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Teacher’s Introduction

Robert Browning’s poetry is an ideal choice for the AQA AS and A Level Language and Literature specifications (7706 and
7707). Browning dedicated much of his career to exploring how poetry can convey complex, conflicted poetic voices which
reveal characters who are often unaware of their true natures. For students, the anthology offers a rewarding range of forms
and voices, from the high drama of ‘Porphyria’s Lover’ and ‘My Last Duchess’ to the deep personal feelings of later poems
such as ‘Prospice’. Students of all abilities will find much to respond to, with enough complexity to challenge those aiming at
top grades, but the anthology is also accessible enough to allow less-advanced students to develop confident responses.

This study guide supports students preparing for the AQA AS and A Level Language and Literature specifications (7706 and
7707). It is a concise, readable guide to the selection of Robert Browning’s poems for the Views and Voices (AS) and Telling
Stories (A Level) papers.

This guide will support any scheme of work on Browning’s poetry, providing a thought-provoking discussion of each poem.
The focus is on the four core elements of the subject content: the presentation of time, the importance of place, how people
and their relationships are realised, and the presentation of events. In addition to this, each poem receives a Key Focus,
exploring a specific aspect of Browning’s poetic craft and language use in greater depth. Students are prompted to deeper
thinking about the poems and to make connections at more sophisticated levels when selecting poems to write about in
examination conditions. The guide covers the content of the AQA scheme of work on the Poetic Voices section of the
specifications.

The guide also includes sections on:

*  Browning’s life Always check the exam board

° Some literary and social contexts for Browning’s work website for new information,

e Browning’s style and voices including changes to the

e The key features of each poem specification and sample

e  Detailed analyses of each poem, with individual and group activities as well as | zssessment material.
discussion questions to open up the poems’ wider thematic concerns

° Advice on essay structure — AS

e  Advice on essay structure — A Level

e Aglossary of terms

e Suggestions for further reading

. Suggested answers to activities

How to use this resource

This guide can be used to help you prepare your own schemes of work, to set as preparatory reading before a lesson, or to
support homework and independent study. Students may find it helpful to have these notes to refer to when writing essays
as well as preparing for mock and public examinations. The detailed notes on each poem contain a ‘Key Focus’ section; the
aim of this is to explore a distinctive feature of the writing in that poem, and to open up a topic for discussion which could be
applied to other poems in the collection.

NB Comparative tasks are only suitable for the AS specification and have been indicated accordingly.
The extensive glossary will support students not only in their work on this unit, but in approaching any literary text they
encounter in the examination.

Eleven supporting audio recordings of the discussed poems are provided in MP3 format on the
ZigZag Education Support Files system, which can be accessed via zzed.uk/productsupport

These recordings can be copied onto a school network, providing this can only be accessed by students attend-
ing the purchasing institution.

Free Updates!

Register your email address to receive any future free updates* made to this re-
source or other English resources your school has purchased, and details of any
promotions for your subject.

* resulting from minor specification changes, suggestions from teachers
and peer reviews, or occasional errors reported by customers

Go to zzed.uk/freeupdates
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Student Introduction

‘Poetic Voices’ appears on the AS and A Level specifications. The same poems a
Below is a summary of the key details.

M I’k 9% ::f -

Specification Paper a S ‘/ Ti
o «iL)

AS 1 {Views and Voicee | 16127%) 45 m

A Level 1(Tellinz S0 & 25(10%) 45 m

g

o o A‘.:.: e.mam focus in your study of these poems is how Br
1‘199 A, you will explore the following:

e The pre..,-.rcé'tion of time in Browning’s poems: how speakers relate to thei

how speakers look forward to the future.

e  The importance of place: how speakers convey their sense-impressions of
express emotions and identities.

e How people and relationships are conveyed in poetry: use of physical desc
social class and gender, speech and thought, how speakers seek to manipu
themselves or a relationship.

e How events are presented: which events are stressed and which suppresse
other poetic techniques to convey a speaker’s sense-impression of the eve

Assessment Objectives
e AQ1: Apply concepts and methods from integrated linguistic and literary st
associated terminology and coherent written expression
o  This tests whether you can apply linguistica ! e y concepts and m
craft. You must use precise and relevan: i:' ".cotogy and express you
academic style. s B
e  AQ2: Analyse ways in wh = ﬁég.h,i.ﬂfg‘s”ére shaped in texts.
o  This tacts vi= "!‘.': ‘ow'tan demonstrate an understanding of a questi
at. sas°of relevant parts of the poems. You should be able to a

e AOQ4(AS 6;1Iy}: Explore connections across texts, informed by linguistic and
o  This tests whether you can make links between poems and explore wa
and different.

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 3

AdOD NOILO4dSNI

COPYRIGHT
PROTECTED

'9

)

Education




Methods of language analysis
In order to explain how Browning has created a distinctive voice for each speake
will need to refer to a range of different methods of language analysis. When yo
you have information for each of these:
1.

Key Terms
As you read this study guide you will find important terms are marked in bold. If
explained in the glossary at the back of the guide. A selec’ac"1 Jf important term
the end of the notes on that poem. .

Phonetics, phonology and prosodics: this concerns how Browning uses the s
he combines sounds across phrases (using techniques surh as alliteration a
uses poetic metre to stress certain words within 2.~ - 5 _ Browning’s use o
important in how he conveys feelings within (pu >+ ¢ Joice, and he frequen
combinations of sounds and strec -« /L . . re very distinctive.

Lexis and semantics: thP e e< N wotds for their meanings and connotati
language such ac.s t ey metaphor Browning’s dramatic lyrics and mon
figurat 17’ JU 13, ‘orten at a structural level.
Gramr! Mou“ words are combined to shape meanings. Pay close attention
pronouns, 'verb moods and voices, and sentence structures to express them
Pragmatics: how a speaker’s assumptions about a listener or reader shape t
Browning’s speakers are situated in settings where there is a ‘listener’ withi
and the speaker deliberately seeks to construct a version of themselves wh
Other speakers may not be talking to anyone in particular but their choices
others will react to what they say.

Discourse: how Browning uses forms of poetry to shape the effects of his p
he fits ideas into the poetic line: some speakers are very controlled, wherea
end of a line (enjambment) as their ideas spill out.

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 4
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Robert Browning - His Life, Work

In his biography of Browning, G K Chesterton wrote, ‘His work has the
mystery which belongs to the complex; his life the much greater mystery
which belongs to the simple.’* To many readers in his own time, Browning
was baffling, obscure and even unreadable, yet hewasa » . rkable poet
whose exploration of voices, subjectivity and psyr i @i f%ompiexity
went far beyond what had been attemnt ' . e /English literature.

Robert Browning was bo.o 0 wrwell in South London in 1812, the

same year ;ge¥er. . ¢ ‘ner was a clerk at the Bank of England and

his mother ‘;evbﬁtiy religious woman. He grew up in a home full of
books and in'®®®rsed himself in them, mastering five languages by the age

of 14. By 18, he had decided he would become a poet and ‘nothing else’,
though few early works achieved success. Paracelsus (1835) at least
attracted the attention of William Wordsworth, to whom Browning would
later address ‘The Lost Leader’. Browning’s fortunes reached their lowest
ebb when, following the failure of three plays, his long poem Sordello was
lampooned for being utterly unreadable. Thomas Carlyle commented that his wii:
was ‘a man, a city or a book’ and Sir Henry Jones remarked somewhat dryly tha
movement, the sudden exclamation made to convey a complex thought, the cr
antecedents, the elision of connecting relatives ... make it difficult to decipher’.

Browning refused to abandon ‘brilliancy, swiftness of movement [and] the sudd
complex thought’ and he enjoyed great success with his series of pamphlets call
published between 1841 and 1846. In these he creates ~i - rc itest dramatic lyri

‘The Laboratory’, ‘Johannes Agricola in Medita*'or “ar * * Ay Last Duchess’. Chest
a new field of poetry’, in which he pre- » te . -, » insatiable realism of passion’,

that Browning developed a for Tpc A_gk;fy'“iﬁj\};/hich he could dramatise the work

| v _tazabeth Barrett, already a widely read and admired po
was confine e =9 oul, dusty room by her domineering father, who was terrifie
house, but she and Browning married and escaped to ltaly, where they lived an
1861. While in Italy he published Men and Women, and in 1864, back in London
1889 and was buried alongside many of England’s greatest writers, in Poets’ Co
novelist Henry James, reflecting on Browning's life, wrote, ‘a good many writers
been entombed in the Abbey, but none of the odd ones have been so great and

1 http://gutenberg.net.au/ebooks12/1204401h.htm!
2 https://www.bartleby.com/223/0306.htm/!
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Four contexts
Queen Victoria came to the throne in 1835, just as Browning was trying to estab
scene, and he lived the rest of his life under her reign. It would be impossible to
every possible social and cultural context for Browning’s work in such a rich and
shall focus on four which are particularly relevant to Browning’s work.

Realism and social engagement
The dominant literary form of the nineteenth ~er ar, * s the novel, and writers
Gaskell used their work to address wk-t wc owr as ‘The Condition of Englan
to industrialisation led to milli-.. Vit 3 1 sfums, and the old rhythms of rural lif
machines growing rich “'Q, @ é?nplre Novelists’ depictions were often sho
misery in w; Ny ad to live. Browning's choices of subjects and settings
Régime — se P:ant from Dickens’ London, for example, but he used his verse
the corruption’ and blindness of those in positions of power.

Romanticism

Browning was eight when John Keats died, and he met Wordsworth as a young
when the influence of Romantic poets was still strongly felt. The Romantic move
such as Shelley and Byron, foregrounded lyrical expression and exploration of su
Shelley argued that a poet should be a ‘hierophant’; that is, a mystic who has th
feelings and experiences far greater than any normal person. Browning, howeve
writing, not seeking to escape the troubles of a world ‘where men sit and hear e
closely with characters who inhabit the darker corners of everyday life.

Victorian medievalism
The Victorians loved the Middle Ages; architects built in the 7 sthic style, self-co
medieval cathedrals in buildings such as the Houses e v ar._ent and the Natur

laureate, Tennyson, wrote long poems set ir *i = n ‘uoof Arthurian myth, evok
ideals of an age of chivalry and co“*" Ve A e Brownmg set many of his poe
recreate the medieval rom¢ . w N ed by other writers, but to use character

unusual, somo" 3

Formal inno

While Tennyson was looking back to the Middle Ages, other writers were experi
approaches to poetic form and subjects. Gerard Manley Hopkins created poetry
techniques of kenning and alliteration to create restless, energetic verse that ex
the natural world and his deep Roman Catholic faith. Christina Rossetti, on the o
experience and sexuality in provocative ways in poems such as ‘Goblin Market’.
be seen as part of the Victorian movement to challenge what a poem was, how
could write about.

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 6
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Poetic voice
In his preface to his early work, Sordello, Browning stated that, ‘my stress lay on
of a soul: little else is worth study’. The poem itself was a failure, attracting moc
unreadable complexity, but it helps understand Browning’s methods and craft a
‘developments’ can be read in two ways: firstly, in many of his poems, Browning
speaker grapples with a particular idea or problem; the other way of reading it is
mind has been shaped by experience. The first readin~ ‘= - -« ‘rounded in a text,
markers and syntax; the second reading is oft=n " apt >~ cxﬂd Browning uses iro
obsessions which have made the spe=' = 1, ¢ 5 ana'teel as they do.

Browning was an imeaiiy "*"‘*i%f"r _r 161 his choice of forms, and several poems in
vn . wsed the term ‘dramatic’ in the title of two of his books,
seeing the s eé\*“‘" g of the poem not merely as a ‘persona’, but as a figure in a dr,
audience. Browning borrows techniques from drama, in which the revelation of
the development of action (Shakespeare’s Hamlet is perhaps the most famous e
changes of topic and the evident attempt to manipulate a listener to sympathise
are all common in Browning’s monologues.

Many poems are directly addressed to a second-person listener — love poetry, fc
‘vou’ or ‘thee’ (as in Shakespeare’s ‘Shall | compare thee to a summer’s day?’). H
beyond this by placing the audience of the poem within its dramatic world. In ‘M
listener is an envoy sent to arrange the Duke’s marriage to the daughter of a cou
the speaker narrates the action through a series of imperatives to the poisoner.
‘Cristina’ and ‘Porphyria’s Lover’, the audience is not specified, and the drama a
inner thoughts of a deranged man.

To create the iltusion of natura! speech in his dramjf A ol _gues, Browning u

1o suggest the speaker i
feelings as they occur to him. In tbf‘ ,f, ler ,;nbs éﬁch as ‘Home Thoughts’ and
places less emphasis on ﬂ?‘? ; n ,q.aes employmg more conventional poetic

o B presents a cross-section of the different speakers and vo

This selecti JE=#E_-
career. Soma’é voices seem deeply personal, such as in ‘Home Thoughts’ an
‘Johannes Agracoia identifies the speaker as a real historical figure. Others use s
characteristics of certain historical periods, such as the cruel, sensuous aristocra

power-mad Duke of ‘My Last Duchess’.

Browning’s settings serve many different functions. In ‘Porphyria’s Lover’ the storm
pathetic fallacy which evokes the speaker’s madness. In ‘The Laboratory’, the pois
Gothic atmosphere of mystery and danger, while the wider historical setting of the
imagine a period associated with violence and sensuous excess. Poems set in speci
Duchess’, ‘Cristina’, ‘Johannes Agricola’) are not intended to represent those perio
but to draw on the reader’s associations of those periods as part of the way they in
thereby enable the reader to infer the comment on society and human nature whi

Time in Browning’s poetry is highly complex cte s ,4g':"be£Ween present, pa
few lines to convey the swirling currc-. < 5t 3 ;:..,aor?"and desire. Some poems in
imagined futures, such as whs t s+ 2.2 ("Prospice’) and the afterlife (‘De Gust

TL%@ 201 Ny ~"‘|'"é'ﬁhyson mastered the art of producing magnificent, h
poetry, Brov ,Jsed sound and rhyme very differently. Sometimes sound is f
particular mood or emotion occurring within the speaker, often using alliteratio
evoking a landscape, he uses sound iconicity to convey a rich sense of being in t
rhyme schemes is often significant, used to underscore the emotional crescendo
for example, or to give auditory support to the obsession and solipsism of ‘Porp

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 7
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The early twentieth-century scholar Sir Henry Jones’ comment on Sordello is wo
swiftness of movement, the sudden exclamation made to convey a complex tho
parenthetical antecedents, the elision of connecting relatives ... make it difficult
a reason to admire Browning’s achievements?

Browning's forms
Browning is widely regarded as the greatest writer of dra:. . monologues in th
term ‘dramatic monologue’ should not be appliecJ s 1 | * puems in this selecti
useful definition of the terms ‘dramatlr Foeh o 3ullys “dramatic lyric’ and ‘lyric’:
e  Dramatic monologue aceT b i v _.ormonodrama [in which] the speake
or she wishes to br ek fistener. The reader does not know whether

4 2e mmd of the speaker, and therefore the form allows

: a poem in which ‘there is no action, only the presentatlon of

of feeling. ... Browning introduces an ironical contrast between how the spe
the reader sees them.’
e lyric: a poem ‘in which a persona of the poet speaks, giving utterance to th

Key Terms

Diction an umbrella term to describe the lexical, phonological, syn
formal choices made by a poet in constructing a poem.

Discourse words and phrases that serve to structure a poem, indicat

markers place, for example, and also indicating the speaker’s perce
poem relate to one another.

Dramatic a poem which narrates a sequence of » ‘ents. The ‘dramat

monologue speaker’s position as a charp"’*t R ﬂn the narrative, usu

Elision the omission of Wo”‘s i :ic.' ,,,,, ould ordmarliy be included

Fragmentary sentencec K off or are otherwise incomplete.

syntax ¥

Frame , mctural device where the main narrative is book-ende

) “to the immediate subject matter of the story.

Gothic i literary genre associated with violence, death, the super

Imperative the mood of verbs used to give instructions.

Irony an effect created whereby the implied meaning of an utte

literal meaning of the words. In literary discourse it also ac
effect of a character’s utterances where the reader percei
the character intends them to be understood.

Pathetic fallacy a technique whereby the setting (and often the weather) i
character’s inner mood (e.g. if someone says ‘the leaves d
infer they were happy).

Rhyme the correspondence of sound at the end of lines of poetry
rhyme, where sounds are repeated wit! ‘;in a line, or pararh
identical sounds are employ‘-"‘ o

Second-person the ‘you’ ina poem o - e Nnere the listener become
listener fictional sce 14 ‘: <~ svem, rather than an imagined figur

por‘ g /,.
Sound ico, . seof sound to mirror meaning. This includes, but is n
Syntax ) "'fhe arrangement of words, clauses and phrases within an
Voice a broad term which describes not only the perspective ad

narrating an event (such as third- or first-person), but also

3 All examples taken from Kennedy and Hair, The Dramatic Imagination of Robert Browning, Colur;

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 8
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The poems

1.

10.

11.

‘My Last Duchess’ Set in Italy during the Renaissance in a grand ducal palac
is narrated by the Duke himself. He presents a portrait of his late wife and t
Browning creates a voice whose self-obsession and vanity blinds him to the
o Themes: power, pride, love, relationships, art, honesty and dishonesty

‘The Lost Leader’ The poem presents a speaker who fe ! ‘betrayed by their

’

course of a conflict. It was inspired by Browni~ 7 1 : ffﬁg_, of anger at Word
cause in British politics, but the poer~ 3~ 1s : - Micitly referring to any actu
o Themes: relationships. r_ . 4 . | f iedngs, art, politics, power, turning p

‘The Laboratorv’ £y + € woman plans the murder of a love rival in e
i es 1 3 .of the use of time in shifting between the speaker narr
presen W giemories of the past as well as desires for the future.
es: love, revenge, power, sensuality, death, class

‘Cristina’ The speaker is a man who fell in love with an aristocratic woman,
advances, he believes that, at least for a moment, she shared his feelings. T
Browning'’s favourite motifs, that of the lover whose obsession is so powerf
beloved —in this case, the speaker thinks he possesses Cristina’s soul for ev
o Themes: obsession, love, powerful feelings, delusion, power, men and

‘Johannes Agricola in Meditation’ The speaker in this monologue is a Germ
that God had decided at the moment he created the universe which people
hell. He thinks he is one of the chosen, and as such could commit the vilest
paradise.

o Themes: power, pride, God, beliefs

‘Porphyria’s Lover’ One of Browning’s most famous =, ~ 1s where a man w
lover to slip away from the aristocratic world .4 ne _;,.jalw inhabits. Becaus
thence, he kills her in order to keeo . ;h I forever. A little like “Cristi
line between romantic dew el ‘,erous obsession.

o Themes: 1ove T 1 ‘and women, class, powerful feelings

" ht Y fmm Abroad’ This is a paean to England, drawing on the
@ voyage to Italy. It is an evocative lyric, expressing feelings of
English countrySIde in springtime.

o Themes: place, longing, powerful feelings, nature

~’L

‘Meeting at Night’ This short lyric relates the story of a lover journeying to
lonely farmhouse. The poem is notable for the way Browning narrates the a
and for the richness of the poem’s sonic palette.

o Themes: love, place, journeys, men and women

‘Parting at Morning’ The companion piece to ‘Meeting at Night’, this shifts
woman in the relationship. It is distinctive for being even more concise than
remarkably rich visual impression in only four lines.
o Themes: nature, love, men and women

‘De Gustibus—’ The title refers to a Latin ma¥'m w xvi i fuli means rough
taste.” The speaker addresses the first <~ 73 ‘h ‘s friend, who, he thinks, w
death. His ghost, however, w'“ slin i .2 Romantic landscape of Italy.
o Themes: death e = itz waly, England men and women, desire

‘Prospj 11 e oy lmaglnes death and states he has nothing to fear of
. o 3
rejectic Bl ‘and refusal to turn away from destiny.

o Themes. death, life, powerful feelings

-.of‘

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 9
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1. My Last Duchess

The Duke of Ferrara is planning to remarry the daughter of a wealthy ¢
wife but also a sizeable dowry (a sum paid by the bric- 5 parents to the
envoy to the Duke, who takes him into an uncts .. da aber in order to
money. The main part of the poem tell= i 1e ‘tr: ;-of an unhappy marria
beautiful young woman. He im=":» ‘s ¢ v.as unfaithful to him and com
enough gratitude to hihj + the st of a nine-hundred-years-old-name
for havmcr hermrrno » &

Form :
The poem is a dramatic monologue, a single, unbroken speech where :l::'r‘:u
Browning’s interest is less in narrative action than in using language to brief
reveal the character of the speaker. It is typical of the genre in its use Place
of irony: precisely those features of language which the speaker for di
thinks make him seem powerful and authoritative are those which of an
reveal his underlying weakness and vanity. It is written in rhyming Peop
couplets of iambic pentameter. chara
envoy
Structure SZ':;
The poem hegins with the Duke inviting the listener (of whom more Event
later) to admire the portrait of his ‘last Duchess’, painted by a famous in this
artist (Fra Pandolf — see Setting). He appears to be answe '+, 5 insecu
question about a peculiar quality of the Duchess’s e ne ; _glahce’ I
(see line 13 — ‘not the first / Are you to Duging ‘;‘a:m.»rhug.’) In lines 13-21 he off
portrait sitting itself, where he g R .che painter’s flirtatious remarks “call
Duchess’ cheek’. From 'r .5 4 s « uie Duke lists his complaints about the Duch
letting her ‘g ,where' In his view she failed to distinguish between

favour’ and &Q{,oa hundred -years-old name’ and inconsequential trifles such as
beautiful sun‘_t' "Halfway through line 34 he breaks off his narrative and begins
ordering her death, saying he refuses to ‘stoop’ to the level of chiding his wife.
infidelity in line 44 and then states that he ‘gave commands; / Then all smiles st
argue this may imply he bundled his wife off to a nunnery, but the most likely e
killed. The poem concludes with an abrupt shift back to the present matter of fi
Duke’s next marriage to the Count’s daughter. In lines 49-53 the Duke sets app
munificence’ (reputation for generosity), though he claims his chief motivation i
not the fortune she will bring him. The final four lines see the two characters le
return to the public world in the chamber below, and the Duke draws the envoy
statue, ‘cast in bronze’.

There is a certain irony to the structure of the poem, whick ™ alf resembles a p
the beginning and end frame the image of the Duf.“ 251 j§ei,~: The frame contr

achieving what the Duke could not whlle f‘*e j 15 el

Identity FT 4
In this dram 101 Ly e Brownmg seeks to create a believable character, an
and lexical ! ‘ s of natural speech.

e Deixis: trié poem begins with a deictic expression, ‘That’s my last Duchess
the poem in the world of natural speech. ‘That’s’ is only meaningful if we i
painting. Deictic utterances are a form of shorthand, especially in spoken la
them meaningful. The poem is full of such remarks.

e Pauses: the dashes in lines 22, 31, 32 and 36 suggest the Duke is pausing, a
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e  The Duke uses parataxis (placing short, independent clauses next to each
authority; see lines 2—4:
I call
That piece a wonder, now: Fra Pandolf’s hands
Worked busily a day, and there she stands

The compression of narrative time is emphasised by th=-2uke reducing th
technical function through the use of metonyr“v » ds :A,tanding for the

e Rhythm and pace: Browning creates the i 1p se ooy of the Duke changing
phrase lengths. The parenthesizi! ﬁtéx}.,’;—iﬂ lmplles a slowing down in th
asserting his control of .0 . vt .tand his power over the listener.

e Emphasicg fii: - %v .1 pronouns: the poem uses first-person pronouns

o0 ‘ﬂ"e _mnes and ‘mine’ once, all emphasising the Duke’s self-cen

. ’Holdingﬂjoor through the use of enjambment. Note how few lines in
implying continuous speech, impeding any interjection from the listener.

e  Concrete nouns predominate in this poem, emphasising the Duke’s mater
varies is in lines 49-53, where the Duke’s evasiveness is underscored thro
‘munificence’ and ‘pretence’.

e  Repetition: the Duke repeats some terms in deliberately emphatic style, a
irony (see below). Some important examples include:

‘Spot of joy’ — note the juxtaposition of ‘spot’, connoting sickness and

o  ‘Smile’ (also ‘smiles’ and ‘smiled’)

o  ‘Stoop’ (also ‘stooping’) twice

o  ‘Fra Pandolf’ (three times)

o

The Duke’s lexis is marked by a surprising lack of moda!ity the only modal verb
at the end of the poem as the Duke asserts his authori* “he listener. Whe
pretence of [his] for dowry will be disallowed’ th eb -+ f.dc modallty conveys
future. The absence of modality from *3 100 . Zthe Duke s account is part of h
disinterested and impersonal Pt SJU A_‘:_g?,ment of the Duchess’s behaviour. How
modality, based onthe 7 efn of expressions of desire for control, orde
ié}gw audlence
This poem is iTTiportant in the collection for the way the reader is invited to imagine t
and it raises chilling questions about our complicity in the possibility of another youn

The pragmatics of the Duke’s speech are revealing, and face is central to the D
He does everything he can to avoid face-threatening acts which might diminish
eyes. For example, by distancing himself from the murder — he ‘gave command
he had her killed — he asserts his agency and avoids the taboo of murder. On th
narrative with threats to the listener’s face: he instructs the envoy to sit and re
‘stranger’ (7), both of which affect the envoy’s negative face.

