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This unit will focus on the poems that were written between 14 th to 17th Centuries. We will
primarily analyse 4 well known poems that were written by prominent English poets like
i)
Edmund Spenser, ii) William Shakespeare, iii) Ben Jonson and iv) John Donne. Renaissance,
Reformation and Elizabethan era were the time when a lot of well-known poets, playwrights
and dramatists took a prominent place in the Literary World. This period was also a time of
time revelation and insight, themes like love, time, marriage and passion were celebrated to a
large extent. The four poems that the students are going to deal with will also include similar
themes, this will help them to critically analyse and appreciate the poets of those eras and get
a clearer view of Life and Literature on a whole.
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OBJECTIVES

The intent of this unit is to:




Provide the student with a brief idea about the Amoretti sonnets in general.
Familiarize the student with a select few of Spenser's sonnets, specifically
from the Amoretti sonnets.
Explore the relations between the formal and the substantial elements in a
poem.

Read in conjunction with the poems, this unit should provide the student with some
ways of opening them out analytically, and with a sense of the importance of the
formal dimensions of a poem to the overall meanings it generates.
1.1

INTRODUCTION

This unit will attempt to offer an overview of Spenser's well known sonnet sequence,
the Amoretti sonnets, focusing primarily on formal elements and literary influences. It
will offer analyses of three sonnets from the Amoretti. The influence in particular of
Italian court poets like Petrarch, and the reworking of the sonnet will be explored.
The earlier mentioned conflict between the Christian and Platonic visions especially
of love and eroticism will be touched upon. To begin with, in what follows
immediately, we will examine some aspects of the sonnet and of the courtly love
tradition, which Spenser was part of.
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Edmund Spenser

Source:https://upload.wikimedia.org/wikipedia/commons/c/ca/NSRW_Edmund_Spens
er.jpg
1.1.1 The Sonnet
An important point to remember while reading the poems and the following notes is
that the sonnet is fundamentally a short lyric, a stylised fourteen line poem that
developed in Italy in the Middle Ages. There are broadly three styles of sonnets: the
Petrarchan, which is the most common, consisting of an octave and a sestet; the
Spenserian, which has four quatrains and a couplet, rhyming abab bcbc cdcd ee; and
the Shakespearian, which follows the Spenserian line scheme of four quatrains and a
couplet, but differs in its rhyme scheme (abab cdcd efef gg). The sonnet became
popular in Italian poetry primarily as a vehicle for the expression of love and
sensuality, a heritage that it carried with it into its English versions. Petrarch was the
Italian poet most well-known for this practice, and his Conzoniere - a collection of
love sonnets - is a sort of literary compendium the passions of the lover. The sonnet is
in many ways the most appropriate form for the articulation and expression of the
kind of sentiments that came to be characterised as courtly love. Its brevity prevents
excessive sentiment from becoming sententious, and forcing such sentiment to be
articulated through intense imagery and condensed rhythm. At the same time its
internal organisation allows the poet a degree of flexibility and innovativeness in
terms of constructing the poem as a dramatic movement or series of movements that
mirrored the movements of his own passions and feelings. One of the important
virtues of any courtier (as we earlier noted in Unit 8), according to the influential
Italian writer Castiglione in The Book of The Courtier (which served as a conduct
Book of sorts for many Elizabethan courtiers) was moderation (or sprezzatura). We
can see how important the sonnet was as a form of the lyric that held in moderation
even as it hinted at - the overwhelming passions of the courtly lover. Perhaps most
significantly, it allowed the poet to represent love as an intense yet elusive, almost
ephemeral and trans-worldly feeling - an ideology of love that characterised the
poetry of the courtly love tradition. In this sense, the sonnet was the ideal form for the
articulation of this dominant conception of love in the Renaissance. Let us briefly
examine this phenomenon.
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1.1.2 The Courtly Love Tradition and Poetry
When Sir Thomas Wyatt and the Earl of Surrey translated Petrarch's work into
English in the 16thcentury, it was to prove tremendously influential. The sonnets
initiated a way of thinking and writing about love in English poetry that was
fundamentally chivalric, based on feudal themes and ideas, and centered on the figure
of the beloved as mistress of the poet. This way of thinking about love, or ideology of
love, was first formed in the troubadour poetry of Aquitaine and Provence in southern
France toward the end of the 11th century, from where its influence spread to Italy and
the rest of Europe. One may describe its basic tenets as the following: the celebration
of adultery; the near-deification of the mistress; the lover as very often unrequited in
his love; and somewhat paradoxically, the celebration of faithful service to the
beloved. There were several reasons for the emergence of this particular ideology of
love. Medieval Europe in the early part of the last millennium was controlled by
feuding war-lords, protected and surrounded yd armies of knights who owed
allegiance entirely to their respective barons. One means of forming alliances
amongst these lords was through marriages between their houses. These marriages of
convenience meant that the lady of the castle was often not very close to the lord, and
even neglected by her husband. Since the castle populations were predominantly
male, with few women, the lady inevitably came to be the recipient of the amorous
attention of the many knights and courtiers. The passions thus evoked were thus often
by the opposite demands of fidelity to the lord and desire for the beloved. Equally
important were the roles of the Catholic imagination of the Virgin Mary on the one
hand and the pre-Christian tribal conception of women as powerful beings, on the
other: they led to the beloved, because of her social inaccessibility, often being
represented as quasi-divine, especially in poetry. It is from this peculiar conjunctionof
social and historical factors that the poetry of courtly love carries the paradoxical
discourses of adultery and fidelity, intense physical passion celebrated in an idealized,
almost spiritualized fashion. Poets in particular had few predecessors to turn to, to
chart this new mixture of emotions, although the Latin' poet Ovid, in his Ars
Amatoria (which pictured the lover as the slave of his passion and therefore of his
beloved), was to prove singularly influential. The poetry that emerged from this
context spread swiftly through medieval Europe; C S Lewis' old but classic study,
The Allegory of love, is worth exploring for a more detailed understanding of this
phenomenon. However, by tile time it reached England in the 16th century, several
other factors came to play a decisive role in changing its characteristic features.
Poets like Sidney and Surrey continued in the vein of the old courtly love poetry,
particularly with the arrival of Elizabeth to the throne of England. She epitomised the
type of the inaccessible mistress even more sharply than the figures of the beloveds in
earlier poetry, and inspired the same kind of mixed and paradoxical fervor. The
beloved in the courtier poetry of the time was thus frequently compared in her
inaccessibility to the queen herself. The important difference was that Elizabeth, as
queen, besides being truly unattainable, was also functionally both 'lord' and lady:tile
courtier owed allegiance as well as fidelity. This resulted in an intensification of the
language of deification in the English poets. It is only in Spenser's verse that anew
language is forged, fusing the amorous with the divine ill a way that liberated both
from the contradictory pull of the other. We have noted ill the earlier units some of
the reasons for the emergence of Spenser as a new kind of poet. What we need to note
here is that spread of a strict Protestant moral code' contributed substantially to the
malting of Spenser's poetry. This code broke with the deification of the beloved in the
mould of the Virgin Mary, rendered her more this-worldly, thereby enhancing her
desirability while simultaneously insisting on the importance of maintaining sexuality
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and desire within conjugal bounds. It must be noted here that such a language of
restraint was already available in the more Platonic conception of love to be found in
Petrarch; but Spenser's genius lay in aligning that language with a more Protestant
stress on the importance of marriage for sexuality. hl this sense, the language of love
that we will see in the Amoretti sonnets and in the Epithalarnion later, display the
shift from the earlier codes of courtly love to a more celebratory, this-worldly, and
therefore realizable love, that nevertheless emphasises the sanctity of the love itself.
Let us now examine the three sonnets of the Amoretti chosen for study, in this light,
1.2

