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Introduction: Analyzing Poetry in Relation to Music

Defining and determining the quality of poetry, because of its artisticeyas a difficult
task for even the most ardent poetry enthusiast. Understanding what exaetyanmiem a
poem can seem almost impossible to pinpoint, yet combinations of features distingtrigh poe
from prose. Although both poetry and prose comprise the basic structural elememgsiad &
poetry boasts of a more creative twist on those elements since it strivesréoof a
concentrated beauty in language. Therefore, in order to create poetry of a bighlevtl,
poets not only deliberate word choice, but exercise care in the structuringeiubels and
combine them in ways that help convey the theme or emotion of the poem. The subject matter
evident in the verbal content is significant in establishing meaning; howecaydaepoetry is a
highly artistic form of language, the structure and sound of the poetry ought to support or add to
what is communicated through the verbal content. Peter Levi attempts to detiyeagda
particular and beautiful behaviour of language: it is less like the notation af thas like a
particular performance of certain particular notes on a particular irestttig@0). When the poet
understands and utilizes the multi-dimensional qualities poetry comprises, a paenebec
superior “performance” of words, form, and sound working together to achieve a unifiedfwor
art.

Although poetry is one of the most beloved art forms, it is many times the least
understood. Some claim that poetry is the fruit of spontaneity while others defemtéssary
focus on technicalities involved in the construction of a poem. Some insist on analyzing the
individual aspects of poetry while others staunchly argue that art should not beedissett
probed since the whole is what makes it art. A closer look at each dimension of lpostyer,

no matter how seemingly insignificant, can provide details that help the readefully
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understand the overall theme, attitude, or tone of the work. Margaret Schlauch maiatains t
“elementary analysis of structural parts is necessary in all thenartsatter how dull it may
seem to the impatient and the uninstructed” (51). Because the overall medsageoaim may
include ambiguities, an examination of the sound, structure, and verbal contensganeegen
if these layers do not seem significant individually. One aspect of a poertieagy
communicate an idea while another aspect may remain ambiguous in its purposecdsdhthe
ambiguous aspect, when compared to the more overtly communicative aspedit bgan s
analyzed with more certainty than if it were examined only individually. Rd&tkBiur defends
analysis, claiming that “[i]t will by itself increase our intinyagith the words as they appear;
and it will as the nexus among comparisons disclose that standard of achievemestt inhe
this special use of poetic language, by which alone the value of the work maygéd’|(2178).
Although poetry is an art form, it is made up of several elements that can beedrfalytheir
contributions to the poem, and if the layers of a poem are analyzed in the context ofritespoe
a whole, much can be learned about how the elements of the poem function and how specific
elements promote the unity of the poem.

Poetry, because it is an art form, is compared to other arts such as padtevga
architecture, but because of its elements evincing musical qualitiegrtiparison between
poetry and music merits a greater degree of attention. Leonard Bergstits ghat “language
leads a double life; it has a communicative function and an aesthetic function,” ealts he
poetry the “true parallel with music” (79). Although music and poetry arendigienres, the
gualities of poetry strongly resemble those of music; therefore, methods involhedainalysis
of music can be applied to the analysis of poetry. This allows the critic to umdietts¢anature

of poetry to a greater degree, enabling him or her to approach poetry witles grea
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understanding of its strengths. Schlauch confirms, “People study poetrysaglra, just as
they study harmonic analysis of music, in order to heighten their appreciatiom deepen their
understanding of the classics” (22). While analyzing the musical elemegmgtoy is a
fascinating study on its own, the purpose of analyzing the two art forms is toplevgteater
understanding of each work as a whole. This includes understanding not only the sum of the
parts but also what is achieved beyond the sum. Bernstein explains that in music, “the
combination of two different chords automatically creates a third one, a new phoablogic
identity” just as in poetry, “rhythm (sound) and content produces something new.” (341)
Understanding what the poem achieves as its own work is the goal, but beginning wittuaidivi
elements and moving steadily toward the sum of those elements and then to the wanblas a
can simplify complex issues of meaning. Although some of the elements of peepasallel to
elements of music, the poems themselves should not be termed “musical” urdéssedlIparts
work together to promote the unity of the poem. Schlauch remarks, “All of the phygieatsas
of language sounds—intensity, duration, pitch, harmonic relations—contribute to dfeatiabe
greater or less acoustic prominence. It is this complex of factors which psdtiecguasi-music
of verse” (173). Just as one expects the melody, harmony, and rhythm of a musectd pié
work together to achieve a sense of oneness, a poem, with its elements—someamiisimme
not—ought to evince a sense of unity. If a poet is successful in combining itssfactor
producing a coherent whole, only then can a poem be termed “musical” in the sealefthtst
parts fit together as a unified whole.

One layer of poetry that can help the work achieve “musicality” is sound—tmaey,
the layer first noticed by a listener. According to Amy Gross, ‘$lgound that we first

experience as pleasure in the reading of poetry” (23). Even if the words of a poemuicate
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a highly artistic idea, if the sounds accompanying them do not echo the sanelavistithe
poem does not achieve its artistic potential. Blackmur points out that “[t|he owfusbrds alone
may lift common sentiment to great import” (238). Analysis of this layer dfypoeessential
since even if a person does not understand the verbal content of a poem, he or she can still enjo
the artistic aspects of the sounds produced and perhaps even gain knowledge of the poem’
content without fully comprehending the text. Poetry, even if the verbalrtasteot clear to a
listener, can still communicate and thereby affect the reader. ToBekfilains, “We can be
deeply stirred by hearing the recitation of a poem in a language of whidndaerstand no
word” (15). The sound of a poem, an entity that can be separated from verbal content and
structure, is essential to the poem’s aesthetic value. Besides the vateak @and the form of
the poem, the sound can also help communicate the message of a poem, whether lsyaacting a
backdrop, supporting the meaning communicated by other layers, or creatingnadiditi
meanings that embellish the main idea of the poem. For instance, assonanc&aeruency
vowels, when used frequently, can create an atmosphere of dread thaasereskdrop to the
verbal content. In addition, a faster tempo can give the poem a more energetic shwaps, per
establishing an emotion in addition to what is already being communicateat®\epsound
can be used in an almost endless number of ways to help the poem communicatdlrtisti
Since sounds are physical elements that can be measured scientificalbgundes a
layer of poetry that at times can objectively reveal characterigtat relate to the meaning of
poetry. Because some consonants and vowels emit certain pitches or contineagtlsef kime
when in combination with other letters, sounds can communicate what some would term a
“melodic line” that is capable of communicating an attitude or emotion, oriaffette lyrical

flow of the passage. In music, a melody is quite obvious to a listener, while in a poerape/hat
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would consider the element most closely related to a melody requires mudomaberthe part

of the listener. Pitch fluctuations can be difficult to hear, especially siacg times, the pitches
do not greatly contrast one another. Analysis of this layer must be done with canderas
Geoffrey Leech relates, “All too often imaginative reactions to the mgamif words are
projected on to the sounds of which they are composed. We must be careful, therefore, to
distinguish between the generally agreed symbolic range of a sound anddiastassvalue as
apprehended by a particular reader in a particular linguistic context” ABMPugh a poem

may use onomatopoeic language, one cannot allow the definition of the word to color the sound
of a word if that sound, in fact, is not illustrating the meaning of the word. Theryersfor
variations in interpretations of poetry, but in some passages, the ramgma$ @nd fluctuations
between sounds in some passages is limited, even in combination with absences ofesound. L
stresses the significance of not only pitches, but also “certain silencesrtaid fulfilled
expectations of the ear, with the subconscious expectations of the languégedséth what

is particularly expected in given forms of speech” (23). The sound of poetry canpitbebef
analyzed in relation to the natural expectations of its listeners. Beckamsxesiin poetry play an
integral role in poetry just as rests play an integral role in music, the sounds proglymeetry

are even more similar to those in a true melody. Aaron Copland clarifiestémetis

expectations when he explains that “[a] beautiful melody, like a piece of mus@ntirety,
should be of satisfying proportions. It must give us a sense of completion and afaiieyit . .
the melodic line will generally be long and flowing, with low and high points of isitamed a
climactic moment usually near the end. Obviously, such a melody would tend to move about
among a variety of notes, avoiding unnecessary repetition” (50). Poetry, in thevagnstould

demonstrate beauty in its sound. This does not mean that the sound patterns will lyecessari
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sound smooth to the ear. Sounds that communicate tensions through dissonance can help
communicate the nature of a passage that is meant to sound abrupt in comparison to surrounding
passages. Whether the sounds produced by the poem are melodious or dissonant, they should
further the theme communicated by the words and structure to give the |esteaesthetically

pleasing experience. Because poetry includes the aspects of langdageiad, it can be

analyzed in a way that helps listeners understand what they are hearinigyathéware hearing

what they are hearing. Analysis of the sound in poetry is essential in thd analgsis;

however, it must be done accurately, separated from the other elements untibfiranaéysis

is derived.

Closely connected to the sound a poem makes is a second layer—form—which
comprises all the structures in which words appear. Looking at individual words can be
deceiving if words are not analyzed in relation to their surroundings, a provesstige listener
the context necessary for full understanding of the poem. Levi remarks, tAisvaruch
affected by the context of other words, and a phrase by the context of other phrases
particular colour in one corner of a picture is affected by and affects aithtbecolours in it”

(36). Analyzing smaller structures such as parts of speech, phrases, @adsgber structures
inherent in lines and stanzas clarifies the implications of the verbal cohitese structures also
determine which words are emphasized since the grammar of the struespessally the more
meaningful parts of speech and emphatic positions, can give particular words edmsider

weight. Verbs and nouns are considered the more significant parts of speedheyreveal

more information in comparison to other parts of speech; therefore, where verbs and nouns are
placed within the structure of a line or stanza can help to emphasize or de-emfiteasim

relation to the surrounding words. The placement of words on accented syllablegiveit
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metric pattern or stressed beats within the rhythmic structure of the poednaw the listener’'s
attention to particular words. Even more significant are structures trsitalie a detour from
what is expected since unexpected patterns can emphasize a particuBonde@mes
grammatical structures and peculiar word combinations can produce amiagjugtrythan
clarity, making them a source of tension, but even in this case, if structeinesearto further the
whole poem, they add dimensions to what is communicated verbally, supporting the ideas
communicated in the verbal context of the poem while strengthening the lisexpgisence
and overall conception of the poem’s message. For instance, a grammatotafestin relation
to the preceding and following structures, can promote ambiguity of meaning;drpvi¢ie
poem’s content is relating a struggle, the poet may purposefully use a dgreamhsteucture that
mirrors the idea of a struggle, producing tension in the poem. The ambiguous gcanma
structure, therefore, strengthens the poem since it is used to produce tensgalsioat i
communicated by other aspects of the poem. Although understanding words in theafontext
phrases, clauses, lines, and stanzas is significant in analysis, how thiksessmetures relate
to each other and to the larger structures and finally to the overall poem shouldgmuirbd,i
especially since how the poem reads as a unified whole determines tystatiging.” If only
smaller structures are analyzed, the significance of the poem can biadesha poem is more
than the sum of its parts. Therefore, step-by-step analyses moving frder stnactures to the
structure of the poem as a whole should be completed and then related to what habedread
established from analysis of the verbal content.

One way in which elements of music and poetry specifically coincide in time odéal
form is through rhythm. Although poets’ ideas for content sometimes originaddlynust as

some composers first create a musical idea, other poets begin with alsatirhgnind before
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they write the words of a poem just as composers at times begin with some kiyithiof als a
basis for a musical work. In both art forms, rhythm plays a significant rolenhpbecause it
can represent the foundation of both poetry and music, but because it comprisesthatterns
function in meaningful ways within the context of the poem. Eliot explains that “tpegies in
which music concerns the poet most nearly, are the sense of rhythm and the sensti@’s
(28). The rhythm of a poem not only helps to emphasize words, but also showcases the
continuous flow of the ideas and expressions conveyed in the poem, aiding in the delivery of the
verbal content. Gross emphasizes the significance of rhythm since Hprjltysound has the
ability to imitate the forms of physical behavior as well as express they lugmplex,
continually shifting nature of human emotion” (11). Although rhythm can be an onomatopoeic
device, even more importantly, because the rhythm moves the poem along, it causetettie c
of the poem to become more vivid to the listener. Gross explains that “[r]hythogtuse offers
the means by which a work of literature achieves its peculiar realitylusien that what we are
reading is quickened with a life of its own” (13). This quality heightens ttemégs's awareness
of the poem because it is alive as it is read.

Since the rhythm of poetry and the rhythm of music are so intertwined, one caadippr
the rhythm of a poem in the same way that he or she approaches the rhythm iotostding
to Leech, “[T]he rhythm of English is based on a roughly equal lapse of timedmetne
stressed syllable and another” (106). Therefore, in a poem applying traditractirst
methods, the reader can expect the steady pulse produced by the rhythm ihlthe dfgoetry
to continue without drastic variation throughout the poem. Being aware of the rhythm and
analyzing it helps the reader understand not only which words or syllablsgessed but also

what exactly is affecting the flow of the poem. Although the pulse may reteaitys Leech
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notes “that syllables vary in intrinsic length, as well as in the length imposedmomyhthe
rhythmic beat” (109); therefore, the characteristics of the words thezssale still retained even
within the rhythm of the poem’s meter. The meter, however, in connection to thenfloan
also affect the speed of the poem’s flow. Leech asserts that “the impreEsjgeed increases
with the number of syllables per measure” (112). By analyzing the rhythm toy poe can
analyze the movement of the poem in conjunction with what is being communicated through the
verbal content, therefore, illustrating the specific, meaningful connectionsdiethe verbal
content and its rhythm—connections imperative to understanding the work as a whole.
Another element pertinent to structure in both poetry and music is parallelism or
repetition with variation. Bernstein claims that “it is repetition, modifredne way or another,
that gives poetry its musical qualities, because repetition is so essentiasic itself” (149). In
many musical forms, the melody is introduced within the first section, ardrahe work,
variations on the melody appear. These variations may be very similarrteetbdy perhaps
with a few different notes or in a different octave, or even employing a aiffdrgthmic
pattern, but still maintaining a close connection to the melody. In other desessic may
move from the first section which introduces the melody to a second section which iesraduc
new idea subservient to the first. Although the theme in the second section seemsi$b thatr
in the first, eventually the connection between the two sections will be seen, and ithwithus
once again return to its first melody. This process shows that although the musie lcesitral
theme, other melodies can add to or support the central theme yet still crestewidinin the
work. Poetry as well usually presents one main idea or theme developed throughoutithe poe
yet other supporting ideas can vary and add to the theme but still preserve the gamfttheit

poem. Eliot argues that “in a poem of any length, there must be transitionsroptgsages of
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greater and less intensity, to give a rhythm of fluctuating emotion esderitne musical

structure of the whole” (18). Although music may seem different from poetrytiitsha

musicality is obviously present, because poetry employs and depends on rhythm, the sound of
the voice, and a theme with variations, it too employs musical elements. Lebenstine
comparison, stressing “that parallelism is the aspect of poetic langhagemost obviously

relates it to music” (93). Leech’s definition of parallelism includeseadition, consonance,
assonance, and types of rhyme, focusing on how the syllables relate to ea(83)the

Essential to an understanding of the sounds involved in alliteration, consonance, and
assonance are definitions of the various sonorants and obstruents. Sonorants are soumds that a
song-like in nature because the air flow is more unrestricted while the soundsoémtss
reveal an obstruction of air flow. Although the sounds of sonorants and obstruents will be
identified and analyzed in the poetry of Longfellow, Poe, Frost, and Millay, these sallrims w
identified and labeled within the actual text of each poem. Therefore, the stiPaniart will
not be used. Rather, the letters which produce the various sonorant and obstruent sounds will be
highlighted and categorized according to their corresponding sounds.

Understanding the significance of individual sounds is essential to analyzing, poetr
genre that utilizes sound to express meaning. David Mason and John Frederick Naimsteapl
“[w]e can think of words as having not only a mind (their meanings) but also a body—the
structure of sound in which their meanings live” (145). Therefore, those who study p@etry
learned to connect particular sounds to particular emotions or tones. This approach is
impressionistic to a certain extent, but because many poets have usedgpaicntls in a
particular way, authors such as Mason and Nims confidently present connectregsnbsdund

and meaning.
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Classified as a sonorant, a nasal sound is, according to Ladefoged, “one in which the
velum is lowered and there is a closure in the oral cavity somewhere in front ofiche ve
opening.” Therefore, the air escapes only through the nasal passage (102). Bettaise
production, Ladefoged describes nasals as “acoustically continuant, chaeddbgra steady
state,” “often distributed in a way that is parallel to liquids and other sonorantg” Tt#bnasal
sounds produced by andn can communicate different meanings. Mason and Nims claim that
them sound, used “for warm appreciation,” “is prolonged, not broken off; is internal (behind
closed lips) and hence warm and cherished; is associated with the affecmhatnsitive lips,
which bring the human child the first pleasure it knows—food and the warm presence of its
mother” (158). The sound of times far different, however, since Mason and Nims describe it as
“somewhat higher in tone, more a whine than a hum” (159). Therefong sbend usually
corresponds to more positive ideas and images whereasthumd corresponds to negative
ideas.

Thel andr sounds, sonorants termed liquids, involve, according to Victoria Fromkin,
Robert Rodman, and Nina Hyams, “some obstruction of the airstream in the mouth, but not
enough to cause any real constriction or friction” (233). Mason and Nimsh#ekguids as
sounds that “seem to flow on or around the tongue instead of being clicked or popped or hissed
forth” (158). Because theandr sounds do not evince much tension, they help maintain a
smooth sound and can be used to unify words in poetry and, accordingly, unify their
corresponding ideas.

Glides, the “wuh” and “yuh” sounds, similar to the liquids, are sonorants that
communicate smooth sounds rather than those characterized by tension. Fromkin, Rodman, a

Hyams identify glides as “transitional sounds—halfway between consamahigowels” (234)
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while Mason and Nims call glides the “most vowel-like of the consonants” (157). Atldthg
strength of glides as “transitional sounds” is the environment of glides sirféemkin,
Rodman, and Hyams note, in every appearance of a glide, a vowel immediabs¥g foll

Finally, vowels and their corresponding sounds have great significance in haw a tex
communicates. Mason and Nims compare vowels to “chords made up of tones and overtones
from the resonating system of throat, mouth, and head” (148). Therefore, a strongiconnec
exists between vowel sounds and the nature of music that should be included in an analysis of
poetry. Mason and Nims assert that “[tlhe ‘upness’ and ‘downness’ of vowel souradsiaffe
physically in different ways” (148). The following vowel chart depicting th&owus vowel
frequencies aids in classifying these vowel sounds and understanding the caatedunic
meaning of each division (see Fig. 1).

According to Mason and Nims, high-frequency vowel sounds evoke “greater yitality
speed, [and] excitement than the slower-moving, more sluggish wavesoof {i49). On the
other hand, Mason and Nims argue that low-frequency vowels “evoke what is powerful
awesome. . . ominous or gloomy” (151). Assonance, then, can be a deliberate action of the poet
to emphasize a particular vowel sound and, therefore, communicate sounds that convey
particular emotions.

The six stopsly, d, g, p, t, andk) will be identified within the text. While these sounds
create more abrupt sounds in the flow of language, they are produced in varisubatay
distinguish their sounds from one another. Peter Ladefoged explains the physicalemisve
necessary for the production of each stopped sound. To protismiad, one must keep the

lips “firmly closed” in the initial attack and release in the woitd A d sound, as evidenced in
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Fig. 1 Frequency Scale of English Vowel Souestern Wind: An Introduction to Poetry
(Boston, 2000; 148-49).

did involves the “tip of the tongue . . . block[ing] the vocal tract by forming a closurbghstd
the upper front teeth.” Producinggaound in the wordag requires the back of the tongue
“rais[ing] to make a closure against the roof of the mouth” (49). Ladefoged aésothet
difference in sound between the stops already described and those producen Hatiuk.

These stopped sounds are described as “more noisy” since they produce bursts of air. The
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production of thg sound requires the lips to “close” while th@endd sounds involve the tip of
the tongue hitting the region behind the te&tlandg sounds involve the “back of the tongue
contact[ing] the roof of the mouth” (52). The physical movement involved in the producton of
t, andk is slightly harsher in sound that that involved in the productidn @fandg. Mason and
Nims explain that “[ap (and ab almost as well) can express rejection by holding back the air
and then violently expelling” (161). Although not all stopped sounds communicate thithiglea
harsher attack can promote a harsher action or image, an energetic maistrpag emotion.
Fricatives do not involve the stoppage of air flow; however, according to Fromkin,
Rodman, and Hyams, “the airflow is so severely obstructed that it causes’fri232). This
friction then can promote tension reflected by the verbal content of a poemfoféettee
sounds of fricatives can be used to convey emotions produced by tension such aanigar. or
Stridence, comprising the z, sh andzh sounds is a type of fricative that poets use frequently.
Thes sound, essentially a hissing sound, often communicates a negative sound because it
compares to that of a snake. Because of the generally negative nature of thehsosadnd
can be used in several ways. For instance, it can communicate danger or@usyst&known.
Theshsound, on the other hand, is described by Mason and Nims as “less sharp” but having
“more body thars. We use it, as a kind of ‘white noise,’ to overpower other sounds when we
say, ‘Shhh! or ‘Hush!”” (160). By its various uses, stridence is used in many poesoevey
negative atmospheres that support the text, whether through hissing or dominating sounds.
Affricates produce sounds similar to those produced by fricatives. Fromkin, Rodmdan, a
Hyams explain that affricates “are produced by a stop closure followeddiauelg by a gradual
release of the closure that produces an effect characteristic aitavéiq233). Therefore,

affricates can combine the effects of stops and fricatives, allowinghhoitéude of
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corresponding meanings. Similar to fricatives, affricates can be usethtounicate emotions
associated with tension, but they can also be used to evince more abrupt and esoengesic
stemming from strong emotions.

Although the study of how particular sonorants and obstruents connect to the text of
poetry may seem insignificant, individual sounds impact the meaning of words, evesaomore
when sounds are repeated in passages with alliteration, consonance, and assonameadvVias
Nims assert that alliteration “can create a bond of identity between vinintiag that if they
have sound in common, perhaps they have something more” (162), a principle that can be
applied to examples of consonance and assonance as well. Observing individual sounds and
steadily moving to patterns of sounds and, ultimately, to the overall sound of the poai® reve
significant relationships between sound and text that would otherwise go unnoéicedgitees
“that so many characteristics of the whole spectrum of poetry from theegtéo the least are
determined by such tiny and obvious factors as a repeated noise” (15). Theepitrigon and
parallelism can be seen in several ways in both poetry and music.

Finally, requiring more attention is the verbal content—the layer that cameoitate
the main ideas or feelings of the poem. Words comprising a poem are, of couiesaelx
important in the art form of poetry since creativity in word choice is an &gbeccurrence in
poetry. Ideally, the idea is expressed in the most fitting words so thatatsityen language
draws in and entices the listener. Blackmur asserts, “The typical greas poafoundly
rational, integrating, and, excepting minor accidents of incapacity, a no&asiémate verbal
clarity” (269). The clarity of the verbal content is extremely sigarit since while sound and
structure imply meaning, language is a system of representations in wirit$ nepresent

specific meanings; therefore, the verbal content has an advantage in its@biityrhunicate.
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Calvin S. Brown explains that “language consists of sounds endowed with assschail
meanings, and even in deliberate nonsense it is impossible to escape the asdemalions

which are always present in the sounds of speech” (14). The verbal content mdycantali
important layer because of its ability to communicate, but it is not nettg$isamrmost important
layer. It is, at times, the core of the idea or feeling of the poem, but withcauttittec nature of

the other layers, the verbal content would lose much of its nuanced flavor. Poetrptends t
contrast music in this aspect since, as Brown states, “the sounds out of whigrahework is
constructed must have an external significance, and those used in muse& mecgtch

meaning” (268). Words act as symbols for definite meanings, and although word coonisinati
can create ambiguities in poetry, words, because they are based on aveodystem of

language, are more technically able to communicate clear meaningsubianisnAccording to
Sidney Lanier irMusic and Poetry‘[M]usical tones have in themselves no meaning appreciable
by the human intellect” (7). Therefore, in music, there is no true representatienveirbal

content of poetry. Music and poetry both comprise symbols, but as Nelson Goodman argues,
“[M]usic is. . . a symbolic projection which need not share the conditions of whatltodiyes”
(372). Although poetry seems to have the upper hand since instrumental music does nat have te
to make its meaning more definite, Brown acknowledges that “the unanswerab@rmalbithe
universe can be hinted at only by musical comparisons” (206) and that music is “a ef/thieol
human consciousness” (206-07). Both genres, therefore, are more than capable aigonvey
ideas and expressions of their creators when each genre’s strengdesaiied and utilized.
Although it has become more common for critics to describe poetry as “musitiadit a poem
may be lyrical with a smooth flow and a pleasing sound, the words themselvesaraeioty

in the sense of a musical melody. The verbal content of poetry may not be analogotistty a st
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musical element; however, verbal content that is united with the form and sound of the poem
helps the poem to be “musical” in the sense that it is unified.