Key Focus - irony
Essential to any discussion of this poem is Browning’s use ~*! pny. The Duke co
yet the impression he makes is of a weak, insecure 'z ar fj"'

e The Duke's choice of lexis is Slgan,.” ¢ hetsatsan abstract concept a
complains that the DUChP - *u g”rateful for the ‘gift’ of his noble
betrays his innatr = - .m%

pett¥ ..

e  The Duke repeatedly tries to imply his wife was unfaithful, drawing on
joy’ (suggestive not only of the flush of sexual arousal but also the sym

her ‘smile’. Yet none of these are evidence that she was actually unfait
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e The Duke even keeps a portrait hidden behind curtains, as if he is afrai
after her death’. His pride in the verb phrase ‘l have drawn’ belies the f

e When the Duke shifts the conversation to the subject of money, his reg
he narrates how and why he had his wife killed (lines 35—-47) the lexis i
frequently very short, usually with at least two in each line. However, f
the Duke speaks in much more elevated lexis, drawing on Latinate voc
structures to project an aura of controlled calm b« . 50 suggesting he
spontaneously, but instead falling back o 4. 3h  rsed performance. Y
undermines him: the return of s'.i, . . onuiéte nouns in line 53 (‘self’,
fascination with a woreat 50 (ol

(2 \ es the setting of an Italian Renaissance castle in two ways. H
2
% a city in north-east Italy, which is strongly associated with the a

name Ferraru i
power of the end of the sixteenth century. He refers to two artists in the poem
Innsbruck. Both are fictional, but their names recall real artists of the period, su
Lippi (‘Fra’ is the Italian for ‘brother’, indicating that these artists were membe
Renaissance was a time when art flourished across Europe, and powerful men
their homes and churches with monumental artworks intended to impress and
seems that Alfonso Il d’Este, Duke of Ferrara from 1533—1597, was the inspirat
purpose of this setting is not to deal with a specific historical figure. Rather, it is
the nature of power, and the role art plays in supporting and undermining pow

The setting is also significant in supporting the poem’s irony. The final statue, a b
horse” may seem to the Duke to be an apt representation of an overwhelmingly

own might. However, a seahorse is a tiny, harmless creature, which to tame is ne

_y-he ‘puts by’ the cur

The Duke uses the painting to stage a drama f-rt &7 /

the tale begins. The Duke acts as the 77 ¢, - thedrama, as Shaw puts it, to

Lo

domestic life in the form most fer A_gj T his producer’s ego’.* Part of the iron
the way he handles tha ;= _tné tale, compressing narrative time so much
bn JuoKer is emphasised by the Duke reminding him he is a
v es has dramatic intentions: he ‘said / Frd Pandolf by design’ (
calculated the'effect of this illustrious name. The Duke is willing to break a cent
politeness — Grice’s maxim of quality, whereby participants in a conversation e
from the other speaker. Where one speaker admits to a specific strategy, the m
assert his power more strongly.

Lastly, deixis functions to establish the geography of the castle, as the Duke us
and ‘down’ (54), reminding the listener that the Duke considers himself above
exists in an unreality of his own construction.

There is another aspect to the narrative space of the poem, which is that Brow
alien and other to his expected readership, but still uncomfortably close to hom
Ferrara is home, to an English reader in Browning's time. ". « s both very dista
hand, it represents a far-off land, and a barbarnu' <. ‘an/, :alhlch treated huma
but on the other, the ideals of Renaisqﬂr h o weed “held up as being noble an
in London, founded 20 years befc v t: R g wrote the poem, prized art such
This lends the voice bot's “ ¢ “isudnce and an unsettling immediacy.

The poem has a frame narrative in the present around the main narrative in th
Duke offers few discourse markers to help the envoy understand the progressi
Browning wants to imply the Duke has a fairly shaky grasp of the facts himself.

4 Shaw, W David, The Dialectical Temper, Cornell, 1968, 94
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most of the poem is narrated in the simple past tense, but in line 35 the Duke i
criticisms to his wife, and he shifts to the subjunctive, building up an extended c¢
skill ... which | have not ... and if she let herself be lessoned ... even then there

Sound

The poem’s rhyming couplets are often subordinated to the enjambment, crea
poem should be read. The Duke’s discussion of the do - :Stable for the pre
evoking the slipperiness of his untrustworthv rio 4l r. ~ puss at this point. Mor
displays phonological patternmg abses’ r0 oo 2 rest of the poem: the alliterat
‘munificence’ {49), /p/ in ‘arc . é"h‘ﬁ . ene”nse (50) and /d/ in ‘dowry’ and ‘di
has been prepared iy 0 S the implied internal rhyme of ‘fair’ and ‘self
| fo ,J,;Sn‘é{/'.

KeY Terms

Abstract and abstract nouns refer to ideas and concepts; concrete no

concrete nouns can be experienced directly through the senses.

Deixis lexis whose meaning depends wholly on the context —e.
uttered, e.g. ‘Look at that man over there’ (where ‘over
spatial context of the utterance).

Maxim of quality the rule of conversation whereby each participant assum

Narrative time the speed at which the reader perceives time passing in
compressed, so the reader feels that time is passing ve
reader feels time has slowed down or even stopped.

Parataxis placing short, independent clauses next to each other.

Register the lexical and phonological mark- Jr formality. In E
typically is a marker for hi ..z re : sterlanguage.

Comprehencm

is '} uke spec:kmg to the envoy?

@}C o is the conversation taking place?

weat gifts did the Duke give his wife? What gifts did others give h
What is implied by the Duke’s statement, ‘I gave commands / And a
Which god is represented on the statue pointed out by the Duke at

1.
2.
3.
4.
5.

& Individual Activities

1. Identify five deictic utterances from this poem and ‘fill in’ the inform

2. Compare the effect of the different pauses in the poem. How do the
state? Are there any other parts of the poem where Browning implie
dash?

3. Imagine you are the envoy reporting back to the Count, who wishes t¢
Duke’s trustworthiness. In your report you should comment on the Du
may give cause for doubts about his character.

4. Research pictures of the interior of the Castell~ T- 2nse in Ferrara.
display on the walls and ceilings? How !z =5 +in.arior contrast wit
to your understanding of Brown! = 5 ¢ ' acifs on the function of art

5. Is Grice’s maximof qun'’ ;1 e 4y maxim which the Duke breaks?

~ 'G“x 2an maxims.

6. . = ¢ _where the Duke seeks to protect his own face i
vzf ly 2 .kanterns motivating his speech at that point.
7. °g;\on example of where the Duke’s speech threatens the envoy’s n

g0
s fhrec'renmg What does your revised version reveal about the D

8. AS only: Compare how Browning uses domestic settings to create a
Duchess’ and ‘Porphyria’s Lover’.

9. A Level only: Examine the ways that Browning presents power in th
collection.
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% Group Activities
1. Read the poem in pairs. The first time through, read line by line. The

mark to punctuation mark. The final time read it sentence by sentenc
you notice and what different ideas are suggested?

2. Which parts of the Duke’s speech seem to have been prepared in a
spontaneous, and how does Browning’s use of language convey this?
statements which betray o momentary loss of co"f ai or the operatio
strategy. ;

3.  Where do you think the Duke beg'as 5 Iﬁ : n'rroi of his narrative?
possnble answers o thls i i 4 dlscuss how Browning’s use of |

N dcrezia de Medici by Bronzino (reproduced
,.ause convey The |mqge she wants 1o project.

m;d the other for the specker in ‘Prospice’.

Q Discussion Questions
1.  Why do we have art in our homes and our public buildings? Are eve

2. How do you judge the quality of a work of art? How do you judge
its value? Are they necessarily the same?

3. Is the job of the artist to be truthful or to produce something
beautiful?

4. Does knowing that a work of art was created on commission (i.e.
the artist had to create a piece for a specific person and
representing a specific subject) change how you view it?

5. How has Browning used his poem to engage with the questions
above?

Connections
e QObsession and arrogance: Joh‘ i
Murder: The Labora’rc :

A e e, Porphyna s Lover’
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2. The Lost Leader

Alittle context is needed to make sense of this poem. William Wordswort
of the Romantic movement in Britain, as famous # .- . s radical politics
ported the French Revolution, rejected conv. u; m ,hﬂstlamty and cha
as he grew older, he turned away f1 Ozt el > éral views and supported
ing, and a great many young »..« s .2’ /was deeply troubling: Wordswort
- sgaing in his Lyrical Ballads that it shou
guage of nogamai - 7 L_g chat poets should engage with society, not ret
Brownir’ 77? 5.5 the shock and anger felt by the poets of his generatio
had turnd w‘d\ back on them. However, it should not simply be read as a
Browning takes care to anonymise the ‘leader’ so that the poem expresse

end of the eighteentb -« -

i)

s

Another note of context is that Browning was living through a period of
France had undergone a decade of revolutionary turmoil from 1789—-17
ing agitation for unity, justice and freedom following the Hambach Fes
drawing on this sentiment in ‘The Lost Leader’, which he wrote in 1845,

Form

The poem is arranged in two stanzas of dactylic tetrameter, each
16 lines long. Lines 1-8 of the first stanza are rhymed ABABCDCD,
but for the remainder of the stanza only alternate lines are
rhymed, perhaps to avoid the poem sounding unnatural due to an
excessively burdensome rhyme scheme. Only the first for- . s5 of
the second stanza are rhymed ABAB, the rest rhyr i %, 7, etc.

)

Structure -
The poem begins witha.« ¢ “ o L.
leader who ‘el . . 1 tis followers he has been corrupted

atlractlon of ‘ribbons’ to wear showing his

social prestic®rom line 7 the speaker turns to the behaviour of
the followers, stressing their self-sacrifice and poverty, and
emphasising the sense of loss they feel that they are no longer safe
in his ‘magnificent eye’. Lines 13—14 list famous poets of English
literary history who would, according to the speaker, have
supported their cause, and the stanza ends with two military
metaphors: the leader no longer leads, but has fallen to the back of
the march of progress, now no better than a ‘slave’.

The second stanza begins with a series of statements of intent,
where the speaker motivates his audience to believe they can still
‘march o’ and continue the fight. He contrasts their aspiraticas to
the leader, who now tells people to ‘crouch’ {i.e. bow st
authority). Lines 22-24 has the speaker artic'ti te Aic . Jef at the
failure of the leader to make the me~".s hi ;é‘]';lu.,.»i‘_‘nt'iﬂihi a path is left
‘untrod’ and instead devils i - h’ 2 : cofrupting a once-good man.
Lines 25-29 mzzk a h 2 \, a/t(mce as the speaker rejects the
‘ returmng to his followers, fearing the
‘doubt hesitation and pain” which they would feel .

if he came back. Lme 30 is highly elliptical, and consequently hard to 7
decipher, but it is a challenge directed to the leader, daring him to risk

fighting against their courage before they, united, defeat him alone. The final tw
redemption, the possibility that the leader will have understood his errors and,
followers in heaven.
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Voice and identity
This poem self-consciously evokes the rhetorical power of the great speeches of
seek to reproduce the effects of spontaneous speech, but to convey something
addressing a crowd of his supporters. Notable stylistic features include:
e Insistent use of alliteration as an emphatic device
e  Parallelisms and antitheses. The poem relieson a great n‘any pairs of contr
implies a particular rhetorical point:
o ‘Found the one gift of which forture e Sty L"‘ost aII the others she
that the Leader has found v h L _zh Fortune never gave to his foll
gifts his followers 72 'ef /! e ‘the religious connotations of ‘devote’
o thev that H ol ‘ 'to y:ve doled him out silver’ drawing on the differe
L, > atter suggesting charity and pity, as well as a rather imp
a

o ‘still bzddmg crouch whom the rest bade aspire’ {20}, juxtaposing the la
the revolutionary spirit of ‘aspire’.
o  ‘One more devils’-triumph and sorrow for angels’ (23) juxtaposing ‘triu
o  ‘the glimmer of twilight, / Never glad confident morning again.” (28-29
connotations of the two metaphors, one for despair, the other for joy.
e  Allusions to biblical and classical literature
o  The ‘handful of silver’ (1) alludes to the story of Judas, who betrayed C
silver. The implication is that the Leader has sold his soul for the bases
o The ‘lyre’ in line 18 alludes to the tradition of poets in ancient Greece a
accompanying themselves on a small harp called a lyre
o Line 21 {‘Blot out his name, then, record one lost soul more’) draws he
this sense means ‘erase’, and it is common in the Bible in prayers as a
something painful, such as the memory of past il cf Psalms 69:28).
dynamic verbs marks this as the climax = . ¢ ¢ <
e Appeals to authormes such as Shnk i 5 A

f_éuc y:
adouung these names in support of the argument,

e  Personification of concepts such as Fortune (3) as a woman.
e  Use of imperatives in lines 29—30 as a call to action: ‘strike’, ‘menace’ (in th
e The whole task is framed in biblical and religious terms, as if this transcend
e  Where the speaker uses repetition it is for rhetorical effect, with the poem’

anaphora of ‘one more’ repeated five times in three lines (22-24).

Viewpoint and people

As is typical of many persuasive speeches, the grammar in this speech makes ca
the audience’s reaction. The Leader himself is not named, only referred to as ‘he
allows Browning to make this poem about more than just his swn experiences o
Wordsworth’s political apostasy. It also dramatises a <l = o fjwhere the audien
speaker is talking about without the speaker net ns' Aame names, creating a
understanding based on the assump*’ ~¢h 12 reader will share the speaker’s
the first-person plural ‘We’ *th . 3ho 1t evokmg the fraternity and unity of the
speaker also refars to.n ‘ ar..ed ’they (third-person plural) in the early partc
implication 'Z‘l%g a0 oup of powen‘ul wealthy individuals have corrupted Wor
and silver, w {ls ongmal followers had only copper. The effect is to create a
tool when trvlng to urge others to action, as having scmeone {or something) to f:
rise up. However, leaving the enemy unnamed makes them seem more powerfu
The poem, therefore, serves a dual illocutionary purpose: it is at once an accoun
and his followers and also a call to arms to continue the fight even after the lead
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Key Focus - metonymy

Browning makes frequent use of metonymy in his semantic choices in this poe

ideas concisely in order to sustain the pace of the poem, and secondly because

particular ideas.

e  ‘riband to stick on his coat’ (2) — ‘riband’ is a metonym for an honour best

e ‘copper’ is a metonym for low-value coins (the writer cot'!d have said ‘pen

e  ‘mild and magnificent eye’ (10) — ‘eye’ is a metor ,.> 1 1e Leader himsel
watched and cared for which the speaknr ‘ec s+, have lost.

* ‘thevanand the freemen ..rea> .y 't & s, aves’ (15 16}; all metonyms for
‘vanguard’, the small fo-- r‘x ivrs who go ahead of an army to scout t

sense that this poem expresses universal values: the rejection of slavery and ab
justice and the rejection of corruption.

Time

Lines 1-9 are all in the simple past, and the bluntness of ‘left’ (1) emphasises t
experienced by the speaker when the leader rejected his followers. At line 9 th
(‘We that had loved him), which indicates a now-finished period of time and cr
movement through the use of asyndeton. The stanza concludes in the present, ¢
and isolation as he ‘sinks to the rear and the slaves’. The second stanza looks to
of boulomaic modal auxiliaries in lines 17-19: ‘We shall march’ ... ‘songs may i
(note, too, the introduction of the passive voice in ‘will be done’, implying an in
progress). Having set up a vision of the future, the mood shift- to the imperativ
‘record’. This continues through to the end, as the Sl f}gines the possib
Leader rediscovering his true allegtances in fht d( )n .,,..-i‘oda| construction ‘let

Sound and prosodv 0

speaker to buﬁd to a climax in each line. Some lines include an extra weak sylla
poem’s chief rhetorical effects is achieved through the use of caesura, such as i
disrupts the rhythm of the line and creates the impression of defiant anger.

Lastly, the poem is rich in alliteration, often used for almost theatrical effect. L
and ‘give’ as a contrast to the negative connotations of ‘doled’. It also serves to
his eye is ‘mild” and ‘magnificent’ (10), conveying a gentleness to balance his im

Key Terms
Allusion a reference to a well-known story or idea.
Appeal to authority  adding weight to your argun"“* o ’Qggesting afamo
same beliefsasyou. .. 7" | > 2
Asyndeton omitting corl v <1 5 ucn"as and between clauses.

cm 50t of four groups of three syllables, the

Dactylic tetrameter ~ each '
o ’rollowmg two weak.

Epistroph 'ng . rhetoncal technique where successive clauses end i
s 1
Metonym @\,@ the use of a small part of a larger object to represent

a prisoner might be ‘behind bars’, where the bars are
whole.

Rhetoric the art of using language to sway an audience, often a
devices such as anaphora and pathos.
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Comprehension Questions
What, in the speaker’s view, motivated the lost leader to abandon his

Who are ‘They’, referred to in line 52

What was the ‘great language’ (11) which the Leader’s followers lea
What is the ‘van’ in line 15%

Put line 19 into your own words.

Why does the specker believe another soul has »u2n ‘lost’ (line 21)2
Why does the specker refuse to let the le .~ e “rn to his former fo

NOoOhwN -~

& individual Activities

1. Research Worj' i

wozalow s
his \|ecnon of radicalisme
2 ch Milton, Burns and Shelley. Why do you think the speaker ref
Ciioose an example of colour imagery in this poem and discuss the co
colour and how it conveys an aspect of the speaker’s consciousness.
Choose a point in the poem where Browning interrupts the metre. Wh
Identify one example of epistrophe or anaphora in this poem which ¢
feeling. Write a paragraph explaining how Browning achieves this ef
6. AS only: Compare how Browning presents powerful feelings in this p
7. A Level only: Examine how Browning conveys feelings of loss in this p
collection.

wn

o

% Group Activities
1. Practise scansion by annotating stresses: a line drawn above a syllabl

foot; ~ indicates a weak foot. Compare it to another Browning poem,
Last Duchess’, and discuss the different effects created by Browning'’s
2. ‘Which matters more: sound or imagery? In pairs, c’ :bate which is mor
phonology or visual imagery and connofcf Nk
3. Read the poem in pairs, changmﬁ T30 er , ech éoniuncfion. What d
and effects? = W
4, AS only: With a P it cx, c w.que the endmg of thss poem (begmnmg
endmg of P* ot

AdOD NOILO4dSNI

Q Dlscw.ﬂon Questions
1. Has Browning made the poem’s effect more or less powerful by remo

Wordsworth?
2. How convincing do you find the speaker’s message in the poem? Is thi
desperate attempt to hold on to something slipping away?
Discuss the view that this is one of Browning’s ‘best known, if not actua
Where are all the women in this poem? Does it matter to you that the
Does the language of this poem seem spontaneous or pre-planned? R
your answer.
6. This poem is both visually and aurally powerful, but which is most effe
ideas?
7. Discuss a modern political, social or literary context where a speaker
poem. ;

I ol
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‘Los woacness’
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3. The Laboratory

A woman is planning to murder her love rival, so she visits the secret labo
makes the poison for her, she recounts the events w‘" nave driven her t
describes her fantasies of using the p01son or

Form
This is a drs o m. s
2§
as ‘Johannel e ,.Jla and ’My Last Duchess’, it is set out in

twelve stanzas. The division of the stanzas helps delineate the
speaker’s changing thoughts.

addresses
Style relationshi

The prosodics of the poem make some attempt to mimic natural

speech here, including some use of deixis. The poem requires the
reader to do a good deal of work inferring the events whichhave L~
led up to this moment, as well as the relationships between the characters of th
provocative but deliberately hazy sketch of events outside the poisoner’s labora
within the room is full of rich, sensuous detail. In this poem, Browning achieves
intensity {in linguistics, ‘intensity’ describes the extent to which a speaker’s use
that deviates from neutrality).

Events: re
imagined

The use of deixis in the poem helps contribute to * .« ‘an tlc quailty, creating a
a physical environment. For example ve‘ ok ’o ...... call (36} suggests she is hol
examining it.

journey taking place within the laboratory and without.
The first stanza establishes the scene in the laboratory
as the speaker helps the poisoner into his protective
mask and gown. The second stanza sets up two new
characters, only referred to as ‘he’ and ‘her’, but the
generic conventions of discourses of love rivalries make
the statement ‘he is with her’ far more meaningful than
the simple monosyllabic lexis denotes. The third and
fourth stanzas focus chiefly on the laboratory itself,
though the speaker’s thoughts drift back to the world of
the royal court for a moment. In the fifth and sixth
stanzas, the speaker imagines the future, picturing the
power she would possess carrying ‘pure death in *
earring, a casket...” (19). From this pom+ <
present action and future fant>n o, Yo _acre and
more closely blended. c5:a ;" %) uopment inthe
manufactur, o S g prompts another
exclamatior 1&3\ :he speaker The final stanza of the
poem returni™t to the present, as the speaker offers to
pay the poisoner with both gold and her own body.

Madame de Br
poisoning her brot
a source
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Viewpoint and characters

The speaker is a woman (one of only two female narrators in this collection), a
interesting questions about gender and gendered language in this poem. The i
murder is particularly shocking because of the cultural expectations of feminini
The speaker’s obsessive character is emphasised throughout the poem. The se
constructed of very simple lexis, but the repetition of ‘know’ in ‘they know that
even a delight in her plans. However, the repetition of "> - i ‘n line 8 changes
defensive and truculent as Browning unfolds a sir fle ; across a series of inc
they laugh at me having fled... ( ) istto ae s -yt Brownmg breaks it into three
repetition of a word (s:mllar e dl; ‘Usisin ‘rhetorical language, but fulfilling
simple sentence ‘I are b7 _.«udes the stanza with a boldness contained wi
‘here’. e

A significant element of this poem is the speaker’s dual existence in a real worl
through deontic modality in lines such as ‘Elise, with her head / And her breast
should drop dead!” (24). The necessity of Elise’s death to restore the speaker’s

drives the overwhelming desire to commit murder.

Key Focus - sensuality and sex
This poem is striking in the ways Browning creates a distinctively ‘female’ voice
this is not a realistic voice for a woman, but that Browning emphasises certain
associated with the feminine in cultural terms).
e  Lexis associated with sensuality and sex
o The speaker is not only excited by the prospect of avenging her reject
sexually aroused by the whole process
o The smoke ‘curls’ (2) in a sensuous way, and fhr < ant1c field of whi
o The speaker admires the ‘gold oozings’ :1r 2 fer ‘highly sexualised
o The poem concludes with the,cf > rem.mng an mtense peak of aro
and her body to the ro unc ;

AdOD NOILO4dSNI

:‘ T ,} the openmg two lines is dominated by open, long v
) /e1/ (‘gaze’) and /au/ (‘smokes’), contributing to the im
expzesswe unrestrained and sensual.
e  Hysteria and breathlessness
o  ‘Hysteria’ is a highly gendered term, implying that a woman has lost c
seems to present a woman almost growing hysterical at points, which
and sentence structures. His use of polysyndeton in lines 23—-24 impli
speaker imagines killing the beautiful Elise. Browning also uses asynd

20.
e  Euphony
o In conventional literary depictions, a woman'’s voice should be soft an COPYRIGHT
euphony {combinations of phonologically pleasing lexis} to suggest th PROTECTED

‘yonder soft phial, the exquisite blue’, where the assonance of ‘yonde
contributes to the tone. Note that Browning en . 1. 2 line on an open
to the voice appropriate to conventmna ue u‘ , s of a seductress.
e  Male gender roles in the narrative .
o  The {presumably malz) yois u =3 ordered to ‘grind away, moisten a EQ
These three v . S i lensely physical, can be read as having highly
an x T d of science and chemistry, as well as the dynamlc \%

)

‘pizzie ,'"”an old term for a bull’s penis}). However, the use of the imperat EdUCOtIOn

great detail (quite unlike the Duke in ‘My Last Duchess’, for example).
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Settings
Some editions of the poem preface it with ‘Ancien Régime’ to indicate the peri
centuries or so before the French Revolution (1789-1799). It calls to mind king
‘Sun King’, whose fabulous wealth allowed them to construct extravagant palac
courts surrounding those kings were also known for their intrigue, corruption a
population of France struggled to survive in grinding poverty. As is typical of Br
the intention is not to recreate a realistic scene, but tr‘ gisi :Elsetting to evoke
mind works. ‘ v
Browning doesn’t name any specifica‘f ife ocaﬁibns in the poem, but he d
with French etymolog:es to ra’ S free

2

te sénse that this is a somewhat exotic |

3L buttle from Old French fiole.

wﬁ&u small case, from Middle French casset.

e ‘signet’ (Z0) — a small seal (such as one set on a ring and used to stamp the
French signet.

o  ‘filigree’ (20) — delicate patterns created by twisting wires together, from s
filigrane.

e ‘lozenge’ (21) —a piece of jewellery in the shape of a rhombus, from Old F

e ‘minion’ (29) —in this sense, the term is from the Middle French mignon, m
attractive little woman. The speaker is not bright yellow and wearing dung

[

The immediate setting of the laboratory itself draws on conventions of Gothic
speaker uses the metaphor of a ‘devil’s-smithy’ (a smithy is a blacksmith’s wor
place), and the “faint smokes’ recall the corruption of science found in many Go
Frankenstein.