THE AMORETTI SONNETS

'The Amoretti sonnets share many of the typical characteristics of the court poetry of
sixteenth century Renaissance England. Apart from its use of the sonnet form, which
was very fashionable by the time Spenser was writing, it also shares for instance the
fashion of incorporating classical and Biblical allusions and mythology. Another very
popular idea that these sonnets share with their contemporaries is that of the avowed
intent of immortalising their subjects - in this instance, Elizabeth Boyle. While
Spenser owes some of his imagery in particular to continental writers like the Italian
poet Tasso and the French poet Ronsard, these sonnets are essentially variations on
the Petrarchan sonnet, which Spenser was familiar with given the popularity of
Petrarchan poetry in Elizabethan England, and through his own translations of
Petrarch. The Petrarchan sonnet, like all sonnets, has fourteen lines and is usually
divisible into two parts, the octave (eight lines) with the rhyme scheme abba abba,
and sestet (six lines) with the rhyme cdecde, or its variants like cdccdc. Typically the
Petrarchan sonnet also employs the Petrarchan conceit of the beautiful, yet
unresponding, cruel and distant mistress/beloved, the object of the sonnet's address.
This figure was picked up and reworked by Elizabethan sonneteers, in translations of
Petrarch and in original poems, till it became almost hackneyed. But the Petrarch of
the Elizabethan imagination is the early Petrarch, obsessed by the instability of his
passions, manifested in his poetry through the common device of the oxymoron. The
later Petrarch, who seeks absolution from such mutability, is picked up only by
Spenser among the Elizabethans.
In Spenser's versions therefore, the mistress is a much more accessible and responsive
figure than the Elizabethan type or the early Petrarch. The entire sonnet sequence may
be split roughly into three movements, or phases of passion. The first section (sonnets
1-36) is largely in h e mode of complaint, and sees the mistress as tyrannical and his
own love as oppressive. The second section (sonnets 37-69) refigures the lover and
his mistress in more exploratory, and therefore more conciliatory terms, with the
lover appearing more aware of his mistress as herself a feeling, thinking and speaking
subject of passion. The last section (sonnets 70-87) is a reversal of the first phase: it
sees the poet-lover as successful in his amorous enterprise, and the terms of relation
change, toward the subordination of the mistress to the desire and will of the lover. It
must be noted that, like a finely composed piece of music, the three movements
cannot, in actuality, be so easily separated: there are overlaps and seepages in the
themes identified above, between the different phases ,and the scheme suggested here
is arguably not watertight. However, it has the advantage of providing us with a
convenient handle on the complex sentiments and attitudes expressed in this sonnet
sequence. The three sonnets chosen for study in this unit may be seen as belonging
respectively, one to each of the three movements identified above. Spenser also
experiments with the line and rhyme schemes of the sonnet, splitting it into three
linked quatrains and a couplet. We shall study the effects of this in our analyses of the
poems.
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1.2.1 Sonnet 34
This sonnet, as you may have noticed, is indicative of' several of the preoccupations
of the first movement -- in its tone 'of complaint, its sense of confusion and
despondency, its depiction of the beloved as a remote, almost inaccessible figure and
in its overall sense of subjugation. It essentially follows the Petrarchan trope, first
popularized by Wyatt in his translation of the Italian poet, of the lover as a stormtossed ship, caught in the grip of his passions. However, Spenser introduces the idea
of the beloved as a star that guide him through the seas of life. In storm (or the
troubles of' life) however, her light is hidden from him by clouds, leaving him to
wander now in darkness and dismay' (11. 5-7). Further, unlike the other Elizabethan
versions of this trope, Spenser does not attribute the storm to his beloved, implying
thereby that it is a storm of unquenched sires; contrarily, he hopes ‘that when this is
past', she will shine again as his guiding star (11. 9-12). The sonnet, though
apparently diverging from the Petrarchan form in its organization into three quatrains
and a couplet, may nevertheless still be split into an octave of two quatrains, and
asestet with a quatrain and a couplet, thematically: the first eight lines present the
poet's current situation of feeling lost in a sea of trouble, without guidance or solace.
The first quatrain here lays out the analogy while the second applies it to the speaking
subject himself. 'The next six lines reverse this downward mood, to anticipate release
from the 'perils' and a renewed access to his beloved. The sestet in turn may be split
into the quatrain and the couplet, with the latter returning to touch upon the poet's
sense of grief and anxiety, with which the poem then closes.
The sonnet employs the typical Spenserian sonnet form, with the rhyme scheme abab
bcbc cdcd ee. The interesting effect this achieves is the continuity between the
different quatrains but a discontinuity with the couplet. In terms of reading the poem,
this has one possible effect: the three quatrains reflect a total experience (of trouble