Ideally, each layer of a poem—uverbal content, form, and sound—works together to
produce a unified work of art. Unfortunately, some poems are too reliant on one of the three
aspects of the poem, and, therefore, because the parts are not balancedrirstheithey are
not as aesthetically pleasing to the listener. However, the poem thatiex@etsy aspect,
evincing a sense of unity because each aspect works towards the overall &menghtky be
termed “musical™—not because the poem is pleasing to the ear, but because, likeod piec
music, the poem “sings” as a result of its oneness.

Although works concerning the musical elements and musicality of Britigh’ pearks
are more common, such analyses of the works of a range of American poatsackfficult to
find; however, musicality is a key element in many American poems. €olete what
American poetry “sings” as a result of its unity, works by Longfellow, Foast, and Millay
will be analyzed to serve as examples. Longfellow and Poe, two widely knowmRopets,
and Frost and Millay, two modern poets achieving greatness through differest lsayle been
chosen not only because their works have gained popularity, but because these poets have
excelled in the verbal content, form, and sound of their poetry; therefore, thegalterdgx
examples to use for analysis illustrating how each layer of a poem can wdhetogeoducing
the same effect as a unified musical piece. The sounds created by the poentsaadputa to
the form and verbal content, emphasizing their similarity to musical works wherg part
works together to form a coherent whole. While the selected poems by no measentepee
gamut of poetry that can be deemed “musical,” they illustrate a methodlgsig that can be

used on any poem to determine its value as a unified, “musical” work of art. Sincestmmuye
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with understanding how the nuances of poetry work and how they heighten the effect of poetry,
this system of analysis, promoting a deeper understanding of poetry, should enabte them t
identify not only each aspect of a poem, but also the function of each aspectadssttoethe

whole. Fully understanding poetry’s capabilities, although it involves an orderly prises
essential not only for a true analysis of poetry but also for the pleasurdadteninig to poetry

read.
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Henry Wadsworth Longfellow:
His Day Is Done but His Music Continues

Although Longfellow’s popularity has significantly decreased since feignie, much of
his poetry exemplifies a “musical” approach. One reason some have denoongéellow’s
works is that his poetry strictly conforms to a metric pattern. They faahbh@rganization of
the structure takes priority over the poetry, limiting its artistry. Gtheay think that his poetry
is devalued by its didacticism. Newton Arvin explains that Longfellow “defpondsy as being,
in fact, ‘useful,” but in a far higher and more ideal sense than the usual one” (38). Theassef
of Longfellow’s poetry lies in the concept of its unity since its structurp@tpand augments
the sound and verbal content of the poem, thereby establishing a unified work whiie@tigag
reader. Although Longfellow’s former fame may be attributed in part teake of
memorization of his works due to their organized structure, there was more depth tdriisopoe
earn his popularity even if his readers were not conscious of what exaettyeattthem. To
fully understand the reasons behind his popularity, one might look at all aspects of Ibarigfel
poetry to determine how they work together to form a unified work that is indeecamus

Longfellow’s “The Day Is Done” (1844), a poem that inspired Greg Gilpin’sathor
arrangement “And the Night Shall Be Filled with Music,” is highly praisgd&ugene O’Neill as
“one of the finest poems [Longfellow] ever wrote” (181). An analysis of the sotsoaad
obstruents of the poem reveals that “The Day Is Done” manipulates sound to comntbaeicate
passing of time in comparison to the movement of the ocean, uniting sound with rhythm to
support the verbal sense, creating a unified and, therefore, musical poem.

One kind of sonorant Longfellow uses to unify the words of key passages while

producing a smooth flow from the repetition of sounds is the nasal. An example of thisimccurs
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lines 13-14: “Cone read tame sanepoam, / sanesimple and heartfelt lay” (emphasis added).
Repetition of than sound produces a smooth sound, reflecting the speaker’s comfort in hearing a
“heartfelt lay” (14). In lines 21-22, Longfellow draws attention to the powemnusic, not only
through vivid adjectives but also through the unifying sound of the nasals: “For, like stfa
martial music, / Theimighty thoughts suggest” (emphasis added). Longfellow continues his
dependence on nasals in the next two lines, where the speaker’s sighs are heigtitened b
sounds of the nasals: “Life’s)éless toil and mdeavor ; / Ad to-ight | long for rest” (emphasis
added) (23-24). Newton in “Early Longfellow” comments on the “modest authghbtithe
poem “in its linking of Night and the thought of rest” (147), a connection emphasized exven m
by the nasal sounds. In the last two stanzas, the lulling effect of the mapalssezes the
meaning of the “rhyneof the poet” (emphasis added) (39), and the concluding thought that “the
night shall be filled withmusic” (emphasis added) (41). Therefore, Longfellow’s sense of
musicality in poetry is evinced not only through his verbal content explicfdyam®cing music
or sighs that suggest prolonged pitches but the implicit musical nature of hiadgang

Liquids too function as unifiers of sound throughout the poem but most significantly in
the conclusion of the poem where the speaker seems to forget his troubles as he fahe under
spell of the music: “And the cares, that infest the day, I $bld ther tents like the Aabs, /
And as dienty sted away” (emphasis added) (42-44). The repetitiseund communicates the
spell of the music, most notably in the final line; however, because Longfell@diasiels in
addition to nasals, he achieves an even more noticeably smooth sound than evinced previously in
the poem. Therefore, the reader can sense the transition of the speaker as dgajriftom the

concerns of life as a result of the music.
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Although glides do not appear frequently in the poem, in the first stanza, glides
emphasize one of Longfellow’s most vivid comparisons. The speaker compardarkhess”
which “[f]alls from thewings of Night” (1-2) to “a feather. wafted dowmvard / From an eagle
in his flight” (emphasis added) (3-4). The content, which expresses a connectiearbéte
night and the eagle, is reflected by the glides connecting the two linesfdreethe image of
the gradual approach of night is illustrated clearly and creatively thranghage.

In addition, Longfellow’s use of vowels reveals the nuances of the mental stiage of
speaker. The first stanza does not employ a great variety of vowel frezgjgather, most
vowels are in the mid-frequency range with a few in the higher and lower fregsiehlis
combination emits more of a monotonous sound, reinforcing the somber attitude of the speaker
toward the finality of the day. However, Longfellow uses a greategtyast vowel frequencies
in the second stanza, where the speaker’s tone is more optimistic concerninghtbeflige
village” (5) as they “[g]leam through the rain and the mist” (6). A strodgeendence on high-
frequency vowel sounds may seem discordant with the content of this stanza sihigatdie “
(5) cause “a feeling of sadness” (7) to fall on the speaker; however, this sadtesssitsed in
the next stanza as “not akin to pain” (10); therefore, a strong sense of monotony odancevoi
of high-frequency vowels would not fully support the content of the second stanza. The
following eight stanzas utilize a variety of vowel sounds although the majontywd| sounds
are in the mid-frequency range. While Longfellow suggests a sense adlieshinonotony with
the mid-frequency vowel sounds, he also refrains from depending too heavily on them and
subsequently creating a poem with one controlling emotion. Because the spéakegtds vary
as he reflects on his feelings and their antidote (the music of the poet), the swuesjsonding

to his words ought to vary as well. Additionally, the poem succeeds in communicating #re pow
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of the sound of poetry since the poem, as a whole, “sings” through the vowel sounds. Therefore,
the form of Longfellow’s poem corresponds to its content and effectively illestsang through
poetry.

Longfellow’s use of obstruents does not limit the effect of the sonorants in producing a
musical poem. Although stops normally emit abrupt sounds that may seem to dextnaat f
smooth flow of words, Longfellow alliterates stops so that while they antersuptions in the
smooth flow of the lines, they are not abrupt. For example, in the first staang of the words
begin withd. “Day,” “done,” and tlarkness” (emphasis added), all close together in the first line,
convey sounds that not only unite the three words but also soften their individual stopped sounds.
Similarly in stanzas five and eight, the words “gtafd’ (17), “bards” (18), “distant” (19),
“corridors” (20), ‘days” (29), ‘devoid” (30), “head” (31), and “wouwerful” (32), contain thel
sound, which unifies the stopped sounds (emphasis added). Becadiseuine is not noisy
compared to other stopped sounds, it does not detract from the overall smooth accompaniment of
the poem. In stanza nine, thstops sound more forceful than thetops; however, Longfellow
again uses alliteration to soften the stacpagound in the wordsgower” (33), ‘pulse” (34), and
“prayer” (emphasis added) (36). In the final stanza, the stops become fewer antetalieg to
the last line where the “cares” (42) “silently steal away” (44). &loee, the more forceful
sounds dissipate, and the smoother sound becomes more predominant as the speaker forgets the
troubles of the day.

Stridence, another non-sonorant, is used to convey the speaker’s emotions and support
the verbal content of the poem. Longfellow’s frequent use of stridence allows him t
communicate a hypnotic effect which corresponds to the emotional state of tkerspeknes

seven and eight, the speaker claims that “a feelisgdifesscomeso’er me / That myoul
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cannot raist” (emphasis added). The stridence in these lines emphasizes the contrmhemot
exerts over the speaker. Longfellow continues to use stridence in theames, selating that the
“sadness” (9) “reembkssorrow only / As the mst resemblesthe rain” (emphasis added) (11-
12). The sibilance of these lines promotes a smooth, unified sound as Longfellow verbally
creates images of “mist” and “rain” (12), yet in doing so, supports that im#gsound
reinforcing the movement of the “mist” and “rain” (12). Additionally, Longfell@mploying
parallelism with sound, uses stridence to describe the antidote of the speakdaoa:eanmiem
“[t]hat shall soothe ths restlessfeeling, / And barshthe thougtd of day” (emphasis added) (15-
16). Several lines later, using stridence, the speaker describes the phesésohgs gushed

from his heart, / A showels from the cloud of summer, / Or teafrom the eyelid start”
(emphasis added) (26-28). Besides promoting a smooth reading and using wgégy,im
Longfellow uses stridence to illustrate what counteracts the speakens.grhe verbal content
communicates the mental transitions of the speaker while the stridence of theswapdds the
continuous movement forward.

Complicating the sound of “The Day Is Done” is its rhythm. Longfellow usés bot
iambic and anapestic feet throughout the poem. While these metric patterns arapiex©n
their own, integrated with the poem’s grammatical structures, they ereadee complex
rhythm. In the first stanza, each line incorporates three accentedesylldiolwever, because
grammatical units extend into the following lines, the rhythm is more dynamniying the
sound of stricter rhythmic patterns. For example, the first clause of the pbeenddy is done”
(1), comprises two evenly spaced accented syllables. The straightforngudde of this clause
coupled with the punctuation separating it from the next clause reveals whait @&Neribes as

a “passing of sound into silence” which is “a specialty of Longfellow, one ahbst effective
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artistic devices” (47). A new clause is introduced in the same line yehgedtin the next line:
“and the darkness / Falls from the wings of Night” (lines 1-2). This clause s@shne third
accented syllable of the first line in addition to the three accented syltdlites second line.
Therefore, the second clause of the poem evinces a varied rhythm in compairisoevient
simple sound of “The day is done” (1). The effect is similar to a measure with atg be
followed by a measure of four beats; therefore, rhythmically, these linperstipst, the finality
and straightforward nature of the first clause, and then the more creative jdgrpnession of
the closing of the day in the following clause.

Another significant rhythmic pattern is found in line three: “As a featheaftead
downward.” This line also extends to the next; however, the thought communicated limdane t
is a complete one comprising three accented syllables. Although it appears toaxsipie
rhythm, the arrangement of one stressed syllable followed by two unstrgiskelés in the
words “feather is” (3) sounds like a triplet note pattern since the three sglsdnind evenly
spaced over the duration of one metric foot. However, the words “wafted” (3) and “daWnwar
(3) naturally sound more like eighth notes since the syllables are of equbklefgerefore,
“feather” sounds faster than “wafted” and “downward” even though each of tleevtbrds is
composed of one metric foot. As a result, Longfellow implies a varying speed throtiggout
line, mirroring the fluctuating speed of the feather’'s descent. O’'Nd8l ttee first stanza
“successfully imaginative” since “the eye cannot help but follow the fbitite feather in its
soft and soundless fall” (23). Because Longfellow employs a strict mettermp, the
combination of different patterns of stressed syllables in individual clauses asgéphrakes
the first stanza of “The Day Is Done” more creative, but also supports theeateasunicated

verbally.
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Although Longfellow varies the rhythm of the poem by using a combination ofgambi
and anapestic feet, because he incorporates three stressed syllabhes perdontrols the
tempo and can, therefore, emphasize particular words and phrases. The metronemnoictpels
poem is set by the first stanza, and the reader then senses the three dontsdonbéze
stressed syllables. After reading a line with more syllables yeathe steady pulse, a reader
will naturally slow while reading a line with fewer syllables, anacthat can emphasize the
content of the line. For instance, line seven contains ten syllables whigghtecontains only
seven. Therefore, the reader will slow in his reading of “That my soul canndt (8si3 he
slower pace draws out the stridence, implying a hypnotic mood and emphasizipgaker's
inability to “resist” (8). Another instance appears in the ninth stanza, wbagfellow
interchanges eight-syllable and six-syllable lines. Interdgtinge of the six-syllable lines
reads, “The restless pulse of care” (34); therefore, while Longfellawsdattention to the pulse
of the poem through a shorter line, the content of the line discusses the “pulse B4are”
Because the rest of the stanza follows the same syllabic pattern, lmngkshforces the pulse
even more, conveying a sound that supports the content.

Longfellow definitely exhibits his flair for musicality in “The DayDone.” O'Neill
asserts that “[ajmong the sound effects in Longfellow’s verse music tgkemaent place. . .
[since] his lines constantly echo the sound of music, song, melody, tune, anthem, and dirge”
(41). However, Longfellow controls the usage of particular musical elen@avoid any one
becoming too excessive and dominating within the overall sound or rhythm of the poent. Rober
Penn Warren points out that a poem “is a motion toward a point of rest, but if it is noteadresis
motion, it is motion of no consequence” (251). Longfellow’s diverse use of both sound and

rhythm demonstrates his accordance with this view. He is fully aware of yahenl
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communicability of sound and rhythm but also how these aspects relate to and furieebdhe
content. By merging attributes of sound, rhythm, and content, Longfellow createSloaenost
united and, therefore, musical poems.

“Mezzo Cammin” (1842), one of Longfellow’s popular sonnets, conveys an altogether
different tone from that in “The Day Is Done.” However, Longfellow yeiragaemplifies his
ability to construct a poem integrating sound, rhythm, and content that work tegettnet
Charles C. Calhoun describes as “one of the most masterful examples of the foretaarnth-
century American poetry” (154). The poem not only employs musical elements ibutssown
entity, a musical poem.

With nasals, Longfellow illustrates the speaker’s position in life byngntioth his past
and present, emphasizing the speaker’s ability to perceive both. At the end of thehpqeast,t
“a city in the twilight dim and vast” (11) is described as havimgolang roofs, soft bells, and
gleaming lights” (emphasis added) (12) while the future is pictured as anrfamatilast”
(emphasis added) (13). Although the descriptions of the past and future differ consjdeeably
similar sounds emanating from the descriptions connect them. Therefore, the spaadshisr
understanding of not only the temporality of life but also the limitations of hisapdsvhat will
limit him in the future.

In addition, glides reinforce ideas that are significant to the poem’s nge&an
example, in the first stanza, glides unify details that contribute to the siseake of his
limited past accomplishments: “Half of nhfe is gone, and | havet / The yearslgp from me
and have not fdilled / The aspiration of my youth” (emphasis added) (1-3). Longfellow also
uses glides later in the stanza to emphasize what he cannot blame for hitupest ot

inddence, nor leasue, na the fet / Ofrestess passions that would not béd etl” (emphasis
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added) (5-6). The speaker continues by relating what did, in fact, limit hims@Bww and a

cae that amost kiled” (emphasis added) (7). At the conclusion of the poem, Longfellow uses
glides to highlight the speaker’s description of the past with its “sb# Bad ¢eaminglights”
(emphasis added) (12) and contrasts it with the “autublast” (emphasis added) (13) of death.
The use of glides throughout the poem intensifies particular details so thaadee understands
the significance of their relationship to the poem’s overall meaning.

Longfellow’s use of vowels in “Mezzo Cammin” is far different from his ustéheimn in
“The Day Is Done” since he uses a variety of vowel frequencies in each lineafiety creates
more of a conversational tone that corresponds to the personal, straightforwardindwere
speaker’s words. Rather than sounding rehearsed, the speaker maintains a spontandbas voice
truthfully reveals his limitations. The only passage that emits a sligighotonous sound is in
the conclusion of the poem where the speaker describes his future: “And hear above me on the
autumnal blast / The cataract of Death far trundering from the heights” (emphasis added) (lines
12-13). The abundance of mid-frequency vowels in these lines suggests the steaalyt asist
of “the cataract of death” (13). However, the proper tone of the speaker is suppartigthdlt
the poem because he does not sound controlled by the poet; rather, he is free to adimgdis fa
in an honest and personal tone.

Obstruents communicate as meaningfully as sonorants do since stridence is used
significantly to unify phrases and lines and to communicate the dream-likefstlatespeaker as
he reflects on his past. Longfellow, with theound, connects the words “indateh (5),
“restlesspassion’ (6), “stilled” (6), and ‘sorrow” (emphasis added) (7); and with 8tesound,
connects the words “pdons” (6) and “accompdi’ (emphasis added) (8). Besides creating a

unified sound which subsequently strengthens the unity of the verbal content, the stridence i
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these lines conveys the speaker’s dream-like or hypnotic state causeddwehes. This

mental state is again evinced in later lines which reference the sggakstr’ “Lying beneath me
with its sounds andsights, / A city in the twilight dim and vst, / With smoking roos, soft bells,

and gleaming liglst (emphasis added) (10-12). These lines present images seen at “twilight”
(11); therefore, the speaker, remembering his past, is in a dream-l&eCatitoun remarks that
Longfellow is describing Kloster Marienberg, where Longfellow sdagerecover from his
plethora of illnesses. Harvard gave him six months for this renewal periodyémwengfellow
“wanted to extend his stay, pleading only a partial ‘cure’ (153-54). Thested then, conveys
the dream-like image of the passage, reflective of Longfellow’s pade miaducing a hypnotic
sound.

In contrast to the dream-like sounds are the harsher sounds of stops, revealinglta diffi
event in the speaker’s past while emphasizing his limited future. Using ptmsigenants, the
speaker claims that ‘@re that almodtilled” (emphasis added) (7) kept him from attaining his
“aspiration” (3). In addition, Longfellow uses stops again to refer to the futuhws now
more vivid to the speaker: “And herbowe me on the aumnalblag / Thecataract of Death far
thurdering from the heiglis” (emphasis added) (13-14). Compared to the stridence of the
previous three lines, these lines sound harsh; however they relate to the speskdifgodty
since ‘tare” (7), killed” (7), and ‘tataract” (emphasis added) (14) are alliterated. Therefore, the
stops emphasize the speaker’s past and future, unifying the poem while exptssimg
sound, the limitations of the speaker.

Adding to the dimensions created by sound, the rhythm of the sonnet helps communicate
the meaning of the poem. Although Longfellow uses iambic pentameter, he ofesnthari

metric pattern which then results in a fluctuating speed. Similar to “ThddIagne,” sound
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disappears into silence with the first clause: “Half of my life is ggfhg”Although this clause
corresponds to a steady yet unrushed pulse, the caesura following initiateage pasvhich the
reader will not pause again until he or she is nearly to the end of the third line. Adiitional
because of the number of unstressed syllables in the middle of the second line, the reade
propelled forward to the next stressed syllable: “The yearéreahpmeand havenot fulfilled”
(emphasis added) (2).The natural reaction of the reader, then, is to incregsethendil he or
she comes to the next pause. Lines nine and ten also present more of a varigip.0Bésause
of two pauses in “[tlhougthalf-way up the hill' (9), the speed of the line decreases, suggesting
the speaker’s struggle through life until the present. Longfellow’s aitetdithe rhythmic
patterns which vary the speed throughout the poem results in a clear illustratiospddker
and his struggles.

While “Mezzo Cammin” uses an organized metric scheme, the caesuras idvch a
certain lines to fluctuate in speed help communicate meaning while the distindsscreated
by the words convey the speaker’s attitude, allowing the reader to entpeékerss world and
experience his emotions, including the fear created by the “cataracathf’@®4). The poem is,
essentially, a dramatic interpretation of the narrator’'s mentalstate the elements of sound,
structure, and verbal content combine to make the poem come alive. Becausddwngfel
achieves this, “Mezzo Cammin” is musical in that the layers of sound, struatgreontent not
only add to one another, but create a whole vividly presenting the speaker’s ehstéitena

“My Lost Youth” (1855), proclaimed by O’Neill to be “one of [Longfellow’s] fste
poems,” is “a skilfull blending of sight and sound” (43). In addition to these two elements
working together throughout the poem, G.R. Elliot remarks that continuity of the mood

transforms the poem into a “strange and beautiful song” (qtd. in O’Neill 108). Allcanalysis
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of the poem reveals that its layers do promote unified thought, and with the refraietognpl
each stanza, the poem sounds more song-like than any of Longfellow’s other works.
Nasals are used throughout the poem to emphasize the speaker’s constdahrefiec
the past. In the first stanza, Longfellow stresses the focus of the spaakeghts: “Ofta |
think of the beautiful tow/ That is seated by the sea ; / @fte thought go up and daw The
pleasat streets of that dear old toiv(emphasis added) (1-4). Thesound relates to the
movement of the speaker’s thoughts as they imitate waves in the continual pracesg ahd
falling. Arvin remarks that Longfellow, while growing up in Portland, was “péwiy molded
by the near presence of the sea—»by its calm or stormy beauty, its oystaorizons, its
endlessly shifting aspects. . . its ebbing and flooding tides” (5). Therefogeahkeito create the
picture of the sea he knew so well with nasals emphasizing its steady mavieoneiellow
also uses nasals to emphasize the connection between the speaker’s musing on the past and the
action of walking “up ad down” (3) the “streets of that dear old to¥Memphasis added) (4).
The whine of the sound produced throughout the initial lines mirrors the speaker’s continual
focus on the past. Furthering the emphasis, in several passages, Longfellomsade in to
illustrate the constant song which embodies the speaker’s past and haunts hinme“oide of
that wayward sog/ Is shging and sayng still” (emphasis added) (24-25); t4 the voice of that
fitful song/ Sings a, and isnever still” (emphasis added) (60-61); and where the trees “Are
singing the beautiful song, / Are sighhg and whispeng still” (emphasis added) (78-79).
Longfellow expresses through sound the influence that the past holds over the speaker.
Liquids also demonstrate the influence of the past by detailing the speakerig mus
while exuding a smooth, hypnotic sound. Especially effective in the refrainliside: “A

boy’s will is the wind’'s wil, / And the thoughts of youth al@ng,long thoughts” (emphasis
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added) (8-9). Because these lines are repeated with each stanzagdleg trypnotic sound that
corresponds to the speaker’s focus on the past. Additionally, in the fourth stqunizis, $tress
details of the speaker’'s memory, communicating the vividness of the past inakergpmind.
Ther soundis used throughout the fourth stanza as the speat@eler[s] the bulwaks by

the shoe” (28), “the fat upon the hill” (29), “The sumse gun” (30), “The tum-beatrepeated
o’er and okr’ (31), and “the bugle wild and i’ (emphasis added) (32). THesound is used
just as frequently in the same stanza:lWarks” (28), “hil” (29), “hollow” (30), and “bute

wild and shil” (emphasis added) (32). Besides emphasizing details showing the focus of the
speaker, Longfellow uses liquids to intensify the constancy of the music of theruas‘It
flutters and mumurs stil” (52) and “The goves a&e repeating it sti” (emphasis added) (88).
Because liquids are used not only frequently but in ways that correspond to the me#meng of
content, they help produce a hypnotic effect.

Vowel sounds also reinforce the mood of the speaker as he reflects on the past and
present. Although the lines of each stanza utilize a variety of vowel sounds, thre vdfiah,
according to Calhoun, is taken from an old Finnish song (209), achieves a monotonous sound
because of its assonance. In the first line of the refrain, the assonancefadgquency vowels
dominates: “A boy’s Wl is the wnd’s will” (emphasis added) (8) while the assonance of low-
frequency vowels dominates in the last line: “And thautitts of youth are bng, long thoughs”
(emphasis added) (9). The repetition of the refrain intensifies the monota@eies and,
therefore, produces a hypnotic effect that closes each stanza. At timgkellioonfurthers the
monotony with the lines leading to the refrain. For example, in line six, neary eowel is a
mid-frequency vowel: And a verseof a Lapland song” (emphasis added). However, to avoid a

monotonous sound that is too controlling, Longfellow, within the verses of each stasza, use
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variety of vowel frequency sounds which correspond to the personal tone of the spetaaty. |
the speaker seems to enjoy remembering some of the details of his pastedthe beezy

dome of the goves” (46). The high-frequency vowel sounds of “see” and “breezy” counteract
the low-frequency vowel sounds of “dome” and “groves,” ensuring that a balamesebe
feelings of joy and sadness is conveyed. Vowel sounds accurately refleciddeof the speaker
since monotony does not overshadow the nuances of the speaker’s thoughts.