Sound

The poem is immensely rich in its sound palp’ri . ;
particular emotional arousal (cf. line 27 dm ; . ‘many others) The metre of the
tetrameter, but Browning in', : :fié;’ casiderable variation. Take the first two
are marked in bald: sy

o

The first two feet of the first line are dactyls (strong-weak-weak) but then the
ambiguous: should ‘mask’ be given the same stress as ‘glass’? If so, this present
spondee followed by a trochee (see List of Metrical Feet on page 68, and even
by two trochees creates a shifting, uneasy effect on the reader. All this contrib
even deranged speaker.

The final stanza of the poem marks the culmination of the speaker’s murderou
hard consonants such as /g/ (‘gorge gold’), /b/ (‘brush’ ... ‘brings’). It contrasts
poem’s opening, and emphasises the change which has taken place within this
progressed.

Key Terms .
Anadiplosis the repetition of deny _w:cg (or phrase) from the pre
sentenfﬁ a u 2 yeginning of the next.
Asyndeton : 55 cfauses not linked or coordinated by any con
Euphony ,‘.:.céf’hlf)"inatlons of phonologically pleasing lexis.

Gothic a literary genre particularly concerned with violence, de
transgressive behaviour.
Linguistic intensity  the extent to which a speaker’s attitude towards a conc

might be marked, for example, by emotive language.

Polysyndeton using more conjunctions than would normally occur.
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Comprehension Questions
Where is the speaker in the poem?

Who has she been rejected by?
Which other women are named in the poem, and what is their rele
Why does the speaker object to the colour of the poison? What co
Does the woman want the poisoning to remain undetected?

R e

& individual Activities

1. Try rewriting part or all of *"~ < an. "t with @ male protagonist.

language, and who* s r v <ai about Browning’s choices?
Resecrch the .o 5 vral of Gofhlc writing, and in particular 'rhe pr

N

"Pclcce of Versailles. How do these help you understand Browning’
the reign of the ‘Sun King’?

4. Write a paragraph discussing Browning’s use of caesura in this po
particularly revealing of the speaker’s emotional state. If possible,
chosen contributes to Browning’s use of irony in the poem.

5. Write a paragraph on Browning’s use of exclamatory sentences in
think is of particular structural significance in marking a change in the

6. AS only: Compare and contrast how Browning creates a vivid sens
Thoughts from Abroad’.

7. A Level only: Examine how Browning presents desire in this poem

@ Group Activities
1. What are the generic conventions of love rivalry ’rcaie59 What exa

as o group?

2. What mokes women’s language differer 2 ’,x‘ek_}_.s? Using your kno

discuss how thinking about gendc. si@ps .. .our response to the po

3. Draw a timeline of the n-¢ 4, = sicri“you consider not only past —
the different chera sefs ¥ sther people are.

With a o7, “uidte the prosody of one stanza and look for

' o etre. Why has he chosen to change the poem’s metre

AdOD NOILO4dSNI

Q Discussion Questions
1. Is this a misogynistic poem?

2. Which detail in the poem do you find most shocking? Refer closely

3. How far is the speaker to blame for the murders she intends to car
justifications or mitigating factors in her defence?

4. In many ways this poem seems melodramatic — full of excessive e
heartbeats. Yet is it any more than mere melodrama? If so, what d
here?

COPYRIGHT
PROTECTED

Connections y
e  Murder: ‘My Last Duchess’, ‘Porphyri~’s ‘¢ e E e
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Memory and deswp L Jghts from Abroad’ ‘Crlstma
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4. Cristina

This is a philosophically complex poem which meditates on the nature of
the eyes of a man who for a moment felt he shared a bor 1 with a beautifu
moment he fell in love with her, and he wonders *” =t - f¢ t the same conn
if she loved him, yet he consoles himself w'tk ¢h -~z that, though she ha
(one, he admits, which may offer F> .« ., s and deeper blisses’ (43—44
forever, thinking he possew“,.;.' ﬂel % A antil they are reunited after death.

A ito the 1dea of the lover who was so caught up in

175'3“ D the 1eahty of their relationship. In love poetry, lovers oft
e transformed by their beloved’s gaze, and Browning tak
concealing Cristina’s side of the story so the focus falls on the obsessive —
himself. The poem asks questions about how we interpret others’ actions,
ignorance is better than open-eyed misery.

Browning sets out this monologue in eight stanzas of trochaic
tetrameter. The rhyme scheme is such that the even-numbered
lines of each stanza are unrhymed, while the odd-numbered lines
are rhymed AABB.

imagines
Style She does

Browning achieves a high degree of linguistic intensity in* except in
poem through lexis, syntax and prosodic features .ci h :,,.,f! ‘ Events: o
concise in places and syntactically comn’ . 1 as lines 18-19, mulled ov

where ‘Sure tho’ seldom’ is a h'"' e i .1 way of saying,

‘Though i accept that t?" s 4, udeur’. The speaker’s emotional
DS foent are reinforced in the high degree of
cﬁaracterlses much of the poem’s diction.

té&“‘
See Key Issuc™®&iow for more on the use of parenthesis.

Structure

The first stanza relates the speaker’s memories of the moment his gaze met Cri
is different to those men who are not transformed by her gaze. In the second st
objection to the idea that ‘her look meant nothing’ (9), claiming it could must h
expressed in bad poetic clichés (which he gives in inverted commas). The third s
that there are moments when the human spirit rises out of its usual condition o
capable of heroic action and shows its true self (‘endowments’ (20)). The fourth
series of images of fires being started, suggesting that heroic love such as the sp
becoming ‘the sole work of a life-time’ and making ‘piled-up honours’ and ‘swol
meaningless. The fifth stanza applies this idea to the mome-t nis gaze met Crist
have experienced the transcendental power of lov~ i 1. . “se _ond as their soul
introduces the idea that this moment mar"e Lot _.,_u::g”n'mng and an ending. S
back on the ‘love- bhss (45} he be' S4 XA an that second. In the seventh st
; > “aved when others saw how he felt. He also
cIalmlng that et . = r oo the victim of the devil’s scheme (“provision’ (52)
%g‘ \ve. er,is davmely inspired (he possesses ‘God’s secret’ (55), a
poems wher G acters think they possess divine knowledge that sets them ap
final stanza is very ambiguous. The speaker thinks that he now possesses Cristin
live out his life in perfect happiness. Surely this must be little more than a derang:
that he has found bliss in a moment, and can be happy in it, and might that not
life pursuing honours and ambitions?
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Viewpoint and identity
The speaker is a man who wants to believe that for a moment — what Browning
beautiful woman experienced the feeling of their souls ‘rush[ing] together’ (48)
‘Porphyria’s Lover’, casts himself as the victim of forces beyond his control. The
this posture of passivity, through the epistemic modal ‘should’ and the placem
at the end of the line. The woman is the agent of active choice in this poem: sh
subject of active verbs (‘she may discover’ (4), ‘she fixed - » 34) and ‘she has
speaker, who places himself as the object of thes . "'\ o “Warwick Slinn chara
emotional credit account: Cristina’s lo" s g ooin

w

The speaker seeks toemr’
contrasts hige

,'pmtual super:orlty to other men in the po

infer the speaker s true feelings about other men and hlS sense of superiority o

The speaker uses the second-person singular pronoun ‘you’ several times in th
he is addressing a real person. Rather, the tone of self-justification implies he is
frame his own views. This makes the pragmatics of the poem interesting, as th
not a real listener, and the implication is that the repeated assertions of his rati
potential questions about his sanity. It would not be true to call this poem a dr
specifically dramatic situation established, nor any audience beyond the reader
Browning’s method here is to reveal a character through his thoughts, rather t
complexity that dramatic performance (albeit implied) suggests.

The speaker’s insistence on his difference to others is underscored by his use of
appears as ‘But I'm not so’ in line 7, establishing this speaker’s oppositional relati
stanza Iii, it marks the beginning of the poem’s upward =~ '. 1, ant as a contrasti
‘we’re sunk here’ (17). The final stanza, with its 2n sha iy the speaker’s posse
this rhetorical figure, preferring ‘and’. 22 " »a .  Hates ‘the ‘next life’ in which he a

People and relat’( 1

The Cristin g} ‘\ £y s not a real person, but an imaginative creation of th
conventionk mg, in which he asserts what he shares with the lady is uniqu
he ‘can’t tell .;:"What her look said’ {9—10). However, he proceeds to claim heis
(11) (see Key Focus for more on this point). Stanza Il turns away from the lady
speaker as he admits to being ‘sunk’, but also appealing to his innate desire for
between ‘a spirit’s true endowments’ and ‘its false ones’ (20-21). However, wit
the ‘true endowments’ of her soul can only exist in the speaker’s imagination.
describe the moment he saw Cristina, the speaker appeals to conventions of lo
masculinity in the bellicose ideas associated with “flashes struck’ (25) (perhaps
swords) to present his perception of the transcendent moment. He also appeal
IV as a means of defining himself in opposition to those around Cristina: he dis
through the adjectives ‘piled-up’ and ‘swollen’ (27-28), both suggesting excess
claims to have achieved ‘the sole work of a life-time’ {31}, contrasting himself t
‘trifled’ (32} their opportunities.

Stanza V forms the turning-point of the poem ¢5t @ = .xer offers what he beli
‘Doubt you if ... she felt clearly?’ (34\ fm . *._answer must be in the affirmat
sure. The speaker seems to b2 & |r* A \.tempsychosw imagining that the huma
certain body, before i* “i'x ik égm1 to another body after death. The motion ver
lvi, rapld,:unpredlctable movement, and contrasting with the
“N_,mment of transcendent unity, emphasised in the alliteration

The speaker uses stanza VIl again to assert the uniqueness in the feeling he bel
projecting an image of an alternative future for the lady. ‘Else’ (41) in this sens

5 Slinn, Browning and the Fictions of Identity, Barnes and Noble, 1982, 78
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opportunity’. The images of ‘better ends’ and ‘deeper blisses’ (43—44) are euph
‘swollen” honours of stanza IV, perhaps suggesting a more charitable view of th
speculation about the future is contrasted with the emphatic deictic claim mad
love-bliss’ (45, my emphasis). The use of the demonstrative pronoun focuses t
present, the ‘good minute’ which the speaker believes he has experienced whe
together’ {48). Again the speaker uses a rhetorical question to assert his claim,
suggests, perhaps, a weakening in his argument: he can f"” " ckonly on the st
rather than any new idea or substance.

The final stanza represents the poerisic %’ﬁﬂ i Land fﬁe moment when the spea

,,e prowsuon of the Devil’ (52—53) achieving a prelag
wd half Imes of snmple statements, each following a 5|mple

image. Lines 59—60 encapsulate the whole drama of the poem: it beglns in the
of bliss the speaker hopes to preserve forever), turns then to the past and then
cycle in which he will live out the rest of his deluded days.

Settings

It has been claimed that his poem is ‘about’ Maria Cristina of Naples and Sicily,
century Italy, though this adds very little to understanding the poem. Apart fro
specific details of time and place. The references to ‘piled-up honours’ and ‘wo
finds himself in a royal court. Instead, Browning focuses on interiority in this p
philosophical questions in his speaker.

One aspect of setting is that of an imagined distance between grim reality and
There is a pattern of orientational metaphors in the poem presenting everyda
with down, whereas escape is up. Through this loose iz*= : ¢ :fation of place, th
celebration of retreating from the real world 22ad :55¢ *gmto the freedom of

Time
As is apt for a person W

She should never have looked at me
If she meant | should not love her!

The first line of the poem introduces the key event in the speaker’s narrative —
speaker —in a complex way, using the deontic modal verb ‘should’, implying a
lady. However, by the second line, ‘should’ has taken on a new meaning, imput
past tense of ‘shall’. The binding together of these two meanings begins the fic
sustain his belief that he has in some way ‘captured’ the lady’s soul.

The speaker constructs time through a series of deontic modal statements in li
uncertainty of the future through ‘must’, ‘may’, and ‘if you choose it’, to contra
view that ‘this life’s end and this love’s bliss / Have been e ‘ere’. This further
that, having once exchanged a glance with Cristin- - o1 h ‘ ss complete (and he
quickly’ {64}). ‘

Thereis a compiex dual ma. + <+ luture time in the poem which is worth e

who have falied to ’capture’ ‘God’s secret’ — that is, to experience the almost r
he describes in line 54 — he felt when Cristina looked at him. The urgency with
and — he believes — the chance to fulfil his desires for the lady are expressed in
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can only express a wish for the ‘next life’, but cannot exert any control over it,
the lady, but not experience any real knowledge of her.

The ‘good minute’ of this poem is expressed in a contrast between lexis sugges
contrasted with lexis of fire and movement. The experience of the moment wh
expressed as ‘sparks’, ‘fire-flames’, ‘fleeting’ and ‘rushing’, contrasting with the
sunk’ (my emphasis) and the light is ‘trampled out foreve' |

o QU G ...4:ry|~'hg'gtatement of the poem, marked by the modal ‘sh
pé °§w\ arked in lines 3 and 4, where the speaker searches for the right
Wllil in love with. In spoken language a pause may be a way of holding
placed in the middie of the phrase, as it allows the speaker to introduce
concession ‘you call such’ (3). Is this speaker archly indicating his superio
men, or is it the other type of pause, caused by loss of fluency?
e  Parenthetical clauses
o  The second stanza contains the crucial admission of the poem, that th
Cristina’s look really meant, which he follows with the parenthetical ‘
way of regaining control and power in the monologue, as if by admitt
disregards it as a potential challenge to the validity of his argument?
o Asignificant element of this stanza is the stumbling, irregular effect o
trochaic, but the syntax, which begins with two questions and leads i
that the speaker ‘can’t tell’ and is interrupted by the brackets, convey
coherent view of the world. This contrasts with flue=.cy of later stanza
enjambment leads the central idea over thr sl ’,Azs \s the speaker as
‘capture[d]’ (56) ‘God’s secret’ ) o
o Inline 44 the speaker accer. :
again deploys a D?"” i =t'

others mlght say that Cristina’s look meant, and he dlsmasses them as
can denote hypocritical and sanctimonious talk, or a sociolect peculia
thieves or prostitutes. Either way, it is pejorative). Both are parodies
poetry, the image of ‘the bleakness / of some lone shore’ (13) a pathe
loneliness, and the second mocking the desire to escape from real life
o  Rhetorically, these function as something of a straw man, whereby th
opposing viewpoint which he can dismiss to add validity to his argum

e  Conjunctions and logic
o The speaker creates complex subordinate constructions through the
up alternative possibilities which he can dismiss. Note the use of ‘lest’
the biblical narrative of the Garden of Eden, and the: returns to the
participle ‘making’ {55). This complex syn’ra‘ Y oun ' conveys the spea
deluded way his mind operates. o
e StanzalV —interrupting thenar- a2 .
o StanzalVis styhstlr Pagkidd » L xally qu:te different to the rest of the poe
simplestatsos { .m'uduced wnth ‘there’ used as a pronoun, expressi

such moment’ when “fire-flames kindle’.
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e  Exclamations and questions
o Afeature of the speech in this poem is that the speaker seems to be ar:
himself and acting out a dialogue with an imaginary audience. An exa

in line 9, where the speaker is objecting to an imagined comment tha

fooking at him by pure chance. Stanza Il begins similarly, with the excle
overcome with emotion.

Sound
The trochaic tetrameter of this poem ics o eruxt in effect to the dactyls of
Laboratory’. Trochees are insis* > Do g ‘the poem forward, unlike the danc
dactyls. That said, therc; 2 & V,_._,_,.ar-'metrlcally ambiguous lines, such as line 15,
and half in gZ¥l-s. 'z :Q;Jé'&:t underscores the way the speaker seems divorc

examples o3 g&;{fw , emphasising the speaker’s heightened state of emotio

Browning uses sound iconicity several times in the poem to convey the speake
‘flashes’ (25) not only conveys the flickering visual image of a flash, but also the
as he begins to state his belief that he has made more of one moment than mo
The whole of stanza IV is more linguistically and phonologically intense than th
alliteration on /p/ suggesting the speaker is almost spitting out his contempt fo
‘swollen ambitions’. Another example of sound iconicity can be found in the on
knowledge’ (53) as the speaker uses the metaphor of fire being doused by cold
work of the devil in restricting human consciousness.

Key Terms
Demonstrative pronoun  a pronoun used to indicate something specific wi
Metempsychosis the belief that, after death, th° oul passes into a

another human. T4 ¢
Orientational metaphors metaphoncal Lor oy o y.ritﬁ uses phy5|cal orien
Parenthesis b

‘a »rﬁe"‘c;}cal foot with a strong syliable followed by
haddock.

Trochee

Comprehensnon Questions
What happened when the speaker looked at Cristina?

Who is the ‘you’ in the poem?
What is the speaker implying about the power of love in stanza 1V2
Explain what the speaker means by ‘Befter ends’ and ‘deeper blisse
What does the speaker mean when he says, ‘She has lost me, | have

Lhown-

Individual Activities
1. Research some other love poems which focus on a beloved’s gaze. Y

‘He Tells of Perfect Beauty’ by Yeats, ‘| Live in Your Eyes’ by Farouk
Your Eyes’ by Heinrich Heine (the latter two are available in transla
comparisons across time and culture}. How de i 5 conventionally

2. Make a list of the lexis belonging to th .z m . ‘ic weld of violence in
and what do they reveal cbo--f Srie pcaker perceives himself a

3. Explore how Brownino mow <ats & ¢ wodes to class in this poem, begin
there are mome:* ‘er n.ed"up honours perish’. Where else do ¢
aititydes

'Zf ve s sdys Oh we're sunk here, God knowst’ in line 17. Discu

@;ﬁm hat ideas are associated with this metaphor.

5. ASonly: Compare Browning’s presentation of the speaker’s discussi
with Johannes Agricola’s beliefs in predestination. What similarities
perspective do you note?

6. A Level only: Examine the way Browning concludes this poem and h
speaker differs from the speaker’s view of themselves. Choose one
also achieves this effect and explore Browning’s methods in that inst

3
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% Group Activities
1. The poem offers a confident voice, yet there is much doubt here, too. |

suggest a phrase, line or sentence that suggests some level of doubt. i
partner seeking to challenge your interpretation.
2. With a partner, discuss the idea that ‘the eyes are the window to th
it¢ Are they for looking into or out of?
3. Moake atable with two headings: down and up. ~1:d gather images
With a partner, consider the metapherico’ o1 in _ that emerge fro
4, The poem shifts from acknowledein:: ¢ )uh o confident certainty, but
is2 Justify your choice with -2 a1 ¢ { o specific lexical, prosodic or sy
should chcllenge Yoo e s Lmsed on close analysis of the poem’s le
5. AS only: In.< g -view the anthology of poems and look for exa
o VASH v Cdmpcre Browning’s presentation of the examples
‘;19 mdwnduolly at first, decide where you think the turning point

.uﬁnge for the speaker. Then discuss your decision with a partner o

5

Q Discussion Questions
1. At what point does passionate desire become unhealthy obsession?

2. Is romantic love compatible with real people, or only idealised versi

3. Romantic narratives often privilege the authenticity of lower-class ex
class affectation. Why do you think this is, and has Browning followec

4. Discuss why conspiracy theories have such a powerful hold over thos
the idea of ‘God’s secret’ in stanza VIl express similar concepts?

Connections
e  Rejection — ‘The Lost Leader’, ‘Porphyria’s Lover’, ‘My Last Duchess’

e  (Class and power — ‘The Lost Leader’, ‘Porphyria’s Lover’
e Life after death — ‘De Gustibus—’ :
e  Self-obsession — ‘Johannes Agricola’, ‘Porph>i s Je
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5. Johannes Agricola in Mec

A little context is required to help grasp the subject of this poem. Johanne
figure who lived in Germany during the Reformation, t+: period in the lat
centuries when the Christian Roman Catholic Ck . - i1, BEurope broke ap
and movements, prompted by Martin Luthe §¢. '+ jisms of corruption in
there was fierce debate over alm(wf #C_, oincof Christian belief, arising
question of what Christians 5’ ol ) get to heaven after death. A stick
problem of God’s o 15 ~ ¢ % «nowing everything), and some verses in
God kneves " v, - o would be saved and who would go to hell after
2 775.9 Ol went so far as to say that God had chosen his ‘elect’ an

. 1\0“
G heaven; there was nothing anyone could do about it: thos

heaven were damned, no matter how good and righteous their lives were.
‘antinomianism’, and a common criticism of it was that it admitted the po
chosen could commit any sin they wished, as there was nothing a human
eternal plan for his creation.

In this poem, Browning uses the character of Agricola to explore the work:
he is invulnerable, able to live exactly as he wishes because of his unshake
God’s chosen. As with all of Browning’s monologues which use historical
purpose is not to criticise a specific person or period, but to explore an as
displays hubris as he considers himself above the rest of humanity, free
sure he will go to heaven after death.

Form Time: the sp

This dramatic lyric is presented as a single, unbroken stan>= - existing in th

iambic tetrameter, rhymed ABABB. It is construct”, deds” w Place: a mon

sentences, each 10 lines long, and effecti~l - = ~ Stafzain mind include

itself, though the form on the par. © - ys and invites the ::I:ﬁ::n:hri‘:

reader to read the poem ~5 - i T dpeech it is not a dramatic Events: spea
ori ‘.*“ 1 phed dramatic situation such as in birth, growth

‘ee»’“Browmng s Forms’ on page 7 for a

lifference between dramatic monologues and dramatic lyrics).

Structure

Lines 1-10 see Agricola looking up at the night sky and considering that his soul
nature, but in ‘God’s breast’. In lines 11-20 he explains why this should be, claim
Agricola ‘his child’ (15) even before he created the universe, ‘before he fashion’
he suggests God created him ‘guiltless for ever’ (23) because he wanted Agricola
himself to a tree, which ‘buds and blooms’ (24) without knowing the natural law
continues the tree metaphor in lines 31-40, claiming he ‘must ascend’ [to heave
humanity, which he compares to a ‘poison-gourd’ (32) (see Key Focus — faith, m
he could ‘blend / All hideous sins’ {34—35) and still thrive, while another person
they drank the ‘sweet dews’ (38-39) of righteous living. He re ‘urns to the prese
that he is ‘full fed / by unexhausted power’ (41-42} z .+ ok g down on the re
ghastly wretchedness’ (42), frustrated by th=irn: 'nl':_ o win God’s love. The p
laughing at those who dedicated ﬂ‘f £ 8s 4 uoing good as priests, doctors or
another layer to Agr:coia S Zo ar Wthh he mocks those who ‘bargain for

Style
The poem is rich in visual and auditory imagery, charged with spectacular depict
Browning does not mimic natural speech; the title ‘meditation’ implies not a rea
reflecting on something within their own mind. This underlines Agricola’s isolati
imagined superiority to his fellow beings.
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Viewpoint and identity

Agricola is the only character in the poem, at lea
this poem only as a figure in his imagination. As
poem of direct action or narration (such as ‘Porp
that is, a state of reflection and deep thought. H
intellectual fanatic, a dc»ctrina’gmar‘niac’.6

Browning’s cheice 6f . > grocesses is importan
freqie t g ¢« ibes'himself using terms of beha
"teg 3 actions. He ‘looks’ {1}, ‘lies’ (10 and 11),
o ocesses such as ‘intend’ and ‘understand’ (6a
inaction and passivity, how he can let the world
engage with it in any way. Even the tree is descri
behavioural verbs: it ‘buds and blooms’ (24). Suc
poem: ‘grow’, ‘swell’, ‘blossoming gladness’, ‘ful
bless’, contrasting with the ‘broken-hearted’ and
Agricola contrasts himself at the end of the poen:

The material verbs are chiefly associated with G
‘fashioned’ stars and suns (20), emphasising Agri
decisive force in the universe. Agricola does use
himself in one passage, when he imagines how h
as in a cup, / To drink the mingled venoms up’ (3
modal ‘could’, suggesting he is not going to brea
torpor, and he concludes it with the comment th
convert / The draught to blc*"! gming gladness’'.

nature performmg thea'l A‘\ot him, as this is

profaoy iy xﬁ,}:;ndtural. in Christian terms it seem
. 1 Sod's gift of life to attempt to kill oneself.

The process of Agricola’s creation is expressed thr
‘made’ and "G {21}, but there is what might be a slip of the tongue in line
‘made because [God's] love had need / Of something pledged solely its content
Aside from the egoism of the adverb ‘solely’, the noun ‘content’ reveals that Agr
God’s love, an extraordinary claim. God, being immortal, omnipotent and univer
this belief is heretical, yet Agricola cannot see this, such is his overweening self-

Agricola refers to God 10 times in the poem’s 60 lines, appropriate for a speaker
is not only blessed but preordained by the Almighty. However, his spiritual corru
cannot separate himself from what he believes to be. On eight of the 10 occasio
Agricola includes a first-person pronoun within the same line or in close proximi
Agricola cannot separate his own sense of self from what he believes God to be,
extreme solipsism of his position.