and care), in which the hope and anticipation of relief from the experience becomes
apart of it, rather than distinct from it; the final couplet then functions as a reflective
commentary, distinct from the experience, and in fact almost objectively rendering
the experience as a total and continuing one.
1.2.2 Sonnet 67
This sonnet too picks up a trope common to both Petrarchan sonnets and to other
Elizabethan versions of them: the setting of the hunt, with the beloved as a deer being
hunted by the poet as huntsman. Again, unlike its typical treatment in Elizabethan
sonnets, in Spenser's version the huntsman catches his prey. In fact, Spenser's is a
radical exception to this convention, for he not only wins the chase but presents the
victory over the beloved, or the conquest of the prey, as being by her own will, i.e., as
of her own desire (11. 11-12). The ambiguity of line 9, ‘There she beholding me with
mylder looke’, makes it unclear who makes the conquest possible by becoming
milder, the hunter or the hunted, but line 11 suggests that the beloved remains
nervous about the prospects of marriage, belying the last lines of the poem. It would
be very instructive for the student to compare this poem with Sir Thomas Wyatt's
'poem 'Whoso list to hunt...', a sonnet with similar themes and imagery, but in the
traditional Petrarchan mould In Wyatt's poem the deer, or beloved, is ultimately
unattainable, and the poem ends with the line 'Noli me tangere, for Caesar's I am'(the
Latin phrase meaning 'do not touch me'), which are the words inscribed on the collar
around the deer's neck. In contrast, there is no Caesar, or competing lord, to whom the
beloved is bound in Spenser's poem. In her very availability she thus becomes the site
of a transforming discourse of love and desire in Spenser's poetry -a discourse 'in
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which the beloved is not just transformed from a remote and unrealisable object of
desire, but, with a new mutuality and reciprocity hat probably originates in Protestant
thought, is hinted at as being herself a desiring subject.
This sonnet too uses the rhyme scheme abab bcbc cdcd ee, using the same three
quatrains plus a couplet scheme, but unlike sonnet 34, it resists a thematic split into
an octave and a sestet. Instead, being a poem less about a condition than an event, it
lays out the movements of the event in three steps - the three quatrains - followed by
a commenting couplet. The reversal typical to the Spenserian sonnet happens in the
second quatrain itself, with the return of the 'deer', and her eventual willingness to be
captured.
1.2.3 Sonnet 77
This sonnet borrows not from Petrarch but from another Italian poet who was also
inspired by Petrarch, Torquato Tasso (1544-95), specifically his sonnet 'Non son
sibelli'. Tasso describes his beloved's breasts through two analogies – autumnal fruits
and the legendary golden apples - but Spenser picks on only one of these in this
sonnet, devoting another sonnet entirely (sonnet 76) to the other. In both 76 and 77,
Spenser’s intentions are not to describe physical beauty for its own sake, or as
sexually stimulating and erotic, but to forge a connection between physical beauty
and spiritual virtue, linking the erotic with the spiritual and the sacred. That is, he
wishes to suggest that the beloved is so full of virtue and religious and moral purity,
that even the sight of her breasts can only arouse in him an appreciation of these,
qualities in her, rather than simple physical desire. Hence the description of her
breasts as
Exceeding sweet, yet voyd of sinfull vice,
That many sought yet none could euer taste,
sweet fruit of pleasure brought from paradice:
By loue himselfe and in his garden plaste. [11. 9-12]
The reference to paradise is multi-leveled, referring to the original sin and the fruit of
the Tree of Knowledge (of sexuality), as well as suggesting that his beloved is
Paradise itself embodied, with the understanding of Paradise here as that original state
of 'man' when the sensual and the spiritual were not separate but fused. In this
Spenser is deliberately attempting a fusion of the Platonic ideal (of ultimate beauty as
lying beyond sensual perception), and Christian myths and values (such that the
Platonic Ideal of beauty may be perceived in the physical world by one sufficiently
spiritual to not be overwhelmed by its sensual seductions). Spenser seems to be
applying Reformation celebrations of conjugal sexuality as superior to celibacy, to the
less strictly marriage-oriented Petrarchan frame of sensuality. The reference in the
final couplet to the thoughts as guests at the table of his beloved is intended to
communicate this detachment from the vagaries or an uncontrolled sensuality.
Like the other two sonnets, this sonnet too follows the rhyme scheme abab bcbc
cdcdee. There is a false rhyme between lines 4 and 5, for 'yvory' and 'roialty' are not
true rhymes for 'ly' and 'by'. This may suggest a dissonance between the quatrains, but
it would not be true. Firstly, the overwhelming theme of the sonnet pre-empts any
such dissonance, holding the poem together on the unlikely comparison of the
beloved's breasts to a table laden with delicacies. Secondly, we must remember that
such rhyme patterns were intended to provide a totality of linked and related
experiences. As such, false rhymes were a permitted poetic liberty, basing the rhyme
on spelling rather than sound. We may therefore treat the rhymes as true ones and
6