The stridence in “My Lost Youth” is especially communicative of a hypnotegrdrlike
accompaniment that corresponds to the verbal content. Quite noticeable in thearefrands
sounds that seem to carry throughout the entire line: “Ashey i s the windswill / And the
thoughs of youth are long, long thougtittemphasis added) (8-9). The stridence of these lines
communicates a dream-like sound, reflecting the speaker’s focus on the pasiniheffect is
also evinced in the verses of the poem. In the first stanza, Longfellow udeacrto describe
“the beautiful town” (1) with the following:seated,” sea” and “plesantstrees’ (emphasis
added). In the second stanza, Longfellow uses even more stridence, perhaps e show t
narrator’s thoughts becoming more controlled by thoughts of the past. He uses fkease
“sudden glears (11) “far-surroundingseas’ (emphasis added) (12), and to lead into the
hypnotic refrain, “[ijt murmus and whspeis still” (emphasis added) (16). Stridence continues
into the next stanza withséa-tides tesng” (20), “Spanishsailors’ (21), and “k singing and
sayingstill” (emphasis added) (25). Although stridence is used in stanzas five and six, in the
seventh stanza, Longfellow, broaching the climax of the poem, uses much stridénmece as
speaker “remember[s] the gleaand gloons that dart / Acrestheschool-boys brain”

(emphasis added) (55-56). Because each stanza uses stridence, albandexsemts,
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Longfellow creates a mysterious and hypnotic-like sound that reflects thee pbmemories
upon the speaker.

To avoid hindering the smooth, hypnotic sound of stridence, Longfellow limits his use of
stops. Since the refrain evinces a strong hypnotic sound, few stops are used. However,
Longfellow does use stops to communicate the steady beat of the ocean wavessnstaafia:
“Often in thougti go up anddown / Thepleasan stred¢s of tha dear ol town” (emphasis added)
(2-3) and in the ninth stanza: “Anhe trees thao’ershalow each well-known strée/ As they
balance p anddown” (emphasis added) (76-77). Longfellow also uses stops to imitate sounds
he remembers from his past: “Teim-bed repeded o’er and o’er” (emphasis added) (31).
However, in other passages, Longfellow softens stops by alliterakimge” (46), ‘Deering’s”
(47), and doves” (49); ‘gleams andjlooms” (55); and part” (58), “prophecies” (58), andgast”
(emphasis added) (58). Although stops function in different ways, Longfellow usesothem
produce a particular sound or merges them with the hypnotic sound of the stridence.

Verbal repetition is another element that Longfellow uses to his advantageisBehe
tone of the poem is hypnotic and reflective, repetition can be effectively used toserapha
speaker’s thoughts continually reverting to the past. In the beginning of the pokat, ve
repetition is used more, perhaps to help convey the speaker’s mulling over his thanghts. L
one and three begin with “Often.” Although the phrasing differs after thel mibial, this
parallelism reinforces the focus on the speaker’s thoughts. Other examplastitibrestress the
listing of particular details stemming from the speaker’'s memories @fte In stanza three,
“And” (20-24) initiates several lines while in stanza eight, “There” (6n@@ates the first three
lines. Although these repetitions do not necessarily clarify the meaningwértbed content they

correspond to, because the poem centers on continuous, reflective thoughts, the véitlmad repe
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not only emphasizes the speaker’s repetitive musings, but also the more dcamadrisaguage
of a speaker relating his personal thoughts.

The rhythm of the poem in connection to the sound and verbal content transforms this
poem into what O’Neill deems “haunting music” (46-47). Although sound on its ownlunaesi
to this effect, O’Neill claims that “[p]art of [its] charm is undoubtedly ttméhe delicate rhythm
which has . . . a more subtle music, heard in the refrain” (43). Although the overarchilcg me
pattern comprises pyrrhic feet, Longfellow plays with the meter, overlookary unstressed
syllables, not only to vary the meter from a pattern that could become overly monotonous, but
also to control the speed and thereby emphasize particular words. In thedjrsbhgfellow
establishes the metrical pattern, yet the strict meter of therfiesis| not rigidly followed
throughout the poem. In line two, Longfellow omits unaccented syllables. Naturallyoorhe
accent the first syllable of “seated,” “by,” and “sea.” However, bectngse is no second
unstressed syllable between “seated” and “by” as well as betweearidy'the,” the tempo
fluctuates, slowing the phrase “seated by the sea” (2). After sensingtf@omic pulse
established in the first line, the reader will naturally want to keep that gtelsdy in the
following lines of the stanza. However, when syllables are missing, the redldeant to pause
in the absence of them, but because there is no punctuation to direct him or her to do so, he or
she will instead slow the reading of the phrase. This occurrence of “missileyiles is not an
error of the poet but a way to control the speed of the reading and promote the illusmaref a
rhythmically free pattern. This device also affects the refrain of tamp®he phrase “boy’s
will” (8) is elongated not only because the absent unaccented syllable affe” ‘dvdends the
hissing sound of thg but also because the accented syllable following “will” is absent,

lengthening the vowel glide. Additionally, “is,” the following word, enters on aceerged
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syllable, emphasizing the word “will.” Drawing even more attention to thisdigrattern is the
same arrangement of syllables leading to the second appearance ofTwélpattern of stressed
to unstressed syllables in the last line of the refrain also stresseglithddyouth,” the first
“long,” and “thoughts” (9). Edward Wagenknecht remarks on Longfellow’s metpalses,
claiming that “[Longfellow] was much freer in admitting variations thanynpersons believe
him to have been and in some instances rather startlingly anticipative of ionsv&ipposedly
introduced by later poets who often thought of themselves as in rebellion againstlo$ ki
poetry” (127-128). Because Longfellow deviates from the established matampéhe refrain
evinces a rhythm supporting its soothing, lyrical flow.

“My Lost Youth” faithfully portrays the humanity of a speaker who activeflects on
the past. While the verbal content reflects the honest language of the sgfeakeund and
rhythm evinced through language reveals nuances concerning the speakehtsthbagefore
deepening the reader’s understanding of the speaker’s experience. Whiigllbang
demonstrates his talent for integrating musical elements into his pstgbility to unify the
sound, rhythm, and verbal content of the poem illustrates his greater talent forghvadirgi
aspects of a poem to create poetry that is musical.

In “The Day Is Done,” “Mezzo Cammin,” and “My Lost Youth,” Longfellow proves his
capability to combine the communicative aspects of sound, rhythm, and verbal content and
create unified poetry that communicates through every aspect and more impaataativhole
that is greater than the sum of its parts. In each poem, Longfellow usksiméisa same
manner—them sound corresponding to comforting thoughts andtbeund corresponding to
fearful and mournful thoughts. In addition, the monotony of vowel sounds conveys a haunting

sound as the speaker dwells on the past. While Longfellow’s poetry is usually smésfloin,i
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he uses alliterated stops, thereby softening the abruptness of their, attdeksises stops to

imitate a particular sound described in the content. Although those who love poetmgimay
realize the impact of the details comprising Longfellow’s poetry, thedtrgdadhe work as a

whole does not go unnoticed. The poet who is able to clearly communicate a theme athidea wi
sound and rhythm supporting and heightening the effects of the content to the exteny that the
merge to form one complete entity is a master of his craft. Despite Liowggefall in

popularity, his poems might be examined in light of their unity since, as Shepardinsitit is
precisely in what may be called his sense of the whole that Longfellow igenuastkable as

technician and creative artist” (xliii).
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Edgar Allan Poe:
The Beautiful, the Obsessed, and the Mentally Disturbed
Edgar Allan Poe, whose poetry is far different from Longfellow’s, rampopular with
audiences today. Known for his imaginative, morbid poems and stories, Poe drawsaadéis r
by focusing on one overall effect. In his “Philosophy of Composition,” Poe retafaefer
commencing with the consideration ofefifect (676), later, “looking about me (or rather
within) for such combinations of event, or tone, as shall best aid me in the construction of the
effect” (676). By focusing on one “effect,” such as an overwhelming sense othspests, Poe
manipulates each dimension of poetry to bring his chosen effect to life. OneRspejves full
attention to is sound and its power to encompass the reader. According to Richaraivr Flet
“as his poetic career evolved, Poe became increasingly sensitive to tonal wdlires@asingly
capable in the way he handled words” (28). However, although Poe concentrated on
emotionally-based themes and sounds, he did not fail to consider the mind in the creation of
poetry. Edward H. Davidson reiterates that Poe “always remained taifalest and half-
organicist” (44). He used his own knowledge to carefully craft poetry so that it waritdred
emotional response that he intended. Davidson explains, “[Poe] could precondition what
response the reader should have to the mood, texture, idea of a poem, and he could, even more,
induce the same responses in all readers of his poem” (70). Rather than strididgdoc
poetry, Poe focused on emotion and the creation of it in as tangible a form as possilole. T
this, he had to focus on the unity of the poem, for all the parts would need to correspond to one
another to create an emotional effect that would translate to his audience. Roecegsful in

conveying emotions and a controlling effect in his poetry because the sound &nd ohtiis
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poetry supported the themes in the verbal content, a combination producing an effectoad, mus
work.

In “To Helen” (1831), Poe uses a variety of vowel sounds ranging across the fyequenc
spectrum, giving the poem more of a natural, conversational tone. Because the paerassed
to Helen of Troy, it evinces a personal yet poetic sound; while the speaker soundsheoalsst
sounds imaginative. Only one line in the entire poem evinces a lower, monotonous sound: “On
desperate sedsng wont to roarh(emphasis added) (6). In the last four words, all the vowel
sounds are low-frequency, heightening the speaker’s feeling of hopelesbkiiesfon
desperate seas” (6). The next line, however, contrasts this tone as the spelikendwieden’s
beauty: “Thy hyacinth hair, thy classic face (7). §Thnd “hyacinth” (emphasis added),
producing two high frequency syllables, help dispel the gloom effected by the prigvéous
Because the instances of repetitive vowel frequencies are few, in his paemxhake, Poe
achieves a sound displaying the natural fluctuations of the human voice, thustrestabhs
honest tone; but more importantly, through vowel sounds, Poe clearly demonstratesréis¢ cont
between the speaker’s hopelessness away from Helen and his hope while with Hele

To highlight Helen’s beauty with more than vowel sounds, Poe alliterates stops and
glides to emphasize attributes of Helen. In the beginning of the poem, the speagares
Helen’s ‘beauty” (emphasis added) (1) toefks of yore” (emphasis added) (2), drawing
attention to the metaphor through alliterated stopped sounds. Because these abrupt saunds oc
at the beginning of the poem, they are not contrasted with many previous sounds; hitwegver, t
are still noticeable since in the following lines, Poe uses a smoother sound caygiliterated
glides: “Theweary,way-wornwanderer” (emphasis added) (4). Poe also communicates the

hypnotic effect of Helen on the speaker by using alliterated fricativeterste, and longvowel
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sounds: “Tly hyacinth hair, thy clasgc face’ (emphasis added) (7). Furthering the emphasis on
the effects Helen has on the speaker, Poe applies alliteration to descripeattes’s figurative
“home”: “To theglory that wasGreece, / And thgrandeur that was Rome” (emphasis added)
(9-10). Describing Helen with alliterated stops produces an articulated soplying that the
speaker is proclaiming these thoughts with strong emotion. Therefore, throughootthePoe
purposefully uses alliterated sounds corresponding to and intensifying the speak¢éicsal
response to Helen.

Although Poe does not alliterate in the final stanza, he does vary the grarhmatica
structures to contrast them with those in previous stanzas and by doing so, porteaystibeal
climax of the speaker. For example, the speaker cries out with the intergettto!” (11) and
“Ah” (14) and speaks within the structure of two exclamatory sentences. Adterr@marks that
“the restrained exclamation ‘Ah, Psych’ is one of the most brilliant effeatomantic poetry”
(221). The speaker crying out to Psyche, the goddess with whom Cupid fell in love, vividly
impresses on the minds of readers the speaker’s feelings for Helen, petnther in which Poe
presents this allusion is significant in that it appears in a stanza that, fiostthiene in the
poem, uses exclamatory sentences. While previous stanzas reveal the mubagpedker, the
transition into exclamatory words and structures in the final stanza supEomsense emotion
of the speaker, culminating from his continuous reflections on Helen.

Accompanying the sound of the poem, the rhyme schemes of “To Helen” varyathce e
stanza follows its own pattern. Stanza one uses an ABABB rhyme schemstahida two uses
ABABA and stanza three uses ABBAA. Because the rhyme schemes atky slifferent from
one another yet still maintain similarities, a musical balance ofitiepednd variation is

achieved; therefore, a unified sound pervades the poem. Resulting from thesengaffaie’s
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rhyme clearly does not become sing-song, but neither is it so varied thdeameaces abrupt
changes in the rhyme scheme. Establishing coherence in the sound, the fluctubtiorein r
mirrors the variety of vowel and consonant sounds used in the poem. Poe shows his ability to
connect lines even though the rhyme scheme changes. For example, in the secqritiestanza
reader would expect the last lines to follow the BB rhyme scheme (as theyhedinsttstanza);
however, in the second stanza, the last lines follow a BA rhyme scheme, yatelusertly
connected with the alliteration oflory” (9) and ‘grandeur” (emphasis added) (10). Employing
various rhyme schemes, Poe does not allow the rhyme to become overbearingi ybyne,
he maintains the unity of the poem.

The rhythm of “To Helen” is also significant in how it fluctuates from staoztanza.
The first four lines of each stanza adhere to iambic tetrameter, but thedadtéach stanza
does not. In the first stanza, the last line comprises iambic trimetehisTown native shore.”
Therefore, a pause exists between the end of the line and the beginning of gtanmex(the
equivalent of one metric foot or one pulse). This pause corresponds to the content of the poem in
that the speaker had reflected on his journey on the seas until the thought of Helent“broug
[him] home” (8). Therefore, a subject shift and a time shift are indicated throudmythen of
the first stanza.

The final lines of the second stanza present a more apparent yet still sligiibdevi
Lines nine and ten begin with an unstressed syllable followed by three iathiCHe
parallelism of the meter helps unify the two lines (especially sincdliieeadion involved
already joins them). However, the sound of these lines is significantly unifieddsg use of
sprung rhythm. The rhythm of both lines emphasizes four syllables perTmeheéglory that

wasGreecé (9) and ‘Andthegrandeurthat wasRomé (emphasis added) (10). Because the
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reader has grown accustomed to the speed established by the previous lines, idlor she
naturally aim to keep that speed constant in the last two lines of the stanzaugibe df the
sound of a four-line stanza lends itself to a sound of completion, which is appropriathsince
speaker is concluding his thoughts on the past and turning toward Helen’s vivid effettion hi
the present.

In the final stanza, Poe’s rhythmic patterning contains variances thapperbnvey a
continuing idea rather than a finalized ending. Because of the exclamataly and structures
used in this stanza, declaring a surge of emotion, the pattern is alreadywarsttain extent.
However, more significant are the patterns of the final two lines in the stanedour begins
with “Ah, Psyche,” comprising two stressed syllables, delaying the eqpazaof iambic feet
until later in the line with “the regions which.” This line contains only sevealsg$ as opposed
to the standard eight. Although the syllable count does not seem significant sintensaof
this kind have occurred in previous stanzas, the fourth line runs into the final line, which also i
shorter than what one would expect. The last line, “Are Holy-Land” (15) includgsvem|
iambic feet. Therefore, the reader is left with an awareness of teecabsf words. However,
the absence of words and, accordingly, a lack of finality to the poem connectshadeeoif
Helen conveyed in the last stanza. The speaker, using light imagery to desczinepkddlires
her “in yon brilliant window-niche” (11), holding “[t]he agate lamp within [Heand” (13). The
light imagery impresses the reader with Helen’s continuing effect on takespéherefore, the
absent syllables of the last stanza help the poem end appropriately. Rather thgawighdin
sense of finality, Poe uses a pattern that indicates the very opposite—that Hepeacswill
live on despite the end of the speaker’s words. Davidson believes that the poem'’s “subgect i

way the mind can move toward the past and, in some such symbol as the indefinable beauty of
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woman, is able to comprehend a world and culture long vanished from this earth” (33).
Therefore, Poe’s “To Helen,” in its progression, brings not only Helen to life, bubrddwhat
does not end with the concluding stanza.

With its melodious sounds, revealing grammatical structures, and variadibyt
patterns, “To Helen,” demonstrates Poe’s ability to master the aspectdrgfipale artistic
creation of a unified whole. The combination of pitch fluctuations, rhyme schemes,reaad va
metric patterns do not claim too much of the reader’s attention, but they do support th@hatur
the poem. The speaker’s focus is on the beauty of Helen; therefore, the form of the patem oug
to communicate beauty as well. Poe does this through an imaginative combination of sound and
rhythm. With his focus on beauty and its power, Poe creates a work that affeceslrgust as
Helen has affected the speaker of the poem.

Poe’s “Annabel Lee” (1849), another poem focusing on a woman, also utilizes adpects
sound to create a unified, musical poem. Using particular sounds and patterns, Pssfudlycce
creates an atmosphere revealing the mental state of the speaker.

Besides rhyme, the most obvious aspect of sound throughout the poem is verbal
repetition. In the first stanza, Poe uses the phrase “many and many” (1)s tbpeabrds
“maiden” (3 and 5) and “lived” (3 and 5), and uses the verb forms “love” and “loved” (6).
Although on its own, this repetition is emphatic, because these repetitions occussedstre
syllables, they are even more noticeable.

It wasimany and many a year ago,
In a kingdom by the sea;
That a maiden there lived whom you may know

By the name of Annabel Lee;--
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And this maiden she lived with no other thought

Than to love and be loved by me. (emphasis added) (1-6)
Additionally, similar words and lines are repeated in following stanzas x@aonme, in the
second stanza, “In this kingdom by the sea” (8) nearly replicates the sewodthe first
stanza: “In a kingdom by the sea” (2). In addition, Poe uses even more oegstithe verbdove
which is extremely noticeable because nearly every repetition oocongiline: “But we loved
with a love that was more than love” (9), and it is again repeated in line 11: “With a love. . .”

| was a child and she was a child,

In this kingdom by the sea;

But we loved with a love that was more than love—

| and my Annabel Lee—

With alove that the winged seraphs in Heaven

Coveted her and me. (emphasis added) (7-12)
In the third stanza, the second line repeats the second line of the first stanza.

And this was the reason that, long ago,

IRRISIKIRNGECMIBYARgISt: 2, (emphasis added) (13-14)
Although stanza four redirects the attention of the reader to the cause of Anesibaleath,
verbal repetition connects the two stanzas with “A wind blew out of a cloud by nightinghi
my Annabel Lee” (15-16) and “That the wind came out of the cloud, chilling / And killing my
Annabel Lee” (25-26). Stanzas four and five are linked by the mention of “angelsid2ZDa
Much repetition is also seen in the final stanza with repetition of the words “hirygd489),
the line “Of the beautiful Annabel Lee” (35 and 37), and the repetition of the lagh&go‘in

her sepulchre therby the sea- / In hertomb by the side dhe se& (emphasis added) (40-41).
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The repetition of words, phrases, and lines aids not only in the coherence of the poem but also in
signifying the speaker’s state of mind. Although the variety of vowel soundsisevenore
conversational tone, the extent of repetition suggests that the speaker is twecdhdued
mentally disturbed by Annabel Lee’s death. The repetition becomes extrelovedus in the last
stanza as the speaker relates his intent to stay with Annabel Lee invgerTdrarefore, the
excessive repetition communicates that the speaker is and may remainchstbskes lost
Annabel Lee.

Even the rhyme scheme of the poem reflects the disturbed mental statepefatker s
Each stanza has its own rhyme scheme; however, the complexity of eachsdingme changes
with each stanza. Although the poem begins with an ABABCB pattern, by staeeatha
rhyme scheme is more complex—ABCBDBEB—where the speaker recountbehea’s
death. However, by the end of the poem, the speaker uses the simplest rhyme sdinieme of t
poem—AABABBAA. This emphasizes the verbal repetition already apparent totekow
inability of the speaker to escape his mental struggle. Another element oftie ttrat
connects to the content of the poem is the assonance c# smumds, reiterating the sound of
“Lee” in “Annabel Lee.” These sounds are heard throughout the poemy*ifian“sed’ (2, 8,
14, 20, 24, 31, 40-41), “e (6, 12, 18, 22), “SH’ (7), “we€’ (9, 28-29), “leason” (13, 23),
“beams” (34), and “deams” (emphasis added) (34). The emphasis on this sound mirrors the
emphasis the speaker places on his beloved. Interestingly, the conclusion of the poem
demonstrates assonance with a loagund: “rse” (36), “brght eyes” (36), “night-tide” (38), 1”
(38), “lie” (38), “side” (38, 41), “Ife” (39), and “brde” (emphasis added) (39). This change in
rhyme corresponds to a mental change of the speaker since he is now narraésgrintpnse

and has most likely, as evinced by the text, lost all mental control.
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In addition to the sound conveying the mental state of the speaker, the meter emits a
spontaneous sound—appropriate for a speaker who is mentally unstable. The amapestt
the poem allows the speed of the poem to slow or quicken abruptly—a fitting accompaaiment t
a speaker whose words and verbal repetition already show the disintegration eftak m
stability. Throughout the poem, the first line of each stanza comprises an&gtegsineter with
the following line comprising anapestic trimeter. This pattern is continuedghout each
stanza, producing the sound of seven-foot anapestic lines since, in each pair, theteatint
corresponds to the other. Because of the metric variation in both kinds of lines, the spee
fluctuates quite often. For example, in the last line of the first stanza, tohawe and be loved
by me” (6), because an unstressed syllable is missing between “love’rahttte reader
naturally slows on the word “love.” This also occurs in the third stanza: “In this kinggtahe
sea” (14). In both instances, the speaker is holding onto his “love” and the “kingdom” that he
once knew and is no more. His emphasis on the past and his inability to let go of his love
suggests that he cannot move on to live in the present; therefore, the meter slowing these
places is appropriate to the poem. Interestingly, in the last two stanzgsedkersconfines
himself more to a strict anapestic pattern. He uses fewer variations amis ssuf he were
being controlled by the rhythm of the poem rather than creating it. The lagiatwas focus on
the love the speaker experienced with Annabel Lee and the idea that he will aggdrdeeven
though she is dead “[i]n her sepulchre there by the sea” (40). As the speakdris avertaken
by his thoughts, his thoughts are overtaken by the rhythm of the poem—a fitting campari
Richard Wilbur comments that “['’Annabel Lee’] begins with the language andmenteof
ballad. . . but instead of regular stanzas, a consecutive story, a refrain, and ttedexpec

variations of rhyme, we have a changeable stanza, elaborate and irregedions, and a rapt,
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chanting insistence on such rhymeses Lee me andwe’ (164). The combination of

“irregular repetitions” and the “chanting insistence” of select wootsey the attitude of the

speaker towards his beloved in sound and rhythm that supports the theme of the verbal content.
In this way, Poe quickens his theme musically, shaping every detail of the paleat the

“effect” is clear to the audience.

In “The Raven” (1845), a poem much like a narrative with its progressive plot tiee, P
again exhibits his mastery of sound and rhythm in communicating verbal content. Altheug
sheer length of the poem aids in the assonance and pounding rhythm leaving alaséisgion
on the reader, the sound and rhythm without the corresponding content would causa@aeaders
back away from such heavy repetition. However, because the plot of the poem is gdupporte
the sound and rhythm, this poem is a masterpiece rather than an exercise imcassona

Poe uses alliteration of sonorants in “The Raven” to dwell on particular destsipt
through sound. For example, in the first stanza, with glides, the speaker descramtdsm
“weak andveary” (emphasis added) (1) and later, with nasals, henodsléd nearlynapping”
(emphasis added) (3). In the second stanza, the speaker, using liquids, desoobes$ a
“rare andadiant maiden” (emphasis added) (11). Additionally, in response to the Raven’s
speaking the word “nevermore,” the speaker confesses with nadatsh Tmarveled”

(emphasis added) (49). Therefore, the alliteration heightens the eftbetagscriptions and of
the passages that signal transitions in emotions from pessimism to hopefubegsise.

Rather than drawing attention to descriptive details, assonance conveysribiyiraif
the Raven’s message of hopelessness and greatly contributes to Poe’s achievenee
controlling effect. In each stanza, the last word of lines two, four, five, and sixreotita same

vowel sound. For example, the first stanza uses the words “lore” (2), “door” (4 and 5), and
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“more” (6). Although the assonance of each stanza is significant in comnogiaateady,
gloomy sound, assonance of the same low-frequency vowel sound creates a pgiylasins/
atmosphere reflective of the setting of the poem. In addition, the assonantieedffsapports
and heightens the morbid nature of the verbal content; therefore, the poem sounds more like a
dirge narrating the speaker’s realization that he will never agaiceseee, nor will he ever
escape from the hopelessness that surrounds him.