The poem’s modality operates on two levele 7 or {g=. 4, the law’ which God o
prospers’ {25) extends so far thathe . d. ¢ 1.ait "hideous sins’ (34) and yet be
enjoy ‘blossoming gladness’ /= - Th's - \_rtamty informs his final question, in whi
were able to ‘maake 2 * . z cxon on’ {that is, understand) God, then God wou
epistemic ‘%g h/ ! bieds ‘based on the certainty that God is too great to under
that episten dailty is based on knowledge and evidence. If a speaker says,

as hearers we assume they had access to some knowledge {someone has just co
example) on which they have predicated their view. However, Agricola cannot k

6 H B Charlton, Browning: The Making of the Dramatic Lyric, https://www.escholar.manchester.ac
ac-man-scw:1m2667&datastreamld=POST-PEER-REVIEW-PUBLISHERS-DOCUMENT.PDF , 39
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can —so Browning’s intention is for the reader to read the narrative as an expres
which Agricola’s vanity, cruelty and arrogance inform his desire to ‘speed’ to Go
the ‘martyr, the wan acolyte [and] the incense-swinging child’.

Settings
The historical setting for the poem is established by the title (fee Summary, abo
establish a framework of connotations in which Agrice!> - ac 1o|ogue should be

centre of the story world, and though the first'in /im, ! s »he may be outside, th
above’ (1) implying he may be lookinc.v va ;\sky, it’s equally possible that the
and merely picturing the night .. ahl v hifn. The significance, however, is in th
contempt for the rest 2.0 i -onto the imagined world outside. He uses the
suggest he > £ o o.athe limits of human perception, and the metaphor ‘g
the stars as g 2 boundary separating him from some greater world beyond

The visual imagery of ‘shoals of dazzling glory’ (9) operates on two levels: the m
connoting the sea, as if the stars were swimming like shoals of fish, but a ‘shoal’
a ship can run aground. This reading implies he sees the natural world as a hindr
whom he wants to ‘speed’. The metaphor of the ‘brood of stars’ (5) implies it is
that this is a man cut off from the rest of humanity, alone and with only his own
collective noun is also associated with animals, foreshadowing the contemptuo
the damned.

Nonetheless, Agricola sees himself as the central point in a vast cosmology, usin
to the metaphysical universe. Heaven is ‘above’ (1), a ‘roof’ (2), ‘aloof’ (5), while
himself as having existed in God’s mind since before the creation of the universe
of ‘sun and moon’ and ‘thundergirt’ (14-15) stars. ‘Girt’ is the past participle of ‘
Agricola’s vision of the universe is on a huge scale ref' “: 2. isown vast sense

There are other settings within the poard ey re flgments of Agricola’s im
way to ‘God’s breast’, an aiiuc. s {0 f £ mllcal lexis of the bosom of Abraham (
depiction of hellis hesr i 2 :..-»ag fexis that connotes the uncontrollable move
‘swarm ... it 'ly 1 s.criedness’ {45). The metaphor of the sea appears again
time to cony ié‘,,co y.th the security implied by ‘abode’ (8) — the ‘waves of flame’ c
emphasising hISVOWﬂ feelings of safety and invulnerability.

Heaven does not really exist in the poem as a setting — Agricola can see only as f
night sky — but it exerts a powerful draw on his imagination, fusing place and tim
Heaven begins as a goal, expressed through the mental process of ‘| intend to ge
What begins as a goal is then transformed into a predestined actuality, t
the verb from a subjunctive which implies a future culmination when he
breast ‘at last’ to a present indicative where all is accomplished: ‘I lie wh

Thus, for Agricola, his immediate physical location is suffused with the idea of he
once not yet in heaven, ‘looking’ up at it, but also within ‘God’s bosom’.

Imaginatively, Agricola believes he is ‘speed[ing]’ te G 0 f,.!{ing]’ and ‘prosp
movement. However, the only verb he uses *o 'ie ar’t, Cadis physical body is ‘lie’
and self-delusion. s

" L
vzbg“ ;n’uugh several different time frames, referenced through tem
suggests this PECH is not a response to a single event, but something that Agrico
‘night by night’. The feeling of the eternal reassurance of Agricola’s existence is en

in lines 11 and 12, where the combinations of present and perfect tenses (I lie wh

7 E Warwick Slinn, Browning and the Fictions of Identity, Barnes & Noble, 1982, 42
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emphasised by the time adverbial ‘always’ restate Agricola’s confidence. The spe
significant that he only once uses the future tense, when he says he ‘secure [his]
to blossoming gladness’ (37). Even this future tense appears as a subordinate claus:
phrase, once again suggesting that Agricola exists only in the present, cut off from
his delusional obsessions.

Agricola exists in three times at once: past, present and fi - L He imagines the
the past tense, ‘ere suns and moons could wax ar S 1:.,, but at the same
present tense on those ‘swarming in ghaf"w ot dness {45) in hell. There is
progression of time — compare, fc..oa ! hé chlllmg linearity of Porphyrla S
‘the temporal confusion ..+ - anurally the concept of predestination’.®

That the phrases are identical (with the exception of ‘ere’/‘Before’, which are sy
his obsession.

Key Focus - faith, mysticism and belief
e  Field-specific lexis
o Reading the poem requires a high degree of knowledge of the Bible an
uses general terms but in the specific framework of Christian beliefs. Sc:
= ‘Glory’ (9) —a term associated with the overwhelming visual sple
=  ‘Law’ (25)—a term for the sections of the Old Testament, known
= ‘Bless’ (42) —to be favoured by God
= ‘Acolyte’ {53) — a person who assists a priest in a religious ceremo
= ‘Ways' {58) —the behaviour of God ;
= ‘Arrayed’ (16) — a term used in the Biblr Geaae iact of dressing so
. AIIusmns to the Bible and the Book of C rm n N ucjer
o

2y "veu“"'s'ta‘r or sun’ (20) — a reference to the account of

wison-gourd’ (32) —a reference to the story of Elisha, who save
poisonous vegetables in a soup (2 Kings 4:38-41).

=  ‘thought and word and deed’ (26) —a direct quotation from the p
Eucharist service, when the congregation admit and say sorry for
Note that Agricola is using it in entirely the opposite sense.

= ‘All hideous sins, as in a cup’ (34) recalls Christ’s prayer in the Gar
should not have to drink from the bitter cup —that is, he should b
in the note above, Agricola’s hubris causes him to use it quite diff

= ‘Paying a price’ (60) — while Agricola mocks those who believe the
favours by performing good deeds or living righteously, he forget
Christ paid the price for the sins of humanity when he was sacrific

= ‘Suns and moons’ — not a specific reference to *he Bible, but the
1717 hymn, ‘Give to our God immorfa.! i3, 4shichis a poetic r

e Anti-Catholic sentiment
o Several detalls in the po““ﬂ. s

arit \3:7) refers to the practice of burning incense in Rom

\ D, ayers rise up to God.
¥ nartyr’ (54) speaks of those who gave their lives rather than
venerated as saints by Roman Catholics.

=  ‘the incense-swinging child’ (54) mocks what Agricola sees as the
little children by the Roman Catholic church.

8 Slinn, ibid., 42
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Sound

Alongside the intensity of emotion conveyed by Browning’s characteristic use o
of this poem is suggested by assonance. In lines 2-5 the long, open vowel /u/ a
slow, contemplative quality to the verse. Modern readers may find the rhyme o
in lines 6 and 8, but this is not an uncommon rhyme, such as Isaac Watts’ early
power, whose high abode’.

One central point in the poem’s phonology is the st e, Agricola uses it a
phonetically it is identical to the verbal r & s = mearing ‘to utter an untruth’.

Key Terms

Allusion
Hubris

- _s.erence to a well-known story or idea.
@ overwhelming arrogance, typical of heroes in tragic drama
their own abilities blinds them to the inevitability of their d
Solipsism a form of extreme self-centredness where self-existence is
Verb processes  verbs are categorised into four main groups. Material verb
physical world. Behavioural verbs chiefly convey psycholog
represent thinking, feeling and perceiving. Verbal processe
communication.

Comprehension Questions

1. Why does Agricola believe he is certain to go to heaven, and when d

2. What point is Agricola making when he compares himself to a tree

3. Explain the two meanings of ‘lie’ in this poem.

4. Agricola mocks those who ‘strive to keep his anger in’ (49). Who do
be angry? .

5. Explain why Agricola refuses to prolse o (“" would accept ‘p
beings. o

& individual Activities‘ W

1. Read The P rutf:.;izjf;d Confessions of a Justified Sinner, by )

AdOD NOILO4dSNI

./ you see between this novel and Browning’s poem in

‘pr thie use of exclamations and interjections in this monologue.

G ,.,ose do they serve?

3. Which line is most significant in emphasising Agricola’s hubris? Justif
language, syntax and phonology.

4. Identify three examples of Agricola’s use of the first-person pronou
Browning is revealing his mindset at that point.

5. Explore an example of deictic language in this poem and show how
Agricola’s voice.

6. AS only: Compare this poem to ‘Porphyria’s Lover’: both were origi
Cells’. How do they present madness in different ways?

7. A Level only: Examine how Browning presents a speaker justifying
one other from the anthology. To make it harder for yourself, try to COPYRIGHT
the reader to sympathise with the moral position of the speaker. PROTECTED
% Group Activities
1. Read the poem twice in pairs, oncs cb 4ns

end. Discuss what it reveslacac o in uwngmg the emphasis on dif
2. Work with a partror w'c ¢ viup a timeline for the poem, beginning
and ending -1 Lod’s decth

'9

)

Education

One person should focus on prosodics and phonology, one on lexis
findings to each other and what they reveal about the speakers’ res
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Q Discussion Questions
1. Do you think Agricola has ever committed any terrible crimes? What

either way?

2. Browning originally gave this poem the title ‘Madhouse Cells’. Why
and b) changed it?

3. What does this poem have to say to you today? Is it of any relevanc
branch of Reformation theology? :

Connections g
e  Arrogance and hubrls —Moat S ouness’, ‘Porphyria’s Lover’
e Llife after death - ) =, “0e Gustibus—’
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6. Porphyria’s Lover

This is one of Browning’s most famous poems. It tells the story, through a
tor, of a murder. While a storm rages outside, the narrat 1 waits in his hu
lover, Porphyria, to slip away from the ‘gay feast’ ..~ .o e to him. When
sive, but he experiences an epiphany when el 251

L& Into her eyes and —
- rea]ises the only way he can haro b - amselfis to kill her. With this
s agle  er “The story concludes as the narrat
*neconfidently asserts that ‘God has not said

Time: chr

Much has been made of the connection between the madness of events of
the narrator in Browning’s poem and the metabolic condition
called porphyria, which causes a range of physiological and
psychological symptoms. However, ‘porphyria’ was only used for
the first time in this sense in 1923, over 80 years after Browning
wrote his poem. ‘Porphyria’ existed as a word before Browning
wrote his poem but was chiefly used in scientific discourse (it is
derived from the Latin for ‘purple’ and appears in plant names) or
as a place name. Porphyry is a hard, igneous rock, which may hint
at the character of the woman in the poem. Browning first
published the poem in 1836 as ‘Porphyria’, then changing it to
‘Madhouse Cells I’ in the 1842 collection Dramatic Lyrics. T’f‘s

now-accepted title was first used in 1863. N

Form 'y

An early example of Brm/ .4.,olbéues this is formally quite simple. Argu
monologue g @i i%no ‘audience within the world of the poem, settin
monologue! s M\/ Last Duchess’ and ‘The Laberatory’. See Viewpoint an
this point.

It consists of a single stanza of iambic tetrameter, rhymed ABABB. The unusual rhy
forward motion in the poem, mimicking the speaker’s desire to preserve a moment i:
tension between lines 9 and 10. The deictic expression ‘which done’ in line 10 begi
‘warm’ and ‘form’ militates against the poem progressing naturally from the descri
into the new semantic field of clothing, as though the speaker’s mind is always laggir::
forwards in time. Moreover, the ‘warm’/form’ rhyme chillingly foreshadows the ‘b
cheek later in the poem, yet such is the speaker’s lack of self-awareness that he see

Style

The poem is striking for its plainness and directness of hc . . » action is related
presented in an almost wholly linear chronolosy /. & & <e . ‘ocus, below) culmin
action; Browning employs a surprlsmg nuginy af vodlarative sentences in eithe
The effect underlines the speak> s¢i i 1. 13ck ‘of shame at what he has done,
in his voice. The use of 3 4 .5 _vakd:natlng conjunction nine times in the firs
simple claug he ,',aS|ses this quality, echoing perhaps the way that you
structuring : in thew speech,
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Viewpoint and identity

Were this poem a dramatic monologue, we should treat the poem as a spoken
another listener. However, there is no listener within the world of the poem, an
reader to consider this as a performance for the Lover himself. There are mome
such as the imperative ‘Be sure’ (31), but this can be read as self-justification. C
emerges as the poem progresses: he uses the personal pronoin ‘' in line 5, but
‘looked up at her eyes’ in line 31. This moment, ampllf Al Ee confidence imp
change in the speaker when his sense of self erier fes. > dthe ﬂrst—person pron
second half of the poem. See activitv*: " ax . . below for further discussion o

The pragmatics of the o ,,,..-.-4te'i’ésting: it is not a conversation, and thereis n
otherwise {: A ak i Aues not even address Porphyria herself), yet the speaker
such as in th{eSgeatic fallacy of the opening, where he invites a sympathetic resp
passions. On the other hand, despite the poem centring on the taboo of murder,

when he describes the action: he uses the material process verb ‘strangled’ with n

Settings and place

The poem begins with a dramatic description of a storm raging outside the cott
mirroring the speaker’s emotional turmoil as he waits with ‘heart fit to break’ (
adverbial builds tension within the poem, implying that this night will be differ
language is simple: ‘rain’ (1) standing for ‘tears’ is almost a dead metaphor, an
passionate feeling is well-worn, again underlining the intellectual limitation of t
pathetic fallacy is also marked by irony through the speaker’s choices of verbs
the rain ‘tore ... for spite’ and ‘did its worst to vex the lake’ (4). The phonology
cacophony in the density of hard consonants such as /t/, /p/ and /k/, not only
weather but also the speaker’s emotional turmoil.

o

The speaker may wish for the reader to s, 'jis;w.g-éitﬁjthem, seeing them as
hero, but these images also ail helim 10 5:;efhantic field of an angry child. T
of a desire to hurt or offe ¢ - +&,"and the implication of ‘did its worst’ imp
action, thoi g ' ~ svems unaware of these connotations. Through this
characterise peaker not as unreliable but limited, someone whose inhere

iévd“‘
their actions ™=

@

The immediate location of the action is a ‘cottage’ (9), a setting which marks th
lower classes. Beyond that, there is almost no other detail to describe the hous
action and the speaker’s obsession with his moral choices. Porphyria herself is
implying her elevated social status.

People and relationships
Though Browning includes a wealth of physical detail about Porphyria, the synta
speaker than her. Initially she is associated with material processes: she ‘glides’ i
‘made the cheerless grate blaze up’ (9), suggesting the speaker sees her as almos
and ability to transform the physical environment (ironirz!’ 7 Qtrasting with his
... give herself to me forever’ (21ff}). Thounh e t . fbmy character in the
fascmated by her physical appearance. he s o wiad ‘her clothing (gloves, cloak
(hair, waist, ‘smooth white shoi/7 i A '; ;‘..;7‘. The succession of physical details
striptease, especzaliy as kv, '/ cadses on sexually suggestive parts of the wom
throat’ (40) g
‘smooth’ an g

The poem'’s use of colour imagery implies some of the lover’s moral judgement
ripeness and sensuality, contrasting with the deathlike purity of her ‘white’ sho
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The metaphor which underlies the relationship is of tying and untying. The spe
break’, his heart barely able to constrain the emotions he feels. In the first part
characterised through the semantic field of opening and unbinding: she ‘withd
Her hat’, ‘made her ... shoulder bare’ and ‘her yellow hair displaced’. However,
free herself from her ‘vainer ties’ (24) that causes him to hold her in contempt.
process, ‘winding” {39) her hair around her throat as he strangles her, before h
process, ‘opening’ her eyelid (albeit ‘warily’) (44), before ' - slieves he has fre
See Key Focus below for much more on the tooic e °* ple’s relationship.

o

Key Focus - actlvlty Vo as 1 ,.-y
The poem divides int= {1y 7
the lover h: Qg =d - fn.fOi
e Thelov ’ss;v:ty from line 6 to line 22 is emphasised through Brownin
very SImpIe grammatlcai structures, as well as the omission of the first-per
one sentence, where ‘She’ (7) is the subject and the rest of the sentence is
constructions linked by ‘and’. The effect is to convey the lover’s passive lo
not offering any more comment than ‘and’ as a conjunction. Polysyndeto
childlike, emphasising the difference between Porphyria’s mature agency

e The only first-person pronouns in this section are where the lover places h
indirect object in a sentence. In a telling reversal of conventional gender r
woman possesses the agency in this scene, even going so far as to ‘put my
woman is the agent here, arranging the man’s body as she wishes, rather t

e  Porphyria is the only character to speak in the poem: she ‘calls’ the lover (
silence emphasising his passivity. (It is significant that he should strangle h
with her voice, his action silencing her forever.) His use of the metonym ‘n
sense that the lover seems disembodied in this early << - on of the poem,
arranges him physically as she ‘made my cher' " 2 ﬂ} ¢ her shoulder.

e  The passage from lines 21-29 begmc the e ;‘tranSItlon from the lover
out by Porphyria to being thrL.c € : 5 0Wn romantic drama, and this is t
does not relate drar” Wi _.#1¢ appears as a parenthesis, offset from th

. ¢ _iun that Porphyria is ‘too weak’ to give herself to hi

ification for the later action and provides some implicit narr

e "'speaker uses the semantic field of conflict to convey how he
‘struggling’ between her ‘passion’ (23) and the social obligation of ‘vainer
it introduces figurative language back into the poem after its absence sinc
implies Porphyria may be engaged (‘ties’ alluding to the ‘bonds’ of marriag
in a complex sentence, also a contrast to the lines preceding it, reinforcing
(and sexual) arousal. This passage also hints at the history of their relation
implying some frequency in the lovers’ encounters in the past, and the lov
thought’ (28) which spurred Porphyria to come to him that night.

e The lover’s decision to act is prompted by his decision that she ‘worships’
come ‘through wind and rain’ (30), she must consider him a god, an ironic
‘gliding” in and reanimating the lifeless lover by making the grate ‘blaze up
returns as the speaker ‘debated what to do’ (35), um‘ﬂ * s resolved in the
moment she was mine, mine, fair, / Perfectly SR ‘BL ad’ {36—37). The
and alliteration emphasise the speakar Ll 5“' m-’fnumph yet the sente
attentlon The repetition of tha : e pronoun comes first, foregroun

Ly equal halves; in the first, Porphyria is the po

before claiming his lover with a kiss. Browning’s lover ‘found a thing to do’
here is eerily disembodied, first through the passivity of ‘found’, implying

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 3

AdOD NOILO4dSNI

COPYRIGHT
PROTECTED

'9

)

Education




Worse still is the use of the indefinite article, ‘a’ to define ‘thing’. The love
do’ (i.e. the decisive, only course of action possible), nor offers he any qua
tender thing to do.” Instead, Browning returns to the childish diction of the
the phrase implies an infantile pleasure in distraction from boredom.

e  The strangling itself unfolds with almost erotic pleasure over five lines, and
chilling enjoyment of this moment in a number of ways. The reference to Po
erotic fascination with it in the first half of the poem (s e only colour ref
from her ‘white’ shoulder). The sentence stru. «ur it ; £, riinning over three
winding itself, twisting round over se Vo 1e.> wittil the shocking conclusion i
strangled her’. The caesur? 2 .cr 9 1 ?1) is the climax of the poem, yet th
conveys his own Wi A i rﬁbment of his triumph. The lover tries to

. owith ‘I am quite sure’ (42), yet the very fact of feelin

Z;E‘Eu } repetltton of 'no pain’, calls it into doubt in the reader’s min

e  The simi¥®in lines 44-45 is a chilling one. The lover imagines Porphyria’s cl
bee has been trapped, which to open would release the angry insect and r
image of a ‘bud’, carrying connotations of female genitalia, underscores th
murderous power in this poem. Moreover, use of the adverb ‘warily’ to ad
confidence of ‘I am quite sure’ two lines earlier.

e  Where lines 627 were marked by an absence of the first-person pronoun
The lover begins every other line with ‘I, emphasising his newly discovere
structural symmetry reinforces the dramatic symmetry of the scene. Havin
arranges her so that her head ‘droops upon’ his shoulder.

e  The erotic imagery of ‘bud’ (43) is continued in the idea of Porphyria’s hea
shoulder, a twisted image of post-coital bliss, but Porphyria herself still on
parts: ‘The smiling rosy little head, / So glad it has its utmost will’ (53, my e
dehumanises Porphyria even as the lover pro}ects his o 3 fantasy of Porp
Significantly, it is at this point that the poem mor . G 1e present tense
between the time of the killing and the m v sn*

e sﬁiéaker in this poem projects

.&'believes — or at least claims to believe

7 1i6ve into the realm of abstract nouns at the en

”ig s, 1.otably, he continues to use the pronoun ‘it/, rather than

e Porphyria as a real person even while he characterises her
who ‘scorns’ the world of * gay feasts’ in order to be with her ‘pale’ lover.

e At the beginning of the poem, it is Porphyria who controls the semantic fie
the ‘grate blaze up’ (my emphasis), but after the murder, the lover gives h
is a dark irony here: Porphyria being dead, there is no way her cheek could
longer any circulatory action to supply blood to the cheek. Yet again the sp
reality. Browning emphasises the derangement in the speaker’s mind at th
euphony to describe a horrific scene: the alliteration of ‘blushed bright’ (4
‘droops’ (51) convey the speaker’s delight and erotic arousal.

e  The poem ends with a chilling vignette which parodies the lexis of romanti COPYRIGHT
unmoving, on the sofa, and the power the lover gained at the climax of the ; PROTECTED
polysyndeton of the first part of the poem returns, implying the speaker’s
as it ever was) is ebbing away again. Note how th . sc !y of the final line
poem has largely been in regular iambic t tr m~_..; yet ‘God’ — which, as
stressed — falls on a weak syllal" SAinE o < temporal adverb, ‘yet’, falls o
in the line implies a deff m" sthe speaker’s voice, expressmg contem

*  Typically of Browning’s derance .. o
order to justify his kill, .
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the speakér has done.
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Key Terms

Byronic hero a dashingly handsome, brooding figure driven by fierce
antisocial: ‘mad, bad and dangerous to know’.

Dead metaphor a figure of speech whose figurative effect has been lost
metaphorical content of the image has been lost (such

Epiphany a moment of sudden clarity which radically reshapes the
Metrical ambiguity the effect of a line of poetry wh= - 1 i not immediatel
stressed, creating a rarge i e ‘Lie meanings.
Mimesis where languaes "y - urten by means of phonolog
denotP” rALq Ledon itself.
€ "o of clauses linked by an unusually high numb

Polysyndeton

Comprehension Questions
Which poetic technique sets the mood at the beginning of the poem

Which of the two characters in the poem is male: Porphyria or the lo
What has the cottage been like before Porphyria arrives?
Who is dominant in the first section of the poem? What evidence is
Put lines 23—26 into your own words.

How are the lovers sitting at the end of the poem, and how has this

cUhwid=

8) Individual Activities

1. Rewrite the poem from Porphyria’s perspective. Which details from

particularly interesting or suggestive?
2. Identify each time that the lover projects his feelings onto Porphyria
anxiety that causes him to project his feelings in this way?

AdOD NOILO4dSNI

3. Explore an example of enjambment that you Gl mmculquy effec

4. Some argue that the colour imagery ir: p m presents Porphyria
colours suggest this, and how frn ey f'f / 1ver’s own mental state

5. Write a pcragraph d-'ﬁ w11 a_edfect of the imperative ‘Be sure’

6. Discuss what Thﬂ* ey rs 5 shut bud that holds a bee (43) reveals

7. {

8.

% Group'Actmtles
1. With a partner, discuss what you understand by the term *heroism’,

Does Porphyria’s lover consider himself a hero? How do you think Br
reflect on the idea of heroism in literature?

2. Discuss the implications of the ambiguous metre of the final line. Sho
your view? In pairs, debate the question, one person taking each sid
textual evidence.

3. Imagine that the lover has been found and arrested for his actions.
Role-play the scenario, drawing on details of the text to prompt qu

4. s the lover in love with Porphyria, or the idea of Porphyria2 Discuss
bodily and moral lexis in the poem to support your view.