regard the three quatrains as part of a single experience, fusing the sensual and the
spiritual or religious, rather than as discrete and disconnected parts of one event. Like
sonnet 34, this one too describes a condition rather than an event (as in sonnet 67).
However, more like sonnet 67, this sonnet too cannot therefore be split into an octave
and asestet.
1.3

LET’S SUM UP

In this unit we have looked at some important aspects of the sonnet form and the
traditions of courtly love poetry that influenced Spenser. We noted how the sonnet
was in many ways the aptest literary vehicle for the articulation of a new conception
of love that owed much to the Italian courtly love poets. Some of the important
aspects of the courtly love tradition and their transformation in Spenser's poetry,
along with the historical reasons for this, were also touched upon. We then examined
some of Spenser's shorter poems in this light. We saw how they draw upon and yet
diverge substantially from, earlier traditions of love poetry, especially the Petrarchan.
We saw how they serve to illustrate not just the poet's unusual poetic skills and
originality, but also the peculiar movement in the quality of passion in the sonnet
sequence, from despair to comprehension to celebration. The formal analyses of the
sonnets also revealed the ways in which Spenser managed to forge a new kind of
English lyrical form. In the next unit we will examine two longer poems by
Spenser,the Epithalamion and the Prothalamion
1.4

QUESTIONS FOR REVIEW
1. The courtly love tradition was in many' ways formative of the poetry that was
to follow the Renaissance poets, even if it was substantially modified by them.
Do you agree?
2. In the three sonnets from the Amoretti by Spenser that you have read, what do
you consider are the specifically Petrarchan elements? How does Spenser
rework them, if at all?
3. The Amoretti sonnets by Spenser are replete with images of sensuality, What,
in your opinion, do these communicate about (a) the poet; (b) his beloved; and
(c) the age?
4. In sonnets 34, 67 and 77 of the Amoretti, Spenser explores a vision of love
that is at odds with both the Christian and the Classical. Do you agree?

1.5

ADDITIONAL READING
1. Burrow, Colin, Edmund Spenser (Plymouth: Northcote House, 1996)
2. Cooper, Helen, Pastoral: Medieval into Renaissance (Ipswich; D.S. Brewer, 1977)
3. Dasenbrock, Reed Way, 'The Petrarchan Context of Spenser's Amoretti'. PMLA 100,l
(1985)
4. Ellrodt, Robert, Neoplatonism in the Poetry of Spenser (Geneva: Droz, 1960) Lewis,
C S,The Allegory of Love.
5. Johnson, William C., Spenser of Amoretti: Analogies of Love (Lewisburg: Bucknell
University Press, 1990).
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2.0

OBJECTIVES





2.1

To know how great a poet Shakespeare was in terms of using imageries
expressing the vicissitudes of life
To familiarise ourselves with sonnets, a particular form of writing poetry
To critically evaluate life and death as portrayed by Shakespeare.
To know about the rhyming scheme of this sonnet.
INTRODUCTION

2.1.1 About the Author
William Shakespeare (26th April 1564 – 23rd April 1616)
William Shakespeare was an English poet, playwright and actor who belonged to the
Mid-Elizabethen era, by virtue of his creativity, he has been described as the greatest
writer all across the globe. He is also honored as the National Poet of England or the
"Bard of Avon" (Poet of the county). His largely extended works include
collaborations that apparently encompass 39 plays,154 sonnets, two long narrative
poems, and a few other verses, though there are still ambiguities relating to their
uncertain authorship. His works have been largely translated in every existing
Language(s) and are performed more frequently than any other playwright in the
world of Literature.
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William_Shakespeare

