles must stop (the 

interpretant).  

Peirce's model of the sign includes an object or referent - which does 

not, of course, feature directly in Saussure's model. The representamen is 

similar in meaning to Saussure's signifier whilst the interpretant is similar in 

meaning to the signified (Silverman 1983, 15). However, the interpretant has 

a quality unlike that of the signified: it is itself a sign in the mind of the 

interpreter. Peirce noted that 'a sign... addresses somebody, that is, creates 

in the mind of that person an equivalent sign, or perhaps a more developed 

sign. The sign which it creates I call the interpretant of the first sign' (Peirce 

1931-58, 2.228). Umberto Eco uses the phrase 'unlimited semiosis' to refer to 

the way in which this could lead (as Peirce was well aware) to a series of 

successive interpretants (potentially) ad infinitum (ibid., 1.339, 2.303). 

Elsewhere Peirce added that 'the meaning of a representation can be nothing 

but a representation' (ibid., 1.339). Any initial interpretation can be re-

interpreted. That a signified can itself play the role of a signifier is familiar to 

anyone who uses a dictionary and finds themselves going beyond the original 

definition to look up yet another word which it employs. This concept can be 

seen as going beyond Saussure's emphasis on the value of a sign lying in its 

relation to other signs and it was later to be developed more radically by 

poststructuralist theorists. Another concept which is alluded to within Peirce's 

model which has been taken up by later theorists but which was explicitly 

excluded from Saussure's model is the notion of dialogical thought. It stems in 

part from Peirce's emphasis on 'semiosis' as a process which is in distinct 
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contrast to Saussure's synchronic emphasis on structure (Peirce 1931-58, 

5.484, 5.488). Peirce argued that 'all thinking is dialogic in form. Your self of 

one instant appeals to your deeper self for his assent' (Peirce 1931-58, 

6.338). This notion resurfaced in a more developed form in the 1920s in the 

theories of Mikhail Bakhtin (Bakhtin 1981). One important aspect of this is its 

characterization even of internal reflection as fundamentally social.  

Peirce, clearly fascinated by tripartite structures, made a 

phenomenological distinction between the sign itself [or the representamen] 

as an instance of 'Firstness', its object as an instance of 'Secondness' and the 

interpretant as an instance of 'Thirdness'. Such unfamiliar terms are relatively 

modest examples of Peircean coinages, and the complexity of his terminology 

and style has been a factor in limiting the influence of a distinctively Peircean 

semiotics.  

Variants of Peirce's triad are often presented as 'the semiotic triangle' 

(as if there were only one version). Here is a version which is quite often 

encountered and which changes only the unfamiliar 

Peircean terms (Nöth 1990, 89):  

� Sign vehicle: the form of the sign;  

� Sense: the sense made of the sign;  

� Referent: what the sign 'stands for'.  

One fairly well-known semiotic triangle is that of Ogden and Richards, in 

which the terms used are (a) 'symbol', (b) 'thought or reference' and (c) 

'referent' (Ogden & Richards 1923, 14). The broken line at the base of the 

triangle is intended to indicate that there is not necessarily any observable or 

direct relationship between the sign vehicle and the referent. Unlike 

Saussure's abstract signified (which is analogous to term B rather than to C) 

the referent is an 'object'. This need not exclude the reference of signs to 

abstract concepts and fictional entities as well as to physical things, but 

Peirce's model allocates a place for an objective reality which Saussure's 
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model did not directly feature (though Peirce was not a naive realist, and 

argued that all experience is mediated by signs). Note, however, that Peirce 

emphasized that 'the dependence of the mode of existence of the thing 

represented upon the mode of this or that representation of it... is contrary to 

the nature of reality' (Peirce 1931-58, 5.323). The inclusion of a referent in 

Peirce's model does not automatically make it a better model of the sign than 

that of Saussure. Indeed, as John Lyons notes:  

There is considerable disagreement about the details of the triadic 

analysis even among those who accept that all three components, A, B 

and C, must be taken into account. Should A be defined as a physical 

or a mental entity? What is the psychological or ontological status of 

B? Is C something that is referred to on a particular occasion? Or is it 

the totality of things that might be referred to by uttering the sign...? Or, 

yet a third possibility, is it some typical or ideal representative of this 

class? (Lyons 1977, 99)  

 

 Symbol/symbolic: a mode in which the signifier does not resemble 

the signified but which is fundamentally arbitrary or purely 

conventional - so that the relationship must be learnt: e.g. language 

in general (plus specific languages, alphabetical letters, punctuation 

marks, words, phrases and sentences), numbers, morse code, 

traffic lights, national flags;  

 

Icon/iconic: a mode in which the signifier is perceived as 

resembling or imitating the signified (recognizably looking, 

sounding, feeling, tasting or smelling like it) - being similar in 

possessing some of its qualities: e.g. a portrait, a cartoon, a scale-

model, onomatopoeia, metaphors, 'realistic' sounds in 'programme 

music', sound effects in radio drama, a dubbed film soundtrack, 
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imitative gestures;  