5. AS only: Compare the final line of this poem with lines 56—60 of ‘Jo
pairs, debate which character Browning makes <= m more dangero

COPYRIGHT
PROTECTED
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Connections
e  Solipsism — ‘Cristina’, ‘Johannes Agricola’

e Power— ‘The Lost Leader’, ‘My Last Duchess’

e  Materialism and idealism — ‘Cristina’, ‘Prospice’
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7. Home Thoughts, from A

The speaker expresses a passionate desire to be in England during the m
country’s abundant natural beauty. He seeks to convey * he excitement of
arrival of spring and the overwhelming beautv 0.0 A slish countryside

Form
A short lyri !
trimeter, gr! ’bmldmg to a loose iambic pentameter in the

second stanza: The rhyme scheme settles into a largely stable People a
pattern of rhyming couplets, except for the alternate rhymes of ‘everym
lines 1-4 and 11-14. beauties
Events:
Viewpoint and identity building

The speaker in this lyric does not identify themselves, but it seems —
they are looking back at England from elsewhere, most likely Italy, suggested by
20. Browning refers to melons in ‘De Gustibus—’ when describing the barefoot
assassination attempt on the King of Naples, so the fruit can be seen as a meto
adverb of place ‘there’ in line 2 functions deictically: England can only be ‘there

The poem begins and ends with expressions of dissatisfaction: the exclamatory
longing, while the visual adjective ‘gaudy’ (20) carries connotations of cheapne
Settings 20
The speaker offers an idealised image ﬂf - al :_ugland SImHar 1o the lane in
free of pain or suffermg The se't agi 1 eu St human activity, except for the ‘ch
line 19, castmg itasawiy 4 . «&d scene, not linked to any real place. It fun
:vy - 4 m-Tlower which stands for Italy. Browning does not n
;the poem a universal quality. This is not true nature, howeve
natural woriur the orchard (7) and the field (9-10) where nature’s power is tu
and excesses excluded.

The only intrusion into the beauty of England in this poem is the ‘hoary dew’ (1
morning, but this is fleeting, burnt away by the sun’s heat.

The poem'’s lexis is filled with the semantic field of nature — trees, flowers, birds
the English countryside. Some may be unfamiliar to modern, urban readers:
Bough —a large branch of a tree

Brushwood —thin branches

Bole — the trunk of a tree

Chaffinch — a small bird with a distinctive red breast
Whitethroat — a small bird with brown plumage e as H E=throat
Swallow — a small, migratory bird which s::ro jas' ; ”_,_amch flymg insects
Spray — a garland of flowers ; .
Thrush —a medium- s;zM i ww 22 partlcularly beautiful song

\iadd ; g
The first Ime e;tabhshes a mood of boulomaic modality, the interjection ‘O’ e

elsewhere. As such, the poem can be read as a double journey, one in which th
English landscape is accompanied by the speaker’s imagined return to childhoo
(16) and the reawakening of the ‘buttercups’ (19). Implicit here is a rejection of
‘gaudy’ flowers of swollen melons serve as a metonym for this —and a yearning

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 4
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Time

The poem’s syntax is almost wholly in the present tense, lending it
an immediacy that complements the ideas of emergence and
newness associated with spring. The first stanza effectively begins
and ends with ‘Now’ {2 and 8), and the second stanza represents
the passing of time into May by beginning two lines with and’
suggesting new sensations appearing suddenly. ~

The landscape in England is in a proces - a1 o . :min"’g’: Sdggested
by the pattern of images bem' : "l“i‘r’ie < wakes’, ‘tiny leaf’ (6),
) ‘children’s’ {19).

stanza foregrou‘nds the sense of hearing, using the imperative
‘Hark’, to direct the reader’s imagined ear to the song of the
‘wise thrush’. There is some sense of the past in lines 14-16,
when the speaker describes how the thrush ‘sings each song
twice over’ to ‘recapture / The first fine careless rapture’ (14-16).
The noun phrase, “first fine careless rapture’ suggests the Garden
of Eden, a place free from care, implying this landscape is a
continuation of an eternal cycle of rebirth and rediscovery of joy.
The completion of the cycle is set up in the shift to the future
tense, as the speaker asserts that ‘all will be gay’ (18) when the
warm noontide sun burns away the ‘hoary dew’ (‘hoary’ means
white and carries associations of old age).

Gustav Mt

People and relationships W
There is no implied audience within the P o voodd of the poem, though the

10 to direct the reader’s attentinr .o q agmed song of a thrush. The second-
once, but rather than bc‘; ok {*{, madress to a listener or reader, itis more of a k

S

In the first ¢ 5;3“* thought is of a hypothetical person, ‘whoever’. In the seco
pronoun my W%'1) brings the landscape into the realm of the persenal: a garden

as well refer to an imagined ‘pear-tree’.

Though not strictly characters, the richness of birdlife in the poem deserves com
unrestrained joy as it ‘sings’ (7), while the whitethroat and the swallow are pictu
receives a more detailed description, where the speaker anthropomorphises it
be ‘wise’ — it has a brain the size of a peanut — but Browning attributes this quali
he places on ‘recapturing’ the ‘careless rapture’ of spring. This could be read as i
the passing of time —a theme touched on in greater detail in ‘De Gustibus—’.

Key Focus - phonetic patterning

The poem begins with a general, unformed idea of Enal~ . nd ‘April’, which, a
unaware’ takes on a clearer, more distinct image. si¢ W;., ,; achieves this throug
progressively smaller images until tmv deier o ap wito focus. For example, the
.. brushwood sheaf ... tiny leaf Sve il ‘the large, low branches of a tree to

like a cinematographer = i .. *vfom a wide-angle shot to a close-up.

: ‘}ciéﬁsness is underlined through the poem’s phonetic pattern
Paterson call¥®consonantal homophony’ to create the ‘unconsciously experienc
effectively creating the background mood of the poem on which ‘rhyme, assona

° Paterson, Don: The Poem: Lyric, Sign, Meter, Faber, 2018,
https://books.google.co.uk/books?id=4N1JDWAAQBAI&Ipg=PT14&pg=PT53#v=0nepage&q&f=fals
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In the first four lines the most important consonants in those lines are nasals, fr
relatively gentle, quiet consonants:

Oh, to be in England (nasal)
Now that April’s there, (nasal)
And whoever wakes in England, {fricative, semivowel)

Sees, some morning, unaware {fricative, nasal, semivowel)

The introduction of the stop in ‘wakes’ marks the i t g en the poem finds a

general expression of yearning at its beg

Lines 5-7 shift the sourd:ic & ' ﬂ_,_;,,:;;ﬂds‘ives and fricatives, chiefly /b/ and /tJ/.

Thq ’)V\ L. e Jg’hs%nd the brushwood sheaf (plosive)
Rou g&;‘fﬂ elm- tree bole are in tiny leaf, (plosive, stop)
Whin®ne chafﬁnch sings on the orchard bough (fricative, plosi

These new consonant sounds sharpen the reader’s awareness of the new ‘tiny |
aurally underlining the change taking place.

The second stanza expands the scope of the poem to view April and May as well
line. Correspondingly, the palette of consonants expands to include semivowels
the rich variety of nature:
And after April, when May follows, (nasal, fricative
And the whitethroat builds, and all the swallows! (semivowel, pl

Line 11 changes the poem by issuing an instruction to the reader to ‘Hark’ (liste
subordinate clause introduced by ‘where’ is a complex image personifying the
Flora, scattering ‘blossoms and dewdrops’ on the CIOV’ = h edge of the field
complex, so do the phonetic qualities of the ncear | j_,,,s-iu'i:ing the /d3/ fricativ
denser lyric ground for this phase of thao . ‘z.;:. """"
Hark, where my. l:ﬂm o qm near- tree in the hedge (fricative, plosi
~ (fricatives, stop
(plosive, stop,
(voiced fricativ

The unity of nature is depicted in the density of alliteration, extending over sev
tree is evoked in the use of enfjambment, with three lines running over until the

Lines 16—19 introduce two more new sounds, and use /f/ for alliteration for the
outburst of breath changing the mood to one of wonder.
The first fine careless rapture! (fricative, stop,
And though the fields look rough with hoary dew, (fricative, retrofi:
All will be gay when noontide wakes anew (stop, nasal, se
The buttercups, (plosive, stop)

‘Rough’ is particularly significant, as the only word inth=" ¢ 1 with any negativ
out from those around it, particularly through *he as't ‘56‘ i .e back vowel /A/. Iti
gathering energy of the stop, nasal axrvJ oy L el of gay , ‘noontide’ and ‘wak
enjambment to the image of -1 erc 1 WhICh begins with a striking plosive.

-3, ik poem to conclude more peacefully, but Browning u
‘ }lonty of the English landscape to the ‘melon-flower’ of Italy.
simply * somemmg that is theirs forever’. A dower was originally a sum of mone
by her husband so that she was provided for if she became a widow. The sound
the principal consonant sounds from the rest of the poem, creating a musical an

The little children’s dower, (fricative, stop)

- Far brighter than this gaudy melon flower! (plosive, stop,

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 4
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Key Terms

Affricate a phoneme which combines a plosive with an immedi
spirant sharing the same place of articulation, e.g. ch
Anthropomorphism  the attribution of human characteristics to a god, ani
Back vowels vowels which are articulated near the rear of the voca
(‘food’), /o/ (‘put’), /aws/ (‘boat’), /2:/ (‘caught’, ‘hoard
Pastoral a literary and artistic genre V\’l“'L ¢ rresents the coun
beauty and freedom fro 1¢i ib ¢ J corruption.
Phonetic patterning _the constructio ﬁ'; is uipoetry around specific phon

et L ] ,westlons

é\;ﬁun i The speaker in this poem?

=]
-l
m

C

1

2. \@ich detail signifies the arrival of spring in lines 4—62

3.  Which two birds are depicted building their nests?

4.  What is scattering ‘blossoms and dewdrops’2

5. Put the phrase ‘hoary dew’ into your own words.

6. Explain why the buttercups are ‘the little children’s dower’.

& Individual Activities

1. Research Sandro Botticelli’s painting, Primavera (Spring), in which yo

goddess Flora, wearing a richly embroidered dress and scattering f
she symbolises, and how do these add to your understanding of the
Explore in detail the effect of sound iconicity in one line of this poem
Write a paragraph on the effect of one example of enjambment in
AS only: Compare the presentation of landscape with ‘De Gustibus
Using your knowledge of conditions for chfor'; . rkers in nineteent
of this poem in which they convey their -» s& ¢ dce-of early April in
Gaskell's North and South is 0 G-~ ! .~ 2 «o'start if you do not kno
working classes in ninete- .} ice 5 n, England). How do you find you
alliteration, sourj'{ v dicit ) Airfers from Browning’s?

6. A Levelﬂn R ‘Browning’s presentation of memory in this po
i 6 choose @ poem in which the speaker’s memory is un

NN

AdOD NOILO4dSNI

@ Group Activities
1. Make a mind map of ideas associated with ‘England’. With a partn

living in the 1850s (the height of the British Empire) might have thou
Gustibus—' to add notes showing contrasts to views of Italy.
2.  Moake a table with two headings: ‘Real’ and ‘Imaginary’. Which det
imagined landscape and which a real landscape? Discuss your choic
Extension: Write a short essay in which you argue for or against th
an imaginary landscape in this poem.
With a partner, identify the three most significant images in the poe
AS only: With a partner, make a detailed comparison of the opening
this poem, focusing on what makes them different. Try to think of at
is the most significant difference. ;

COPYRIGHT
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1. Do you believe ™ - ; wien he claims, ‘whoever wakes in Englan
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Connections

e Ideal and real landscapes — ‘De Gustibus—’, ‘Meeting at Night’
e  Patriotism — ‘The Lost Leader’

e  Vivid settings — ‘The Laboratory’
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8. Meeting at Night

Alover makes his way by boat to meet his beloved, who lives on an isolate
the lover out at sea, far from the shore, and relates ¢ .. stage of his journ
crossing some fields and then arriving at his il ve

s house.

Form
A short, lyr! Time: a su
tetrameter, Place: an
People an
Sty]e travelling
Notable for its avoidance of features of natural speech, this poem E"e.“'s‘ d
is characterised by very concise, sensory diction, and a focus on Ei'e?:";?
external event, rather than interiority and reflection. The setting

is used throughout to imply the speaker’s feelings, contributing to
the sense of a person completely possessed by wanting to attain one goal.

Structure

The poem is a simple chronological narrative. It begins at sea, and in the final two lin
reaches a small bay. In the second stanza he races along the beach and across some
beloved’s house. The stanza concludes with the lovers whisperir 3 perhaps at, perha

Perspective
First-person, present tense, in thr/,.,f; 7
be male, but this assume’’s <« w. .d 6nly on the conventions of romantic narra
relationshipg th' o e

Gender a®%1dentity

The poem does not offer any gendered pronouns or names, but it is arguable th
actions and moods conventionally associated with masculinity in literature. In Rc
often associated with dynamic action, entering territories and driving action forv.
taken as a judgement on whether these qualities are really proper to masculinit

take issue with this interpretation, and rightly so.)

oo

Look at the shift in place from the world of the masculine to the world of the fe

shifts from verbs such as ‘gain’ and ‘quench’ (5-6), both associated with action a
language suggesting a more feminine world: ‘warm sea-scented’ (7), ‘a voice les
of the ‘pane’ {9) of the farm’s window.

Key Focus - double journeys i
Though the poem evokes place with grx.cv | - |ty,|t does not dwell on any det
temporal deixis is simple in th' .1 sen a0, “as’ and ‘then’ link the chronologic
suggesting a rapid mey. !‘j“n‘l' : ough a landscape. However, the speaker’s jour

2

In this poem, despite its clearly romantic subject matter, the speaker never expli
Browning uses sensory descriptions of the landscape to imply the speaker's feeli
imagery.

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 44
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A list of the physical locations and the stages of the emotional journey suggeste
1. Open sea (grey sea, distant land, yellow moon, little waves) — feeling lost, a
determination to reach the beloved

The cove (cove, slushy sand) — forward motion, grasping an opportunity, su
The beach —increasing sense of the closeness of the beloved

Three fields — impatience until the lover at last comes into sight

A window pane — anxiety, fear of discovery 1
An unnamed place where the lovers embracr . ,fiénce of any deictic m
love transports the two lovers out 7., xya aal world and into the bliss o

o kwN

Fooooyew 5 Lover the deictic centre of the poem is clearly th
2 ":qse seif—centredness) However, in this poem, there is no deic
movement aueelmg of dislocation experienced by the speaker until he is unit
beloved. Browning achieves this effect by using only ‘and’ as a coordinating con
than prepositions expressing the deictic relationships of the various locations. B
with ‘Then’, Browning suggests this speaker is moving through a continuum, rat

specific goal in mind.

Sound

Browning employs sound iconicity in this poem, and the use of different phonol
essential to the poem's structure and evolving mood. Lines 1-3 employ a series
and low, little waves that leap) which evoke the vast emptiness and indistinctne
within this, the vowels change from back vowels (long, large, low) to front vowe
introducing a greater sense of urgency. In lines 4—6, Browning introduces sibilan
plosives {pushing prow, speed), all conveying more rapid movement and the inc
experienced by the speaker.

o

Lines 7-8 are characterised less by patterr: - - ‘.n;: AAAAA _4nts than by a series of ope
farm, appears). Browning avoadq,}*/.,@ 5oy consonants in these lines, and few
evoking the movement fl’ 2% i s.dstape and suggesting the romantic love buil
g oo e, sharp, spurt) and introduce velar consonants (qui

‘to;jdem, evoking the immediacy of the experience and heighte
speaker as hd i S to gain his lover's attention without waking the rest of the hou
poem use sibilants to convey the two lovers speaking in hushed tones, but the ph

plosive b in ‘beating’ conveys the intensity of the lovers’ feelings, contrasted with

S

Time
The poem is in the present tense, and Browning does not include any flashbacks
future events). However, he manipulates narrative time in the poem. The poem
time seems to stand still, emphasised by the lack of a verb in the first two lines.
again as the narrator uses three verbs of movement: ‘leap’, ‘gain’ and ‘quench’
continues the same extreme compression of narrative time through the contras
mile ... three fields’) and the concision of the language. Narrative time slows dow
the level of detail increases once again.

Key Terms

Deictic centre the place and s

- ‘te A is“anchored’ to. For example, in a
Aein ‘London and someone in Manchester,
g"to Manchester next week’, it anchors the uttera
vmd I am coming to Manchester next week’, the deictic ce
" Manchester.

Prolepsis anticipation of future events.
Sound iconicity  the use of sound to mirror meaning. This includes, but is no
reader perceives a natural resemblance or analogy between
object or concept it refers to in the real world.
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Comprehension Questions
Identify an example of pathetic fallacy in line 3.

Which word in line 4 foreshadows the poem’s conclusion?
How far does the lover have to go from the boat to the farmhouse?
What details suggest this is o secret meeting?

ER S

& individual Activities

1. Identify visual images WhICh hf*v\ “oanoar ’symboilc value in the poe

headings: ‘Symbol’ cmr‘ e ')t o Whm does this add to your un
2. Take a line frort - op

‘[_f G i .né of ’rhe poem which represents the stages of the doub

gé;:fud‘ “should represent the physical spaces, the other side his spirit
Choose a textual detail that links the two and explain its effect.

4. AS only: Compare Browning’s presentation of the journey in this poe

5. A Level only: Examine Browning’s presentation of journeys in this poe
collection. You are not allowed to write about ‘Prospice’.

% Group Activities
1. Work in groups of three to change the perspective on the events of th

the poem with ‘Yesterday I...", another should use ‘Tomorrow | will’ an
should use ‘By the end of tomorrow | will have’. How do the changing
poem? Why do you think Browning chose to use the present tense for
2. Annotate the prosody of the poem — mark strong syllables with a ~ a
Identify places where it was hard to reach a decmon and discuss abo
mood of the poem. ;
3. With a pariner, read Goethe’s ‘Wilkomme ot A _?_;schied’, written in
translation under the heoding ‘Welsor & n, 2L Deéparture’
https: / /germanstories.veu.ec'v »y . . /winikommen_e3.himl), which is a
of a lover racing ﬂ',‘ il ‘1,; .‘.ght to his beloved. What elements of t
include, cmc‘ A navaried them in his version? Focus on choices o

AdOD NOILO4dSNI

LM O you think the lovers have to meet in secret? Can you think of o
,x"roge'rher to write a paragraph entitled, ‘Before the poem begi

your response is shaped by details in the poem, and how far have yo
romantic narratives?e
6. AS only: With a partner, compare how Browning ends this poem and
show how the poems are similar, the other how they are different.

nk

Q Discussion Questions
1. Would reading the protagonist of this poem as female be either cred

COPYRIGHT
PROTECTED

2. Do you believe such romantic clichés as ‘two hearts beating each to e
love in such unrealistic terms?
3. Does this poem try to be anything more than just o vivid, concise represe

Connections - ‘

e  Romantic love — ‘Porphyrla S !'*, £/, r 4. ingat Morning’

e  Powerful feelings — ‘W i <45 icola’ ’The Lost Leader’ gg
.
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9. Parting at Morning

This is the companion piece to ‘Meeting at Night'. Browning wrote in 188
in both poems: ‘it is his confession of how fleeting is *». Helief (implied i
raptures are self-sufficient and enduring — as
woman he visited in ‘Meetmcr at Nigh*'

A very brief Iyric, in envelope rhyme. The first line is in iambic
pentameter but omits the first weak syllable, beginning on the
stressed ‘Round’. The remaining three lines are in iambic tetrameter.

Viewpoint and identity

Over the course of these four lines the speaker seems to emerge
into a new consciousness. In ‘Meeting’ he was the romantic
adventurer, braving the sea at night for ‘two hearts beating each to
each’, but now he becomes the masculine hero, setting out to
conguer ‘a world of men’. Reading the poems together we see how
this poem acts as a completion of ‘Meeting’, the man returning to his
rightful — as he might see it — place in society. The poem ends on ‘for
me’, suggesting the speaker’s self is now complete, the olfJ : :%:swept
away by the tide rushing round the cape.

" V|dual endeavour and strength as

superior to YL ic narmony
té&“‘

masculinity ' re 3’

The most telling verb in the whole poem comes in the final line, when
the speaker confesses to ‘the need of a world of men’ (4) (my
emphasis). For all the drama of the sea, the mountain and the rising
sun, there is a fragile quality to this speaker’s masculinity.

Browning seems somewhat critical of the speaker in this poem.
According to him, the speaker perceived the ‘raptures’ (i.e. love and erotic bliss
‘enduring’ ‘as for the time’ they appeared to him. In the morning he realises th
and that he must return to work and ‘a world of men’.

Settings .
The speaker presents with a highly dramatic sens: J&f e’ ‘.g'fOJ'écted through th
imagery suggestive of adventure and o e &8’ and the ‘mountain’s rim
the unknown (a little like Word-y siti 't . _olnter w:th the ‘huge peak’ beyon
The Prelude. Yet where *' .« A .vordsworth was overwhelmed by that expe
e - ...féund energy from the mountain’s rim}. The allitera
11“‘9 | ‘sea’ (1) contributes to the emergent energy of the scene.

e

The reflection of the sun’s light on the sea is described as ‘a path of gold’ (3), a
light. The connotations of wealth associated with ‘gold’, as well as the mercant
(the poem was written at a time when women had little access to commerce) i
motivated by a desire for wealth.

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 4
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On the other hand, the semantic field of change and transition — the tide comin
looking ‘over the mountain’s rim’ — imply that the experience of the previous e
new determination arises as the result of the previous night’s erotic bliss.

These conflicting interpretations challenge the reader to pin down the poem’s
verbs te establish whether the speaker’s view is epistemic, deontic or boulom
‘need’ in the final line. Two readings of ‘need’ can be prov. s 1 here: first, the s

13

‘for me’ functions like a reflexive pronoun —mvse’.+ 5 . 7 purposes; alternati
reading where it is the ‘world of men’ w":,.v'j ,‘ . e speaker. If the speaker f
boulomaic or deontic, dependlr{g7 i .7, ir'yéu read the speaker being motiv
charged by erotic triumn’ ¢ 4 @ usto fulfil certain obligations proposed by a
o U Lt ts aware of the world’s need for him, then the mo
1193,4 Wr pressure to meet that need for him — or epistemic, stating
gt

(implied by ' ¥¥%5dverb ‘straight’ in the preceding line).

The poem’s brevity makes discussing Browning’s intentionality a challenge her
discourse of romantic narratives it could be a triumph (erotic fulfilment elevate
and spiritual fulfilment), a tragedy (erotic fulfilment is always spoiled by the int
disappointment (the lover seems to have forgotten everything that meant so m

Time

Where ‘Meeting’ took place in the secrecy and intimacy of night, the symbolis
opportunities and new realities. Time at once stands still and rushes onwards i
sudden’ and the light breaking over the mountain ridge both imply rapid chang
past — rather than a continuous form — for all the verbs creates the sense of a
of movement. ;

People and relationships ;
Given that this completes ‘Meph* Zid l v 7 what is striking is how the woman
this poem. Like the sIurP : ».:1€ cove, she has been erased by the tide o
her body ujge

The sun, ho‘.A.ttr' is personified in this poem, given a regal ‘path of gold’, a co

lighted match’ in ‘Meeting’. Masculine power is the winner here.

The ‘world of men’ can be read as a metaphor, where ‘world’ stands for system
of the description of the natural world — in striking contrast to the detail of ‘Me
speaker is moving away from the heightened awareness of reality which surrou
beloved and into a world of abstraction in the form of commerce and governm

Sound

The poem begins with a stressed syllable, the /r/ of ‘Round’ imparting energy t
matched by the regularity of the stresses in the rest of the poem and the use o

there is none of the fluidity of ‘Meeting’ in this poem. Mc i “essed syllables u
the exception of the onomatopoeia of sudden a w* @7 ; here is no alliteratio
It is almost as if the speaker’s decision tc ..* - to wie ‘world of men’ shuts do

the natural world, which were ¢2 s e Lyt ‘in ‘Meeting’.

a verb which describes an action.

End- stopped Ilne a line of poetry which ends in a full stop or other punc
Envelope rhyme a stanza in ABBA form.
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Comprehension Questions
Which meaning of ‘cape’ is most appropriate for line 12

What looks over the mountain’s rim?
Where can the speaker see a ‘straight ... path of gold’?
Where does the speaker decide to go next?

hown=

& individual Activities

1. Write the woman’s thoughts v« e akes to find the man return

she perceive the secx b 1 Ly n + dnd the sun?
Mind-map the st ru.eds ‘the mcn might have of a world of m

2.

A:'only Compare how Browning presents self-obsessed love in this
4. Make a table marked ‘Masculine’ and ‘Feminine’. Sort the lexis of th
Night’ into these columns based on the connotations of each word. W
differences between the two poems? How has the poetic voice chan

% Group Activities
1. Look at the Caspar David Friedrich painting reproduced above. Wi

about masculinity it suggests and how the dramatic landscape both
does Browning use language to present similar ideas in ‘Parting at
2.  Work with a partner to come up with ideas for what might be mean
contrast with ideas expressed in ‘Meeting at Night'2
3.  The poem is written in the first person, but the speaker is not a perso
sympathetic to or critical of the feelings the spN”'< ir expresses? Disc
with views based on close analysis of ﬂm )

Q 1. Lo""im“ S «<eting’, how does this poem change your view of

AdOD NOILO4dSNI

bm 5 nig of a cliché to talk of the transitoriness of love in poetr
ié\,ca yhat feeling is Browning writing about in this poem?