Source:https://upload.wikimedia.org/wikipedia/commons/3/31/William_Shakespeare_
1609.jpg
William Shakespeare took birth and was bred in Stratford-upon-Avon, Warwickshire.
At the very young age of 18, (under unknown circumstances) he married Anne
Hathaway, with whom he had three children named, Susanna and a twin
pair Hamnet and Judith. In between 1585 to 1592, he invigorated a flourishing career
at London as an actor, writer, and part-owner of a acting firm called the Lord
Chamberlain's Men, which later became the King's Men. At the age of 49 (1613),
Shakespeare retired from Stratford, and died there. This information is registered
according to a myriad of sources, though no one exactly has a record of his place and
cause of death. However there are a few notes of Shakespeare's private life that still
exists and has generated considerable assumptions about him, such as his physique,
his gender, his religious ideas, and whether the works accredited to him were actually
written by him or by someone else.
Shakespeare produced most of his celebrated works between1589 and 1613. His early
plays were chiefly comedies and histories. They are still considered as some of his
best works pertaining to these genres. During 1608, his focus shifted to tragedies of
which Othello, Hamlet, Macbeth, and King Lear, are reckoned to be his finest
works. During the last phase of his life, he further moved towards tragic-comedies
(tragicomedies) that were also termed as “Romances” by a few, while collaborating
with other playwrights. The Tempest, As You Like it and The Merchant of Venice are
considered to be some of his immortal Comic Romances or Tragicomedies.
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In the 20th and 21st centuries, Shakespeare’s works have been repeatedly translated
and retold by many playwrights. They have been examined, analyzed, acted, and
reinterpreted by a large number of critics across the globe. Apart from all other
speculations and suppositions, one thing that remains constant is, Shakespeare will
always be considered as a genius in the fields of poetry and drama.
2.1.2 Shakespeare’s Sonnets
In between the period of 1592 to 1598, Shakespeare adopted the style of writing
sonnets and produced some of his immortal sonnets which include Sonnet 116 (Let
me not, to the marriage of true minds), Sonnet 73 (That time of the year thou mayst in
me behold) and Sonnet 18 (Shall I compare thee to a summer’s day). In the year
1609, these sonnets were apparently published by Thomas Thorpe probably in a
quarto format, without the permission of the author himself. There is a lump of
unresolved questions whether Shakespeare has expressed his own feelings in all of his
sonnets or the sonnets are a complete outcome of his fiction and imagination.
Whatever may be the answer, the fact remains that Shakespeare’s wit in Literary
plays and poetry shall stay untouched for generations to come.

2.2

THE POEM, THAT TIME OF THE YEAR

“That time of year thou mayst in me behold
When yellow leaves, or none, or few, do hang
Upon those boughs which shake against the cold,
Bare ruin’d choirs, where late the sweet birds sang.
In me thou see’st the twilight of such day
As after sunset fadeth in the west;
Which by and by black night doth take away,
Death’s second self, that seals up all in rest.
In me thou see’st the glowing of such fire
That on the ashes of his youth doth lie,
As the death-bed whereon it must expire,
Consum’d with that which it was nourish’d by.
This thou perceiv’st, which makes thy love more strong.
To love that well which thou must leave ere long.
2.3

MEANING OF THE POEM
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The autumn of my life can be seen at this moment. It is the time when a few yellow
leaves or even no leaves hang. The remaining leaves that still try to cling on to the
branches tremble as a sign of anticipation of the chilling breeze. These branches
seemed like a beautiful choir troop when it was spring and the birds sang their
melodies now they have turned out to be empty pews. The twilight of life is seen in
me just the way the sunset fades the darkness in the west. The twilight in me is now
covered with a black night, just the way death covers everything in a deadly sleep.
The glowing fire is still burning like a phoenix out of its ashes, just like it burnt
earlier (my youth). The fire will eventually stop burning as they reach the death-bed,
it shall be devoured by the same fire that nourished it. Your love is now stronger after
you have seen this, to love well that which you must leave soon.

2.4

INTERPRETATION OF THE POEM

Sonnet 73 is written in iambic pentameter and has a rhyming scheme of abab, cdcd,
efef and gg, it is further divided into three quatrains that eventually develop the
theme, action and a concluding rhyming couplet.
This sonnet is practically taken as a quintessential explanation that elaborately throws
light on the scourges of time. This sonnet centers across the narrator’s apprehension
of getting old with a vivid portrayal of the passage of time in each line. There is a
wide range of imageries that puts forth the shift of time and ages like the yellow
leaves, the fading sunset at the west and also the imagery of death-bed. The readers
get a hit of nostalgia the moment the title flashes “That time of the year”. The poet
somehow accepts the hard reality that one day life has to break into fragments on the
death bed. The light of youth will eventually perish under the weight of old-age. The
metaphors keep on shortening their span from months to hours and even to minutes to
put forth the increasing affect of old age.
There is a comparison of the narrator with the late autumn season in the first quatrain.
He vividly portrays the way trees lose their leaves as the cold sets in, just to show us
how the trees might fall from the branches of life when death will decide to invade
life. The imagery focuses on barrenness, where there was a green growth once upon a
time has now turned into an almost lifeless structure.
The second quatrain makes the span a tad bit shorter, it changes from the seasons of
the year to the hours of the day. The narrator now claims to be in the twilight of his
life, the sun of his life is setting and the night of death is entering gradually. The
branches of the trees that once looked like a chirpy church choir due to the presence
of the birds singing their melodies on it, will soon turn into empty pews.
The horror of death isn’t fully established until we reach the third quatrain. The
changing seasons and passing days and nights are hence accepted to be infinite cycles
that cannot be held or stopped. There shall be another fire that would take a rebirth
from the ashes but alas! The moment the fire will extinguish, death shall hover upon.
The biggest foe of life is “Time”. Time serves as the creator and the destroyer of life.
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The closing couplet of this sonnet serves as an adjuration that gives the message that
one’s love shall grow stronger as the time left to love runs out. We are still unaware
of the person to whom these lines are addressed, whether it is dedicated to
Shakespeare’s beloved or Shakespeare himself or probably both. The narrator is
clearly and somewhat afraid of the arrival of death old age and eternal separation.
2.5