Poe also uses assonance in places other than the ends of lines to create rieumedisat
a more dramatic sound indicative of the dramatic narrative of the poem. In tistainza,
besides the internal rhyme of &hry’ and “weary’ (emphasis added) (1) which draws the reader
into the setting of the poem, rhyme occurs throughout the stanza, emphasizingatheeesftthe
Raven. The speaker relates, “[S]uddenly there catappang / As of some one genthapping,
rappingat my chamber door / . tappingat my chamber door” (emphasis added) (3-5). The
rhyme in combination with the verbal repetition emphasizes the Raven'’s ingigtdns
arrival—a foreshadowing of his insistent and repetitive communication witspereker. This
directly opposes the speaker’s insistent wish to clear his mind: “Eageidhéd themorrow; --
vainly | had sought tborrow/ From my books surceasesarrow—sorrow for the lost Lenore”
(emphasis added) (9-10). Although the Raven’s “rapping” (21) and “tapping’ri@d2his
presence and the message he bears will never end for the speaker. In otreastaedathe
rhyme applies to passages concerning time. In the fifth stanza, rhygtlecles the awkward
moment for the speaker when, after he opens the door, “the silencabvaken and the
stillness gave ntokeri (emphasis added) (27). Although Poe continues his use of rhyme

throughout the rest of the poem, those instances are a result of repetitive passages.
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To articulate sounds in the midst of a strong emphasis on assonance, Poe aesmes us
stops in the poem to limit the poem’s effect of hopelessness from becoming so pronounced that
the reader fails to be attentive to the content. After the speaker opens the do{jdjoeliting,
dreamingdreams no mortal evelared todream before” (emphasis added) (26). The less abrupt
sound of thel supports the content since the excessive alliteration in conjunction with oepetiti
creates a smoother, dream-like sound. However, later in the poem, the speaker, sisarg har
sounding alliterated stops, describes the Ravegras,‘urgainly, ghastly,gaunt” (emphasis
added) (71); and closer to the end of the poem, when the speaker feels overwhelmed by
hopelessness, he angrily addresses the Raven using alliterated stops: 'WNdraiter sent, or
whethertempestossed thee here ashor®gsolate yet all whaunted, on thigesert land
enchanted (emphasis added) (86-87). Thus, while the alliteration of stops canrcoatena
variety of emotions, the speaker’s use of stops communicates his growingtifsastr response
to the hopelessness of his situation. Poe not only achieves variation in sound and articulation in
contrast to assonance, but sounds that convey the mental progression of the speaker.

In addition to stops and assonance, stridence is used to create an atmosphere of tension
that reveals the speaker’s fears. In the second stanza, the speaksy i® tkgep his mind from
dwelling on Lenore: “[V]ainly | hadought to borrow / From my boslsurcease of sorrow—
sorrow for the I@t Lenore” (emphasis added) (9-10). The stridence in these lines conveys a
hypnotic tone, corresponding to the speaker’s desire to clear his mind of thoughtsref &ed
focus on his books. Tension between what the speaker would do and what he is capable of doing
is evinced through thesound. In the next stanza, Poe again uses stridence to communicate the
speaker’s reaction to “tredken, sad, urcertain rstling of each purple curtain” (emphasis added)

(13). The stridence again conveys tension since the speaker does not know whatggtoausin
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sound. He is so fearful that he has “to still the beating of [his] heart” (15). Therefahese

lines, the stridence corresponds to the unknown and fear of the unknown; he is afraidrtigat he
never again see Lenore. After the speaker hears the Raven speak in his preseacts, Wwehr
stridence: Sartled at thestilinessbroken by replyso aptlyspoken, / ‘Doubtles’ said I, what it
uttersisits only stock andstore” (emphasis added) (61-62). Therefore, although the speaker
knows that the Raven is the source of the mysterious noises, the tension he feeldiessadt r
since he does not know the intentions of the Raven. He returns to stridence again asohe tries t
decipher the meaning of the Raven’s words: §Ttsat engaged in ggang, but nosyllable
expressng” (emphasis added) (73). Then immediately before the speaker comprehends the
Raven’s words, stridence again contributes to the tension-filled atmospherne; fdtbought,

the air grew deser, perfumed from an saencerser / Svung bySeraphim” (emphasis added)
(79-80). While stridence is used several times, the sound communicates the' speasien
concerning his fear of the unknown as it relates to both the Raven and his “lost Lenore.”

To emphasize the emotion of the speaker in how he responds to the Raven, Poe uses
verbal repetition—a device evidenced most of all in the refrain. By the thirchsthezspeaker
becomes anxious about the tapping he has heard on his door; therefore, he repeats the words
“visitor entreating entrance at my chamber door” (16-17) to reassurelkimes@enced by the
last line that “This it is and nothing more” (18). Again in the sixth stanza, the sEetdm@pts
logically to explain the noise he hears, believing that “[s]urelgurelythat is something at [his]
window lattice” (emphasis added) (33), and in the next two lines, he expressesrhisodélsis
mystery explore” (34-35). By the seventh stanza, the speaker is becominggmated. This
state of mind is evinced subtly through the repetition of the word “perched” (40- 42),

emphasizing the Raven’s permanent residence in the speaker’s Inastenza nine, the speaker
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repeats the phrase “above his chamber door” (52-53), also emphasizing the peencétiee
Raven’s position in the speaker’s home. Also, in lines 58-59, the speaker drawseh parall
between “[o]ther friends [who] have flown before” and “as my hopes have flown before,”
believing that the Raven will leave soon. But the bird remains and the refraimuesnt
accentuated with the repetition of “ominous” (70-71). The narrator seeks some kind oftcomf
calling out, “Respite—respite” (82) an@Quaff, ohquaffthis kind nepenthe” (emphasis added)
(83); however, the Raven does not heed the speaker’s frantic call. According to Davitison, “
second half of the poem is action in disorder. The student quickly loses hold of himself and on
reality: the bird’s monotonous intoning of one senseless word drives him into reverie” (87)
However, to show that the speaker does not find comfort, this pattern is continued throughout the
poem since every fourth and fifth line of the stanza includes some kind of repetitiorly tisial
repetition includes some kind of variation, similar to a musical theme thaieiatesl with

variations throughout a musical work. The verbal repetition in the poem signifieampligasizes
the speaker’s state of mind as his reason unravels, yet because the fadlngeafé so

accurately reflects the speaker’s disintegration, the verbal repesitionited with the content of

the poem.

Another element supporting the sound and content of the poem is the meter. The first five
lines of each stanza are organized into trochaic octameter with the ladté@eh stanza in
trochaic tetrameter. Although this pattern is not often used in poetry, it evince®dorced,
plodding sound indicating the difficulty of a situation; therefore, this meter uts&dswith the
poem as a whole. As the speaker struggles in his reaction to the Raven’ssmésstigchaic
meter keeps the poem moving forward. However, in stanza eleven, the final ling Wwegian

unstressed syllable and is composed of only three trochaic feet. This charejeristresses the
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Raven’s response to the speaker “Of ‘Never-nevermore™ (66). By stditezaf the meter does
not correspond smoothly with the text. The speaker muses, “Whether Tempter seether wh
tempest tossed thee here ashore” (86). The flow of the line is interrupteddauteeafter
“sent.” Then, later in the stanza, the speaker voices his greatest fear avéime ‘s there—is
there balm in Gilead?—tell me—tell me, | implore” (89). The choppy rhythmaragireflects
the speaker’s inability to communicate with smooth, controlled language. Howéee the
speaker reaches his emotional breaking point in response to the Raven’s messagashe re
the dirge-like rhythm of the strict trochaic meter as the dénouement beginde Rechard
explains that “[tlhe poem rests on a twofold effect of monotony which is prineadgative of
the state of the narrator’'s mind: the monotony of semantic repetition (refradrihe monotony
of prosodic repetition (cadence)”; this becomes “an effect of inescagmhkenesy198). While
the poem’s rhythm and the droning assonance of the refrain seem overwhelmupigy soth
aspects support Davidson’s claim that the poem includes “the uses of pictotasisggest the
inner workings of a disturbed consciousness and also the religious necessityetioé ar
consciousness toward understanding” (84). The “drive” is emphasized by the hagnsoemnds
of the rhythm as the speaker becomes fully aware of his loss. By functionimationr¢o the
theme implied by the verbal content, the meter of the poem heightens the trao$itiens
speaker’s emotional state.

Edgar Allan Poe, a poet concerned with communicating one dominant “effect,” dsiccee
in doing so by unifying the dimensions of poetry. He brings the beauty of Helea tiorblugh
an honest account of the speaker, evidenced by a variety of vowel sounds and grammatical
structures that reveal his love for her. He uses assonance to reveal albsasson with

Annabel Lee and his subsequent disintegration as he loses control of langudlye Féiea
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composes a dirge-like narrative utilizing a pounding rhythm together with assps#iaence,
and repetition to reveal the progression of the speaker’s fear becomityg Tdedse three
poems illustrate how Poe uses repetition and variation to correspond to the meaning of the
poems. In “To Helen,” Poe balances repetition and variation by using élitebaut also using a
variety of rhyme schemes, vowel sounds, and grammatical structures. Thi® paksents the
speaker as a sane man who genuinely loves Helen. In contrast, Poe does rnotdaddition
and variation in “To Helen” or “The Raven.” Instead, the repetition, dominating tmespoe
reveals the troubled minds of the speakers. Without musical elements and unignbbtsve
dimensions of sound, grammatical structures, and verbal content, these poems, rather tha
creating an experience for reader, would alienate themselves frorautieence. Poe’s dramatic
themes cannot be appreciated without the appropriate environment where they teat doleis
audience. While other poets of his time were not nearly as ambitious as Poe amtasar
attempts, because Poe created music that brought his emotions to life, hdeslioteesating

musical poetry that still enchants readers today.
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Robert Frost:
Fanfare of the Common Man

Robert Frost, although classified as a modern poet, maintains more of a traditional
approach to poetry because he used traditional conventions of poetic form. Lawranpsdrhom
asserts that “[t]he restrictions which Frost accepts in his theory ofy=@ate him from the
dangers of two extremes: nothing of content (pure art) and nothing except content (pure
preaching)” (18). Although Frost’'s poems are musical since they sthi&ilaace of form and
content while achieving a sense of unity throughout, they are not musical in the sa@e tive
poetry of Longfellow or Poe. Rather, Frost's words and grammatical seactuith their
resulting pitch fluctuations, depend more on the conversational tone of the human voice by
employing simpler grammatical structures and a variety of pitctutéitions to compose the
music of everyday speech. Rather than conveying one emotion through assonance as Poe does
Frost relies on natural speech to convey its own music. Frost's music is thatsoinds heard
in everyday conversation; therefore, his poetry flows quite naturally, yetrarggament of
words and phrases is musical. Because the sounds of Frost’s poetry ringtrilnee weader,
connecting to him or her on a human level, yet also create beauty apart fnroootiversational
qualities, Frost communicates distinctive, meaningful sounds in his poetry thatdrdly and
deepen the meanings derived from the verbal content.

“Desert Places” (1936), one of Frost’s most haunting poems, makes signieait
sonorants to achieve a song-like effect that complements the haunting nahe@aém’s
theme. Of the sonorants, Frost focuses especially on nasals and liquids to pronsite calte
only in the individual lines but also throughout the stanzas, creating a more resonant sound.

Therefore, the song-like quality of the stanzas continues for the lengthpdehe
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The repetition of particular sonorants such as liquids shows Frost’s ability sowse to
heighten verbal meaning. For instance, in the first two lines of the firtastdnd sound is used
multiple times to stress the continual falling of snow and the fast approaaghofutiile in the
third line, ther sound is used twice to emphasize the amount of snow on the ground. In the last
line, thel sound is again used to describe the ground with “But a few weeds anig stulbbing
last” (emphasis added) (4). Although Frost uses two types of liquids to avoid theuteding
monotonous, both theandr sounds unite and emphasize similar ideas so that the reader has a
clear image of the wintry scene before the speaker. In the second stanzasésdk& sound
more frequently since it is part of the rhyme scheme; howevésthend is still significant in
phrases such as “Thendiness intudes me” (emphasis added) (8). The first two lines of the
third stanza stress theound as well since variants of the whindely appear three times.
However, a slight shift in attitude in the last two lines results in fewedkggiausing the sound
of the lines to not be quite as lyrical as before. In contrast, the final stenhzdels several
instances of the sound as Frost establishes the intensity of the speaker’s fear. The woell “sca
(emphasis added) connects to the distance “Betweesr-sta stas whee no humarrace is”
(emphasis added) (14). Additionally in the last line,rteeund in “scee” (emphasis added)
connects to “deseplaces” (emphasis added) (16), leaving the reader with a strong sense of the
speaker’s fear.

Additionally, nasals are used throughout the poem to add to its cohesive sound and
support the apprehensive tone of the speaker. Because Frost uses sevepipdtimig
sound is prevalent. However, nasals are also used to connect key words snotwaartd
“night” (1), “animals” and “snothered” (6), “lomdiness” and “mawares” (8), “blaker

whiteness” (11), andrio expressin’ (emphasis added) (12). Because these words refer to
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powerful images or ideas communicating the haunting tone of Frost's themesahe s@unds,
which can be used to evince a tone of complaining, support the speaker’s reactiort to deser
places.

Although the obstruents are not as prevalent as the sonorants, the stops and falsative
play an important role in the sound of the poem. Stops are used to communicate more abrupt
ideas or energetic emotions. Line seven, “ltamadserti-spirited to count” (emphasis added),
includes more stops than the surrounding lines, emphasizing the speaker’'s entatiomalish
is stated quite abruptly in comparison to the previous lines focusing on the wimtey Steps
are also used frequently in line eleven:Blanker whiteness obenighted snow” (emphasis
added). This line references an image of loneliness as capable of overtaldpgaker.

Therefore, the image represents something dangerous, made more so by itpaausds
created by the stops. The idea of a fearful image is carried on furthempoetmesince the

speaker reacts to his fear, claiming, “Tlvapnd scare me with their epty spaces” (emphasis
added) (13). Although Frost does not use an overwhelming number of stops in “Desert Places
when they are used, they communicate, through sound, the idea conveyed through the verbal
content of the passage.

Frost also uses fricatives to communicate and emphasize ideas in hislpdbgyirst
stanza, the speaker frequently usessound. The following examples occur in the first stanza:
“falling. . .falling fast, ohfast” (emphasis added) (1)fiéld” (emphasis added) (2) anfiiv”
(emphasis added) (4). In addition, stridence is used in the same stamzathinsnow”

(emphasis added) (3) and “wasahdstubbleshowing last” (emphasis added) (4).While the
sound, with its bursts of air, is more energetic, suggesting the movement dlinlgesfeow, the

stridence produces a steadier sound, reflectingghedth” (emphasis added) covering of
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“snow” (emphasis added) (3). In the second stanza, stridence is used to emphasizertbé pow
loneliness over the speaker in that it, like the snow, covers the speaker: “Theehksnedludes
me unawaes' (emphasis added) (8). In response to the threat of “egppbes’ (emphasis
added) (13), the speaker uses stridence in his assertion: “I have istnmmeh nearer home /
To scare myself with my own dert places’ (emphasis added) (15-16). However, stridence is not
used as frequently in the last two lines as it is in line 13. Marie Boroff argatesttidence
“create[s] a kind of spell, like the soothing repetition of sh-h-h to a wakeful child opiragrthe
absence of mind in the speaker that makes him more akin to the hibernating animals of the
woods than to other human travelers—until he recalls himself from that absence #t the la
stanza” (139).

Besides the sound communicating Frost’'s ideas, the meter he uses also helps
communicate the more conversational tone of the speaker’s language. Although the poem
eventually follows iambic pentameter, in the beginning, the speaker follows no othanize
pattern. The first line in particular follows the whim of the speaker ratherath@arganized
pattern: ‘Snowfalling andnightfalling fast oh,fast’ (emphasis added) (stressed syllables
italicized). However, the speaker slowly eases himself into iambicrmpetgaby the second
stanza: Thevoodsaroundit haveit—it is theirs’ (emphasis added) (5). Frost could be
emphasizing the speaker’s thoughts, careful not to make them appeared too dirdoiweyer,
as the speaker focuses on loneliness, the meter correspondingly becanegsastii the ideas
are overcoming the speaker’'s mind. However, although the meter becomes betzase
iambic pentameter naturally fits the cadence of conversation, Frost doeskhasing the
natural, conversational tone of the speaker. Interestingly, Frost adds asydabie to three of

the four lines in the final stanza: “empty spsiqemphasis added) (13), “where no human race
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is” (emphasis added) (14), and “my own desertgga@mphasis added) (16). This technique
allows Frost to noticeably end each line with stridence, promoting a hypnotic stvassing,
with the stream of air produced by stridence, that the desert places wiliusotdihaunt the
speaker.

Frost also uses grammatical structures that convince the readddebatt‘Places” is
openly communicating the thoughts of the speaker. In the first line, the usentdrgaction
conveys the attitude of the speaker: “Snow falling and night fallingdastast” (emphasis
added). Tom Vander Ven comments specifically on the use of “oh”: “Firstcémeation, it is
the commitment of feeling to sound. Second, it is a pure vehicle of feeling, gangymeaning
except that given it by the tone of the speaking voice” (246). Also, exampled pkfisen
appear throughout the poem to emphasize the speaker as an individual: “Irl bbbkt into”
(emphasis added) (2), am too absent-spirited to count” (emphasis added) (7), “They cannot
scaremewith their empty spaces” (emphasis added) (13), &hdVe it inmeso much nearer
home / To scareyselfwith myown desert places” (emphasis added) (15-16). Boroff explains
that “[tlhe wordscareand the idiom ‘have it in me’ mark the language of the passage with
elements of colloquial diction” (139); therefore, as the speaker confessessoisgbéears, he
communicates them in such a way as if he is speaking to someone rather thmnidelas to an
unknown audience. In response to the straightforward language, Arnold G. Bartisi, &fduee
poem becomes a frank admission of the poet’s inner fear, and this is crysiallize central
image of the snowy field” (353). This personal tone is also evinced through the ceps#titi
words, creating a stream-of-consciousness tone. This occurs in the second Bhena@ods
around it have it—it is theirs” (5). Frost makes use of repetition just as he didfirstti@e of

the first stanza although in this case, the repetition is more obvious since theswb ‘itSare



Brooks 61

not separated by other grammatical elements. Although the repeatedhesevofd “it” can
create confusion as to its references, the less cautious way in which Frabeys@snoun gives
the line more of a conversational feel, as if someone is saying the line wehbzing its lack
of clarity. The reader can perhaps assume that the first “it” refene field that the speaker
observes while the second “it” could refer to the snow that has been covering the ground.
Because the second and third uses of “it” are separated only by a dash and the cédineof t
is referencing ownership in both clauses, the reader can argue that the prefenuosthe same
thing. The dash acts as a caesura within the line, breaking the steady $lmmwnd. However,
Frost conscientiously created this break, giving the speaker a more coovaildatie in that he
or she is emphasizing a point by repeating the thought—only with variation.
Contributing to the speaker’s natural, conversational tone of his musings is tit@repe

of key words with variations in the third stanza:

Andlonelyas it is, thatoneliness

Will be morelonelyere it will be less—

A blanker whiteness of benighted snow

With noexpressionnothing toexpress(emphasis added) (9-12)
Besides emphasizing the theme of loneliness, the repetition of words evingesatker's
humanity in trying to make sense of his thoughts. Elizabeth Sewell arguep]dyztition
corresponds with incomprehension” (95). Therefore, the speaker may be rambling atalcb t
sense of his thoughts. Although the speaker’s ideas take on the form of completesetiien
read more like the thoughts of a struggling man who is working through a difficuty. Th
variations of the word “loneliness” along with the pronouns that reference losetimgshasize

the feelings of the speaker. Thomas and Meriel Bloor explain that “[o]ne empoype of
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lexical cohesion, probably the one with the strongest cohesive force, isioapetitreiteration)
of the same item” (99). Frost’s many uses of “loneliness” and its varigirongle cohesion yet
also stress the impact of loneliness on the speaker.

Through its sound, grammatical structures, and content, Frost effectiustyates the
speaker’s confrontation with loneliness as he observes the “snow. . . and night aling”
Because Frost uses sounds that promote cohesion yet does not lose the sound of a natural,
conversational voice, he effectively shows the struggle of the speaker asvatualdSince the
form and content are balanced and united, Frost succeeds in creating a musiqabp@s/ing
the haunting fear of the speaker.

Frost’s “Into My Own” (1913) also uses sonorants to achieve musicality through its
sound. In particular, nasals, liquids, and glides serve throughout the poem to achiewghinity
and between stanzas and to emphasize particular passages.

Although Frost uses nasals throughout the poem, he uses more in line three of the first
stanza to emphasize the idea of “therestmask of gloan” (emphasis added) (3). Other
examples of nasals remain spaced out until the last stanza in line thirteenthelrsreaker
claims, “They wouldhot find me chaaged fran him theyknew” (emphasis added), unifying the
sound of the line. Frost also uses glides throughout the stanzas; however, they a@stised m
meaningfully in line eight: “© highway whee the $ow wheé pous the sand” (emphasis added)
to emphasize the image that the speaker does not want to findsdtied emphasizes the last
line of the poem, drawing attention to the confidence of the speaker: “Onéysure of all |
thought was true” (emphasis added) (14).

The stops in the second stanza relate to the idea of the speaker “steal[ing|@way”

the trees. Line five includes seven stops, but line six includes four, and the number keeps
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decreasing as the stanza goes on. After the speaker voices his plar eway46), there are
fewer and fewer stops; therefore, the lines become smoother as the stops kel
sound of the speaker’s words conveys that his thoughts are focused on escaping to the trees
where he longs to be. However, in the third stanza, the speaker thinks of those who would try to
prevent him from such an escape, and the number of stops increases, communicating the sound
of people attempting to keep him from his escape. Stridence also helps conveynkeasing
in lines one and two of the poem, especially the dream-like tone of his wishingpe:€€2iae
of my wishes is that th@edark tres, / So old and firm thecarcely show the bree€ (emphasis
added). Stridence also occurs in line six when the speaker refers to the acti@pioigesmto
their vastness| should steal away” (emphasis added).

Similar to that of “Desert Places,” the metric pattern of “Into My Owhlticaigh not
strictly followed in the beginning, is iambic pentameter. The first line cs@ppyrrhic feet;
however, by the second line, iambic pentameter is used. Although a few lineseadram
this pattern in that they begin with a stressed syllable, most of the lines fathbic
pentameter. Interestingly, the third stanza, which follows the meter mictly shan the other
stanzags the stanza containing the most stops. The strict meter helps to soften themnatre ab
sounds of the stops. Just as it did in “Desert Places,” this meter supports the mersatiomal
tone of the speaker, supporting the rhythm of the natural fluctuations of the voice.

Frost again uses more conversational language in “Into My Own.” Firstrperased
throughout all of the stanzas, supporting the personal nature of the speaker.drdaedudléion,
each stanza begins with the same grammatical structure of subject+iertnenfollowing lines

continuing the idea already begun, each stanza comprising one full sente@eeseBssch
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stanza is a full sentence, the poem is unified grammatically since eazh Btes a sense of
grammatical unity and every stanza achieves the same level of unity.

Because Frost wrote “Into My Own” as a personal poem describing the speimsare
to escape to the “dark trees” (1), conversational language along with sound andthagthm
communicates the personal yet conversational tone is essential. Frostdsiedagoarticular
sonorants and obstruents to convey nuances of meaning, yet his tone is not overwhelmed by
these techniques. The balance Frost achieves allows the reader to fadiwkeclge the various
aspects of the poem so that the meaning is even clearer. Therefore, Serstispte true
conversational tone of the speaker without sacrificing sound.

Finally, Frost’s “Stopping by Woods on a Snowy Evening” (1923), one of his most
popular and most memorized poems, utilizes sound, rhythm, and grammatical sttoctures
present a scene that remains in the minds of readers. Similar to his previousrmhsopthee
majority of sounds in the poem are sonorants to achieve a more song-like quality.

Although particular sonorants do not appear to dominate other sounds in the poem, Frost
at times uses particular sonorants to strengthen the meaning of passagkssaféaused
significantly in the second stanza to convey both positive and negative attitudesh&irs
speaker, in a light-hearted manner, relates the attitude of his hidgéttle horsemust think it
gueer / To stop without a fahouse near” (emphasis added) (5-6). fitgound conveys the
speaker’s endearment of his horse as he imagines the horse’s reaction toehie {heirs
journey. However, the next two lines, using th&und, contrast that positive comment:
“Between the woods and frordake / The darkest emg of the year” (7-8) (emphasis added).
Then sound, implying a whining tone, reveals that the speaker would much rather staj&here

is than move on with his horse.
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Another particular sonorant that seems especially meaningful in connectiortesttise
the glide. In the first stanza, Frost uses several glides to emphasizedtie and the speaker’s
constant focus on them: “Hall not see me stopping here / Watch hiswoods fill up with
snow” (emphasis added) (3-4). The recurrence ofvteeund continues steadily into the second
stanza; however, the numbenotounds steadily decreases throughout the poem until the final
stanza, where it is used only one time: Woeds are lovely, dark, and deep” (emphasis added)
(13). The decreased use of theound reflects the speaker’s focus shifting from the wintry
scene to his “promises” (14) that must be kept.