Connections

e Llandscape — ‘Home Thoughts, from Abroad’, ‘De Gustibus—’
e  Travel —‘Prospice’

e  Men and women — ‘Cristina’, ‘My Last Duchess’
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10. ‘De Gustibus—'

The poem’s title is the first part of a Latin saying, ‘De gustibus non est di
roughly as ‘there can be no debates over taste’, the s= « being that taste
preference, hence there can be no 1easonable. oat sjbcult it. In this poe:
express the differences he perceivesh-* - m “befoved and himself. Tt i
wholly personal tribute to his - 3/ 4 7 i~ jLeth, but there is no internal evi
trees’ to whom the first, -~ e adar essed. This person, the speaker ass

countrysidags i ¢ Y v thelr crhost ‘will walk’ there, watching a tender,
0

play out =& gr s and bywqys of May and .June. The speaker, though,

landscapc g

¥ s rebelliousness.

Form

This poem is a lyric, rather than a dramatic lyric or monologue. It
consists of two stanzas, the first slipping flexibly between different differ
metrical forms: the first four lines are ABBA with two lines of
catalectic iambic trimeter enclosed within iambic tetrameter (though
these both contain an extra, unstressed syllable). The stanza
continues with a mixture of tetrameter and trimeter lines. The girl se
rhyme scheme can be summarised as ABBA(A)ACCDDDDD (the (A)
rhyme on ‘coppice’ (5) just rhymes with ‘poppies’ and ‘please’ either the sit
side of it). The DDDDD is very unusual and a striking sonic effect.

The second stanza is much more uniform, consisting of iz . | 5. tetrameter, thou
flexible. It begins in couplets, but the pattern bre: xs'u » 1., The rhyme on ‘ltaly
lines. The final line is metrically very s**a & st suanned as two lines of troch
line with six irregular feet. ; o

AdOD NOILO4dSNI

Character Vae You I
Time Youth, a fleeting moment, springtime and Epic, an
early summer
. England, pastoral, small, enclosed, Italy, va
Space and settin > .
P J delicate beauty, birth and dea
Characters Two young lovers, innocent, transient Political
Viewpoint and identity
The voice seems quite personal here, and the sentiments of the poem fit with COPYRIGHT
landscape and culture. The character here is constructed almost wholly throug
are discussed in detail below. PROTECTED

The persona is passionate, ending the poem with asez. s = e ’?‘clamations, imag
ghost returns to Italy, the country closest to hi h art, " ov{miﬁg marks the diff

in the narrative through modality: th~ 2 i » 5. 2s ghost ‘will walk’, a statemen
the speaker uses the modal l= ivok 2 Jove! (14) to express a boulomaic desir gg

Lt Qg

Simply put, XS ’tstanza is a depiction of a pastoral scene, abounding in natu EdUCOtiOn
exists in a fleetmg present. The second stanza is a dramatic, dangerous depictio
alarmingly modern. Time and setting are inextricably linked in this poem, so, ra
chapter, pairs of quotations from each stanza are offered to illustrate the ideas
substantially shorter than the second, they both follow a similar pattern: the la
described, and the stanza ends with a coda drawing the themes and ideas toge

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 5



by side it is possible to illustrate the development of the voice in the poem and
evocation of Italy.
1.

‘English lane’ (3) and ‘A castle ... In a gash of the wind-grieved Apenni
The country lane is a stereotypically English scene, locating this setting in
a small, enclosed landscape winding at a slow pace. ltaly is represented b
gash of the wind-grieved Apennine’, a much more dramatic landscape. Th
creates a sense of the sublime, an experience deﬁr ‘; ' che philosopher

Whatever is in any sort terrible . i a ‘o1 . of ‘the sublime; that is,
stronges* . : 5t hich the mind is capable of fee

Jheen fmds excitement in danger and the most po
Te,, eXposure and the ‘gash’ in the mountain rock sets up t

Italy, and Browning suggests they are a place of mourning through the
grieved’, perhaps aurally foreshadowing the idea of engraving which ap
use of the proper noun, contrasting to the more general ‘lane’ of the fi
history to the speaker’s conception of Italy, suggestive of the famous R
The English lane is timeless, yet, as will be shown below, fleeting. Italy i

Browning’s use of sound iconicity underscores the difference between t
characterised by liquids such as ‘lover’, ‘loves remain’, ‘English lane’, cre
conjunction with the relative absence of stops. By contrast, lines 14-16
‘best’, ‘castle, precipice-encurled’, ‘gash’, ‘grieved Apennine’. This evok

The ‘cornfield-side’ {4) and the ‘sea-side
house to the farther South’ {21)

These two locations begin tosetup a
tension between lexis of fruntfulr\f‘ﬂ > 4 :
death which deveiop asthoo % 20
progress. The con
’ #+ uwre, tended by man

@

tot sgw sustam him. The ‘sea-side
o 2
houXa®Gwever, is an isolated place — | do

not think Browning intends us to picture a
pleasant holiday villa — at the mercy of the
elements. The ‘farther South’ moves the
setting to a region which suggests the
landscape around Naples, finding a
specific emotional resonance in images of
the dramatic landscape of the Amalfi coast ;
and the threatening mass of Vesuvius. Michael Wutky: Vi
‘A-flutter with poppies’ (4) and ‘the baked cicala ... one sharp tree’ (2
The English landscape gains a light, delicate qualitv inhe image of the
through the prefix ‘a-’, which implies contwl aly .tl\ ty However, wh
warm red to the scene, the poppv is:niin . r{'_ ,mmym for the drug opiu
implication being that the Prod . s zaer ‘may exist only in some dreamli
by the omission of Vo s orﬁthe speC|f|c detail that develops int

sharp tree is a cypress, a tall, slender pine tree whose branches were
classical Athens. The violent landscape left behind, Italy has become a
in ancient time.

10 https://www.bartleby.com/24/2/107.htm|!

Robert Browning ‘Poetic Voices’ Study Guide for AS / A Level AQA with Recordings Page 5
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However, along with this, Italy also becomes a place of untamed ripene
cornfield represents nature managed for mankind, in Italy the walls of
‘ripe fruit’, challenging the ‘iron spikes’. The pattern of using compoun
expanded here: ‘ripe fruit-o’ercrusted’ suggests both life and death, the |
juxtaposed against the ‘crust’ forming around the building.

Here, sound iconicity evokes light, fluttering mov:. » itin the English w
“flutter’ and ‘cornfield’ and the voiceless < .o 7p | }‘ poppies’ (which is
voiced /b/ stop used in the descr .7t f .-m"v ébove). ttaly, as above, i
stops such as /k/ — ‘spike ;7 '« .asted’, /d/ — ‘dies of drouth’ and th
splked ripe ft‘u'+ n;t . cod' The density of consonant sounds in line

The two settings here contrast in scale, developing the enclosed/open
mountains. A coppice is a small area of woodland which is cut back and
of the ‘corn-field’ from the preceding line of nature controlled and tam
opaque / blue breadth of the sea’ is strikingly different. Following the |
the sea is a mighty, untameable force, developed by the three adjectiv
premodified by more than two in the poem. The assonance of ‘great’ a
alliteration of ‘blue breadth’, creating a powerful sense of scale. ‘Opaq
imagery, reinforcing the unknowable sublimity of the ocean. The sense
the choice of the present tense verb ‘expands’, implying an ongoing pr
pattern of sound iconicity set up above, whereby England is evoked in f
while he uses stops for Italy: ‘blue breadth ... break’.

5. ‘Crumbles some fragment of frescoed walls’ /- 2;
This description of the house evokes th Iz ide, =@ s of Pompen whose fr
were preserved by theash clee o ! i+ o _up by the eruption of Vesuvius i
: fse R f nuent history and classical civilisation

AdOD NOILO4dSNI

indacates'an ongomg process of decay, the past ever falling to dust in the

6. ‘Aboyand agirl’ (6) and ‘A girl bare-foot’ (34)

Having established the mood and temporal framework for the two sett

characters. Both scenes include children —adolescents — but the details

a couple, and Browning affords them no descriptive adjectives, in keep

representative quality of the setting. They are balanced, described only

Italy, by contrast, the girl is not counterbalanced by a boy, and she is ‘b

indicates her poverty — the region around Naples was —and in part rem COPYRIGHT
her freedom and connection with the land. She exists in a state of pote PROTECTED
another as the English couple are. They are settled, reoresentatlve of a

ways are immutable. ~‘

7. ‘If the good fates please’ (6) av's . “piuii sprawls ... there’s news t
At this point in the Enr"” ‘¢ aiview influence is introduced through EQ
subjunctive ﬂi« 5 N dulilsmg the pastoral idyll established in the p

«lf .91 and uncertamty of ‘please’ are balanced by the adje

@;Eu“ but nature: a dangerous scorpion lurks beneath ‘blisters

and CUrruptton The alliteration of sibilants in ‘scorpion’ and ‘sprawls’

‘news’ may seem to sit uncomfortably with the scorpion, but it is part o
which informs the description of Italy. Both the scorpion and the ‘news
stark contrast to the euphonic long vowel sounds of the English scene.

)

Education
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8. ‘Making love, say -’ (7) and ‘Brings, and tumbles / Down on the pavem
If the two scenes were painted, the English scene invites the gentle indis
suggested by the tender off-handedness of ‘say —’, allowing the line to d
‘say’ continues the delicate uncertainty of ‘if the good fates please’ in th
meant to court or pay amorous attention to someone — you would ‘mak
their attention and indicate your interest. The modern sense of sexual in
twentieth century. There is, nonetheless, a euphr 7 i quality to the ph
eyes as one would expect of an Engllsh peso | taly, however, the im
coloured, and correspondmglv ot o ore fongly charged with sexual
her thus: ;

r11

assassination’.
The present tense verb ‘tumbles’ contrasts with the progressive verb ‘m
the poem into the present, out of the slow progression of ‘crumbles’, th
more explicit.

9. ‘The happier they’ (8) and ‘The king was shot at ... She hopes they have
England has drifted into dreamy bliss; Italy acquires the sharp, cold light
comparative adjective ‘happier’ continues the theme of moderated blis
making love. In Italy, however, the violence of the castle and the ‘gash o
suddenly finds a very modern expression in the form of revolutionary co
century, Italian nationalists were seeking to overthrow foreign dominati
incident itself is fictional (it exists in the imagination of the speaker as he
represents the turmoil of ltalian political and social life at the time. The t
‘was shot at’ suggests that such violence is part of = - "yday life in this w
suggestive of Naples, Browning brmgs the w5 0| X ’id «s immediate hist
noun ‘Bourbon’, the name of the Ery :
he brings her to life as ar, | :
Sheis revoiutlon"", '~

AdOD NOILO4dSNI

rapid pace of the news. The speaker in this section of the poem aligns hi
politics that were sweeping Europe during the nineteenth century, in co
‘lover of trees’, metaphors for stability and enduring values.

10. ‘Draw yourself from the light of the moon’ (9) and ‘Italy, my Italy! (39)
Where the first stanza dissolves into the ghostly light of a nocturne, the
direct address to the ‘lover of trees’ seems an instruction to leave behin
unreality: the preposition from’ suggesting that the ghost is merely drif
does not properly belong there. The moon’s light is pale and white, cont
greens of the ltalian scene, and the long -oo- vowel adds to this sense of
England, it seems, is becoming little more than a ha»» outline, a dying m
‘ttaly, my ltaly!’, following the reported spesr 4. };ae irl, brings the Ital
Structurally it surprises the reader ¢« ct ne \lvn.ﬁ no transitional materi
personal pronoun emphac <& 1iw : isvision of ftaly is very much the i
speaker, not a re:nl .;hortness of the line, emphasised in its pr
trochegs ary 2 _, e"mtroductlon of a new rhyme, accelerates the po

COPYRIGHT
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11. ‘Let %6 f-pass {10) and ‘Open my heart and you will see / Graved insi
The pastorai genre often expresses a regret at the transience of existen
and this stanza ends with a similar sentiment. The lovers (‘they’) will fad
vision of England must fade, emphasised by the future tense epistemic

1 Karlin, Daniel: Browning’s Hatreds, Oxford, 2011
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The fleeting nature of life concludes the line and stands in contrast to th
form of ‘engraved’). The speaker here recalls a remark attributed to Mar
after her army surrendered the port of Calais to the French in 1558: ‘Wh
will find Calais written on my heart.” One critic has complained that the

workmanship’® and the two parenthetical lines about ‘fortune’s malice
uncomfortably interrupting the train of thought. Nonetheless, ‘fortune’

good fates’ of stanza | into a malicious entlty, ln k. r 1g with the savage
setting. Browning’s use of sound iconicity. A
the gentle sibilants of ‘pass’ evo'/ ik er,.;- fadtng away of the English
‘fraly’ suggests upward T :

12. ‘Ang¥Ql. @\ . ef (14) and ‘So it always was, so shall ever be!’ (46)

The &\Zj@ stanza ends with a lament expressing grief at the passing of
time W5t steal all lovely ‘bean-flowers’ and birdsong away. The D rhym

lines to bring the stanza to a close with a gentle musicality expressed in

stanza with the semantic field of solidity in the ‘trees’, the beauty of ear
heat of July and August. In Italy, however, the speaker turns away from

transforms the country into a ‘lover’, the metaphor suggesting a passion
the final line echoes the Christian prayer known as the doxology as it en
For all the suddenness and violence of the Italian scene the speaker see

an echo of the passion, violence and upheaval of countless ages.

People and relationships

The characters in the poem have been discussed above, but the relationship betw
trees’ is also significant. Some believe that the poem is addressed to Browning’s w
travelled extensively in ltaly, but Iine 18 denies this the popr" : ‘address to an ‘old

AdOD NOILO4dSNI

z
complalsant e speaker is confident it ‘will walk’, shown through the future

by contrast, is a more complex figure: it seems reluctant to return to the world of
whether he can ‘loose [his] spirit’s bands’ (20). There seems to be something of an
characters: the persona admits he will struggle to ‘get [his] head from out the mo
juxtaposition of the colloquial ‘get my head’” and the more dramatic ‘grave’ create

Key Terms
Direct address speech directed to a specific person. COPYRIGHT
Doxology a short hymn of praise used in Christian services. The most
the triune God and asserts his eternal power, ‘as it was in th PROTECTED
more shall be’. 1
Euphony combinations of phonologi‘ca':’,.,,.g - ig jexis,
Juxtaposition the placing of contra-"" {e. ..images or words next to ea

effectsforth e 't _iute that juxtaposition is only the te
juxts g ,vr‘ w0 ﬁéve a terrifying, amusing, shocking or un ‘9
o uffered for consideration. 09
Lament ol aﬁ’expressmn of sadness, grief or regret.
Parataxis W placing short, independent clauses next to each other. EdUCOtiOn
Proper noun a noun that in its primary application refers to a unique enti

Uranus, Gilgamesh or Apple.

2 Tillotson in Tracy, ed: Browning’s Mind and Art, London, 1968, 202
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Comprehension Questions
Who are the ‘two in the hazel coppice’

What will happen ‘if the good fates please™

What season of the year do bean-flowers and the blackbird’s tune
Which is the first region of ltaly the speaker thinks of, and what is th
What features of the landscape can be found “fa r’rher South?
Whot is meant by ‘opaque’ ;

What news does the barefoot girl brin
Who is the Queen Mary referred i/

L

N ALOD

‘,‘.—m _is her attitude to

8) §nd|\nduaillft

aly g,mpc:re how the personce of this poem and ‘The Lost Lea

W ,'ec:ls

many of Browning’s speakers imagine futures for themselves. Make

futures to which you can refer for revision purposes.

3. A Level only: Explore how Browning presents a foreign country in fl
collection.

4. Identify three specific details (e.g. the scorpion) from the ltaly sectio
connotations of that image.

5. Choose three lines in the poem (either as a single unit or from differ

sound iconicity particularly effectively. Analyse how Browning achie

explain why it is so effective in conveying the speaker’s emotions an

% Group Activities
1.  Make a mind map together of ideas you associate with ltaly. How d

find in this poem?

2. Read the poem again and identify all the » s :ages which creat
stanza. Which image is most effective ni ¥ ¢ wp ‘of three, each ch
choices, using linguistic analy o te, wal context to support your

3. In pairs, reread the p i . guig reader at each change of rhym
ideas are oo 2 amphasised through rhyme?

N _» :py of the poem, with different colours to represent

W [ scuss the effects which Browning achieves by shifting betwe

aéuC“ Iy With a partner, read aloud the opening section of this poe

person should read the first line of this poem, then the other the first
have read each pair of lines, compare and contrast them.

AdOD NOILO4dSNI

Q Discussion Questions
1. Is the speaker in the poem in love with the ‘real’ Italy2 With a parin

and against the proposition that the poem presents the ‘real’ Italy.
2. Research Constable’s painting of Fen Lane, East Bergholt (1817). Ho
England evoke similar ideas and moods to this painting? With your
rural life you think he has omitted, and why do you think he has don
3. Geoffrey Tillotson wrote of this poem: ‘The structure of Browning’s p
was when he came fo fill out the grand structure with words that he
architect allowed shoddy workmanship frez i b ckloyers (See fo
with your partner: are there any pain /i ‘555_ oem

COPYRIGHT
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e ltalyand England —‘Home Thoughts, from Abroad’, ’IVIy Last Duchess’
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11. Prospice

The title of the poem is a Latin imperative verb, meaning‘look forward’, o
might instruct a lookout or tell yourself not to miss ¢ . 1ing while drivin,
shortly after Elizabeth Barrett Browning’s de-2l: fi i 54, which affected B:«
he said: ‘T shall live out the 1emalnde" T 7y 4 1n her direct influence,

mine, miserably imperfect no <1 o & ‘o take the good she was meant

-1

Form !
oS ¥

s Time: the
This lyric is « gé\,cow personal, but formally quite regular, consisting

immediat
of longer, four-stress lines (tetrameter) alternating with shorter, Place: an
two-stress lines (dimeter). The poem is mostly iambic, but many mountains
lines include anapaests (a strong syllable followed by two weak People a
syllables), lending the poem something of the quality of natural personifie
speech, if not quite sprung verse, as Hopkins might have termed speaker’s
it. Some lines include five, or even six, stressed syllables, evoking Events: th
the stronger emotions felt by the speaker. facing de

bliss of b

Viewpoint and identity
This poem is heroic in conception, conveying the speaker’s desire to confront d
fighter’ (13). The opening of the poem seems a challenge, a question in answer
two strong syllables {a spondee) and the pause immediately after, almost defyi
of their own. The diction of the poem is very concise furth - ‘:onveying the det
their response to death. The use of contrastive cc . ,. ic1 * s such as ‘though’ a
defiance in the face of challenge. gy

, 20 deflne strong man’ implies that the spea
hir ) ;oo “,‘yof bemg a ‘strong mar’. This idea is expanded in t
tournamen! : ycéa by the archaic ‘guerdon’ (11), which was the prize awarc:
jousting tour ient. The alliteration of ‘guerdon’ and ‘gained’ in that line cont
heroic action, which culminates in ‘1 was ever a fighter’. The simplicity of the dic
adverbial ‘ever’, the first time in the poem that the speaker looks backwards fro
striking about this passage is the simplicity of the diction: with the exception of
monosyllabic and of Anglo-Saxon origin, suggesting the speaker sees themself a
straightforward in speech as he is in action.

The use of the definite 3"
to death as g

b

In lines 15—16 the speaker rejects any idea of receiving pity or mercy at the mo
‘creep past’ death with his eyes closed, demanding instead to ‘taste the whole o
perhaps alludes to the Garden of Eden, where tasting the apple led to complete
having ‘bandaged ... eyes’ (15). The sensory verhs of ‘feel the fog ..., the mist’ (1-.
The verb ‘taste’ (17) increases the degree of lexical mtencﬂ" supported by the
which presents death as a sensory expenence -

The poem is highly alliterative, rec- !\ ¢ ¢ :fé/_.,;%;'rrétive epic poems of the Anglo-Sa
as the principal structural A Y a1¢a’line of poetry. Anglo-Saxon poetry divid
the middle, b e A * 3 were linked through alliterated stressed consonan
Browning d 11 * gb w0 th|s extent with his use of alliteration, but alliteration su
by a caesura\§ wdally emphasised by the Anglo-Saxon ‘fare’ (from OE faran, to j
identifies ?mmseif with ‘the heroes of old’ (18). The term ‘peers’ is an interesting o
denotes ‘one of the same age group or social set’, but this dates only from 1944 (

13 Quoted in Kennedy & Hair, ibid., 293
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significant rise in popularity!*). Before then it was more strongly associated with a
describe the knights of the Round Table in Arthurian romance. ‘Heroes’ (18) migh
Lost Leader’: poets who broke new ground and fought to establish themselves.

The masculine force of the frequent use of strong consonants in alliteration is e
ellipsis and asyndeton. Lines 17-20 could include ‘and’ in several places, but the
force, conveying the determination the speaker wishes tc . '« 1onstrate at the h
elliptical, omitting ‘of times’ after ‘the worst’ and "o 19 after ‘the best’, contr
determination and certainty in the poen’* ' y

Settings 14
In contrast er _uohas ‘De Gustibus—’, the settings in this poem are who
express the $f mind or emotion the speaker imagines will face him as he a
they are pathetlc fallacies. The landscape is sketched through a series of details
region. Natural imagery of ‘fog’, ‘mist’ and ‘snows’ is apt for a poem on the then
cold, confusion and the potential to lose one’s way. The fricative /f/ sounds of
evoke the swirling vapours. Moreover, the ‘mist’ serves a literary function as an
the underworld, which was depicted as a ‘realm of mist and gloom’,*® also introc
associated themes of heroic endeavour and unfailing love such as that suggeste
Focus below for a more detailed discussion of how metaphor functions in the th

Lines 1-9 culminate at the top of a mountain, when the ‘summit [is] attained’ (9
metaphor for death, used by many poets, including George Herbert, who calls d
However, for Browning the mountain is a place of struggle and fear. The descrip
tension in the poem, progressing from the indeterminate and mysterious ‘fog’ t
more dramatic through the military connotations of the ‘bl'*"" . Moreover, this is
plosive has been used at the beginning of a word inedag ;'g ae effect of the im

Lines 5-6 serve are relative dausp' S
of ‘the .., the ..., the . cono, o

confu5|on, juss ys the feelmg of being assailed by powerful force

This oppress v\.ﬁturai scene shifts into the background in lines 10-19 as Brown

conflict centred around the speaker’s idea of a heroic encounter with death. The
line 20 in the tripartite construction, ‘pain, darkness and cold’.

Heaven itself is not described, except through the single word ‘light’, and even t
indefinite article, making it seem small and weak, like a candle in a vast room.

This is, however, not the only journey taking place in the poem. As with ‘Meetin
not only forwards: there is an implicit journey back to a happier state of being in
grapples with the pains of his past. The temporal adverb ‘again’ in the penultima
looking forwards but also backwards, an escape from the torments conveyed by
dominate the central part of the poem. There is also an implicit desire for a new

]

speaker asserts his wish to ‘fare like my peers’ (17). v x g fhis self-picture as

Time 1
Like ‘De Gustibus—’, the r>.- | “ ‘urward to an imagined moment in the futur
imagines the gl ai « - = i Prosplce focuses on the time before death and th
There is no 3 frdmework for time within the poem, but there is at once a dil

14 See Google ngrams: https://books.google.com/ngrams/graph?content=peer&year_start=1800&
ing=3&share=&direct_url=t1%3B%2Cpeer%3B%2CcO

15 Homer, Hymn 2 — To Demeter, trans. Evelyn-White, Hugh http://www.perseus.tufts.edu/hopper,
seus:text:1999.01.0138:hymn=2

16 Herbert, ‘The Pilgrimage’, in Herbert, ed. Cook, Ware, 1994, 101
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time. The verbs in the first four lines suggest a prolonged period of time: the sen
of state, the beginning of a new sensation. This is developed by the existential ve
participle ‘1 am nearing the place’ creating tension by retarding the progression o

There is a brief flicker where the poem looks backward: line 13. This offers a high
speaker’s life: ‘Il was ever a fighter.” The time adverbial ‘ever’ implies a life spent
that he as a writer had spent his whole career fighting aga’ . | e literary establi
Lines 22-23 mark the dramatic climax of the poer ;a.ﬁ'tk”minute' at the he
speaker imagines. The use of anaphorac . thoupression of a sudden incr
calm. ‘The’ begins each clause in ' et ; s, ‘each one an insistent beat of the
climax, expressed in thea & . wiverbs ‘rage’ and ‘rave’. The next four clau
sty . ose verb, but only in the fourth clause is there a noun

voices’, allow®g the pace of the action to slacken. Line 26 recalls ‘Meeting at N

achieved through the anaphora of ‘then’ and the metonymy of ‘light’ and ‘brea
contrasting with the connotations of fog, snow, darkness and battle from earlie
naturally to ‘soul’, popular belief supposing the latter to reside in the former, b
tenderness, furthermore easing the pace. The choice of ‘rest’ to conclude the p
the Christian service of the burial of the dead: ‘Rest eternal grant unto them, O
upon them.’ The function of this allusion is to transform the poem from the act
blissful light of an imagined eternity with the woman the speaker loved and wo
exchanging letters 20 years before.