LET US SUM UP

In this unit we have learnt about some important aspects of Shakespearean sonnets
that elaborate about the lapses of time. The fear of getting old that the poet happens to
express in the entire poem is its central theme. The poem also includes a lot of
imageries that tells about the shift of time for example, the yellow leaves, the fading
sunset at the west and the death-bed. The first and second quatrain basically put forth
the courses of time that keeps on decreasing in each quatrain. Finally the third
quatrain shows us the full image of death. The changing seasons and the days and
nights are hence accepted as an inevitable cycle. The imageries are so varied yet they
are illustrated to serve one basic purpose which is “Time.
2.6

QUESTIONS FOR REVIEW
1. What does the Autumn Season refers to in the first quatrain? Explain its
importance and connection with time.
2. Elaborately explain the imageries that the poet uses to describe the lapse of
time? Which imagery do you consider to be the most relevant?
3. What does the narrator claim to be the twilight of his life?
4. Explain the significance of the passing days and the changing seasons.
5. What importance does the closing couplet of the sonnet suggest? What is the
poet afraid of?
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UNIT 3

SONG TO CELIA

Structure

3.0

3.0
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3.1
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3.1.1
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3.1.2

The Poem, Song to Celia

3.2

Interpretation of the Poem

3.3

Let Us Sum Up

3.4

Questions for Review

OBJECTIVES

The intent of this poem is to:

3.1



Provide a brief note on Ben Jonson.



Help the Learners read the poem themselves and form opinions on their own.



Critically analyze the poem in order to make the meanings clearer and
understanding better.
INTRODUCTION

3.1.1 About the author
Benjamin Jonson is one of the most celebrated names in the world of English
Literature. He is well known for his plays and poems. His dexterous art has exercised
an ever-lasting impact on English poetry and Theatrical Comedy. He is the face
behind popularizing the genre called “Comedy of Errors”. Jonson is well known for
his satirical plays, “Bartholomew Fair”(1614), “The Alchemist”(1610), “Volpone” or
“The Fox”(1606), “Every Man in His Humor”(1598). Apart from these, the literary
world also knows him for his epigrammatic and lyrical style of poetry for his creative
excellence. Jonson is often regarded as the most important English dramatist and poet
after William Shakespeare
Ben Jonson got the privilege of having a fair education from Westminster School. It
was during his school days when Jonson was introduced to the “Humanist Culture”
which had then over-powered the English thought process. Jonson was a well-read
and classically educated man who had an apt savor for Art and Literature. Jonson’s
renaissance influence was very strong and unshaken and had a vast leverage on the
playwrights and poets of the Caroline era (1625-1642) and Jacobean era (1603-1625).
3.1.2 The Poem, Song to Celia
“Drink to me only with thine eyes,
And I will pledge with mine;
Or leave a kiss but in the cup,
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And I’ll not look for wine.
The thirst that from the soul doth rise
Doth ask a drink divine;
But might I of Jove’s nectar sup,
I would not change for thine.” “I sent thee late a rosy wreath,
Not so much honoring thee
As giving it a hope, that there
It could not withered be.
But thou thereon didst only breathe,
And sent’st it back to me;
Since when it grows, and smells, I swear,
Not of itself, but thee.”
3.2

INTERPRETATION OF THE POEM

This piece of poetry uses two different meters namely, Iambic tetrameter and Iambic
trimester. Before anything else, let’s first put some light on an “Iamb”. An Iamb is a
beat in a line of poetry where one unstressed syllable is followed by one stressed
syllable. An Iambic tetrameter is a line of poetry with four beats of one stressed
followed by one unstressed syllable (https://study.com/academy/lesson/iambictetrameter). An Iambic trimeter is a meter of poetry consisting of three Iambic units
per line (https://encyclopedia.thefreedictionary.com)
As the poem opens, we know that this is a love-song that a lover is singing to his
beloved. The first stanza exposes the depth of their relationship that the lover and the
beloved share. It throws light on the fact that their companionship is intense and
unadulterated. There is an obvious tone of possession amalgamated with deep
emotions. The speaker asks his beloved to “Drink to him only with her eyes”. We can
perhaps imagine an empty tavern, where this pair is sitting, merged in deep love and
affection, the lover asking the beloved to look into his eyes and drink the wine of love
and ecstasy.
The speaker is expecting eternal surrender from his beloved and he wants his beloved
to dedicate herself entirely to the speaker so that they both drown themselves in the
ocean of passion. Then the speaker promises his beloved to give his entire self to her
lady love. This eye to eye communication seems very intimate and pious.
As a third person listener/observer/reader, we must keep it in mind that the people in
the poem are not specified. We do not have any precise idea that about who is being
referring or to whom is it referred, though we as readers have all the freedom to
conclude that who possibly could be the lover and the beloved. This helps the readers
to connect their own emotions into this piece of work and there lies the success of the
poem.
The poet has interfused the feeling of drinking wine with that of love and gives an
indication that love can be as bewitching and captivating as the effect of wine. These
two actions are the same, hence the poet chooses the imagery of wine to show his
intensity of love for his beloved. The word “Thirst” refers to the physical as well as
the metaphorical thirst, the thirst of being bewitched in love. There is a certain shift of
idea from eyes to wine, both out of which as are equally intoxicating. The ‘thirst’ of
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true love that the soul has can only be satiated with a divine drink. Jove’s nectar
refers to the drink of Jupiter and we can also say that it could be the drink of God, a
divine drink like the Jove’s nectar can only fulfill this thirst of love and passion. He
also promises that his passion and love for his beloved would never change with the
passing of time.
The second stanza talks about a wreath that the speaker gives to her beloved. It is
indeed a “rosy wreath”. A beautiful gift as a sign of love from the speaker to his
beloved, the action of giving this gift was deeply thought. Hence, in the next stanza
the poet, in an elaborated manner explains the importance of his gift and why did he
chose to send it to his beloved.
The speaker chose the wreath as a sign of their unfailing love. A wreath is a symbol
of victory and it is worn by people who either achieve victory or belong to the Royal
heritage. The speaker sent the wreath to his beloved because he expects that the
flowers and stems in the wreath should never wither and shall stay fresh and beautiful
just like their passion.
This scene can be considered as a ‘Hyperbolic scenario’ where the lover is showing
his highest regards to the girl he loves the most. The intention behind giving the
wreath could also be the beloved’s ecstatic power to keep everything alive. The
beloved gives her response to the gift in a different way. She did not react to it, the
way the lover expected; instead she sent the wreath back to the lover by breathing on
the wreath. The gift is now treated as a symbol of life by the beloved, though she
knows the thoughts her lover would have after getting the gift back.
When the lover got the wreath back and he smelt it, he realized that the smell of the
wreath is no more the same as it was when he gave it to his beloved. In fact, the
wreath now smells like his beloved herself {Since when it grows, and smells, I
swear, Not of itself, but thee}
Song to Celia is a poem that tells about complete love and the promise of keeping the
love alive till eternity and promotes the continuation of a relationship.