 

Index/indexical: a mode in which the signifier is not arbitrary but is 

directly connected in some way (physically or causally) to the 

signified - this link can be observed or inferred: e.g. 'natural signs' 

(smoke, thunder, footprints, echoes, non-synthetic odours and 

flavours), medical symptoms (pain, a rash, pulse-rate), measuring 

instruments (weathercock, thermometer, clock, spirit-level), 'signals' 

(a knock on a door, a phone ringing), pointers (a pointing 'index' 

finger, a directional signpost), recordings (a photograph, a film, 

video or television shot, an audio-recorded voice), personal 

'trademarks' (handwriting, catchphrase) and indexical words ('that', 

'this', 'here', 'there').  

The three forms are listed here in decreasing order of conventionality. 

Symbolic signs such as language are (at least) highly conventional; iconic 

signs always involve some degree of conventionality; indexical signs 'direct 

the attention to their objects by blind compulsion' (Peirce 1931-58, 2.306). 

Indexical and iconic signifiers can be seen as more constrained by referential 

signifieds whereas in the more conventional symbolic signs the signified can 

be seen as being defined to a greater extent by the signifier. Within each form 

signs also vary in their degree of conventionality. Other criteria might be 

applied to rank the three forms differently. For instance, Hodge and Kress 

suggest that indexicality is based on an act of judgement or inference 

whereas iconicity is closer to 'direct perception' making the highest 'modality' 

that of iconic signs. Note that the terms 'motivation' (from Saussure) and 

'constraint' are sometimes used to describe the extent to which the signified 

determines the signifier. The more a signifier is constrained by the signified, 

the more 'motivated' the sign is: iconic signs are highly motivated; symbolic 

signs are unmotivated. The less motivated the sign, the more learning of an 
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agreed convention is required. Nevertheless, most semioticians emphasize 

the role of convention in relation to signs. As we shall see, even photographs 

and films are built on conventions which we must learn to 'read'. Such 

conventions are an important social dimension of semiotics. 

Daniel Chandler (2005) available from Internet
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C. Closing 

Formative Test 

1. Explain the meaning of approach/criticism 

2. Explain the different of structural, semiotic criticism 

3. Explain the definition of pragmatic and expressive approach/criticism 

 

D. References 

Semi Atar. 1993. Metode Penelitian Sastra. Bandung: Angkasa Raya. 

Abrams, M.H. 1971. The Mirror and The Lamp. London: Oxford University 

Press 

Daniel Chandler (2005) available from Internet 
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10. Chapter VI 

A. Introduction 

a. Short Description  : This Material present 10 poems that should 

be analyzed by the students in group. The 

students divided into 10 group and they will 

presents their discussion start from meeting 

IV until meeting XV  

b. Basic Competence  : The students can applying the theory through 

reading and analyze the poem. Also the 

students comprehend and get the idea or 

message that the poet portrays through 

his/her poem. 

B. Material Presentation 

Meeting IV - XV 

Analyzing Poetry 

 

Practicing: Reading and Analyzing Poetry 

 

I 

Lord Byron 

She Walks In Beauty 

Poem lyrics of She Walks In Beauty by Lord Byron. 

She walks in Beauty, like the night  

Of cloudless climes and starry skies;  

And all that's best of dark and bright  
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Meet in her aspect and her eyes:  

Thus mellowed to that tender light  

Which Heaven to gaudy day denies. 

One shade the more, one ray the less,  

Had half impaired the nameless grace  

Which waves in every raven tress,  

Or softly lightens o'er her face;  

Where thoughts serenely sweet express,  

How pure, how dear their dwelling-place. 

And on that cheek, and o'er that brow,  

So soft, so calm, yet eloquent,  

The smiles that win, the tints that glow,  

But tell of days in goodness spent,  

A mind at peace with all below,  

A heart whose love is innocent! 
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II 

A Red, Red Rose 

Robert Burns 

O, my luve is like a red, red rose, 

That's newly sprung in June. 

O, my love is like a melodie, 

That's sweetly play'd in tune. 

As fair thou art, my bonnie lass, 

So deep in luve am I, 

And I will luve thee still, my dear, 

Till a' the seas gang dry. 

Till a' the seas gang dry, my dear, 

And the rocks melt wi' the sun! 

And I will luve thee still, my dear, 

While the sands of life shall run. 

And fare the weel, my only luve! 

And fare the well awhile! 

And I will come again, my love. 

Tho' it were ten thousand mile! 
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III 

Song: To Celia 

 

Love Poem by Ben Jonson 

Drink to me, only with thine eyes 

And I will pledge with mine; 

Or leave a kiss but in the cup, 

And I'll not look for wine. 

The thirst that from the soul doth rise 

Doth ask a drink divine: 

But might I of Jove's nectar sup 

I would not change for thine. 