More consistently used throughout the poem are stops that convey attitudes. st the fir
stanza, there are very few stops, suggesting that the speaker sees no reag@tdioping to
view the snow falling on the woods. However, in the second stanza, stops signal thee horse’
reaction to the delay of their journey to watch the snow: “My little horse thumk it queer /To
stop without a farmhouse near” (emphasis added) (5-6). This reaction continues into the third
stanza: “Hagives his harnedsells a shike/ To ak if there is some migke’ (emphasis added)
(9-10). Reacting against the delay in the journey, the horse’s motions are coatedithcough
the energetic sounds of stops. However, several stops used in the fourth and fifth stamaias ar
as noticeable since they use theound which is not as abrupt as that of other stops. The speaker
relates, “The only other sods the sweep / Of easy wdranddowny flake” (emphasis added)
(11-12), the sound of which implies that he is tempted to remain where he is. This ideaesonti
into the next stanza: “The wde are lovelydark, anddeep” (emphasis added) (13). But
although the speaker is tempted, he realizes that he must resume his journey leelcasise h
“promises to keep” (14), and, accordingly, the stops are softened by the sonotheats i

beginning and end of the closing line: “dmilesto go before | slep” (emphasis added) (16).
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Fricatives are also used throughout the stanza to correspond to the sounds of the snow
and wind. This is especially made apparent by the stridence in the third stdrezanly other
sound’s thesweep / Of esy wind and downy flake” (emphasis added) (11-12). The sound of
stridence accurately imitates the sound of the wind'’s “sweep” (11) whil@tiststent
appearance of stridence supports a steady rhythm relating to the continuoud.snowfa

In addition to the repetition of sounds, Frost uses repetition to close the poem. Based on
the speaker’s attitude throughout the poem, the repetition of the last line, “Andawgeseéfore
| sleep” (15-16), can be interpreted as the speaker repeating himself totenotwself to leave
the scene before him and finish the task he set out to do. In Frost’s letterdst&yRaxter, he
explains that “what the repetend” (the repeated line at the end of the poempidemally is
save [him] from a third line promising another stanza. . . . The repetend was the maley
to end such a poem” (Townsend and Frost 243). Therefore, the poem ends in a grdgnmatica
clear and sensible way.

The meter of “Stopping by Woods” is different from that in “Desert Plaged™Into my
Own” because Frost uses a strict pattern of iambic tetrameter. Tl@spatith no deviations, is
set from the beginning of the poem, contributing to the hypnotic-like effect of the ploemitwv
is read aloud. Along with the strict meter, Frost uses a rhyme scheme & whAiBh serves to
not only unify each stanza but also maintain a sense of control that adds to the poerofs unity
sound.

The language of the poem is similar to that of “Desert Places” and “IntOWy
because almost all of the grammatical structures are simple in fafth@ language is
conversational. Norman Holland explains how Frost “used the language and shafestahll

New England farms to grasp the largest issues human beings can facs, fidatsied folksy
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language to talk about big themes, small knowns to manage big unknowns” (367). Although
Frost sometimes begins a poem with a line that does not follow the set pattershestdiy the
end of the first stanza, in this poem, he begins with a grammatical structureenais#t in
everyday conversation. The first line, “Whose woods these are | think | know, ngeated
structure as opposed to “I think | know whose woods these are.” Besides using ad inverte
sentence to emphasim®ods Frost placesvoodsnear the beginning of the sentence as the first
stressed syllable of the poem to immediately reiterate the signifaerf the woods. However,
for the duration of the poem, Frost uses language and grammatical straoturaen to

everyday speech. While Frost may at times deviate from conversatiomahgtiaal structures,
because the words of those structures still maintain a conversational toheaRrose
uncommon grammatical structures without destroying a poem’s unified cativees tone.

Frost sought to use the language of the ordinary man but in such a way as to
communicate beauty and depth of meaning in his poetry. Although the language he umss appe
simple and easy to understand, Frost challenges the reader with the themes dfyhiByoe
observing the patterns and sounds created by Frost’s words, the reader can fudbanddiee
unified beauty of Frost’s poetry and appreciate the music that he creatgghthanguage.

Mohan Singh Karki comments that Frost's “blending of dramatic tone and moraregul
melody—a fusion of speech and song—is the fulfillment of his coined compound ‘talk-song™
(95). While Frost succeeded in a balanced combination of speech and song, he understood the
difficulty behind achieving such cohesion. Thompson explains, “To him, the mystery, the
wonder, the virtue, they magic of poetry is its heterogeneity of elenmantshew blended to a

single autonomous unit” (18). Frost was able to achieve this “magic” byttareioosing

words that people used and then crafting them to produce something unified yetasgmifi
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theme. The music of the human voice is never more truthfully presented than in the poetry of

Robert Frost.



Brooks 69

Edna St. Vincent Millay:
Musical Identities: To Each His Own

Harriet Monroe asserts that “[o]ne would have to go back a long way in litereogyhis
find a young lyric poet singing so freely and musically in such a big world” 1383
description of Edna St. Vincent Millay is not, however, one that has been popular during the
span of her career. J.D. McClatchy reminaglern readers that “[i]n their day, of course, her
poems startled readers with their edgy candor, their fearless passiosiltbey structures”

(xix), a description acknowledging the resonance of Millay’s poetthodigh the subject matter
of her poetry did not impress those who were more concerned with the intellectuabéspec
poetry, Millay, in communicating her emotional impulses, allowed her musisibdéies to
shape and structure her words. McClatchy maintains that “the best of her poernieldeleate
complexities of a score, harmonic progressions and crucial motifs” (xxix-Xkese musical
elements serve to not only draw in the reader but to clearly communicate her thoughts
establishing a sense of unity within her poems.

Millay’s poem “A Visit to the Asylum” (1917) narrates the experienca gbung, naive
girl enjoying her interactions with people in an asylum. Conveying the innocergapté¢ane of
the young girl, Millay uses an abundance of sonorants in “A Visit to the Asylumiéang a
song-like quality with energetic, staccato-like effects from thérebsts scattered throughout
the lines. Although many of the obstruents occur on stressed syllables, becalstrttents are
not uniformly spaced out, each line achieves its own unique rhythm, and the poem produces a
more conversational tone, which is spontaneous yet controlled; thus, through use of sound
grammatical structures that relate to the poem’s content, MillthfdHdly presents the young

girl’s account of her experience.
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Millay uses a wide variety of sonorants, not relying too heavily on any plartitype.
However, she repeats particular sonorants within the lines and stanzas to promolasaity
are used throughout the poem, usually occurring at least twice per line. kmasdi six,
grammatically already flowing together, are unified in sound because ofdals:ri@nd in the
hard wee garde / Such pleasi men would hoe” (emphasis added). However, although the
regular occurrence of theesound in these lines causes them to flow smoothly, Millay could be
emphasizing the negative environment of the asylum where inmates worked in &ggard w
gardens” (5). This negative connotation of theound is further supported later in the poem
where the windows separating those in the asylum from people without are enthhasize

There were a thousd windows,

All latticed up and dow.

And up to all the wadows,

When we want back to tom. (emphasis added) (17-20)
While then sound communicates the negative aspects of the asylum, Millay usesadbed to
communicate the speaker’s pleasure in her visit: fildtter where we went, / Theerriest eyes
would follow me / Andmakeme canpliment” (emphasis added) (14-16). Liquids promote a
unified sound in line four: “Would sri@ at me and dH (emphasis added), highlighting the
actions of the “queer folk.” Additionally, the repetitivén the third stanza emphasizes all that
the “queer folk” would do for the speaker:

They cut me colaed astes

With sheas so shigp and neat,

They bought me gapes and plums and psa

And pretty cakes to eat. (emphasis added) (9-12)
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Glides also appear throughout the poem, especially in the first two stanzapeaker,
beginning with the word “once” (1), implies a fairy tale-like tone sintiteffo]nce upon a time.”
This tone continues through the first two stanzas, suggesting that the speaker |@skglplea
the memory. Vowels are used more frequently than any other sonorant; howereartiailar
sounds are not used repetitively as the other sonorants are. Millay uses a Vaoetgl o
frequencies that suggests the speaker’s casual and innocent rather thamuosesheé response
to the asylum. Although Millay uses mid-frequency vowels more than high orémudncy
vowels, she does not allow the repetition of particular vowel frequencies to coetpmdm’s
sound and thereby successfully emphasizes a story told by a carefrathgirtlian a dominant
emotion from her experience.

The obstruents of the poem add more to the rhythm of the lines. Millay uses stops to
produce staccato-like effects, but these effects never become repetausdef their
positional placement. Although in the first stanza, Millay varies the stopsiy sigiin the first
line and none in the second, throughout the rest of the poem, the positions of the stops vary. For
instance, in line five, stops occur on the first unstressed syllable, the seessddsyllable, and
on the last stressed and unstressed syllables while in line six, stops occurirshstregsed
syllable, the second unstressed syllable, and the last unstressed syllalet@r@hire placement
of the stops in the sixth line is nearly the opposite of their placement in thenigtiAhother
example of this is found in lines nineteen and twenty. In line nineteen, nearly stibpiseare in
the first half of the line whereas in line twenty, nearly all the stops agdaive end of the line.
By varying the occurrence and patterns of stops, Millay avoids a repetitivecnodanous
staccato sound and instead creates an energetic sound which corresponds to tbe ahiti@act

speaker in how she approaches the asylum and its occupants.
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Millay also uses fricatives to unify the speaker’s tone and the text. In shethnza,
stridence is used to unify the stanza and support the fairy tale-like opening tipgamream-
like sound. Although the repetition of “small” (2) heightens the effect of siceldMillay limits
stridence from overtaking the tone of the stanza since stridence is not useddagremmany
of the stanzas. In the third stanza, Millay relies more on stridence to conatittige of the
speaker:

They cut me colouredstrs

With sheass so sharp and neat,

They brought me grapand pluns and peas

And pretty caketo eat. (emphasis added) (9-12)
Although Millay uses a variety of strident soundsz(sh), thes sounds in the last two lines
emphasize all the gifts those in the asylum gave the young girl, detdilsduld naturally be
exciting for a young girl to share. Therefore, the sound of the little gpk®ch in this stanza
implies that she has mentally reverted to the past and is excitedly desbebiexperience at the
asylum. Because the stridence is varied throughout the stanza and becaumsxe s¢rioet
heavily depended on in other stanzas, Millay maintains the spontaneous nature of ghe youn
girl’'s narration.

In addition to the sound of the poem producing a more conversational, carefree tone, the
meter also supports the conversational tone. Millay uses iambic feeti(sesiaiith variation)
in the poem to communicate a conversational tone. She varies noticeably framltiepattern
in the first and last stanzas. In the first stanza, the speaker usesorepethe first line which
results in a stressed syllable following another stressed syllablee ‘f@m abig, big building, /

When | wassmall small’ (emphasis added) (1-2). This calls even more attention to the
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repetition, emphasizing the speaker’s perspective as a child, setting therttheedoem. Millay
also uses a stressed syllable in the beginning of a line to draw attention wdbeaali'Come
again, little girl' They called, and |1/ Called back, ‘Yoomeseemd™ (emphasis added) (23-
24). These two lines conclude the poem, joining the perspective of those in the asyluen and th
little girl and illustrating the innocent and endearing attributes of thekepe

To counteract the repetitive sound of iambic feet throughout the poem, Millay tregies
lengths of the lines. The lines usually comprise between three and four iaatptouteMillay
consistently adds or takes away a syllable so that many lines comprise2%:iambic feet.
This gives the lines a sense of incompletion that propels the reader to the folloaing
However, the first line of each stanza contains 3 %2 iambic feet while the last daeh stanza
contains 3 iambic feet; therefore, while more variation occurs in the midddedtireach stanza,
the opening and closing lines help to unify each stanza and connect stanzas to one arother. Th
third line of each stanza is the longest, and these lines focus on the actions ane didtlogse
in the asylum. In the third stanza, Millay dwells on what those in the asylum do &peaker:
“They brought me grapes and plums and pears” (11), the longer length of the line emghasi
even more all that is given to the speaker. In addition, the third line of the fina,stdneh
demonstrates the relationship between the girl and those in the asylum, is thelioagéshe
poem, seeming almost awkward in comparison to the three-foot lines surroundinget/étio
Millay uses this line to heighten the effect of the conclusion of the poem: “Cgaie, dittle
girl!” they called, and | / Called back, ‘You come see me!”” (23-24).

Because Millay uses much variation in the length of lines, she uses a gtiyoter
scheme throughout the poem to maintain a balance between repetition and variatioat The f

four stanzas follow an ABCB rhyme scheme; however, the fifth stanza faioww8AB rhyme
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scheme. In this stanza, the speaker focuses on the number of windows on the buildingandReflect
a sense of order, the rhyme scheme becomes less varied with the repetiiomdo®ws” (lines

17, 19) and the rhyme of “down” (18) and “town” (20). In the final stanza, though, Millay
returns to the pattern of ABCB to establish a sense of finality and unity.

The grammatical aspect of the poem also corresponds to the speaker of thenpeem si
the language and structures are conversational. However, the gramstaicales vary
throughout the poem since Millay uses different grammatical functions in thenbegof each
line. She also varies the grammatical structure of whole stanzas. Whilstheur stanzas each
contain one full sentence, the fifth stanza comprises a sentence with thedilisies. The
sentence begun in line nineteen is then not completed until the very end of the poem. tRecause
fifth stanza differs from the preceding four, it leads into the final stanzasamcbimplete until
the last stanza is read. Therefore, Millay is, with the sentence stro€theestanza, preparing
the reader for the conclusion of the poem.

By using sound, rhythm, and grammatical structures that correspond to the gatéat c
of the poem, Millay effectively illustrates the attitude of the speaker anellagionship with
those in the asylum. Rather than being overly dramatic with one aspect of the pthayn, M
combines subtle hints in all the aspects of the poem to produce a realistiatibnstf a child’s
experience. Because she does this, Millay creates a musical, unifredh@ieconnects to the
reader.

In Millay’s “Bluebeard” (1917), proclaimed by Daniel Mark Epstein as ortb@fmost
important of [her] early sonnets, and surely the most famous (the only one she honored with a
title)” (109), the speaker responds quite angrily to a serious intrusion. Howeuerthvehi

nuances of anger are represented, they are also controlled by patteunsdodisd structure so
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that the content does not intrude upon or act outside of the musicality of the poem. Therefore
Millay succeeds in balancing form and content, yet the poem speaks as a whakelibe
sound and rhythm merge with the verbal content.

Millay once again uses a variety of sonorants throughout the poem. Nasals aréhene o
sonorants used the most in the poem. Besides helping the poem to sound unified as a whole,
nasals connect corresponding ideas. Millay uses nasals to emphasize whaihagedressed
does not find in the room (3-6). She also uses a significant number of nasals in linaight:
empty roam, cobwebbedrad canfortless” (emphasis added) to unify the line and heighten the
effect of the dreary description.

In addition, liquids are used to emphasize the climax of the octet (3-6). After som per
addressed has entered the room, the speaker responds in anger to the unwelcomarahtrance
contrasts what the intruder expected to find with what the room does contain. The Iquids, i
addition to the nasals, unify these lines in sound so that they stand out in relation to the lines
preceding and following them. The glides then remain spaced out, positioned irtyaofarie
ways among the lines to avoid an overly repetitive sound. In addition, the vowels, geafan
frequencies, are varied throughout the poem, avoiding an overt adherence to ore specifi
emotion. Instead, the speaker seems more spontaneous in her musings.

Millay also uses a number of stops and fricatives to indicate the spedkeiation of
emotions and energy levels throughout the poem. Similarly to “A Visit to the Asyiiftay
uses stops to illustrate the energy behind the speaker’s anger as he cordfriotisdar. Stops
are used rather frequently in the octet where the speaker reacts inoathgeintruder. However,
in the sestet, fewer stops are used, implying the resignation of the speaker togaeveee the

intruder and to move on to where he will not be forced into revealing what he does not wish to
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reveal. Although the emotion of the speaker in the first part of the poem is more elgpand
the sounds of the stops, by the last three lines, Millay depends more on fricatives tlogns om s
communicate the tension of the speaker. Because the speaker is becomiresigioed to his
solution, fricatives communicate the sound of tension without being as energetic samding
stops. Therefore, the reliance on fricatives at the end of the poem effectiretyunicates the
emotional state of the speaker.

Millay uses iambic pentameter in this poem, creating a more naturallyreativeal
tone which corresponds to the speaker’s brutal honesty. Variations to the iambicgpentam
occur in the lines in which the speaker reacts with anger. In line fourcéMdron noclear
crystalmirroring” (emphasis added), Millay follows the iambic pattern in only twheffive
feet. With this variation, Millay can stressauldron” (emphasis added) andéarcrystal”
(emphasis added), emphasizing the harsh initial attack of the stops. This alsarotinereight,
where Millay emphasizestbwebbed (emphasis added)” amdrhfortless” (emphasis added).
To keep the emphasis on these lines, Millay follows iambic pentameter inttloé ttes poem.

Although Millay uses many techniques to emphasize the speaker’s emotion, she
maintains a strict sonnet form throughout the poem with an ABAB CDCD EFEF y#G&rh
scheme. This organization allows Millay to keep the speaker’'s emotions caoht&rall perhaps
restrained so that the speaker does not reveal more than he already hasveadl tditiay’s
grammatical structure corresponds to the sonnet form since the octet esnopescomplete
sentence. However, to stress the resignation of the speaker, the sestpbsecbaf three
sentences. The speaker is determined to not see the intruder again (13). Thes Uye lgwe
room (14). And finally, the speaker is determined to find a new room that has not beerintrude

upon (14). This grammatical structuring contrasts that of the previous lines of the poe
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Although Millay used semicolons or colons at the ends of lines, she never used istéunitse
Additionally, these three sentences occur close together; thereforeadire metices that Millay
seeks to communicate a sense of finality with each sentence, implyirtgelspeaker must
accept what has occurred and move on. According to Jane Stanbrough, “Through [the sonnet],
Millay imaginatively reenacts her constant struggle against boundariesidinéor freedom is
always qualified by the sense of restriction; couplets and quatrains suibbiilgg” (198).
Therefore, while the speaker is angry, his emotions are controlled antheabe forced upon
him by the form of the sonnet.

By combining aspects of sound, grammatical structure, and verbal content, Millay
communicates the speaker’s invasion of privacy and his angry reaction to it. Agciordi
Epstein, Millay “has cast herself in the role of Bluebeard, but this is a Blreebee likes of
which the world has never known, a detached, nonviolent, swordless pirate. His strongest
sentiment is his desire for privacy, and next to that is his lofty contempt foritoe tvho has
invaded it” (109). Because the reader can sense the speaker’s anger not onlyelyatihe v
content but by the sound and grammatical structures of the poem, Millay has usetl musica
elements in the sound of the poem along with the unity between the language and saifhd to cr
a musical poem.

Millay’s “The Leaf and the Tree” (1934) is a personal, reflective poene shreespeaker
guestions himself, looking to nature’s illustrations of time to understand whatitudeatoward
life and its temporality should be. By the end of the poem, the speaker realizesepid the
universality of death. Because the poem marks the progression of the spmakla@sfinitial

guestioning to a state of acceptance, the sound of the poem, too, should reflect thesspeaker’
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progression. Through sound and tone, Millay evinces musical effects that merdgsewith t
speaker’s meditations to create a musical whole.

Millay uses nasals to unify descriptions in lines and between lines. Most ofstile na
used are tha sound; therefore, they convey a negative tone that corresponds to the idea of death.
In the first stanza, the speaker uses nasals to describe the “living tfggudding, swelling,
growing strang, / Wearng grean, butnot for long, Drawing sust@ance fran air” (emphasis
added) (3-5). In line ten, Millay uses nasals to unify adjectivesgtigssed byrsall and
tremulous you” (emphasis added). In line thirteen, Millay unifies the phraseriiighplunging
by” (emphasis added) to emphasize actions against the tree. Additianalynineteen and
twenty, which describe the tree, are unified with nasdisikes fim its root and spreads its
crown / And stands ; but n the end canes dow” (emphasis added). The contrast of the tree
standing and then it falling down is emphasized since both ideas sound similar bethese of
nasals.

Millay also uses liquids to help unify the sounds of words that combine to form single
ideas. First, thésounds illustrate a connection between the speaker and his desire to change
perspectives: “When Wiyoulearn, my sk to be / A dyingeaf on diving tree” (emphasis
added) (lines 1-2). In addition, thesounds in the next two lines help unify the adjectives
describing the tree: “. . rgwing strong, / Weaang geen, but not folong” (emphasis added) (3-
4). Ther sound is also used to unify and emphasize descriptive lines such as those in line eight
“Wearing russetyeady to fall?” (emphasis added) and in line nineteen: “Makesifs root and
spreads its mwn” (emphasis added). The smooth sound of the conclusion corresponds to the
speaker’s acceptance of death since the speaker pictures how “Thertallethat ever stood, /

In time, without a dream to keep, / Crawls in beside the root to sleep” (28-30)Mpartson
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of death to sleep implies that the speaker is not afraid of or resistant to dixath;itrés a
natural, universal occurrence. However, the reader should remember as Miriam IQuédso a
that “despite [Millay’s] more thoughtful considerations of death, the inevitabilidying in no
way diminishes the preciousness of life” (204). The speaker can praise théhsdifehg tree yet
still accept its death.

The frequency of vowels in the poem is varied, corresponding to the personal ndfure a
therefore, more conversational tone implied. Besides their use for the rhimeecats of pairs
of lines, the vowels also suggest a tone of resignation. The speaker descrimsdkatt
“[m]akes firm its root and spreads its crown / And stands; but in the end comes down).(19-20
Line twenty contains almost all mid-frequency vowels and then ends with adquehcy
vowel. This monotonous sound corresponds to line twenty-two as well, where, because of the
boy climbing the tree, it “[i]s trodden in a little time.” Most of the sylésbin this line are also
mid-frequency vowels, and the monotonous sounds they produce correspond to the somber
concept of death. Millay then uses vowels to not only convey a conversational tone but to
illustrate the particular theme of her poem.

Millay uses obstruents not only to vary the rhythm by their placement louioals
emphasize the strength of the tree while it lives, and its death afterliteed&tops are used in
the first stanza in various positions to give the words a more energetic sound bt also t
emphasize more positive, energetic words such as “budding,” “growinghhtgt(3), “green”
(4), “drawing” (5), “bud” (7), and “ready” (8). Stops occur more frequently when tbegth of
the tree is described. This occurs in the second stahzglimpse a tree stall ard proud”

(emphasis added) (15), in the third stanza: K&gdirm its rod ard spreals its crown / Ard
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stands; but in the el comesdown” (emphasis added) (19-20), and in the final stanza: “The
talled trurk tha ever $ood” (emphasis added) (28).

The fricatives seem to work with the stops to maintain a sense of tension throughout the
poem. In lines where there are not many stops, fricatives are used to avoid asroveily
sound since the poem focuses on the strength of the tree and its decline resuititg fr
environment. Fricatives are significant in lines six, eleven, and seventeen tidrerare fewer
stops to illustrate the difficulties the tree faces. Therefore, ifrestin the absence of stops,
create the tense sound necessary to the content of the poem.

Stridence in particular encourages unity within the poem. In lines nine and ten, the
speaker implies that he or she does not fully understand the purpose of the tree: “Has not thi
trunk a deed to do / Ungseed bysmall and tremulosiyou?” (emphasis added). The stridence,
made more obvious in its combination with repetitive, mid-frequency vowels, producesg his
sound which corresponds to the speaker’s frustration with himself for not haeadyalr
understood the significance of the life of the tree before its death. Stridso@neourages
unity in lines nineteen and twenty, where the tree is described: ‘@Miakeits root andspreas
its crown / Andstands; but in the end consalown” (emphasis added). The stridence emphasizes
the contrast between “stands” and “comes down” (20). Stridence is again used ihdtam s
as the speaker accepts the finality of the tree as it “[c§riamdeside the root taleep” (emphasis
added) (30). Therefore, Millay’s use of stridence is significant in skewass because it
supports the tone of the verbal content.

Although the metric pattern of the poem is iambic tetrameter, in some stémzanetric
pattern varies, calling attention to their content. In the first stanza, ti@pes of lines 3-5 and

6 all begin with accented syllables and continue in that pattern throughout th&iass
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descriptive lines emphasize the speaker’s questions of why he is not stiilar‘tlying leaf on
a living tree” (2). This pattern is not again seen until the speaker has discineeagdver to his
guestion: “Here, | think, is the heart’s grief” (17). Therefore, Millay ersjzes the initial
guestion and the initial answer to the speaker’s question by varying the me#nin.pat

Through the grammatical structures used in the poem, Millay divides the ptoetwo
parts—the first being the speaker’s questions comprising the first two stamzkithe second
being the answers to the speaker’s questions. From the very beginning, the spesisrtajye
musing aloud, evinced by the direct address in the first line: “When will you, legiself . .”
(emphasis added). In addition, grammatical parallelism of particgplesed to emphasize the
active nature of the tree “[bJudding, swelling, growing strong” (3). As thakspesearches for
answers and ponders the life process of the tree, he emphasizes verbs andsatdjettscribe
the height and decline of the tree’s life. The second stanza asserts thed thetall andproud’
(emphasis added) (15) with a trunk that has “a dedd’t¢emphasis added) (9), and “branches”
(11) that will “To wisdom and the trutiscend (emphasis added) (12). Moreover, the third
stanza indicates that the trdddkesfirm its root andspreadsts crown / Andstands but in the
endcomes dowh(emphasis added) (19-20). In the final stanza, by using a simple graaimatic
structure, the speaker is straightforward about the effect of time: “‘Gamenake soft that iron
wood” (27). The last three lines, although grammatically more interestitigictiise, maintain
the finalized tone of the speaker, stating that the “tallest trunk” (28) Mliifisséep” (30) in the
end.