People and relationships

Only the speaker in the poem is characterised in any detail. Beath is presented
‘the Arch Fear’ (7); this is an echo of ‘Arch-Fiend’, the term *< :d by Milton for S
Lost (see PL, Book 1, line 156). The change in name is g : 4ca :t: Satan is a figu
his own right, but ‘Fear’ is an internal qualit:: < 7 ¢ ?‘ﬁﬁ_;uud:f"fhe speaker himself.
not with external forces, but with “ Sa '

Death is persqaaieC ., gl wayg in the poem, firstly as ‘the Arch Fearin a vi

’;imer’f‘brisoners condemned to be executed by firing squad

of mercy so v..a‘iey did not see the soldiers lining up to kill them. Death seem
especially through the choice of ‘bandaged’, which has connotations of medica

The only other character in the poem is ‘thee’, who appears in line 24, emergin
imagines his eyes opening to a light which reveals to him his beloved’s ‘breast’
The breast is a metonym for Elizabeth, emphasising her nurturing, consoling qu
begins with an ecstatic exclamatory sentence to create an apostrophe where t
to express his unrestrained joy at being reunited with the ‘soul of [his] soul’. Th
speaker’s passion for Elizabeth.

Key Focus - thematic unity

This poem is notable for the high degree of thematic unitv+! ch Browning ach
domain.” There are two principal thematic patter=. . i1 jjjf50¢m: confusion an
the former express the emotional state th~> . - 3k ij_..maéih'es when he faces de
underlying metaphor of life/jourr-. ~ o~
e Semantic field of corf.i: seanflict includes:

Fog, miue@oW © 1 s power, press, foe, Fear, barriers, battle, fighter, fi

Moc Tiend-voices, rave
°

e Semantic field of journeys includes:
Nearing, go, journey, summit, barriers, gained, last, creep, fare, dwindle, b

17 See Don Paterson’s excellent essay The Domain of the Poem Ii: The Poetic Contract in Poetry R
sion of how metonymy and metaphor function to create thematic unity in poetic discourse.
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Browning uses sound to emphasise the sense of confusion and conflict in the p
consonants he uses for alliteration:

e f: fear, fog, face (1-2, voiceless fricative)

e b: begin, blasts, (p)lace (3—4, bilabial voiced plosive)

e p: power, press, post {5-6, bilabial voiceless plosive)

e  st:stands, strong (7-8, voiceless fricative combined wuth an alveolar stop)
e  g:guerdon, gained {11, velar stop) :
e  b: bear, brunt (19, voiced bilabial plosive) .

L

The high frequency of stops ar ‘éi £ contributes to the muscular quality of
Notably, the frequensy i = (e _.tion declines from line 24 onwards after the d
example be ino 5 with * peace out of pain’, where the denotations of the
than lines 5 ,,aexample The end of the semantic field of confusion and con
change of consonants from stops and plosives to gentler consonants and longe
begins with six words, five of which include open vowels, and none of which en
this to the first line, dominated by ‘fog’ and ‘throat’: the openness of the sound
evokes the peace and beauty of the poet’s imagined new existence in Heaven.

Key Terms

Anapaest a foot consisting of two unstressed syllables fol

Apostrophe the breaking off of a narrative for the speaker t
part of nature, an inanimate object or an abstra

Contrastive conjunction conjunctions employed to link two ideas consid
‘vet’, ‘but’, ‘nevertheless’.

Epic a form of poetry which recoiir is extended narr.
deeds of deities or m)';;.. > .gital heroes.

OE abbrewatmr 5y O Fasmh Refers to the dialec
1jnrj S Lo
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Comprehension Questions
1.  What does the title mean, and which mood is the verb in?

2.  What type of sentence is ‘Fear death?’ (1)2

3.  What weather conditions are described in lines 1-32 What do they
dying?

4.  What is ‘the Arch Fear’ (7)¢

5.  What is meant by ‘guerdon’ {11)2 What semant i ;eid does it intro

6. What ideas are suggested when the spec .t .
(15)2 "y

7.  What does the speaker ¢cnev ot is life when he says he must
/ Of pain, darkne-. nd = 519-20)2

8. What techri i 1 “>pefition is used in lines 24-252
; is . .oay ‘thee’ (27)2

& indwudual Activities

1. Choose an example of enjambment in the poem and explain why it

literal meaning of the words at that point.
2.  Choose a different poem from the collection where the speaker beli
a. AS only: Compare and contrast the ways that Browning presen
poems.
b. A Level only: Examine some of the ways Browning presents th
strong.
3. Explore in detail the choice of three images of confusion and conflic
image that convey ideas of confusion and conflict?
4. Choose one of the shorter lines which you think is particularly effecti
ond ideas. Explain your choice and the linguistic effects behind it.

% Group Activities e
1. Moke a table with two headings: et 7 Sirength’, then note do

from the poems that conve r sic ¢ nhicting feelings. Discuss how B
phonology to conv=y mér « nuasts.
2. Workinoci 4 ‘wie poem together, once faking a whole line
s ufterwards where you found this second reading ch
'S/ read the poem twice, once reading only the longer lines, th
@7 patterns do you notice in the ideas Browning conveys in the d
4, Why do you think Browning chose this ‘limping’ effect in the poem?
experience of confronting death?
5. AS only: With a partner, create a visual representation of the storm
at the beginning of ‘Porphyria’s Lover’. As you work, discuss the simi
two passages, and what they reveal about the respective speakers’

AdOD NOILO4dSNI

Q Discussion Questions
1. With your partner, discuss what you understand by the term ‘strong

COPYRIGHT

characteristics define a person as strong? How do you think ideas o
Browning wrote his poem?e

2. How does this speaker’s attitude to death comparp with other aftitu
it a credible attitude?

3. This poem was written very shortly af .4 - ‘o . }ng 's'; wife died. In the
poem as a reflection onthe r . Hf . “.ath, or an attempt at self-ju
each toking one pos:’f SN " ~ Alopmg an argument based on clo

4.  Are there anv A poem where Browning’s sound patterning

PROTECTED
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e  Dramatic 1andscapes — ‘De Gustibus—’, ‘Home Thoughts, from Abroad’,
e  Eternal love — ‘Porphyria’s Lover’, ‘Cristina’

e  Heroic action — ‘The Lost Leader’, ‘Porphyria’s Lover’
e Journeys — ‘Meeting at Night’
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The Examination Question:

Key information: Paper is 1 hour 30 minutes. Spend no less than
45 minutes on poetry questions. Remember
VYoices’, so
Question specifies the two poems to be discussed. Both r s speaker pre
are printed in the examination paper. L

& 6f the four main

Question will have a clear link to

e  The prgs¥Qti

e Theim! Z;E‘Eu )€ of place

e  How pelPie and relationships are realised Abroa
e The presentation of events

Browning ¢

Example questions e iy
analysis on

1. Compare and contrast how Browning presents power in perception
‘My Last Duchess’ and ‘Porphyria’s Lover’

2. Compare and contrast how Browning presents memories
in ‘Cristina’ and ‘Home Thoughts, from Abroad’

3. Compare and contrast how Browning presents speakers’ emotions in ‘The
4. Compare and contrast how Browning presents journeys in ‘Prospice’ and ’
5. Compare and contrast how Browning presents desire in ‘The Laboratory’ a
6. Compare and contrast how Browning presents places in ‘My Last Duchess’
7. Compare and contrast how Browning presents the Spog 2r’s state of mind
Meditation’ and ‘The Laboratory’ g i 2
8. Compare and contrast how Brownmf* n : ati
9. Compare and contrast how P s
Meditation’ '
10. Compar’
What dod¥

To complete a ‘Compare and contrast’ essay well, you need to go beyond simpl
what is different between two poems. Instead, adopt a structured approach w
structural details. Your answer must show you can use linguistic terminology an
explore the meanings that Browning creates in his poetry (AO02).

There are two different but equally valid ways of structuring an essay. You shou

best for you. To illustrate them, think about the question below:

e  Compare and contrast how Browning presents the speaker’s state of mind
Meditation’ and ‘The Laboratory’.

Thematic approach G
Identify the focus of the question: in this case, ‘th ;¢ *a “s state of mind’.
1. Quickly write out five initial ldeas fo A 20 hey can be quite simple
might think of: Fe T
Johannes Ag_rac_oi‘j i

Laboratory

Wants revenge

Sexual arousal

Se!F—!ove Aristocrat in a poison
Isolated — voice in his head Thinks she is better th

Excitement — thinks he is going to heaven Excited by power

(NB This list is neither exhaustive nor definitive.)
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2. Having done this, you might be able to see one or more points where the sg
this case, you could say both speakers consider themselves superior to othe
from society around them. This can help you organise your ideas.

3. There are also differing features about each speaker’s state of mind.

4. You should now focus on the lexical and structural means by which Brownin

Lexical/structural approach
1. Quickly write out five key language features id RO

“thé topic of the ques
—
~-Laboratory

Johannes Agricola

Lexical intensity Sensual imagery

Use of imperatives

Repetition

Violent language

Verb processes Alliteration

(NB This list is neither exhaustive nor definitive.)

2. You may see points of overlap here between the speakers, and these might
your essay.

3.  You should then choose your examples and show what they reveal about th

There are advantages and disadvantages to both approaches, which are summa

Advantages
Thematic approach Deep interpretation of the poems (AOZ}. May risk re
Focus on key element of the question. May overlc
. Focus on linguistic features of the von May risk lo
Lexical/structural & L & Y .
aporoach (AO1). A L question.
PP Comparing spec[",.@ s *.,rewdf tHe poems. | Risk of ‘fea

Structurma ach A r. ave essay

AOA4 is the "'ae A oojectwe which covers how effectively you structure you
connections f_é . texts, informed by linguistic and literary concepts and metho
this assessment objecttve you must:

1. make sophisticated and perceptive connections

2. cover the poems evenly

The first point means that you should explore and develop your connections, loo
features and meanings. The second point is important, too. To get more than a L
cover the poems evenly, and if there is a significant imbalance in how much you

This is not to say examiners will go through and count your words to see whethe
but they will be paying attention. A good tip is not to begin each paragraph writi
keeps your attention on both poems and avoids the risk of writing too much on

Some students choose to focus first on one pcarr ;’h‘? _ A {ihe"bther and conclud
comparison at the end. This is nota e~ 2 /s . .« 3y: you risk running out of time a
and it is very hard to write QO";A N atd’ perceptlve connections’ in a single
out of time to make 22 ,,_,.;ttve comments you cannot get above Level 1 f
Introdud gdd" and conclusions

A good introduction does not need to be long: you can set up your essay quite sat
e Sentence 1: define the key term of the question.

e  Sentence 2: illustrate the point of connection between the poems.

e Sentence 3: illustrate the key point of difference about each.
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Thus, using the question above, we might arrive at an introduction that reads th
Browning explores two deeply corrupted states of mind in ‘Johannes Agricola

Laboratory’. The intensely egocentric world view of both speakers reveals how
from their basic humanity and moral centres. However, while Johannes Agric
complacent inaction, contemptuously looking down on those who he believed a
the speaker in ‘The Laboratory’ rises to a state of extrew’ © icitement and pas
power takes shape before her. gl bL 7

In your conclusion, try to draw it t‘h ~u>f;iﬁ'1portant observation you have to
accepted, ¢
see the chila\a®
seems to understand the public performance she is putting on. She ends her p
‘dance at the King's’, acting out a public vole before murdering her rival. Brow

truly dangerous state of mind is not the lunatic, but the calculating psychopat

A comparative paragraph
The speakers in both poems exist in settings isolated from normal society, and
In The Laboratory’ the speaker uses religious imagery to describe the room as
does not seem horrified at the prospect. Indeed, the choice of the adjectives ‘d
‘church’ suggests she identifies more closely with the poisoner’s laboratory tha
summed up in the deictic expression, I am here’, a s:'mp{e sentence defiantly

Agricola is also isolated, yet he refuses to exist ‘here’ in ' - ime way as the s
believes he can ‘look right through [heaven's] 10 460 ; wf” and motl/\mg can ¢

to God'. The rejection of the sensual ' s qe L
faint smokes curling white'. 3 4

restriction (vg

As this exam -
examples d\ffer.

Dos and Don’ts:

Do Don’t

e ensure you are using linguistic terminology consistently o feat

e aim for even coverage of the poems e ma

e use conjunctions to structure your paragraphs: coordinating con
conjunctions such as ‘whereas’, ‘while’ and ‘by contrast’ are e sum
very helpful ways of signposting your comparative pointstothe | ¢  use

examiner inac
o compare like with like {it’s not much use to say, ’Agr"j'.“' ‘uses
biblical imagery whereas the speaker in “The ..! or ; Sry - uses

frequent alliteration.” Make sure yoLz At ‘ts .¢e some sort of
meaningful connection, ever e .ﬁmu’étratmg a point of
contrast} 2

. use pleg

e  cover.
poem

e  ensure all your points are backed up with detailed analysis of
textual examples

‘s, . 7 sations

G )
1?9‘3 N o1 pOEtIC lexical and structural aspects of each
gd.d"&‘ v
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The Examination Question: A Level

Key information: Paper is three hours long. You should spend 45
minutes on the poetry question (Section C).

You will be given a clean copy of the anthology for the
examination. You will not be allowed to use one v . Aan
annotations or additional materials. ' 4

consider
feeling, i
such as t

: i ..swer one of them. The question
't auout and you are given free choice for e  Exa
the other pc ;3,@ ;‘te*’you should write about only two poems; plac
including ma @ on extra poems will not help you in any way. othe

Question will have a clear link to at least one of the four main Browning
focuses of the Poetic Voices unit: eyes, ea
e  The presentation of time your °‘f‘°'
e The importance of place pehons
e How people and relationships are realised

e  The presentation of events

Example questions

1. Examine how Browning presents memories of places in ‘Home Thoughts, f
of your choice.

2. Examine how Browning presents dysfunctional relatlf"’ ipsin ‘My Last D

your choice.
3. Examine how Browning presents Iovn irgih ‘)r, ; d"“sf i:over’ and one other
4. Examine how Browning pres~.... & ‘?’_ . emotlons in ‘The Lost Leader’ a
5. Examine how Browrin: s Jdeath in ‘Prospice’ and one other poem
6. o
8. Examine how Browning presents attitudes to morality in ‘Johannes Agricol

poem of your choice.
9. Examine how Browning presents desire in ‘Cristina’ and one other poem o
10. Examine how Browning presents places in ‘De Gustibus—’ and one other p

Do I need to compare and contrast the poems?

No. Only AO1 and AO2 are assessed on this task, so there is no requirement to
say you cannot: sometimes the best way of expressing a point about one poem
with the other poem, but the question is phrased quite deliberately so you do
comparison throughout. it is better to develop detailed pomts about one poem
you are frying to make a comparative point. :
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How much should I write about each poem?

Be aware that you must cover two poems. If you only write about one poem, y
for AO2. Therefore, if you are running very short on time in this section of the p
write about two poemes.

The mark scheme is clear that to get above a Level 2 you need to select carefull
Level 5 mark you should ‘make careful selections fron" b Sems'. Try to ens
spending more time on one poem than the otker Gst
your time evenly. Bl

poem, and
this trap.

Selecting appropriate poems

Free choice of the second poem for your essay makes selecting an appropriate poe
think of two or three options, making brief notes for each, before finalising your ch
dispiriting than getting 20 minutes into an essay and realising you have run out of t

For example, a question such as ‘Examine how Browning presents death...” mig
thanks to the Duke’s famous ‘I gave commands / And all smiles stopped togeth
enough other points to fill 20 minutes of writing time? This is not to say that ‘M
choice — there is plenty of useful material — but it is easy to latch onto the first,
think 10 or 15 minutes ahead.

Planning and selecting ideas

question: Y. S
Examine how Browning prese:is j
e Examine: fhis tp“

e  Presents: thls should remmd you that Browning adopts a persona in all his
understand the voice that Browning is adopting in his poem.

e  Death: this will be the key thematic focus of the question. You should ensu
this. You can show some imagination in how it is interpreted: for example,
as ‘the event of life ending’, whereas in ‘Johannes Agricola in Meditation’ i
life has ended’. Be clear in your essay how you are interpreting the central
beginning of each paragraph to signpost to the examiner how your ideas b
This term leads you to AO2.

Writing an introduction

You can write a good introduction in three sentences. The firc’ should set out t
discussion. The first sentence should define how yoii "..>. .re the key term of
sentences should illustrate an overview of tha 10 e,

yed intend to make about
keeping quotations to a mlmmum At st i «nd avoiding any detailed techn
later in the essay. - L

3

manhood and sense of self, but resulting in a blissful reunion with l/us beloved
fixed on the idea of the afterlife, the fulfilment of his destiny by ‘speeding’ to
volling in the flames of hell.
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Advice for analytical paragraphs

Try to take a single point and expand it in depth. You cannot hope to cover the
make a few points well.

Agricola imagines not only his own death but the afterlives of those who are
to go to Heaven. The choice of the present-tense verb ‘gm. ' ko describe how
ghastly wretchedness’ shows how he pictures tl/\e o
Jjuxtaposition of ‘gaze’, which connotec | .o .t aval calm, with ‘fierce’ furthe

imagines death as a state oF { "::r L dnd oF torment for the rest of hum

people, evidenced by the metaphor of his being “full fed / By unexl/\austed po
consonants and assonance of ‘lie’ and ‘smiled’ convey his complacency and co
enjoy his fate.

Conclusions

Allow time for a conclusion: a conclusion gives you the chance to point out to t
to remember about your essay. It does not need to be long — three sentences a

What Browning reveals about death in these two poems is that it is a topic w
to be seen. The lexis of conflict and struggle in ‘Prospice’ affirms that speaker
fight and endure for the one he loves, while for Johannes * ricola death is ju

o

delusion which governs his whole existence.

Dos and Don'ts:
Do

. iobrief — four or five words is usually more .

® -
: - ®
. integrate techmcai terminology into your analysis: avoid ‘feature- °
spotting’
e  show how sound and structural effects emphasise (or call into .

question) literal meaning

maintain an appropriate academic style throughout

ensure you are using linguistic terminology consistently

aim for even coverage of the poems

use conjunctions to structure your paragraphs: coordinating

conjunctions such as ‘whereas’, ‘while’ and ‘by contrast” are very

helpful ways of signposting your points to the examiner

e  cover arange of poetic, lexical and structural aspects of each poem

e ensure all your points are backed up with detallef‘ a2y is of
textual examples Wl
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Glossary

Abstract noun

(Language level is provided in brackets)

{grammar) noun referring to ideas and concepts.

Alliteration

{phonology) the repetition of stresmd consonant so
assonance. s

Allusion

I'iknown story or id.

3\40

{discourse) a refe et

Alveolar

- ~~(§\7ntax) beginning a sequence of phrases with the sa

(phon«f '@ Jnants formed between the tongue

-

{syntax) the repetition of the last word {or phrase) fr
sentence at the beginning of the next.

Anapaest

(prosody) a foot consisting of two unstressed syllabl

Anthropomorphism

(semantics) the attribution of human characteristics

Appeal to authority

(discourse) adding weight to your argument by sugg
held the same beliefs as you.

Apostrophe

(discourse) the breaking off of a narrative for the spe
such as a part of nature, an inanimate object or an a

Arthurian romance

(discourse) a genre of poetry popular in the Middle
Arthur and his knights.

{phonology) the repetition of vowel sounds within a

Assonance from rhyme in that the consonant sounds are not re
syntax) a series of clauses i . n o without any co

Asyndeton (syntax) 2 y
polysyndeton an'J Lan fa g

Back vowels

- .grammar) see verb processes.

{semantics) forms of language which express desire

Byronic hero

{discourse) a dashingly handsome, brooding figure d
rebellious, antisocial and ‘mad, bad and dangerous t
popularised the figure in several of his narrative poe

Caesura

(prosodics) a break in a line of poetry, usually when
commas rarely create caesuras.)

Climax

(discourse) the dramatic high point of a narrative, m
intensity or a sudden change in syntactical structure

Coda

(discourse) a short passage at the end of a work whi
together and rounding off earlier material.

Collective noun

(grammar) a noun that denotes a group of individua

Concrete noun

(grammar) a noun referring *» - n féthing which can
the senses; cf. abstrac! f‘l‘dﬁ

Conditional clause

Conjunction

: ~\pragmattcs) a strategy employed by a speaker to m

{gramm»y‘ val L,plcallymtroduced by ‘If'.

i d dlscourse marker indicating the relation

similar to that of the person they are speaking to, of
employ in their speech; cf. divergence.

Dactylic tetrameter

(prosodics) a line of 12 syllables, arranged in four gro
syllable of each is stressed and the next two unstres
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Dead metaphor (semantics) a figure of speech whose figurative effect has been
point where the metaphorical content of the image has been |
running out’).

(semantics) the place and time a text is ‘anchored’ to. For examg;
conversation between someone in London and someone in Ma
Deictic centre speaker in London said, ‘l am going to Manchester next week’,
utterance in London. However, if they said, ‘1 am coming to Ma
the deictic centre of the utterance is located in Manchester.

{semantics) lexis whose meaning depends whoily on the conte
Deixis words are being uttered, e.g. ‘Look at *t. . 4. an over there’ (whe:

Demonstrative
pronoun

Deontic modality

Ti’?g fte a0in the case of moral, legal or social principles.
an umbrella term to describe the lexical, phonological and synt

by a poet in constructing a poem.

Diction

Direct address (grammar) speech directed to a specific person.

(grammar) the noun phrase which indicates the person or thin

Dir j . .. . .
irect object of the action of a transitive verb, such as ‘She laid her gloves as

(pragmatics) a strategy employed by a speaker in order to mak

Divergen . .
ergence less like that of the person they are speaking to; cf. convergen

(grammar) words and phrases that serve to structure a poem —#:
Discourse markers time, mood and place, for example —and indicating the speake
elements of the poem relate to one another.

{discourse) a short hymn of praise used in Christian services. T
Doxology of words praises the triune God and asserts kis eternal power,
beginning, is now, and ever more sh"" k - :

{discourse) a poem whlch rovat ,uquence of events. The *
Dramatic monologue  arises from the snes “iaon as a character within the nar
protagomC” o

Dynamic verb E verb Wthh describes an action; cf. stative verb.

.}ragmattcs) fexis which marks the text as particularly formal o

Elevated lexis
~ upper classes.

(syntax) the omission of words which would ordinarily be inclu

Elision elliptical.

End-stopped line (discourse) a line of poetry which ends in a full stop or other p

enjambment.
Enjambment (discourse) a line of poetry which ‘runs on’ into the next line.
Envelope rhyme (phonology) a stanza in ABBA form.
Epic (discourse) a forrp of poetry whigh recounts extended narrativ
the deeds of deities or mythological heroes.
Epiphany {discourse) a moment of sudden clarlty Whl("’} racilcally reshape

perception of the world.

{semantics) forms of ianvu s W ﬂ‘ A,,r‘es's degrees of certaint

Epistemic modaiity known and the ava sty e i leace.

Epistrobhe (syntax}...© i 1echn|que where successive clauses end in
P P ‘ i ané'phora
Euphemism :emantics) the substitution of a mild or indirect word or expres:

““troubling or taboo idea, such as ‘passed away’ used as a euphe
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Euphony (phonology) combinations of phonologically pleasing lexis.

Existential (semantics) see verb processes.

an element of pragmatics which considers how language can af::

Face . .
listener’s social status and sense of self.

(semantics) language used not in its literal sense, but to conve

Figurative language . ; e
J guag meanings, such as in metaphor or personification.

Flashback {discourse) an interruption in the narrative to relate an earlier ev

(prosodics) the essential rhythmic unit of a line of poetry. Som
Foot syllables {iambs, trochees and sponde~s - 1. some of three sy
amphibrachs and anapaests, am mig - '

Fragmentary syntax {syntax) sentences > ! A : c: off or are otherwise incomplet

(discour=='- . * ral device where the main narrative is boo
Ty e 5 ! i :::

. arnal to the immediate subject matter of the story

9
shonetics) consonants such as /f/, /8/ and /s/.
"~ {grammar) a pronoun used to refer to people in general. ‘One’,
Generic pronoun can all be used to refer to a hypothetical individual or all peopl

likely to need a good raincoat if you want to climb Snowdon in

Frame

Fricative

(discourse) a style or category marked by distinctive lexical and

Genre Examples include tragedy, the Gothic and dystopian writing.

(discourse) a literary genre associated with violence, death, th

Gothic .
transgression.

(pragmatics) the linguist Paul Grice accounted for rules of conv
in his four maxims. He argued that in order for communication
successfully, both parties in a conversation must abide by four
speaking too much or too little); quality (honesty, not giving fal:.
information); relation (trying to be relevant) manner (trying to .
orderly). : :

Grice’s maxims

(discourse) overwhelming arrag: Ace.
Hubris unshakeable faith i i H i abmttes blmds them to the inev
downfall., Y

(pr‘ s

lllocutionary act
a command, making a promise or greeting.