3.3

LET US SUM UP

In this unit, we have tried to look at Jonson’s poem critically. The poet has used
metaphors with a purpose. We could also see how the poem operates at two levels: i)
Physical and ii) Spiritual. We have also seen the intensity of feelings of the lover who
seeks its expression.
3.4

QUESTIONS FOR REVIEW
1. Why does the lover want his beloved to drink to him only with her eyes?
2. What does ‘wine’ stand for?
3. What does the allusion to ‘Jove’s nectar’ mean?
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THE SUNNE RISING
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4.1
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4.6

Interpretation
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Poetic Devices

4.8

Comprehension Exercises

4.9

Summing Up

4.0

OBJECTIVES

In this unit, we shall introduce you to John Donne who wrote towards the end of the
16th century arid early 17th century. Donne and a few of his contemporaries Marvell, Crashaw, Vaughan and Herbert - are known as the Metaphysical Poets. A
study of this unit will enable you:




4.1

to distinguish the characteristics of metaphysical poetry
to recognise the distinction between Milton's religious sonnet (‘ON HIS
BLINDNESS’) and Donne's ‘HOLY SONNET X’.
to analyse the two poems of Donne –‘The Sunne Rising’ and ‘Holy Sonnet X’ which
are included in your course.

INTRODUCTION TO JOHN DONNE
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John Donne (1573 - 1631) was both a poet and a preacher. In his early youth he wrote
secular poem6 which are witty, erudite, tend& and cynical. They also reveal a
profound insight into human nature. In his later years, he took to holy orders and
became famous for his eloquent preaching. In his Divine Poems, he expresses his
deep concern with theology. Donne’s poems are remarkable for their fusion of
intellect and passion. He draws his images from his vast learning and his comparisons
are ingenious and witty often drawn from philosophy, theology, geography, law,
medicine etc. His poetry known as the metaphysical poetry expresses a complex
thought or emotion through images (known as conceits) which at first seem farfetched and paradoxical. Donne's love poems, though written before he was twentyfive, were published posthumously.
4.2

INTRODUCTION TO METAPHYSICAL POETRY

Even though Donne belongs to the late 16th and early 17th century, his love-lyrics are
unlike the Elizabethan love lyrics of Shakespeare, Spenser and Sidney, which
employed courtly form of address and expressed the values of the Courtly world.
Donne employs a simple style and a colloquial diction and presents love in a context
other than that of the Court.
Donne and his contemporaries - Marvell, Crashaw, Vaughan and Herbert are known
as metaphysical poets. The term "metaphysical" in a general sense is applied to
anything abstruse or abstract or philosophical, but when applied to this school of
poetry, it signifies in essence the employment of learning as the stuff of poetry.
Donne presses into the service both of his love poetry and religious poetry diverse
experiences, thoughts and imagery from various fields such as Law; Alchemy,
Philosophy, Astronomy etc. Hence metaphysical imagery unlike pastoral or mythical
imagery (as you studied in Milton) or natural imagery (as in Shakespeare) is full of
learned imagery seemingly far-fetched, but apt.
Another feature of metaphysical poetry is its blending of passion and thought. There
has always been the misconception that passion and reason are irreconcilable
opposites. The Elizabethan passionate lyrics were expressions of pure feelings. But
you will notice that Donne's poetry is at once passionate and cerebral. The best
definition of a metaphysical poet is that he thinks with his heart and feels with his
mind. This pique blending of passion and thought accounts for the presence of Wit, a
characteristic quality in metaphysical poetry.
Summing up, metaphysical poetry is characterised by its intellectual content,
passionate feeling, learned but startling imagery (known as conceits) and it uses a
direct form of address, spoken voice and dramatic tone. Now let us read John Donne's
‘The Sunne Rising’
4.3

THE SUNNE RISING

Busie old foole, unruly Sunne,
Why dost thou thus,
Through windowes, and through curtaines call on us?