Millay’s “The Leaf and the Tree” is a personal poem evinced through theevmee of
the speaker, but it is a poem that dwells on a theme that connects to all readersaKérésspe

progressioffrom questioning his own perspective to looking to nature to solidify the
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purposefulness of life even though life itself ends, challenges the tea@dlect as well.
Although the theme of the poem is intense, Millay’s language clarifiesiargdifies it with a
logical continuity from asking questions to making assertions based on an observatture
and with particular sounds that emphasize the energy of life and the acceftdeath. These
layers of language and their connections to meaning not only evince a pleasing solsw but a
compose a musical poem that can affect readers to contemplate the samnoa ithedr own.

The poems “Visit to the Asylum,” “Bluebeard,” and “The Leaf and the Treelldwm a
variety of themes; however, in each of them, Millay’s voice is clearly heawmelidence of her
versatility as a poet. While these poems are of a personal nature, in theay,dddbmes a
naive little girl, an angered person whose privacy has been invaded, and aveaddatidual
who wants to reassure himself of the value of life; yet more importandypestomes these
identities completely, adopting their nuances and revealing them through sounaetogest
Although Millay struggled to become an accepted and popular poet, she was ablestharrea
own musical language that still leaves an impression on those who read herlp@elejter to
Allan Ross Macdougall, Millay, claiming her dependence on music, confessed, “Indibedit w
music | should wish to die” (gtd. in Macdougall 101). While Millay’s poetry may noi\eng
the attention it deserves, the musicality of her language reveals not ordydé&or music but a

love for the music that quickens language in the minds of readers.
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Conclusion: Reflections on the Musicality of American Poetry

Longfellow, Poe, Frost, and Millay are four distinct poets; however, some of their
tendencies in writing poetry overlap. Longfellow often uses mid-vowel freceserstridence,
and assonance to promote a hypnotic effect. Poe, similarly to Longfellow, convegsihe
effect through stridence and assonance; however, Poe also uses alliteratcaticés with the
same purpose. Frost, like both Longfellow and Poe, employs stridence to congayndide
tone. Although Millay’'s poetry does compare to that of Longfellow and Poe simeeaidcher
lines are monotonous, usually, Millay, much like Frost, uses a variety of vowetfreqgsg,
adding to the conversational tone of her language.

While Poe tends to abruptly deviate from metric patterns, Longfellow,\Wdlad Frost
tend to stay within a particular metric framework. Poe uses rather spontaretagsand
rhythmic patterns to communicate the mental instability of the speaker. ©th#érehand,
Longfellow employs rhythmically playful patterns that cause thedpéhis poetry to fluctuate
and create vivid images in the reader’'s mind, but he does not allow his poetry to thsrupt i
metric framework. In the same way, Frost and Millay tend to keep theirpoéhn a
particular metric scheme although the strict meter is not as noticedhkar poetry since the
conversational tone they use causes the poetry to not sound as strictly pattdraedfellow’s
poetry.

Although all four poets utilize verbal repetition, they use repetition to varioaatexdnd
for various reasons. Poe uses much verbal repetition, through which he commuinécateatal
instability of his speakers. Longfellow, however, uses repetition to achisurg-like effect,
such as the refrain of “My Lost Youth” and does not depend on repetition to deepen the reade

understanding of his speakers. Although Frost, like Poe, uses verbal repetiéeeaiaine
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thoughts of his speakers, they are not mentally unstable. Rather, the repédlgaia nehat
people would consider normal reactions to circumstances. Millay uses veditéloapn the
same way, conveying the thoughts of speakers such as the innocent, young girisit té ttie
Asylum.”

One characteristic that sets Frost and Millay apart from both Loogfelhd Poe is their
conversational tone. In many poems, Frost uses first person, which, along witbnttes of his
poetry, reveals the personal tone that imitates in everyday languageutletshaf a speaker.
Millay’'s poetry is similar to that of Frost not only because they are both modes) poealso
because they both convey a personal tone through their poetry. Millay uses aat@mnadrone
in her poetry by employing language that is spontaneous but also controlledoomits f
Longfellow and Poe, on the other hand, prefer an approach to language that is morarioemal s
they do not write in a conversational tone.

Longfellow, Poe, Frost, and Millay employ some of the same techniques in their
approach to writing poetry, but they inarguably remain four distinct Amepoats who use a
variety of elements to communicate a variety of thematic content. Theiidnal talents in the
writing of poetry merge to form one trait that they all share—the alidlibatance repetition and
variation. Similar to a musical composition, poetry must include repetition—wthathesved
through alliteration, repetition of words, grammatical structures, or othereels. Without
repetition, a poem cannot act as its own entity; rather, it communicates nothing duws vari
details with no common thread and, therefore, becomes purposeless to the readesr,Hloavev
other extreme, involving too much dependence on repetition, unless it is used to convey an
unstable speaker such as that of “Annabel Lee,” fails to accurately conateusignificant

meaning in form as it corresponds to content. In contrast, poetry with a proper ladlance
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repetition and variation not only conveys a sense of unity but also reveals nuancenhelg
the impact of poetry on the reader. Because Longfellow, Poe, Frost, and Mitgpizad the
importance of balancing repetition and variation and then applied that knowledge taftihg cr
of their poetry, they were able to produce works that, in the same way as mosipakdions,
act as their own entities, communicating significant meaning while congeotihe reader.

The incredibly personal nature of the writing of poetry ensures that pgeny possesses
its own essence as an artistic work. Therefore, critically approachingraipeaves caution on
the part of readers and critics since they may be tempted to defend or oppose ithmaritisif
a poem, depending on how the beliefs and perspectives conveyed through the poem correspond
to their own. Although readers and critics cannot and should not disengage themselvias from t
text, they can read and critically approach poetry fairly, even if itegbephilosophy, or
religious motives do not appeal to their individual tastes. Differences of tagteramote
discussions among readers and scholars, but they need not be factors in determanmg a po
artistic quality. Rather than promoting their personal agendas in light offthence of
Marxism, readers and critics should not lose sight of the text. Doing so limitsisidn not only
the words themselves, but the linguistic nuances integrated into the tdxut\atudying these
nuances, readers and critics cannot perform an exhaustive analysis of a poeuhsaogiestly,
their conclusions will not be representative of the artistic value of a poemefditee a new
process of critical analysis ought to be applied to poetry to combat apmaddch would
deem significant aspects of the text unnecessary in the study of poetry.

As demonstrated in the analyses of poetry written by four American poepsotess of
analyzing the sounds, rhythms, and grammatical structures of poetry and haoertlespond to

verbal content presents a means to understanding the multi-faceted ngeayfThis process
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may seem contrary to the process of writing a poem since a poet does not hegcessaibusly
focus on sounds, then rhythm, and then grammatical structures as he is writing a po@m. G
poetry is considered good poetry because it cannot be paraphrased, but understanding

good poem cannot be paraphrased into a better poem involves attention to and analysis of ea
dimension. Rather than tearing apart a good poem, this process serves to suppemngthé st

the argument for the poem’s artistic goodness.

Although studying how the dimensions of poetry work together is essential forsyeade
and critics to fully understand poetry, of greater significance is the whobd s greater than
the sum of its parts. Many poems, as noted in this study, use musical elements appatend
and rhythm; however, more central to the analysis of poetry is that each pceowa gntity.
While a poem is not a song, because poetry shares attributes with music whicplayedlis
alliteration, assonance, rhythmic patterns, and other devices, the two genbbesacelyzed
similarly. In addition, good music comprises elements of sound and rhythm thatledmc
produce a unified, artistic whole; and good poetry comprises elements of sound, dmdext
that coincide to produce a unified, artistic whole. Attaining the sense of the wkiodéegsal of
the poet who aims to produce good poetry that communicates through every dimension.

Although the poetry of Longfellow, Poe, Frost, and Millay elicits a widestsanf
negative and positive responses supported by varying levels of objectivity, a moeteconcr
approach can be used to determine if these American poets wrote good poegtyinigaaigout
one’s preferences for uplifting or starkly realistic poetry, poetry coinugthe author’s life,
poetry in a more conversational style, or poetry that aims to entertaiarseam critics should
adopt tools of analysis which aid in an unbiased approach to poetry. Whether or not one wants to

know about the struggles Longfellow depicts is not the central issue; insteads waatral is
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the manner in which Longfellow portrays struggles. Without this distinctiomdast preference
and art, readers and critics cannot approach poetry and make assertions based on how the poet
mastered or failed to master his craft.

Although the analytical process has been applied to only four American paets, thi
process can be applied to all poetry because it allows for the individualityropeam. Since
the focus is on the merging of dimensions rather than exactly how those dimensions should be
utilized, this process is an unbiased approach to poetry. If applied to poetryututiee this
process can not only aid in the teaching of poetry but also justify and enconafygsesaof
poetry in the present. If readers can more easily understand the meaningyoftwoagh this
process, they may be more apt to further their study of the genre. In additios,usitig this
process can make arguments that are founded upon the text rather than their swin taste
addition, this study presents an opportunity for literature besides poetry to beednalthe
same manner. While poetry is perhaps a genre more relatable to this studi siagad is
significant in how meaning is revealed, other imaginative literature sucteative fiction can
utilize a form similar to that of poetry. Therefore, using the same pradéssnaginative
literature can make readers aware of significant sounds and structumesatieatio, add to, or
strengthen the content.

The current generation is not comprised of avid readers. While critics bemdacktiogé
interest in literature, they perhaps do not work diligently to reverseethé. tif a poem has no
significant meaning to be gleaned from the text itself, for many, uateialy, it is not worth
reading. Poetry, even more than other genres, is a genre of literatunstiiatfear in students.
To them, it is a foreign language that has no logic—only mystery. This myth will not be

banished by readers and critics who derive meaning from their own insights., Rattienger
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emphasis on the concrete will encourage students to become readers of a genssgosopne

of the most beautiful music ever written.
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Appendix A: Poetry of Henry Wadsworth Longfellow
“The Day Is Done”: Sonorants (red) vs. Obstruents (black)
The dayis dong ard the darkness
Falls from the wingsof Night,
Asafeaheriswafted downwaid

From an egle in his flight.

| seethe lights of the village
Gleamthroughthe rain and the mist,
And a feelingof sadness ®meso’er me

That my soul cannd resist :

A feelingof sadnessard longing
Thet isnot akin to pain,
And resenbles rrow only

As the mistresemblestherain.

Come real to mesomepoem
Somesmple ard heatfelt lay,
Thet shall socthe thsrestiess teling

And banish tre thouglts of day.

Not from the grand old masters,



Not from the bards siblime,
Whose dstart footstepsecho

Throughthe corridors of Time.

For, like stains of matial music,
Their mighty thouglts siggest
Life's erdless bil ard endeavor ;

And to-night | long for rest.

Rea from somehumbler post,
Whose ngs gushed fom his heat,
As slowers from the clouds of summeg

Or teass from the eyelids sart ;

Who, throughlong daysof labor,
And nights devoid of ecse,
Sill head in his 9ul themusic

Of wonderful meladies.

Such ngs have pwerto quiet
Therestless plseof carg
And comelike the benaliction

Thet follows after prayer.

Brooks 95



Brooks 96

Thenrea from the tressured volume
The poemof thy choice,
And lend to the rhymeof the poet

The beauy of thy voice.

And the night shall be fill edwith music,
And the cars, thet infest the day,
Shall fold their terts, like the Arabs,

And as slently stealaway(emphasis added).

Sonorants of “The Day Is Done”: Nasals (yellow), Liquids (blue), Glide®(gr&/owels (red)
The d@is Bondl andfhf ddllkness
Fells flom tileWingB of Mt
sk Bathe Sl ditedifbWiiward
F®miariBaglk injhisiilibht.

I B tliclifin of fhejvlllage

Gigam thigl8h thdlralh andlthg mist,
Bnd b BdindlofBadhes conf88 o'd me
THt nfly B8 Bardholldesist

A Blinglbt Sadbedh arll Idnging,
Thitlis fofldkinfofain,
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Hnd @fembledisdibll dhly
Bs the rjistidsembleski@ rain.

dbme, [Badko fhdlsomBlboem,

Fome impld andiieditidilliay,

That sflall BBothe fhif rébtie 8 feeling,
Bnd dafish the i8HohE dilfiay.

NEt il@m tHe dilandold fhdbters,
NBt fil@m tie Barddksdblime,
WHbse flistanfi®oltefls @ho
Thiglgh tllc BolrBioE offTime.

ABr, ke stiging of fhdilial Blisic,
ThEir nfighl tH8HE htsfsufigest
Life’s Bndlesslibillanfl ef@dgvor ;
Bnd ®-di@hd! fong florfiest.

REEd flbm Bomejhumblefipoet,

WHbse Bongdlgushed froth hilheart,
Bs stibwers/fiom fhe@louds @ summer,
Br &rs fiom HhEBkliddstart ;
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wHhb, thigli@hllong [l\E di IBbor,
Bnd rihts dcfibid dile-ase,

still heardlin fis[@bul fheinbsic
B Wenderfib! iidioflies.

Slich ongsfhavdlipowd tol§uiet
THe fesllesslbulgk di care,

Bnd @®mélike tebdnpdiction
THat BIBW skfter fiyer.

Then [Bad/flom thelllcasurdliffolume
The @@enflof thy diloice,

Bnd End b ticliliymE of ihdiboet
THe 188 Wl of thyloice.

Bnd tHe: fidht shall bd filledvith fhlsic,

Bnd tHe Gares, fhét fesfithBlday,

SHall id tiiir fents] like |HE Brabs,

Bnd s Bllenlly Sied @llay (emphasis added).

Obstruents of “The Day Is Done”: Stops (red), Fricatives (yellow),dsffes (green)

Thellay idldone, &nd tlle farkness

Falls from the wings of Night,



As a feather is whilHll downvilard

From an dgle in his fli§ht.

| see the lights of th§ village
Bleam through the rain @nd the fnist,
Anfl a feeling of $hdnefs comes o’er me

Thdt my soullcantfot reist :

A feeling of sfldness find longing,
Thdt is npt Bkid t@ pain,
Anfl reserfibles sorrow only

As the migt resehbles the rain.

Bome, re@dl to me sorfle poem,
Some siffiple 4hd hdarffelt lay,
Thdt shall soothe this festless feeling,

Anf banish the thou§hts [§f day.

Nof from theflgralid @id mpsters,
Nd} from thelodids §ublime,
Whosdldigtdht fddidiepBlcho

Through thd cofidors @ Time.
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For, Il dtrains of martial muic,
Their migtjty thoughts ligdest
Life’s erffilesq toil dihd @hdeavor ;

Anfl ko-nigiit I long for rdst.

Redd from some huinbifr foet,

Whose song§ gulllied from his feart,

As showers from th§ ciuds of summer,

Orfears from the ey@lid§ gart ;

Who, through lond days offlabor,

Anf nigtitdldevdd of ease,

ghill healll in his soul the miisic

Of worfllerful melfidies.

Sueh songs haJ§ powkrlio duiet

The reftlesh pulse Bf care,
Anfi Eome il thd befidiiction

Thdt follows dfteflprayer.

Then refid from thE treasfired volume

Thelpoem of thythoice,

Anf ledito the rhyme of tile doet
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Thejpeality of thy voice.

Anf the niglt shalll be fild with miisic,
Anfll thefcares, that infest the day,
Shall folfl theif tehts, llilke the Allabs,

Anfl as silehtlyfsteal away (emphasis added).

“Mezzo Cammin”: Sonorants (red) vs. Obstruents (black)
Half of mylifeis gong ard | have let
The yeass dip fromme aml have nat fulfill ed
The aspration of my youth, to build

Sometower of songwith lofty pargpet.

Not indolence,nor pleasure, nor the fret
Of restiess mssons thet would nat be stll ed,
But sorrow, ard a carethat almost kill ed,

Kept mefromwha | mayaccomplishyet ;
Though half-way up the hill, | seethe Past
Lying benegh me with its urdsard sghts, --

A city in the twilight dim and vast,

With smoking roafs, soft bells,and geaminglights, --
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And hearabove me onthe autumnalblast

The cataract of Deah far thundering from the heights (emphasis added).

Sonorants of “Mezzo Cammin”: Nasals (yellow), Liquids (blue), Glides (gr&owels (red)
HEllf Bf m life |s dbnellanfl Ifhavg let
THeY8ars Blipfirom e anfl hale dbdfulfilled
THelshii@iofl of fnyloutrll t@build
Sbmeli@wdl offsond with 8tfl Baliapet.
NBtindblence, Bor/Bleasurd] nofl th fret
B fesllesspd8siond thdlllodlt bt be stilled,
Hiit Sofi@vllanB dicardltflat Bimdst killed,
Kiept rile floriihde | B dEcofhpligh yet ;
Thglgh, @& ~i@dlup thelhill Bedkhg Past
ling def@ath felwith itSBourflis ol sights, --
B dhn tie oillGh: finl@ndlast,
With snibiling [8ofs, Boftlbell§, andi§idhmifilights, --
Bnd {8zl dbove e ol i Eutlimi blast
THe Bdidadl of[Beath faflthurderir frofh #i@lheights (emphasis.added)

Obstruents of “Mezzo Cammin”: Stops (red), Fricatives (yellow)
Half of my life isfjone, dihd | have]let

The years lip from me[gnd havé not fillfilled

The d8piration of my youth, flo dlild
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Somd tower of song with Joflly pfirgpet.

Ndk ifflolence, ndl pleasure, nor thd fret
Of reftlesf passions fthat wbuld hotlodiBtilled,
Bt sorrow, dhd B care fihat aliiibsiKilled,
EdBt me from wHat | mayliacc@mplisH yet ;

Though, half-way Bp the hill, 1 see tfle Past
Lyinglbeneath me witf its sdlinds andsights, --
A clty in thd twiligljfidim aid vist,

with smdking roofs, spfl bells, Bfld gleaming flights, --
Arll hear fbove me on thd autunfhalfblast

Thdlchtafict @ Death far tfflindering from the feights (empiuxiesl).

“My Lost Youth”: Sonorants (red) vs. Obstruents (black)
Often| think of the beauiful town
That is :aed by the sea;
Oftenin thouglt go up ard down
The pleasart streds of that dearold town,
And my youth comes back to me
And averseof a Lapland song
Is haurting my memorystll :
‘A boy's will i s the wind’s will,

And the thoughts of youth are longlongthoughts.’



| canseethe shedowy lines of its trees,
And catch, in suddenglearrs,

The sheenof the far-surrourding sess,
And islards thet werethe Hesperides
Of all my boyish deans.

And the burdenof that old song

It murmuis and whispers stll :

[refrain omitted]

| rementer the black whawesard the sips,
And the seatides bssng free;

And Spanish sailors with beaded lips,

And the beauy and mystery of the shps,
And the magic of the sea

And the voice of that waywad song

Is sngingand sayingstll :

[refrain omitted]

| remenber the bulwarks by the shore
And the fort upon the hill ;

The sunrise gin, with its hollow roar,

The drum-bed repeaed o’er ard o’er,

And the bugle wild ard shill .
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And the music of that old song
Throbsin my memorystll :

[refrain omitted]

| remenber the seafight faraway

How it thunderedo’er the tide!

And the dead captains, as theylay

In their graves,o’erlooking the tranquil bay
Wheretheyin battle died.

And the sourd of that mourrful song

Goes thioughme wih athrill :

[refrain omitted]

| canseethe breezy domeof groves,
The shedows of Deerings Woods ;

And the friendshpsold ard the early lves

Comeback with a Sabbath sourd, as of doves

In quiet neigrborhoods.
And the verseof that swed old song
It flutters ard murmuss stll :

[refrain omitted]

| remembethe gleans and gooms thet dart
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Across the school-boy’s brain;

The songand the slencein the heat,
Thet in part areprophecies, ard in part
Are longings witl ard vain.

And the voiceof that fitful song
Sngson, ard isnever stll :

[refrain omitted]

Therearethings of which | may nd spe&k ;
Therearedreans thet cannd die ;
Therearethouglts thet make the stongheat weé,
And bring a pallor into the cheek,

And a mst keforethe eye

And the words of that fatal song

Comeover me lkeachill :

[refrain omitted]

Starge b me nowarethe forms| med

When lvisit the dearold town;

But the ndtive air is pureard swved,

And the trees thet o’ershadow each well-known stred,
As they balarceup ard down,

Are singing the beauiful song
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Are sighing and whisperingstill :

[refrain omitted]

And Deerinds Woodsarefreshard fair,
And with joy that isalmast pain

My heat goes lack to warder therg

And amongthe dreans of the days thet were
| find my lost youth again.

And the stangeard beaiful song

The grovesare reeding it stll :

[refrain omitted] (emphasis added)

Sonorants of “My Lost Youth”: Nasals (yellow), Liquids (blue), Glides (greeajyals (red)
@rin tinkibf tie BERD fiful@wn
Thigths S dediby in@ea ;
Br@nfin ti8HEHt B uB andiflown
The plBeBant Slledis ofith@lldBar @l town,
Bnd niy §8lith Bomesjback tome.
Bnd g versd di all dplanf song
Is H@urkting dfly fhem@rystill
‘B oil's Wil i th§ Mind’s/ill,
Bnd th t§8HEHtE offfibouth a 1onB, lonJil®ughts.’
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| &n §8e the §rEEBvly lirgdof i@trees,
Bnd datch]in Budben@eams,

The sfilefl of hdfaislirodndii seas,
BndBEnds thdtliere indlH@db@rides
BBl niy d8ish di@ams.

Bnd tHe burflef of |hék oldlsong,

It murmurdlandwhisperdstill :

[refrain omitted]

| Brfember the Blackliharv@s anf tife slips,
Bnd tHe BBaltided tdssindliree ;

Bnd siahishBailorsjwitilBedrdéd lips,

Bnd thk B8R EH and inysiHily ofithd ships,
Bnd tHe nllabid of thdlfea.

Bnd tHe Wicdof thatlayward song

Is dindindlandB8yingjstill :

[refrain omitted]

| Briember fhefbuiwarkgbylkhdlishore,
Bnd tti rilfion dhefhill ;

T ise Bumlvith itdhBllb@ioar,
The dibim-@8aflr @i dh 88l ofer 4lid o'er,
Bnd tHe BugleWildland shrill.
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Bnd the nilgidof thall oldlsong
Thi®bdin rfly dlem@ry kil :

[refrain omitted]

| i@niember felBe@liot Briay,

HEW |t ttlindere@@er fhe tide!

Bnd te @adkcaiair®, aflingy lay

In tH8ir gliav el filb dking fhdltrfliquilibay
WHEre ti8Y in batticlfiied.

Bnd tHe B8und of fhat[lloufihfdl song

Gles tHiglBh fhelwith afhril :

[refrain omitted]

| &n §8e the Bk zll dofe di groves,

The slla888 of Bidering’silloods ;

Bnd thk flilendship8 ol andii@ dafly loves
dBme Backvitll afsaBbatilisouldi adbf doves
In it fi8ighbofi®ods.

Bnd tHe vers of that Sl <€t offl song,

It fifittersfand murmurs|till :

[refrain omitted]

| Bnfember the/fleanis and@iloonts thet dart



Bciliss tile sdiibolloy sBrain ;

THe §ondland fhd Bilenke ifl ti@ heart,
THatlin Sarflare Brofinkcids, dnd i part
Bre BngingsWildland lain.

Bnd tHe WBicdlof thad fiffulbong
Singsbnllanfl ishhevefstill :

[refrain omitted]

Trigrefare thing 6fiihidh Il nofpeak ;
THerelare diamskhdt cBnn die ;

THerelare {i8lbhtskhaflmak@ thE strdiio @t weak,
Bnd biinglk Ballof ifio fhe flieek,

Bnd njist Bdiore BB ye.

Bnd tHebrdg of thafl@talsong

dbmelover fhd likg a Ehill :

[refrain omitted]

Stiangefio Sl arditie forinsflimeet
WHEN]! Jidit tile BedE o!diHwn ;
Blt tHe §dtivdliail isipule andBlveet,

Bnd tHe f8es thilp e BB cadh welBRnowlllstreet,

Bs tH8) §dlancl up an@fown,
Bre dinding tlle B8 lfullsong,
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Bre di@lindlandwhispkrindlstill :

[refrain omitted]

Bnd DBeling's Willod§ arclfredh afl fair,
Bndwith @ tididaifiostiPain

MY nB&rt §oeslbacll tollvandefithere,
BndEnibng the @carlls ofithBlday that were,
I find mi Bst Y@L tHI8kin.

Bnd tHe sflangB andiieRMliti{ll song,

The gibvedardlr@Béatiho i still :

[refrain omitted] (emphasis added)

Obstruents of “My Lost Youth”: Stops (red), Fricatives (yellow), Affresafgreen)
Offen I thirlk of thdlbedutifdl town
Thak is sehill by the sea ;
Offen in thoughfigofip & down
Thepleasdntstriets of [t dedold town,
Anfl my youthficomell @@dk to me.
Anfl a verse of a llplfind song
Is haufiting my memory] still :
‘A floy’s will is the wirlli’s will,

Anfl the thoudhts of youth are long, long thdughts.’



| Ban see the sfladowy lines pf its trees,

Anfl Eatch, in Jillddh gleams,

The sheen of the far-surrdlinding seas,

Ang islarfiis tHat were the Hesfierides

Of all myfpoyisHldreams.