Imperative (grammar) the mood of verbs used to give instructions.

(pragmatics) conveying meaning by using connotations as a pr:

Impli r e i i
plicature avoiding taboo or face-threatening topics.

(grammar) a determiner that introduces a noun phrase and im

Indefinite article to is non-specific, e.g. ‘The boy gave me a book’.

(syntax) the extent to which a speaker’s attitude towards a cone:

Intensity neutrality. It might be marked, for example, by emotive langua

{discourse) the focus on a character’s thoughts feelings and bei::

Interiorit
y actions and statements.

. ,;acrér in the action of 4!

(discourse) the narrator is thems .ivv ‘¢

Intradiegetic narrator therefore, limited.

(semantics3 2r rec ¢ toLEd whereby the implied meaning of
with t'« 1 sz _aeaning of the words. In literary discourse it alse
o QRS e effect of a character’s utterances where the reader

:fferently to how the character intends them to be understoo

Irony
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Juxtaposition (syntax) the placing of contrasting ideas, images or words next t:
to create effects for the reader. Note that juxtaposition is only
effect. A juxtaposition can have a terrifying, amusing, shocking
depending on the images offered for consideration.

lexis derived from Latin. Latinate vocabulary is often a marker

Latinate lexi : i i
atinate lexis associated with abstraction.

Lament (discourse) an expression of sadness, grief or regret.

{discourse) the opposite of an omniscient narrator. The limite
Limited narrator know everything that happens in the story.— for example, they

other characters are thinking; cf. un~ . arrator.

(discourse) a narrative whe » w. =i are related in the same o

Linear chronology time; cf. prolepsi=..i ¢ "é_._;a.,,-'rati\ié and flashback.

(discos:r e & 5,4 short poem, more often concerned with t

Lyric poem Lheo oo .avod or feeling than extended narrative.
Melodram ] . .
elodrama ~ display heightened, often excessive emotion.
Mental see verb processes.
Metaphor (semantics) the substitution of a new idea for the original to ill
. (discourse) the belief that, after death, the soul passes into a n
Metempsychosis )
animal or another human.
Metre (prosodics) the arrangement of stressed and unstressed syllabl

See also lambic pentameter.

(semantics) the use of a small part of a larger object to represer:
Metonymy For example, a prisoner might be ‘behind bars’, where the bars
prison as a whole; cf. metaphor.

(prosodics) the effect of a line of poetry where it is not immedi
are to be stressed, creating a range of o= 5. ie meanings.

¥
<

Metrical ambiguity

(phonology) where language ‘m’ ate ,,‘_,,,.Aé;ter{"by means of pho

Mimesis simple semantic der-* ac ¢ _he 4ction itself.

© an . 2rbs which indicate a speaker’s attitude t
Modality
Mood ,,,..v.~-\"i§iscourse) the overall effect created in the reader by a passag

(grammar) verbs may be indicative (indicating a fact — ‘I play ter:
Mood (2) (giving an order — ‘Pass me the salt’) or subjunctive (expressin
‘Long live the Queen’).

(discourse) the perceived pace at which time passes in a narrat
compress narrative time (speed it up) to convey rapid action, o
Narrative time they consider irrelevant material. They may also dilate narrativ
point at which an event that takes mere seconds in reality is sp
chapter of prose.

(pragmatics) a speaker’s desire not to be imposed upon, intrude :
put upon.

{lexis) abbreviation of Old English. Reln
1100. iy
i he Fauws éVerything about the world
2 able to relate to the reader what any ch

Negative face

OE

(discourse} a narra*
Omniscient narrator characteric:
any v

. . P9 e antics) a common form of dead metaphor where spatial o
Orientational (ot

metaphors Wndicate mood: for example, up is linked with happiness and cor:

rose’} whereas down conveys sadness and disappointment (‘ou
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Parataxis (syntax) placing short, independent clauses next to each other
asyndeton in that asyndeton omits ‘and’ or other coordinating ¢
example of parataxis can be found in lines 2—4 of ‘My Last Du

(syntax) a syntactically independent clause which offers an ex

Parenthesi .y
arenthesis afterthought placed within a sentence.

(syntax) the opposite of the active voice. The subject of the ve
Passive voice whom the verb is happening, e.g. ‘Geraint Thomas was cheere
finish line in Paris.’

{discourse) a literary and artistic genre wh'f‘ :represents the co:

Pastoral innocence, beauty and freedom fro 5E l cerruption.
{semantics) a technique -+t fb-v,i s settmg {and often the w
Pathetic fallacy of a character’s i==.* * e .i .e.g. if someone says ‘the leaves d
would Ir"FF i e nappy)
il oy a mask adopted by a poet. The persona may be im:
Persona “ P Y& p P y

9
')rphyrla s lover, real, such as Johannes Agricola, or a version C§
{N‘f 2

" (phonology) the construction of lines of peetry around specifi
consonant types.

Phonetic patterning

Plosive (phonetics) a consonant such as /p/ and /b/.

(syntax) a sequence of clauses linked by an unusually high nu

Polysyndeton . .
sy conjunctions.

(pragmatics) the desire of a speaker or listener to be liked, ap

Positive face .
appreciated.

Prefix (grammar) a phoneme bound to the beginning of a word whic

(discourse) the state of innocent bliss experienced by Adam an:

Prelapsarian the fruit of the tree of the knowledge of good and evil.

{grammar) the -ing form of a verb. When used in a main clause :

Present participle action.

Prolepsis {discourse) anticipation of fu*ur ""‘é\'? 'Z

{grammar) a not» P in L pnmary application referstoau

Proper noun Kiddermir='= o35, GllgamE‘Sh or Apple.

Prosody ho « - srand intonation are used in speech.

Prosody (2) %6;3 patterns of stress in poetic language. See metre.

Pun ‘ {semantics) a joke exploiting the different possible meanings
there are words which sound alike but have different meanin

. (pragmatics) an aspect of sociolect which marks the formality

Register .
utterances; cf. convergence and divergence.

Rhetoric (discourse) the art of using language to sway an audience, ofter:

deploying devices such as anaphora and pathos.

(phonology) the correspondence of sound at the end of lines
Rhyme include internal rhyme, where sounds are repeated within a li
where similar, but not identical, sounds are employed.

Rhyming couplet {phonology) the AABBCC, etc. form of rhymejn poetry.

(discourse) a literary genre which flo'.’s - Ja n European writing
eighteenth century and first c’'=c de £ ne nineteenth century. :
Romanticism powerful feelings of ¢ 41\ . =xpérience, often associated wit
|andscapes o egl g,,_tne”‘lénguage of the heart’ over the op
reasnr: / &

‘"hs LUISE) the you’ in a poem, especially where the listener be
) ithin the fictional scene of the poem, rather than an imagine
reader of the poem.

Second-person
listener
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Semantic field (lexis) lexical choices that refer to a specific subject.
Sibilant (phonetics) /s/, /I/, /z/ and /3/ sounds.

(grammar) a tense used to describe a single event which happe:
now complete. For example: ‘Tom Jones sang a song’, ‘l turned :

Simple past tense

Sociolect (pragmatics) a distinctive dialect proper to a given social class

Solipsism (discourse) a form of extreme self-centredness where self-existe

{(phonology) the use of sound to mirror meaning. This includes, |
Sound iconicity onomatopoeia. The reader perceives a natural resemblance or
sound of a lexeme and the object or ror b it refers to in the

(phonology) the overall aural »ff ct .7/ goem, considered apar:
Soundscape content of its lexis. . 5 1k 1 ' viewing a painting and looking o
of coiours 2 1 'y tné representative content of forms.

Spondee foot con5|stmg of two stressed syllables.

9 gt
';rammar) a verb describing a state or condition, such as ‘love

(discourse) a rhetorical flaw where a speaker invents a figure

Stative verb

raw man .
Stra a or improbable views in order to attack that figure and gain supp
. . (grammar) the mood used to express doubt or a desire, e.g. ‘Gc
Subjunctive 0 ,
| wish | were a faster runner.
(discourse) eighteenth-century aesthetics divided experiences ¢
. into the beautiful and the sublime. Beautiful landscapes broug
Sublime - .
tranquillity, balance and ease. Sublime landscapes are vast, dra:
threatening, to the point that the onlooker might even fear for
Subordination (grammar) a clause which is dependent on a main clause for it
Syntax the arrangement of words, clauses and phrases within an utteré
Tone {semantics} emotions implied by the speaker in their choice o

{grammar) a verb denoting a change in = - It can be transiti

Transformative verb 4
intransitive {increase, slacken).

Trochee {prosodics) a foot coma it :'_ Coa strong syllable followed by a si

(discourcp

Unreliable narrator tri:

1e _ory ‘that shows them or their interests in a favourable Ilgh
Velar \phonettcs) a consonant such as /k/, /g/ and /h/, formed at th
Verbal see verb processes.

(grammar) verbs are categorised into four main groups. Mate
engagement with the physical world. Behavioural verbs chiefly &
Verb process processes. Mental processes represent thinking, feeling and p
processes are to do with speech and communication. Existent
states of being.

(discourse) a broad term which describes not only the perspect%
Voice writer in narrating an event (such as third- or first-person), bu
by the speaker.

List of metrical feet
Two syllables a7
Trochee (strong-weak): Tell me | notin | mour~f . bers (Longfellow)

lamb (weak—strong): The time | of year L1100 v yuc | in me | behold (Shakespeare)
“uah | must go (Browning)

Anapaest (weak-weaa#®ong): And the sound | of a voice | that is still {Tennyson)
Dactyl (strong—weak—weak): Just for a |handful of | silver he |left us {Browning)
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Suggested Answers

Below you will find brief notes outlining possible responses to the activities set
Questions are not covered, their being wholly open-ended for whatever course
conversation. Some activities have no expected response and are marked ‘Stud
should always be expected to support their views W|th cl'* sference to the le
poem under discussion. 3 |

1. My Last Duchess |

Comprehension Qumh )

In an upswms"' pnvate room

A “favour’, his name; A bough of cherries, a white muie, compliments
He ordered the Duchess’s murder.

Neptune

v wn

Individual Activities

1. Deictic utterances include (not an exhaustive list):

1: ‘That’s my last Duchess’ (pointing at a painting)

: the wall (the wall of this room)

: ‘that piece’ (the painting)

: ‘there she stands’ (the portrait on the wall)

: ‘strangers like you’ (indicating the envoy)

48: ‘the company below’ {indicating a room downstairs}

2. Students may explore any pauses in the poem. Pauses not lndlfated by dashes inc
13, 15, 21, 23, 25, 31, 34, 43, 46, 47). :

3. Students might comment on the Duke’s inability 25t ’ﬁf{‘.,fhis femper, his ‘staging
manipulate the envoy, the lack of detailzi s ..«e's death, or any other relev

4. Students may comment onthe . 1 5. - ./tae palace, the ostentatiousness of th
exterior. They may Ian"_" i, 2s50em’s immediate setting, the Duke’s referenc
detail. :

"o oo oo
N A wR

AdOD NOILO4dSNI

describing 1the murder, the politeness features in how he talks to the envoy or any

7. Students might take ‘Strangers like you’ and consider less-threatening synonyms fi
other relevant textual detail.

8.  Students could focus on the contrast between visual and sensory details, the use
centres of the poem. More-advanced responses might mention how both settings
performers (the Duke, Porphyria) and audiences (the envoy, the lover).

9. Students’ own responses. They might focus on pronoun use, modality, how speak
imagined) or any other relevant approach.

COPYRIGHT
PROTECTED

Group Activities

1. Students’ own responses

2. Examples of apparently pre-prepared speech include 5-8, 9-11, 21-23, 37-39, 48
include 31-34, 39-42. Students may arrive at dtf‘feren+ 2570 ons based on their
Students’ own responses. All answers should "°f€ fto h’_ i.ic details of lexis, synta
4. Students’ own responses
5. Studeﬂts own responses In a5 mt i z‘ts find it hard to justify claiming the Duk
e ask them to reflect on how Browning conveys d

w

'9

)

Education

Comprehension Questlons

1. ‘ahandful of silver’ (a smalii quantity of money)
Powerful members of society

The ‘great language’ refers to Wordsworth’s transformation of poetic lexis to mak
The vanguard — the advance party of the army.

Rl
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5. We will perform great things while he boasts about how little he is saying and doi
6. The leader has sold his soul to the rich and powerful in return for some money an
7. Because it would require them to be dishonest and to doubt themselves.

Individual Activities
1. Students might comment on Wordsworth’s political radicalism and early rejection
2. Milton was a political radical whose works Wordsworth emu!=:2d; Burns, too, rep

power structures in favour of the experience of the cciv it i{ople; Shelley was
Romantic movement. All represent what War:!sy )rr* - ghit have been had he no
3. Students’ own responses =1 .
4. Linesinclude 10, 13,14, 17,23 1Y, .-
5. Examples of epistrop’ 4 'y 13" 14 Anaphora exampies include 1-2, 15-16,
6. Studeny id ’eveloped essay. They might consider discussion of stren
rejectic YL ventional paths, or any other relevant points.

N
sni find ‘Home Thoughts’ an interesting companion here, as both poe

Group Activities

1-3. Students’ own responses

4. Both poems end with an image of unity, but one is romantic and the other ideolog
detailed discussion, focusing on ‘let him receive...” and ‘I shall clasp thee again’. So
Lost Leader’ is slightly evasive, offering an attractive hope which spares the speak

3. The Laboratory

Comprehension Questions

In a laboratory where poisons are made.

An unnamed man.

Pauline and Elise. Both are love rivals.

The colour is ‘too grim’. She desires a more attractive colour..
No. She wishes that death ‘should be felt” and tha tk = jf; main’ —in other w

vk wnh e

Individual Activities
1. Students’ own responses.:. -
2. Students’ cun ressn S'J . ituaents may discuss ideas of transgression, desire, fasc
3. Studen \
4

16, 25 ana"41

5. There are many examples in the poem, and a student could justify their selection
effective examples include 8, 10, 18, 37, 40, which all introduce new phonological

6. The focus of the comparison could begin with time (now) and then move on to dif
auditory, sensual). Phonology deserves a paragraph of its own.

7.  Desire strongly implies modality as the central focus for the discussion of each po
would be an appropriate companion, though ‘Porphyria’s Lover’ and ‘My Last Duc
advanced students might wish to consider different forms of desire and how the d
them (e.g. the speaker’s insecure desire to be acknowledged and powerful reveal

Group Activities

1-3. Students’ own responses

4.  Points where the metre is interrupted include lines 3, £ 2 .. 131, 33, 37, 38, 39,

5. The key difference is activity vs passivity. Student ;s 1d_» directed to explore th
Laboratory” and the mimetic syntax of ... ia _Lover’.

4. Cristina

He believes he has won a part of her soul for himself, but she has failed to take th
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Individual Activities

1.

Group Activities

1.

2-4.

5.

5. Johannes Agricola in Meditation
Comprehension Questions gl

1.
2.

Individual Activities

1.

ounewN

Students’ own responses. Students may reflect on the eye as a place of refuge, th
soul, or any other relevant point.

Students’ own responses. Examples might include: 25-29, 50-53, 56.

Students might discuss lexis of disease and excess, the strategies the speaker uses
signs of social status, or any other relevant point. Other characters who are preoc
Porphyria’s Lover and the speaker in ‘The Laboratory’. ;

‘Sunk’ can be read as contrasting to ideas of possessir 1% /s ﬁecret’, or suffering
mankind in a state of ignorance. It could be ccnts stp «« lexis connoting wisdo
Students should write a developed ecsy; 3 o ring lex15, semantics and phonolog
some of the following points: - @& 7 5..ans; modality, such as the speakers’ bel
modality, whereas t“r ne & _.éives boulomaic modatity; use of natural image
20 _soems —the |magmed listener.

poems that mlght be fruutful compamons are: ‘My Last Duchess’, ‘The Laboratory’ a:

Examples include: 10-11, 33, 46.

Students’ own responses

Useful poems for comparison include: ‘My Last Duchess’, ‘Porphyria’s Lover’, ‘The
Abroad’ and ‘Parting at Morning’.

There are many possible responses here. Some may argue for the following: 17 (th
saving us from being ‘sunk’); 33 (the challenge to the imagined audience); 49 (the
with new-found defiance); 57 (the triumphant conclusion).

He believes ‘God ordained a life’ for him and =ac s'th ',f(asior'; ‘ere he fashion’d
The tree achieves fulfilment and perfoc o ~dsand blooms’) but W|thout unde
to do so. Agricola suggests hf‘ fes s o

achievement of perfnr i o

predeterm}ned }
Agricola sees the Christian offerings of sacrifice and praise as cheap ‘bargains’ to b
for their sins. He could not worship a God who can be so cheaply bought.

Students’ own responses. They could be pointed to the novel’s interest in how a b
moral decay and illegitimate desires. For a shorter passage which could be read an
beginning at ‘l soon came close upon my brother. ... a Christian’s life is one of suffer::
Robert, has been encouraged by his ‘friend’ (a mysterious man who claims to be a
he is one of God’s ‘justified’) to murder his brother. He has followed his brother u
him while he is praying. However, his brother fights back and beats him. Robert re
his brother attacked him, for which the father has the broth" r;ed in court. It ma
‘Agricola’ for the involvement of a second character i»
www.gutenberg.org
Examples include: 18, 31, 32, 47, S 00 NG
Students’ own responses. T mm susider the following potentially fruitful ex
Students’ own resnca 5  6( s worth considering include: 5, 11, 15, 33, 48, 5
™. : . Ly example in the poem. They could be directed to: 1-2,
ljuid write a detailed essay. Points of comparison could include: set
time, att.qes to evil, authorial intentionality — how does Browning create charac
despise? — use of modality, the speakers’ attitudes to passivity and action.
Students might choose ‘The Lost Leader’ or ‘Prospice’.
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Group Activities

1. Students’ own responses

2. Students’ own responses

3. Agricola’s views could include: 8, 9, 15, 27, 42; others’ views could include: 45-47.

4. Students might refer to usage of personal pronouns, comparison with others and
God’s breast.

5.  Students’ own responses.

6. Porphyria’s Lover

Comprehension Questions

Pathetic fallacy

1‘1‘3 .

o ~

Porphyr gw« ,. ;ils such as her resting his head on her shoulder.

She was not strong enough, despite how her heart drove her to act, to act freely o
world of high society and give herself to the lover.

6. Her head is resting on his shoulder, the reverse of the first part of the poem.

R wNne
)
=k
a2
o

Individual Activities

1. Students’ own responses

2. Examplesinclude: 27, 34, 42—-43, 46, 54, 53, 55.

3.  Students’ own responses. They might find the following examples fruitful: 6-7, 12

4. Porphyria’s bare ‘white’ skin, blue eyes, ‘yellow’ hair and crimson ‘blushing’ cheek
provocative behaviour.

5. Students should show that it is a significant turning point in the poem which mark
of agency. They may refer to any other details to develop this idea.

6. Students may consider the semantic fields of danger, nature, beauty and threat im
relevant point. :

7. Student’s own responses. They might discuss the sim’ .y ra ve viewpoints and
respective agencies and how this is framed b *h E"'n« ,..A)rs the use of imagery to

8.  Students could focus on the passas” 7 ‘U
opening lines of ‘Prospice’ 5. wn A_hl.wme compamon offering opportunities to

P

ié‘,co Sesponses

5. Students"own responses. They might consider the difference in perspective here:
imagined future, while the lover is looking back on a past action. They could also |
the speakers with their respective moral selves.

7. Home Thoughts, From Abroad

Comprehension Questions
Abroad (Italy)

The tiny leaves
Whitethroat, swallow

The pear tree in the orchard
Dew that has formed so heavily on the grass that it is white
The buttercups are of no interest to adults: they are foo f

’

oUkwhR

‘dren’s enjoyment

Individual Activities
1. Students’ own responses Tb'
2. Students’ own resnm 5

y ;na"y L ;uon i&eas of fertility, fecundity and rebir
wald develop any of the examples discussed in th

centres; sound iconicity and how it conveys and constructs emotions; tlme such a
Thoughts’ as a retrospective narrative and ‘De Gustibus - as both retrospective a
characters, imagined or otherwise.
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5.  Students’ own responses. They might find the account of Margaret going to visit B
Breeze in a Sultry Place) powerful and thought-provoking. Margaret, who grew up
described in the poem, visits a poor woman dying from tuberculosis in a northern
www.gutenberg.org

6. Students might choose any poem from the anthology as a companion here. The ch
which is ostensibly straightforward, might reveal unreliable mental activity. Stude
details in the setting, the framing exclamation at the start or th2 imagery associat

Group Activities

1. Students’ own responses. e M

2. A range of responses is possikle . e o ..énts may find it rewarding to debate th
.. an idealised vision of a pear tree?

3.

4.  Studer ogw\ fuctis on: the absence of an addressee in ‘Home Thoughts’, the co
significa§ -,’the boy and the girl, the ‘now’ of ‘Home Thoughts’ or any other rel

8. Meeting at Night

Comprehension Questions

1. ‘Startled little waves’ — suggesting the speaker’s anxiety
2. ‘Fiery’ —foreshadows the ‘spurt’ of the match and the ardent love of the man and
3. A mile and three fields thereafter

4. The ‘tap’ at the window and the voice ‘less loud’ than a beating heart.

Individual Activities

1. Examples might include: the moon, the fiery ringlets, the slushy sand, the ‘blue sp

2.  Students’ own responses. They could refer to any of the examples in the chapter a

3. Sea > Cove > Beach > Field > Farmhouse > Window. The progression conveys the s
and desire. .

4. Students will have a wealth of material to discuss, but mu G  directed towards
their comparison. 10 B

5.  Students will need to engage with imag’
a section of another poem, suc* i ’1
Bay of Naples in ‘De G' . ¢

- =‘rr.v.,.af‘to"succeed here, such asin *
1y of the boy and the girl through the

Group Acti .

1-2. Student’ %esponses

3. Students’ own responses. They may discuss journeys, forbidden love, desire, or co
detailed evocation of experience and imagination and Browning’s very concise po

4. Other examples might include Romeo and Juliet, Daisy Buchanan and Jay Gatsby,
Robert and Elizabeth Browning

5.  Students’ own responses

9. Parting at Morning

Comprehension Questions
1. Aheadland or promontory
2.  Thesun

3. Onthesea

4. Tothe ‘world of men’

Individual Activities

1. Students’ own responses.

2. Meanings of need might inc!:
their work. d

g 9

i’ 1&’3@;\ “asa compamon to ‘Parting at Morning’.

4. Studentsvn'%esponses Some may find it helpful to focus on the shift from amb
hardness and clarity in ‘Parting’.

1 hn ) ,E‘a:;'é';o?:/%ai, friendship, status. Students can u

Group Activities
1-3. Students’ own responses
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10. ‘De Gustibus—’

Comprehension Questions

The boy and the girl

They will fall in love

Spring

The Apennine mountains, a region of rugged peaks and cliffs
The sea, beaches, solitary cypress trees
Cannot be seen through s L
That a foreign king has been the victimof 3:.= te 5*h.,:eu“assﬁassination. She sympat

/

‘Bloody’ Mary I, Queen of Englard © ¢ » fi‘F.‘;.,ﬁ,w 1558

PN R WM R

and narrative effects.

2. Students’ own responses. Speakers to focus on might include: the Duke, the lady i
the hero in ‘Prospice’, the lover in ‘Meeting’ and ‘Parting’.

3.  Students might write about ‘Home Thoughts’ or ‘My Last Duchess’. In the latter ca
questions of power and how it is constructed in language. Students do not need t
find it helpful to discuss specific language levels such as modality, phonology and

4. Students’ own responses

5. Students’ own responses. They could develop any of the points in the chapter ab

Group Activities

1-4. Students’ own responses

5. Students’ own responses. As an extension, some might be challenged to consider
have undergone as a ground for contrast and comparison.

6. This is an effective way of making students alert to phonolor:' ind phonoaesthetic
of comparison and contrast. y- 3

11. Prospice

Comprehension Questior

AdOD NOILO4dSNI

1
2
4. Death itself
5.  Aprizein a jousting tournament. It introduces the semantic field of tournaments
6. He wants to confront death head on with his eyes open.

7. His life was unusually free of ‘pain, darkness and cold’, but now he must accept hi
8. Anaphora

9. The beloved - Elizabeth Barrett Browning

Individual Activities

1. Students’ own responses

2. Students might choose to write about ‘Cristina’, ‘My Last Duchess’ or ‘Johannes A
discussions around: use of pronouns, modal shading, prosodic or phonetic feature
audience {real or implied).

3. Students” own responses. Students might begin by for: ./
the medieval tournament imagery. oAl

4.  Students’ own responses. More advanc i :'jntsc'ﬁuld consider why Browning
idea, rather than including it 1 101 & e
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,Zf .
i ) :;es"fJonses
A,,v.m""l’ﬁitialiy focus on the violent imagery in both storms, but their repres

perspective of the person recounting the storm to the reader.
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