I sent thee late a rosy wreath, 

Not so much honouring thee 

As giving it a hope that there 

It could not withered be 

But thou thereon didst only breath 

And sent'st it back to me: 

Since, when it grows and smells, I swear, 

Not of itself but thee. 
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IV 

She Dwelt Among the Untrodden Ways 

William Wordsworth 

 

She dwelt among the untrodden ways 

Beside the springs of Dove, 

A maid whom there were none to praise 

and very few to love. 

 

A violet by a mossy stone 

Half hidden from the eye! 

-Fair as a star; when only one 

Is shining in the sky.  

 

She lived unknown and few could know 

When Lucy ceased to be; 

But she is in her grave, and oh, 

The difference to me ! 
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V 

Edgar Allan Poe 

A Dream 

Poem lyrics of A Dream by Edgar Allan Poe. 

In visions of the dark night  

I have dreamed of joy departed 

But a waking dream of life and light  

Hath left me broken-hearted. 

Ah! what is not a dream by day  

To him whose eyes are cast  

On things around him with a ray  

Turned back upon the past? 

That holy dream - that holy dream,  

While all the world were chiding,  

Hath cheered me as a lovely beam  

A lonely spirit guiding. 

What though that light, thro' storm and night,  

So trembled from afar 

What could there be more purely bright  

In Truth's day-star? 
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VI 

Success is Counted Sweetest 

Emily Dickinson 

 

Success is counted sweetest 

By those who ne'er succeed. 

To comprehend a nectar 

Requires sorest need. 

 

Not one of all the purple Host 

Who took the Flag today 

Can tell the definition 

So clear of Victory 

 

As he defeated--dying-- 

On whose forbidden ear 

The distant strains of triumph 

Burst agonized and clear! 
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VII 

i thank You God 

e. e. cummings 

 

i thank You God for most this amazing 

day:for the leaping greenly spirits of trees 

and a blue true dream of sky;and for everything 

which is natural which is infinite which is yes 

(i who have died am alive again today, 

and this is the sun's birthday; this is the birth 

day of life and of love and wings; and of the gay 

great happening illimitably earth) 

how should tasting touching hearing seeing 

breathing any--lifted from the no 

of all nothing--human merely being 

doubt unimaginable You? 

(now the ears of my ears awake and 

now the eyes of my eyes are opened) 
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VIII 

Teeth 

SPIKE MILLIGAN 

English Teeth, English Teeth! 

Shining in the sun 

A part of British heritage 

Aye, each and every one. 

English Teeth, Happy Teeth! 

Always having fun 

Clamping down on bits of fish 

And sausages half done 

English Teeth! HEROES' Teeth! 

Hear them click! and clack! 

Let's sing a song of praise to them — 

Three Cheers for the Brown Grey and Black. 
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IX 

From the Arabic, an Imitation 

By Percy Bysshe Shelley 

1792-1822 

 

MY faint spirit was sitting in the light  

         Of thy looks, my love;  

         It panted for thee like the hind at noon  

         For the brooks, my love.  

Thy barb, whose hoofs outspeed the tempest's flight,  

         Bore thee far from me;  

         My heart, for my weak feet were weary soon,  

         Did companion thee.  

 

Ah! fleeter far than fleetest storm or steed,  

         Or the death they bear,  

         The heart which tender thought clothes like a dove  

         With the wings of care;  

In the battle, in the darkness, in the need,  

         Shall mine cling to thee,  

         Nor claim one smile for all the comfort, love,  

         It may bring to thee.  
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X 

Joy and Sorrow 

Khalil Gibran 

 

Then a woman said, Speak to us of Joy and Sorrow.  

And he answered:  

Your joy is your sorrow unmasked.  

And the selfsame well from which your laughter  

rises was oftentimes filled with your tears.  

And how else can it be?  

The deeper that sorrow carves into your being,  

the more joy you can contain.  

Is not the cup that holds your wine the very cup that  

was burned in the potter's oven?  

And is not the lute that soothes your spirit the very  

wood that was hollowed with knives?  

When you are joyous, look deep into your heart  

and you shall find it is only that which has given you sorrow  

that is giving you joy.  

When you are sorrowful, look again in your heart, 

and you shall see that in truth you are weeping  

for that which has been your delight.  

Some of you say, 'Joy is greater than sorrow,' and  

others say, 'Nay, sorrow is the greater.'  

But I say unto you, they are inseparable.  

Together they come, and when one sits alone with you at your board, 

remember that the other is asleep upon your bed.  

Verily you are suspended like scales between your  
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sorrow and your joy.  

Only when you are empty are you at standstill and  

balanced.  

When the treasure-keeper lifts you to weigh his gold  

and his silver, needs must your joy or your sorrow  

rise or fall. 

 

 

 

C. Closing 

Group Assignment: 

Analyze the elements of each poem and explain the messages 

 

D. References 
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