Anf thefpdliden of tjat[Bld song,

If murmurs alid whiper§ still

[refrain omitted]

| remenfber th§ bilick wharvedjand thg slips,

Anfll the sedfiddk tossing free ;

Anfl Fpanish sailors wifh b@aliicll lips,

Anf thelpedlity @hd mystery of thefships,

Anf the madic of the sea.
Anfll the voice of tHat waywrd song
Is singing alld sayind still :

[refrain omitted]

| remenfber thf bu@rif by the shore,

Anf the folt fipon the hill ;

The sunris@ gun, witlj its hollow roar,

Theffirumlibdat fepk&ted o'efland o'er,
Anf thelbligle Wild dihd shrrill.
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Anf the mugc of tHat BId song
Thrdbs in my memony]still :

[refrain omitted]

| remenflber the sdp-fijht far away,

How i thuffidid o’er thiliide!

Anf thelcBd @ptains, as they lay

In theirfyraves, o’erldbking the tfgngfllil bay
Where they ifl it died.

Anf the souljd of tffjat mournful song
Boes through me with a thrill :

[refrain omitted]

| Ban see th§ breefly domdlof groves,

The shfidows dliDeering’s Wiods ;

Anf the friefidsiflips Bid 8nd the early loves
BomdbiBk with a $8ibbath sfund, 48 of doves
In Quidt neigliborhdbds.

Anfl the verse of tfjat sweeffold song,

I flullers afld murmurd still :

[refrain omitted]

| remenfper thf gleams[lld gloomd fhdl dart



Affross the BEhodl-boyf brain ;

The song did the silence in the feart,
Thdt infpdit ar§ prophecies fandlinpart
Are longings willl ald vain.

Anfll the voice of tHatfitful song

Sings on, did is neved still :

[refrain omitted]

There are things of which | mayjh@ sheak ;
There arddreams fHat capfiot die ;
There are thoudhts that [llake the strongjheaf weak,

Anf [bring dlpallor ihto thelchBek,

Anfl a mi§flbefore the eye.

Anf the wollds of tiat fatal song

Bome over meflike @lchill :

[refrain omitted]

Srangd to me now are the forms | fneet

When | visjt thdldear @il town ;

Bul the nhtive air iff pure @nd s\{eet,

Anf the trees tlfjat o’erdhadow €ach well-known ftreet,

As theyjbalancellp Bfld down,

Are singing th@|bedutiful song,
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Are sighing afld whispering still :

[refrain omitted]

Anfi Beering’s Wolids are freshlfand fair,
Anf with joy thdt is almddl pain

My healtfiboefl #@ldk to wnder there,

Anfl among th§ dreams of tile dayd that were,

| finfl my logt youth Bgain.
Anfl the strahge & bdautiful song,

Thefroves are fledeatig it still :

[refrain omitted] (emphasis added)
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Appendix B: Poetry of Edgar Allan Poe
“To Helen”: Sonorants (red) vs. Obstruents (black)
Helen thy beauy is b me
Like thoseNiceanbarks of yore,
Thet gertly, o’'er apefumed =g
The weary, way-worn wailererbore

To hisown ndive slore

Ondesperae easlong wort to roam
Thy hyacinth hair, thy classc face,
Thy Naiad airs heve rought mehome
To the glory that was Greece,

And the grardeu that was Rome

Lo! in yonbrilliant window-niche
How sttuelike | seetheestard,
The agate lamp within thy hard!
Ah, Ps/che, from the regions which

Are Holy-Land! (emphasis added)

Sonorants of “To Helen”: Nasals (yellow), Liquids (blue), Glides (greeoyeks (red)
HE®n, tily B8R} idloline
Like tHbse jig@anjbarf ollyore,
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THat denflyllo’efl alpdifumeflisea,
THE Mgy 8 Vil or illvafiderdll bore
T8 HislBlvn fdtive ghore

Bn desidatdiBed onf wdhtli® roam,
Thy Hiladinth [lair, By Blagsif face,
THY NElkdlgirs have B@lghfim@ home
T8 tHe dblly thatllas @leece,

Bnd tHe dlan@@ur fhatllvaflRome.

LB! in Y8 bfiilli@ntind8lv-§iche
HBW skhtuelikd | Bke liledstand,

T ldatcdliamplviihin hyihand!
B, PSclie, fiom thdrBions fvhich
Bre HBF-LEnd! (emphasis added)

Obstruents of “To Helen”: Stops (red), Fricatives (yellow), Affricgtgeen)
Helen, thybedlity i to me
Lik8 those Niceafl brks of yore,
Thdtlgebtly, o’er § perfurfled sea,
The weary, way-worn whdef@r bore

o his own nhtive shore
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OnflieBpefite seas long Wpnt to roam,
Thy hyacinth hair, thf] clagbic face,
Thy NaidHl airs hav broupht me home

o thefplory thht walll Greece,

Anf thelprandeur that was Rome.

Lo! in yon[brilliark wifflow-niche
How gtatute-lilfe | see thep dland,

The d@ofite lafhp within thy Hnd!
Ah, Psfllhe, from the [fegions Which

Are Holy-Lafl! (emphasis added)

“Annabel Lee”: Sonorants (red) vs. Obstruents (black)
It was manyand manya year go,
In akingdom by the seg
That a maidentherelived whom you may know
By the name & Anngbel Leg --
And this maiden she livedwith no aherthought

Thanto love ard be loved by me

Srewasachldard | wasachld,
In this kngdom by the seg

But we lovedwith alove that was morethanlove —



I and my Annael Lee—
With a love thet the wingéd sergphsof Heaven

Coveted heramd me

And thiswas the reason that, long ago,

In this kngdom by the seg

A wind blew out of a cloud by night
Chilling my Annael Lege

So that her highborn kinsmencame

And bore herawayfrom me,

To shut her up, in asepulchre

In this kngdom by the sea

The angels, not half so happy in Heaven,
Wert ervying herard me: --

Yes! thet was the reason (as all men know
In this kngdom by the s2g

That the wind cameout of the cloud, chlling

And killing my Annéael Lee

But our love it was stonger by far thanthe love
Of those wio were ober thanwe —
Of manyfarwiser thanwe —

And netther the angels in Heaven above
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Nor the demors down under the sea
Caneverdissver my soul from the soul

Of the beauiful Annabel Lee --

For the moon neer beans without bringing medreans
Of the beauiful Annabel Leg

And the stars neverrise it | seethe bright eyes

Of the beauiful Annabel Leg

And 90, all the night-tide, | lie down by the sde

Of my darling, my darling, my life and my bride

In her sepulchre thereby the sea—

In hertomb by the sdeof the sea(emphasis added).

Sonorants of “Annabel Lee”: Nasals (yellow), Liquids (blue), Glides (graéowels (red)

k Wés nfaiand /i@ dago,

In & Hingdbm [y thefea,

Thgtl rilgiden fherf lived Whorfilyo@inafiliihow
B t damd diArihdbelliee; --

Bnd tHis nfBiflen $h@ livédwitdlib otheRlBught
Thign b llbvdlandlbd loved bylme.

siEw@sk childlanfiw@sk child,
In tHs Hingdbm [y thefea,
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Bltiil Bvediitiallove thatlivadinord tiin love —
1Bnd nBniaBel Bee -

With B Bve that helvidbedSeradhs @iHeaven
CBBled fiel andine.

Bind trisiilibs thelii-Bsorlind, Idhdlago.
In this Hingdbm [y delea,

A Wind b8l b @8udbyiliibht
CHilling i Bnriiel @e:

P tiat fer BigHbord kinghmell came
Bind tbre felalii:ylirom fine,

T8 stibt Seflud il d<Bpulchre

In this Hingdbm [y delea.

Thglndels, botllalflsd hdbby ifllHBaven,
Wenteniling el andfine: -

YEs! tthtlies helicRsdh @s all mefilknow,
In tHs ingdbm [y thelea)

THet tilind BamBb ik ofndioudldhiling
BAnd Hilihg m§ Bnrkfel Be.

Bt Blr bvditWllas dhoflgeliof faffthaf the love
B tHbse wiloWerg dderfihaflwe —
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@ il Bailifier dhanlive -

Bnd rificier (id arbels inlidhBrllabove
NBr tHe derfionsiiBvih ulde it sea
Cinlkfler bidh&verlinfiSodl fron tilsoul
@ v e dciulnBbelliee: --

FBt tHe rillon hdveleami illhotk blingirly Nl dreams
@ i (IR Jciulnidbellliee;

Bind trie slarshhdvel ris@ duillliscl tglb il eyes

@ i (IR Jciulnidbellliee;

Bnd $b ol tile Bi8ndtiod, lic@owillbyink side

@f i deding, rlly @akling, il i1 andlinyloride

In H@r §efiuichre fherd byl sea -

In 1@ bmb By tBelside offinBlsea (emphasis added).

Obstruents of “Annabel Lee”: Stops (red), Fricatives (yellow), Aftasggreen)
If was many dlid many a yedt ago,
In ajkindfonflby the sea,
Thdt a mdlden there lifled whom you may know
By the name of Anifbel Lee; --
Anf this mdlden she lifled with no other thafight

Thanlto love dhf be IofidH by me.



Shewas d¢hjid it was d'ehlid,

In thisfkindblorfoy the sea,

Bul we lov@d with a love tljat was more than love —
| arflil my Annfibel Lee —

With a love thht the wih@d seraphs of Heaven

Bovdt@d her ghd me.

Anfll this was the reason fhat, lofly ago,

In thisfkindblorfoy the sea,

A winfl Blew ot of dlcidif by night

Chilling my Anndbel Lee;

So thdt her highborf kinsm@n came

Anf bore her away from me,

o shiit her Bip, in aBefliichre

In thisfkindblorfoy the sea.

The afgels, rfot half so [@ppy in Heaven,
Werlt envying her ghd me: --

Yes! thft was the reason (as all men know,
In thisfkindblorfby the sea)

Thak the wifidlcame §ut of tifle clbdd, chilling

Anf Kkilling my Anndbel Lee.

Bul our love it was[strdhg@ by far than the love
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Of those who were ider than we —

Of many far wiser than we —

Anf neither the angels in Heavdh above
Nor theflemonf§ down linder the sea
Ban evefldissever my soul from the soul

Of thefbealitiful Anrfgbel Lee: --

For the moon nevé} beams wit§@ut bringingline dreams
Of thefjpealitiful Anrfgbel Lee;

Anf the §tars never rifefout | seefine fright eyes

Of thejpealitiful Anrfgbel Lee;

Anf so, all the nighi{illile, | i§ dowlh by th@ide

Of my[@arling, myfidarling, my life ghd njilyy Blide

In her s@pllhre thefe by the sea —

In herftomidiby the Bible of the sea. (emphasis added)

Sonorants (red) vs. Obstruents (black)

Onceupona midnight dreary, while | pondered,we& ard weary,
Overmany aquairt ard curious wlumeof forgottenlore —
While | nodded, nearly npping, suddenly therecamea tapping,
As of someonegertly rapping, rapping at my chamber door —
“Tis mevisiter,” | muttered, “tapping at my chamber door—

Only this ard nothing more”
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Ah, distinctly | remenberit was in the bleak Decenber;

And each sparae dying enberwrouglt its ghost upon the floor.
Eagerly | wished tle morrow; -- vainly | had sougft to borrow
Frommy bodks surceaseof sorrow — rrow for the lost Lenore—
For the rare aid radiant maidenwhom the angels name Lenore-

Namelessherefor evermore

And the slken, sad, uncertain rustiing of each purple curtain
Thrilledme- filledme wih fartastic terrois never felt before
So that now, to stll the beaing of my heat, | stood repeding
“Tis smevisiter ertreding ertrance at my chamber door —
Somelate visiter ertreding ertrance at my chamber door; --

Thisitisand nothing more”

Presertly my soul grew stronger; hesitating thenno longey

“Sir,” said I, “or Madam, truly your forgiveness| implore;

But the factis | was ngpping, ard 2 gertly you camerapping,

And =0 fairtly you cametapping, tapping at my chanber door,

Thet | scarcewas surel head you” — herel operedwide the door; ---

Darkness thereand nothing more

Degqo into that darkness geering long | stood therewondering fearing

Doulting, dreamingdreans no motal ever dared to dreambefore
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But the slencewas unbroken arnd the stliness give notoken,
And the only word therespokenwas the whisperedword, “Lenore?”
This | whispered,ard an &ho murmuied keck the word, “Lenord”

Merelythis ard nothing more

Back into the chamber turning all my soul within meburning,
Soonagain | head atapping somewha louder than before,
“Surely,” said I, “surely that is smehing at my window lattice;
Let meseg then whé thered is, and this mystery explore —

Let my heat be stll amomert ard th's mystery explore; --

‘Tis the wind and nothing mord”

Openherel flung the shutter, when with many aflirt ard flutter,

In theresteppeda stetely Raven of the sairtly days of yore

Not the least obeisarce made he; not a minue sbppedor stayed Fe;
But, with mien d lord or lady, perchedabove my chamber door —
Perchedupon a bust of Pallas just alwve my chanber door —

Perched,ard sat, ard nothing more

Thenthis ebony bird beguiling my sad fancy into smiling,
By the grave ard sterndecorumof the courtenarceit wore,
“Thoughthy crest ke shorn ard shaven, thou,” | said, “art sureno craven,

Ghestly grim ard arcient Ravenwardering from the Nightly shore—



Tell me wha thy lordly name s onthe Night's Plutonianshore”

Quath the Raven “Nevermore”

Much | marveled thsungainly fowl to heardisourse ® plainly,
Thoughits amswer little meaning-little relevarcy bore

For we cannd help agreeingthat no living humanbeing
Everyet was Hessedwith s2eingbird above hs chamber door —
Bird or beast upon the saulptured bust above his charmber door,

With suchname 8 “Nevermore”

But the Raven, gtting lonely onthe placid bust, spke only

That one wod, asif his ul in that one wod he did outpour.

Nothing farther then he utteed —nct a feaher then he fluttered —

Till | scarcey morethan muttered “Other friends have flown before—
Onthe morrowhe will leave me, as my Hopes lave flown before”

Thenthe bird said “Nevermore”

Startled at the stiliness ioken by reply so aptly spoken,
“Doultless,” said I, “what it uttersisits only stock ard sbre
Caugh from someunhappy master whom unmeciful Disaster
Followed fastard followed faster till his ssngs oneburdenbore—
Till the dirges of his Hope thet melarcholy burdenbore

Of * Never —nevermore”
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But the Ravenstll beguiling my sad farcy into smiling,

Staight | wheekda cushoned 4 in front of bird, and bustand door;
Then, upon the velvet snking, | betook myself to linking

Farcy unto farcy, thinking what thisominous brd of yore—

Wha this gim, ungainly, ghestly, gaurt, and ominots brd of yore

Meart in cro&king “Nevermore”

This| sat engagedin guessng, but no syllable expressng

To the fowl whose fery eyes now burnedinto my bosom's core
Thisand more Isat divining, with my head at easereclining
Onthe cushion’s velvet lining that the lamp-light gloated o’er,
But whose \elvet-violet lining with the lamp-light gloating o’er,

She shall press,ah nevermore

Then, methought, the air grew derser, perffumed from an urseencerser
Swungby sergphim whose bat-falls inkled on the tufted floor.

“Wretch,” | cried, “thy God heth lent thee— by theseargels he hath srt thee
Respte —respte ard neperthe from thy memoresof Lenore

Quélf, oh qudtf this kind nepertheard forget thislost Lenord”

Quath the Raven“Nevermore”

“Prophet!” said I, “thing of evil! — prophet stll, if bird or devil! —

Whether Tenmpter sert, or wheher tempest tossed tieehereastore,
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Desolate yet all undaurted, onthis desert land erncharted —
Onthis homeby Horror haurted — ell metruly, | implore —
Is trere—istherebalmin Gilead? — ell me— tell meg | implore!”

Quath the Raven“Nevermore”

“Prophet!” said |, “thing of evil! — prophet stll, if bird or devil!

By that Heaventhat berdsabove us — by that God we both adore —
Tell this oul with sorrow ladenif, within the distart Aidenn

It shall claspa sainted maidenwhom the angels name Lenore-
Claspa rare ad radiant maidenwhom the argels name Lenoré

Quath the Raven“Nevermore”

“Be that word our sign of parting, bird or fiend!” | shrieked,upstarting —
“Get theeback into the tenpest ard the Night’s Plutonianshord

Leave noblack pumeas a tkenof that lie thy soul heth spken

Leave my lonelinessunbroken — quit the bust above my door

Take thy besk from out my heat, and take thy form from off my doon”

Quath the Raven“Nevermore”

And the Raven neverflitting, sill is stting, stll is stting
On the pallid bust of Pallas jus above my chammber door;
And his eyes have all the £emingof a demoris that is deaming

And the lamp-light o’er him streamingthrows hs skadow onthe floor;
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And my soul from out that shedow thet lies floating on the floor

Shall be lifted —nevermorée (emphasis added)

Sonorants of “The Raven”: Nasals (yellow), Liquids (blue), Glides (gratamels (red)
Gncelbfiorlla nidilibht Bidh . vhilell pdnderelll viEaKdlidiveary,
@ 8r rilila dllaifk and §lio B olulnelbf foloten lore -
While | ribddied, [@diiylhabpind] slidden thdre dirie & tapping,
s omelonelpefitil rabping, réppihg & miy ctiamiir door -
“Tig slime Jidifer, {! nil flered, kafpink atinyfEhainbflldoor—
Bl thisknd fofhing fiore.”

B, dsfinctllli ferflemBd ith/ds infindlBleak Bec@mber;

Bnd Bhch BdbBrat@idyiflg dinbelllil®dont i dhdst uiorlilhe floor.

Eedediiished the fndilibv; -y Il niiS8udhtloli8rrow

F®m nily B8oksBulBcalle @ $8irovl-B8 Bw Brlihe B3l Lenore —

ABr tHk Bard andl rfltianfinidenfivhofhlihdlandels nfinfle Lenore —
Ngmeless@re fir Bvernfore.

Bnd tHe Bilfen, Badl uBcBHtalh st c<Bh puPidcurtain
Thiflled nfe —filled fiéWithfafitdstifl t@ro8 fevBr [@dbefore
b tiat {8 lo Btill fheflidatifiy ofimilihefrt listdb @ gpeating
“Tig sBme \igiledeni®hting efitrarke &l mfl chBmB8r door —
omellate |/ Hitel erfilidatifio dhtrafice @t nl ciflaniier door; --
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THiskthskand Bothing fhore.”

Pidenily rily Bbul @@ Btrdhoel hBSitatinh tr@rlindlionger,

“Slt.” slldb, Br Madam, §llyEBulioyivéhe | infiblore;

Bt tH: fcl i Ilfashabpin®, arfft $ el vbu cdimd rapping,

And $ Binl/ 8. Bamd tabping, tapplhg & mff cHamB8r door,

THat) s@arc&ladisule lhedlllyou'l- Hdidll opéified Wid&ilhe door; --
DRrkifess fhe® and npthin@more.

DEedlinio that@larfhesBibkeridb, I§ndilistodd th8re Nbnddiihb, fearing,

DElbling, diathing fleamB ndinfofidll eVer ddledli® drfdin before;

Bit te Bllence b uibkdh, anll tile §illn@ss d&E Bo token,

Bnd tiforilly Wliord there BpBkerll wal thd whispeigd wolt fLenore?”

THishwhis@ered] arll dh dEh@dm@irmurBd ba@klhe wolldfLenore!”
MErely tHiskand ofhing [inore.

BRcklinib tle dhanbell tdrnir, alllnilisoll Jithiff rile purning,

SBbric@bid | leaf B tdppirdb somg il llouder fhdn before,

“Shirely,” Sidl!, “§rdly Bl idlsomdthiflg ol villlid lattice;

LBt nik BBe, thefillhafithBrbaflis, afd tls i Btefl explore —

(Bt nil 8t Be Btill a fhdineit and thi§ dBEryBXplore; -
‘Tis tieWindiand Bofhing fhore!”
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Bn ferd ilung fhe Brlitemivhad, with BB K ddifiutter,

In tHere steppell distdielfl Faflen §f flie Shifilly BB of yore;

NEt tte asl] didisancdlmadie Hehhof diminfite st@bpdllor dayed he;

Bt With niibriiofllordiolily lperch@diabovl mfj ciémB8r door —

Ferched|ubol dibut dif Ballls §:d abolle rfly chiarfiller door -
Hrched] andisd, arll dothinimore.

Then tidleBdbylbirdlb@blilingling sdd Bicllintd bmiling,
BY it ghavdlandBtenf deforfim & i€ dbuhterbad® it wore,
“Thigligh tll diestlbe Bholh andlshavelll tnbuUll | sfid, Bart §urdl b craven,
GHesly dhinfland afitien@iRvefl widderifly frofih ti Nighflly shore —
TRl rigfwiiat dlyllordly barie B orlihé@ight'§l @ oniall shore!”
Qubth tile Bdlen, W@velinore.”

Milich) nfarfleled $hif ufi§alh oW tdihedr diBcou§e Bb Bainly,

THElEH itHariBlvel little Wchningl- littiefidleVBnBy bore;

ABr Wi §anBotlhel d8ceind thlthd liviflg Buri@in being

EBrfktllas Blesséd witlileeidy §rfl abdve His dharfiller door —

Bird Br d8asl upon fheBcdlpturdli dLidl abdve lis dhardfilier door,
With flich lamB as iNBvelimore.”

Bilt tHe Riaflen Jsktindllor@l onhdldlacll busl] sbkE only
Thgtlone Wordl g iffnigi8dlil irfithat orlé wdlid hdllliol8Ltpour.



Brooks 133

NBtHing fartiler thenHg fittered B foflg Batr@r tiledlng fluttered —

Till | scRrcely nlfore than fndiiterefl@thelifriends halld flofl @l before

Bn th rlofi@l W will I§8ve niklas fhy Bloped havEllowlh before.”
THen tifle bird§aid ‘Ndvefinore.”

Strtledlat the Btillhessib®keh By Il solapdl Booken,
‘Dilt@ss,” Bid |, Fwhdl @dites Is & @nifistdEk arfil store
Cilight fiom BomE ulihdbpdinfstefwtibm Binbigrcfdl Misaster
A8l ed slandiidiBwed fdtdr till hif sofigs offie Burden bore —
Till thE dirdedlof his §ope fhatlhllelaficdholy dlird@n bore

B ‘NEvEr - fiellerffiore.”

et tf Balfen il b&@diling ol st (Ecylintdmiling,

Stigih] INiBelcq dicuBhiondl deathh ndof §ird, Sdibus@Biid door;

THen JLflon fhellvellve] sihkird, il B8tool fysEfltofinking

Fen@MLrliofarity, IhidkingWihadttis brlhods lirdf yore —

Wi tis dimfuriliaifily, a8t laulit, dhd diflindusbitdof yore
MBBndin dBaking “§dlerfhore.”

THsh dalleragel ifl§ubssing. it Bdlsyllbielesforessing
T8t B! wilboscliidl il Silo i burriedlin® riblbosol’s core;
THiskand rforg ilsad diininglwithlin el efis@ feclining

Bn it Busiion'siellve} Ininglihadiitile laniillioHilllo 48K o'er,
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Bt wibse Belfetfidel hinglvith |hE lamBBlighi@batiild o'er,
StesHall pliesSikh JnBvelimore!

Then, niletiBEgNt, IHE airliiel dBnsé perfurmiBd fiofh 4l ur§edn censer
Sulling @y Bérafghim Jiho8lifodt-falls tinkled dih fhelltufi@ll floor.
“Wrltch,”|| clfed, “tily dbd Rattllent liee 8 bl th@sellandlidlredbat tf8e
REspite Jfedpil® and fepentti frofh tily fgmBrie§ & Lenore;
Qukft, Bh qllaf this kindlh@pentfie afid frogt is I@sfiLenore!”

Qubth tile Bdlen W @vefimore.”

“Pilptet” id, “thindlofldvil! — Frodhetlstil, ifbif ol devil! —

Wigtier lemftedlsedl, orfinBirer t@mst tos§8d ihef HBre ashore,

DE bl il all uriliadhicl, of thsBedert landlerfthanted -

@n tis fome by Hidirorliadhted- tell nielir§. | ilplore -

Is tere s thEre Gain] in Gilad? Jiellnel tellBg, | ifhplore!”
Qubth tile Bdlen W @vefimore.”

“PipHet!” &idl 1, “tRindlofidlil! — @rodhet]stil, ifbifll ofl devil!

BY tHet HBallen fhaflbenidbbdve ud- By tilat/Godiwdldbth adore —

TEll this $8ulWith Bofi@wlidbidh itlwithinfing distdiik Ridenn,

It stiall claslalBailitediih @idenfivhori indlandkls nd@nie Lenore —

Clisplaliarf and @dianfihiderfiwhofifithd anflels nirfle Lenore.”
Qubth tlle Bdlen N @vefimore.”
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“Bf thit WibrdlBur Blofl offpdrting] bifel dilfiend!” | §hriek@d, #pbtarting —

“GRt tHige Back ifito |hd tefhpdst anfll tii@INighfidiPlitoni@n shore!

LE&ve flo Wack Blung 8sk on &F e & Il sBul h&@Hlspoken!

LE&ve nilyllondiife$ uib®ken! Hqull tile L abdiellly door!

Thke tifly B8ak fofilibut inyihedit, afid ta fhy fofin flom ff [l door!”
Qubth tlle Rdlen Hdvelinore.”

Bnd te Balen, h@velfiitting Jsdil i§ Sittinsfll |s diting
Bn te Ballid Budl oflPdIo§ jJkdkhbovE mi cHim8r door;
And Hisllles ha\@ allihBisdemihd ofla Bemoifid thallls fireaming,
Bnd te lompiiinB8ler him Slledming [lilfowk hi§ S8 8ow fin/lile floor;
And iy $8U1 forilBut that En@llovllthEk lidifloafihg dh @ floor

sl §elified — hdliediore! (emphasis added)

Obstruents of “The Raven”: Stops (red), Fricatives (yellow), Affricagesef)

Once lpon a flidnidfit dreary, whil§ | forilliered, vedk and weary,
Over many @qudint @ifd curious volume offf@gotten lore —

While | nd@ii@d, nearly @@pping JBliddenly tHere cajnilia tapping,
As of some ong gfntly[@ppingllppillg atimy dhafiber door —
“flls some vislter,” | muttdigd | @bpind at my ch@mfler door—

Only this afid nothing more.”

An, [igtidBtly | remerfibefit was in tifle 8k De@ember;
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Anf edch Sepdible dying Bmber wrduHillits bHbst upon the floor.

Edberly | wisfild the morrow; -- vainly Ifhad soliyHl to borrow
From my boflks surcease of sorrow — sorrow for the lost Lenore —
For the rare dhd ladint flaiden whom the angels name Lenore —

Namelesserefor evermore.

Anfl the sflken, $hd, undertain rustling of eBcllpipl curtain

Thrill g8 me — fill8H me with fantafitic terrors nevel feltdvef

So thét nowj tofstill th§ bating of my Heard | Btodd fepeating
“flls some visfter entrdating entrande at my cllarfiber door —

Some Iflle vi§iter eéntipatingfentrange atmy ghafhber door; --

This |t is afld nothing more.”

Bresehtly my sodll grewlstronger; ljdsitating then no longer,
“Sir,” saflll 1, “or MdBlam[itruly your f@fgiveness Ifinplore;

But the &t is | was {@pping,fhndfsolgently fou caflie rapping,
Anfl so faiitly yodlcamp [@ppirblppidg atmy diarfiber door,

Thdt | §carce was sure | hard you” — hef@ | @penBll widk the-door;

Batkness there find nothing more.

Bedb ifito thHll dfirknefs peering, lonfy | Btood therdwondering giearin
Boutting fdreaming'dreams no thortal der [i§réd to dieam before;

Bu the silence was finfiokenfland the stillfless gaffdino token,
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Anf the only wdlid therdisfloken was the ih@pered word, “Lenore?”

This | whigpclil§d, dhd afliecho murfiillic@lloack th word, “Lenore!”

Merely this aljd nothing more.

Bd8k itto the' €hafhb@r turning, all my soul within fine burning,
Soon fgain | he@rdldipping somdivhdl louderfihan before,
“Surely,” sal 1, “surely tHat is somethinfy at my llindoflf lattice;
Lef me see, then, what thdreat ig] and thid mysi@ry explore —
Lek my hedrflbelstill a momkntland this fnyst@l§ explore; --

‘lis the wirltl afid nothing more!”

dPen here | flung the shutter, when, with many k flirt and flutter

In there sigiied § btately Raven of the]sdihtly days of yore;

Ndk the ledbtpbeisance [llade hd; not a [ifduigBloppkd B stayed he;

Bu. with mien of Idiid or @dyil perBlicfl above my cllarffoer door —

BeiciBd Bpon B HustBf Pallad jlst abové my Bhdinber door —
BeicliBd, dhd bat,ind nothing more.

Then this Bbonfl il Beguiling myfsad fandy into smiling,

By thefprave dhd stefhiecorum offlhe §ountendnce it wore,

“Though thyflcredll be shornfind shaven, thou,§ saifi, “art sulfe no craven,
Bhadtvlorim dd ancifnt Raven llandering from the Nightly shore

liell me wht thy Ididly name is on the NigHlis JPlutonian shore!”
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Buoth the Raven, “Nevermore.”

Mugh | marvell@d this dlhgainly fol to hegr Bliscoursd so plainly,
Though |ts answer little meaning — little relevalcy bore;

For welcanrpt h§ldlagreeingfhat no living hufan being

Ever y§t waf bleB8ed with seefhdlbllid abové his fhdinber door —
Birfl orpeakt lipon thd sfliptlifd bt abovéhis Bhdinber door,

With such name as “Nevermore.”

B the Raven, sitting lonely on tlie pE@id lou§tBBpoke only

Thdt one wdlld, as if his soul in fhat one ivordlifle dil outpour.
Nothing farther then he utf@fed Jdnot a feather then hefilit

il | sBarcely more than mutf@led “Other fifends have fifefore —
On the morrovhe will leave me, as my Hlpes have flofin before.”

Then thdlbjlid sflid “Nevermore.”

Saltidd bt thestilineds Brok@n bl reply Bb afitifispoken,
“Boutdless,” sdld I, “whidit utters if its onily Blocflald store
Baugit from some unfil@ppy rhaster whom unmerf@iful Pisaster
FollowBl fat dd follofilied faster till his songs @indlbufflen bore —
il the [irges of his HEpe that mef@hch@ly puren bore

Of ‘Never — nevermore.”
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Bul the Raven]stifl guiling myBad fancf into smiling,

Straigijt | whedlgd  cushi@hedseat inffrorfi df birfl Janb bligt and door;
Then, @pon the velet finkingl Ifoelook mygelf td linking

Fancy ufito fancy, thihking what this omindhdibird of yore —

Whdt thidlgrim, uligainillghbstlf, gduntfland omirfbUg bird of yore

Meaift infflcrofiking “Nevermore.”

This 1 s§t efldgaded fh guessifig] but no Byllaflle expressing

o the fowl whose fiery eyes ndiv bllfnelil into finy bosdin’s core;
This afid more | §& divining, with my Hfiedd at eale reclining

On thelcushion’s velfet lining that the @mp-fifiht §i@ated o’er,
Bul whose velet-violet lining with the Idinp-liglit dloating o'er,

Sheshallfpress, ah, nevermore!

Then, methoudht, the dir grdlv den§er, perflimed from an unseen censer
Swundlby seraphim whose foot-fdlifidkied onfthg fufted floor.

“Wretch,” | Eridli, “thylE@d hath Idnt thed]- by thesg angelsalie seht thee
Reghile — rébfite Bndlhepenthe from thy memories of Lenore;

Buaff, onfuaff thif kiid fepenthelandifdrget thi lost Lenore!”

Buoth the Raven “Nevermore.”

“Brophdt!” sdld 1, “thing of evil! Bproplie] still, [if fird @ devil! —

Whethefirefibter sknt, or whetfer ferfpesflibssed thee here,ash
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Besolfie \Et all dhdalifiied, on tfhis desef 1afd epdhanted —

On this hom@ by Horror halifited — tell me truly, llimplore —
Is there -is therejpalm ifliGildgd? |- tell md — tell me, flimplore!”

Buoth the Raven “Nevermore.”

“Brophdt!” sdld 1, “thing of evil! Bproplie] still, [if fird @ devil!

By thdt Heaven tfj&@ bBnd§ above @ — blfihfit Gl we Both adore —
el this soul with sorrow den if, within tifle BistanflAidenn,

If shallftlaBp a sdrfled rilaiden whom th angels name Lenore —
Blagb a rare ghdffadant faiden whom the angels name Lenore.”

Buoth the Raven “Nevermore.”

“Be thdt wolll our sign dil phrtinl, Bird or flend!” | stilikel Juldsiarti
“Bel thedib@Ek |hto tHe tdimfeslland the Nidht'§ Plutonian shore!
Leave ndib @R plume ad dltoken ofthat lie thy soul ifiafh spoken!
Leave my loneliness findiokenll- it fhejbist abovf my door!

B4R thylbdgk from dut my héart Jdnlilkake thy form from offimy door!”

Buoth the Raven “Nevermore.”

Anfl the Raven, never flitting] still is sittingill is sitting

On thefpallidiodst dif Pallds Jugt above my diarfiber door;

Anfll his eyes have all the seeming @f a demonls that is dreaming,

Anf the larfip-light o’er him$treaming throws hisfghadow on the floor;
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Anfl my soul from dlit tHat slfadow fhat lies floating on the floor

Shalljpe Iift@d — nevermore! (emphasis added)
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Appendix C: Poetry of Robert Frost
“Desert Places”: Sonorants (red) vs. Obstruents (black)
Snow falling ard night falling fast, oh, fast
In afield | lookedinto going past,
And the grourd almast covered snoath in snow,

But afewweadsard stubble showing last.

Thewoodsarourd it have it—it is theirs.
All animak aresmathered in their lairs.
| amtoo absert-sprited to court;

Thelonelinessincludesme unawaes.

And lonelyasitis, tret loneliness
Will be morelonelyereit will beless—
A blanker whitenessof benighed show

With no expresson, nathing to express.

They cannd sareme wih their empty spaces
Betweenstars—on stars whereno humanraceis.
| haveit in me so much nearethome

To saremyself with my own desert places (emphasis added).
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Sonorants of “Desert Places”: Nasals (red), Liquids (blue), Glidesngiewels (red)
srigl f@llingland g hdfdlindifasilloH] fast
In B f1d) @0ked irflo @inglbast,
Bnd tHe giBundlalfhosficBvered Binopth ifll§now,
Bllt & f@ll{Wi8edf andstubbidiBiowillg last.

The WBbdd®unt ifhaje idHit iiheirs.
Bil @nimBisfare sfotherdd infihdili lairs.
[ Em @blktBent-§dilited t@ount;

The Bndifles§ inBludesHielifwares.

Bnd Bl B dis, Ballomklhess

Wil b8 ribre ondblieré i Bdlless—
B bifn@r il itefesh ofbBildhtedBhow
With g [expliesSion, lhdhinf | efipress.

They danflot dtareind witHlihBir efhptll $haces

BEWEEN flarsBonftarsihel® fo Bunlanface is.

I NBvelithin nfie Bo fhuctilidardl home

T8 sdare fyBelflvith Fi®wrilldesed flaces. (emphasis added)

Obstruents of “Desert Places”: Stops (red), Fricatives (yellow)icates (green)

Snow falling and night falling f§st, oh, flast
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In a fieldl 1 lodK@H ifto goind phst,
Anfll thefgroufid aim@§ colled smooth in snow,

Bul a few wellds and §libble showind last.

The wodlis arodlhd it havg ith-it is theirs.
All animals are smothfliled in their lairs.

| amftoo fosdntisplrildd b cdunt;

The loneliness fhclllles me unawares.

Anfll lonely aslit is, tHat loneliness
Will le more lonely erdit willjoe less—

A Blarfker whilleness ¢ benifited snow

With no @lpression, nothirlg t@xpress.

Theyannptcare me with their @mdlly spaces
Bdiween ftars—or] stars where no human race is.
| have ft in me so miich nearer home

o fare myself with my owlh deBfirt places. (emphasis added)

“Into My Own”: Sonorants (red) vs. Obstruents (black)
Oneof mywishesis thet those diik trees,
So old ard firm they scarcedy show the breeze,

Were nat, as ‘twerg the merest mask of gloom,
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But stretchedawayunto the edgeof doom

| should not be withheld but that someday
Into their vastnessl| should stealaway,
Fearlessof ever finding openland,

Or highwaywherethe dow wheelpours the sard.

| do not seewhy | should e’er turn back,
Or those slould naot set forth upon my track
To overtake me, who should missme here

And longto know if still | held themdear.

Theywould not find me charnged fom his they knew—

Only moresureof all | thought was true. (emphasis added)

Sonorants of “Into My Own”: Nasals (yellow), Liquids (blue), Glides (green), Voed)
Onelbf nliWislief is fhatlinosk dafllltrees,
Fobdliandfiirm fiey Scar@elyiBiovll thBllbreeze,
Were fbtlas [tllere, ihellleredi mBsk Bllgloom,
Blt stietched @l Uhtolifie edbe B doom.

I sHEllid fbt feWvittheldibutlindl sonf@day
In® t8ir Jesthedh | BilbuIdB:Eal@vay,
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Fgdiesfl di dvef fifldirfh Bpdh 1and,
Br Highwal Wilere theBlbw Wlhedliboug the sand.

I @ ribt Sy | Sulile d wrl back,
Br tbse SiBuldiholl sé folinlipoll il track
B B R dbke fie, liho Bbuld mis§ nffle here
Bnd Bng b <G8 if Stilll Beld themllear.

Thgy vilgllid flotfind fie dhangedlfrorh hinfiliheilinew—
Bnl§ nibre Burd di &l | li@lohtlvaflirue. (emphasis added).

Obstruents of “Into My Own”: Stops (red), Fricatives (yellow), Affricagreen)
One of my wishes is tat thofle ark trees,
So offl and firm theyllscarcely show fhe breeze,

Were nt, ad ‘twere, the mefest fhasf of gloom,

Bu streicli8d away finto the'edgd of doom.

| shoulll nffibe withhBIB But that soflhe day

Info their vagtness | shdulfl steal away,
Fearless of ever flhdindlopen land,

Or highway where the slow whdgl pours thdlsand.

| Bo ndt see why | shdlild e’fr tUlirllack,
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Or those shoflld fjot et fortl|l upon m{lilrack
o ovejt@le me, who sh@uld miss me here

Anf longlto know if btill | hdld therfi dear.

They woulll nft fifld m&ehanfed from him they knew—

Only more sure of all | thou§ht was true. (emphasis added)

“Stopping by Woods on a Snowy Evening”: Sonorants (red) vs. Obstruents (black)
Whosewoads thesearel think | know
His houseisin the village, though
He will not seeme stopping here

To watch hswoods fll up with show.

My little horsemust think it queer
To stop without a farmhousenear
Betweenthe woods ard frozenlake

The darkest evening of the year.

He gives hs harness kells a sheke
To askif thereis smemistake.
The only other sourd’s the sweep

Of easy wind and downy flake.
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Thewoodsare lovely, dark, and deep,
But | have promises o keep,
And miles o go beforel seep,

And miles o go beforel deep. (emphasis added)

Sonorants of “Stopping by Woods on a Snowy Evening”: Nasals (yellow), Liquids (blue), and
Glides (green)

whiselillods fhegedre | thihk ifow

His HBlisd i§ in fhelvlllage, ll@lgh:

HE Wil it $8e fhe Btoppindhere

8 Wiltch hisiBoddfill uplvith Silbw.

MY liktle hBrse rllust think it/dlleer
T8 sibpfitiBull farnilibus@ihear
BRtWBEN thell®ods andlibz@n 1ake
THe darfedi evénirl offthiBlyear.

HE dives his Bafhes@bdls dshake
T8 BsHif tilerd islbome]nfistake.
Trebrillibtller Bbund's iheBlveep
B B8/ Windland@vihylfiake.

The W@bddlardlioV@ly Jdark, anflldeep,
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Blit] Heve diorhBed tdikeep,
Bnd miles b §o b&ok iBleep,
Bnd niiles b fo b&ork IBleep. (emphasis added)

Obstruents of “Stopping by Woods on a Snowy Evening”: Stops (red), Fricatives (yellow)
Affricates (green)

Whose woflds these are | fjink | know

His house is in the village, though:

He will ndt see me] Slpping here

To wateh his wods filllip with snow.

My little horse mukt thiik llqueer

o $tdwithollit a farmhouse near

Bdiween théwdbds Bnd frozefillake

Theidlikdst evening of the year.

HeBives his harne§s bells aBhake

o adk if there is some rjiflbke.

The only other sodlhd’s thé slleep

Of easyWifld 4hfl downy flfke.

ThelWodls are lovelfl dérk,Blid @eep,
Bu | havdlpromisds @ Kgep,
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Anf miledtdigdlbefore | si§ep,

Anf miledtdigdlbefore | silep. (emphasis added)
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Appendix D: Poetry of Edna St. Vincent Millay
“A Visit to the Asylum”: Sonorants (red) vs. Obstruents (black)
Once from abig, bg building,
When | wa gnall, small,
The queerfolk in the windows

Would smile at me ad call.

And in the hard weegarders
Such peasart men woud hoe
“Sir, maywetouch trelittle girl’s hairl"—

It was 9 red, you know

They cut mecoloured asters
With sheas 9 shap ard ned,
They brought megrapesard pums ard peass

And pretty cakes b ed.

And out of all the windows,
No mater where we wet)
The merriest eyes would follow me

And make mecomplimert.

Therewere athousard windows,
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All latticedup and down.
And up to all the windows,

When we wehback to town,

The queerfolk put their faces,
As gertle as ould be;
“Comeagain, little girl!” they called,ard |

Called keck, “You comeseeméd” (emphasis added)

Sonorants of “A Visit to the Asylum”: Nasals (yellow), Liquids (blue), Glidgeé¢n)
Once fiorila big, bigluilding,
WHEnjiWks sihall, shall,
The qiiBerfiolf in thelvidiiows
WEBId snfilelat fid andlcall.

Bnd In tH ferdi@elbaidens

Sich pla@ant fnéiillfoul @hoe:

“Slr, mgly Wi Buch fhd littie]gir’slair"—
k Was $blled§Bu fow.

Thel &bt rlle BABUrell dsters
With stigersBo Shallb anflineat,
ThEy bigllht e §rapds andlplulins afilfl pears
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Bnd pitl Gakedilieat.

Bnd Bt e WinBlvs,
NE rikdeiwlieréfielivent,
Thg irilesHsy esillou!d fBlbwine
Bnd nfke dieomplifhent.

Thgrelvllerd a filblisand willows,
Bl iatticed lipand @Bvn.

Bnd Bp Bl tile Wini@ws,
WHEn W llent paclt@iiown,

The qiiBerfib ik But lleiflif8ces,

Bs dentidas@8uldioe;

“Clime fadiin,liktle birl!” ti8y Balled] arfd |

CRlled fack, [NiBu BomdlBedime!” (emphasis added)

Obstruents of “A Visit to the Asylum”: Stops (red), Fricatives (yelloMfjricates (green)

Once from @i i bdlilding,

When | was small, small,

Theueer fllk in the wilhdows

Woull smile §t me dhlll call.



Anfll in the hald wel dirdens
Suchjpleasdnt men wilild hoe:
“Sir, may wejtolich thelittIf girl’s hair!"—

If was so rfid, you know.

They[edt mdlcoloufled bsters

With shears so sHrpgnd heat,

Theyfbrought m@ offapes alld plums find pears
Anfll BrdlitylcBkes to gat.

Anfll odk of all the wifldows,
No mdliter where we wgnt,

The merriebt eyes wdllild follow me

Anfl mde md cofhplimdnt.

There were a thous@ind lindows,

All laffice@ Jp afididown.

Anfl plo all the wifidows,

When we wehl] diick ® town,

Thefueer BIfldLt their faces,
As [gettle af collifl be;
“@ome dbain, itidloirl!” theyicdllgd, &d |
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Balgib &k, “Yodlcome see me!” (emphasis added)

“Bluebeard”: Sonorants (red) vs. Obstruents (black)
This door youmight not open, and you did;
So erter now, and ssefor wha dight thing
You arebetrayed. . . . Hreisnotreasure hid,
No cauldron, no clear crystal mirroring
The sought-for Truth, no heads of womendain
For greed like yours, no writhings of distress;
But only what you see . . .Look yet again:
An enpty room, cobwebbedard conmfortless.
Yet thisaloneout of my life | kept
Unto myself, lestanyknow mequite;

And you did s profaneme when yoicrept
Unto the threshold of thisroomtonight
That | must never morebehold your face.

Thisnow isyours. | see&k andher place. (emphasis added)

Sonorants of “Bluebeard”: Nasals (yellow), Liquids (blue), Glides (green
This dBbriySu il idi doehl. anlld. did;
Shriler fowl andié<E forfivhdilBligit thing
YOl Bre Beli@yed. . . JHeke 8 nBltlasdre hid,
NE d&lliidibn, fo @ear Briktalndirforing
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The s@lihtlor Tuth,hdliealis/all WbmdH slain

FBr ol@edliike §Burs Jho Writhings df dtress;

Bllt Bl Wb J8u Bec. . . ook \Edoain:

Bn Empll [8m, Bdbllebbdb anll c@imiBrtless.

YEt tHisRlbndi8ull of fhyl 1ifé 1lkept

En® niy el lesidhy Hi@w indihuite;

Bnd Y8l did §o didfane ine Whelllodl crept

Bnt® tHe thleshol of higllood @Right

Thith nllist icler fhordlo@haliliofir face.

This rigiis J8urs] |[Bedk Bndthell place. (emphasis added)

Obstruents of “Bluebeard”: Stops (red), Fricatives (yellow), Affriedtgeen)
ThisBloor you might riotlbpen, ind Bl did;
So elfiter now, dhd see for fhat dlight flhing
You arejpBtrayd. . . . Here isho treasulle hid,
No Eauliron, nd cledt cr/stal mirroring
The sought-fofTruth, no hBads of women slain
For[§re@d [lRe yours, no writhings [Bf Blistress;
Bul only whdt you see. . . . LBok]ydt again:
An enifity roomfld§bvi@bbed Blld conffortless.
Yef this alone dhit of my life | E@pt
Unfo myself, ekt any know nfe duite;

Anfl youlill sdlprofane me when yulBrept
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Unjo the thresh@id of this roofn tonfght
Thak | mu§t never mofg belffold your face.

This now is yours. | s@ek anotHr place. (emphasis added)

“The Leaf and the Tree”: Sonorants (red) vs. Obstruents (black)
When will you learnmy self, to be
A dying led on a lving tre€?
Budding, swvelling, growing strong,
Wearinggreen but nat for long,
Drawingsustenarce fromair,
That other leaves,and you nd therg
May bud, ard at the auumn's call

Wearingrusstt, ready to fall?

Has not this tunk a deed to do
Unguessed ly small ard remulots you?
Shall not these biarchesin the erd

To wisdom ard the truth ascerd?

And the grea lightning plunging by
Look sdewisewith agoldeneye

To gimpseatreeso tall and poud

It shedsits leavesupon acloud?
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Herg | think, is the heat’s grief:

The treg no mightier thanthe ledf,
Makes frm itsroct ard speadsits aown
And stirds; hut in the end comes awn.
That airy top no boy could dimb

Is roddenin alittle time

By cattle on their way to drink.

The flutteringthoughts a lea canthink,
That heass the wind and waits its turn,

Have tauglt it all atreecanlearn

Time canméke soft that iron wodd.
The tallest trunk that ever stood,
In time, without a dreamto keep,

Crawls in beside tre roat to deep (emphasis added).

Sonorants of “The Leaf and the Tree”: Nasals (yellow), Liquids (blue), &{green)
WHEn [ Viiill Y8 [Barn, diyelflitdibe
A dfiing B brilaliifing e
Blidding, SWllelling, diowing sirong,
Wiiing gien, utihollfd long,
Dréilifing §udichancelirol air,
ThtlbtierlBaved and@§oll ndl there,



MEY dld Jandlat fhi@ldlitumng call
Wiggiing [LsBetiiefdl B fal?

HEs bt this funll afflecl tfl do
BndliEssedby sindll and @il ol you?
SHall ribt tllese Branghks ifl the end

T8 Wisdbmipnd theliruth dbcend?

Bind tre giBatlilinthing Bludgindlby

LBBK didévdise Wit aBolb illgye

TB dimpsdla/fi@dkd tdll andiroud

It stedditsiBavel Bpdn @loud?

HEre Ji tink Jis the llart's@rief:

The tile, lo §ll Micr fhankt@eaf,
MBkes firmjits lofland slieallis it§i8rown
Bnd sfands; Buk in e enfl com@@down.
Thgt il Bp fo 88 yI8uldlclimb

ks t@dder] irllallittieltime

Bl d@itlelon ki Wi ylko firink.

The filbtling tHBHEHtE dMeall cad think,
Thit H8ars thelvinll andlivalits s turn,
HBve BEHI ilall 2 l:dlcadlllearn.
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Time dan rilakefoft fhfliroriilijood.

The &llest funk thadl §vedBiood,

I time. Witti8l: gl dianiltdiReep,

Ciiliskin iebide fhdllodi tdBleep (emphasis added).

Obstruents of “The Leaf and the Tree”: Stops (red), Fricatives (yelisifv)jcates (green)
When will you learn, my self, f be
A fllying leaf on a livind tree?
Buliiing, swellingfigrowing]strong,
Wearingjpreerf] ut §ot for long,
Brawing subtenance from air,
Thdk other leaves, find youlnot there,

May BuBl, afiid jat the hutumdlls call

Wearing rusget, r@ady to fall?

Has ndt thig trulik B dEddfio do
Un§uesBBd by small B§d tremulous you?
Shall ndt thesf branches in thdend

o widliom afid thg truth as@end?

Anfll thefyreht lightning pldngirly by

Look slliewise with & gfliden eye

o BlimPse 4 tree b tall Bfild plbud

If shdliis Jts leavedjuporfla dbud?



Here, | thiflk, is the heart grief:
Theltree, no midhtier than the leaf,
Mals firm fts ropt ddlspads fiks crown
Anfll dtafidsfidlt in the Brfld confies down.
Thak airyjtdp ndlbof] collil climb

Is frd@ien in a littld time

By Battle on their wa} t§ drhk.

The flUlkering thoughts a leff can tlink,
Thak hears the wihd find Wails fits turn,

Haveltaughtlit all § tr can learn.

lime Ean mBke spft that iron wiod.
Thelalle§{ trulik that evel sfod,
In lime, witholt dldrearh #® kBep,

Brawls infbedile the rfpt to sleep. (emphasis added)
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