1
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Must to thy motions lovers seasons run?
Sawciepedantique wretch, goe chide
Late School boyes, and sowre prentices,

5

Goe tell Court-huntsmen, that the King will ride,
Call Countrey ants to harvest offices;
Love, all alike, no season knowes, nor clyme,
Nor, houres, days, months, which are the rags of time

10

The beams, so reverend, and strong
Why shouldst thou thinke?
I could eclipse and cloud them with a winke,
But that I would not lose her sight so long:
If her eyes have not blinded thine,
Looke, and tomot row late, tell mee,
Whether both the India’s of spice and Myne
Be where thou left’st them, or lie here with mee.
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Asks for those Kings whom thou saw'st yesterday,
And thou shalt heare, All here in one bed lay.
She's all states, and all Princes,I,
Nothing else is.
Princes doe but play us: compar'd to this,
All honour'smimique: All wealth Alchemic.
Thou Sunne art halfe as happy as Wee,
In that the world's contracted thus;
Thine ages askes ease, and since thy duties bee
To warme the world, that's done in warming us.
Shine here to us, and thou art everywhere;
This bed thy centre is, these walls, thy spheare.
4.4
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INTERPRETATION

Let us begin with a brief summary of the poem. The poet and his beloved are still in
bed as the sun rises in the morning. The poet playfully chides the sun nor to disturb
him and his mistress and to attend to other matters. The poet mocks at the sun for
imagining itself to be all powerful, for he (the poet) can shut out its beams by closing
his eyes. But he says he shall not do so, lest he loses sight of his beloved even for an
instant. Continuing his impertinent tone, he tells the sun that he and his beloved
constitute the whole world and therefore, if the sun needs a little rest from his labour,
it can do its duty of warming the world by simply circling round the 'two of them - for
they are the whole world.
Read the poem with this summary in mind. You will recognise the sharp contrast
between Donne's poem md the Elizabethan love-lyrics. Let us recall Shakespeare's
sonnets (ref. Unit 2, Block 1):
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1) Shakespeare's love poems are in the majority sonnets, while Donne's are not.
2) In Shakespeare's sonnets, the poet speaks of his love for his mistress. It expresses his
passion and his constancy in love, while Donne's poems express his firm confidence
in their mutual love.
3) There is a remarkable variety of tone in Donne's love poems. For example, you notice
his opening invectives hurled at the sun, calling him "a busy old fool", "saucy
pedantic wretch", "unruly" etc. But as the poem ends, you recognise the happy mood
of fulfilled love. But in Shakespeare's sonnets, one notices the idealisation of love
throughout the lines.
4) Donne makes use of geographical images. There is also a suggestion of the new
scientific theory of Copernicus that posited a heliocentric world (Sun as the Centre of
the world). This was against the medieval belief in a homocentric (man-centred)
world. By asking the sun to circle round them, he reduces the status of the sun and
goes counter to the newly discovered Copernican theory. Donne's poems are full of
imagery related to contemporary scientific and astronomical discoveries in place of
the earlier natural, pastoral and mythological imagery.
5) The language of Donne is rhetorical. There are no fanciful images nor any explicit
reference to feeling. Yet the poem conveys a heightened emotional experience
underlying the words.

Lines
1-5 The poet assumes a playful mocking tone, quite out of character in a love poem.
Why does he begin with an outburst at the sun?
1) partly to proclaim that he and his mistress enjoy a timeless state of happiness and
therefore the sun's intrusion to mark the day-break smacks of foolish interference.
2) but more to emphasise upon their state of timeless bliss that goes counter to the Sun's
rigid and obsessive concern with time This is clearly expressed in Lines 9-10.

In the course of the first five lines, the poet shifts attention from the Sun to himself
and to his mistress ("cdl on us" (L.3)) and then back to the Sun (L.5). The tone varies
from derision and scorn to lazy contentment (of being together ifi bed) and back to
protest and gentle mockery. The poem ‘The Sunne Rising’ is a typical example of
humorous bravado, "the exultant brag" (Clay Hunt) of a lover which conceals the
intense passion underneath these peremptory opening words.
4

“motions” : movements.

The Sun’s movements mark seasonal changes, but the lovers’ seasons do not stand
affected.
While the above explanation is satisfactory, one notices a deeper and subtler meaning
of the word "motions". Towards the end of the 16C (i.e. the turn of the Century).-the
earlier Ptolemaic theory of man-centred universe (the solar system moves around
Man. who is at the centre of the earth) was replaced by the new Copernican
cosmology which said that the earth orbited about the central sun. Can you realise the
implications of this discovery? The ne* theory reduced man to the status of a tiny,
dwarfed creature moving on the surface of a minor planet-the earth-and around the
sun. Donne does not accept this new philosophy. He intentionally claims a central
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position for him and his mistress in the face of all contrary scientific evidence. He
says that the sun does not possess the dignified Copernican centre and he deliberately
strips it of all its majesty to reduce it to a foolish busy-body making his rounds ta
mark time. He dismisses as impertinence on the part of the sun to impose time on the
lovers-its arbitrary division of time into ' days, hours and months (L. 10).
Lines
5-8

These lines extend the tone of gentle mockery. Continuing his sense of
displeasure, he directs the sun to attend to trivial and humbler duties such as
waking up school children and “sour apprentices”, court-huntsmen in the
service of the king and lazy harvesters who all have to be reluctantly turned
out of bed.

8

“country ants” peasants
Can you discern the paradox here as the poet compares his state of lying-inbed with the wakeful state of all others mentioned above? The poet and his
mistress though in bed are active in their experience of love while the others
with their sleepy reluctance to wake up reveal their sluggishness. Hence he
can later claim in L.21 that they two are the King and the Princes, "all states"
and "all the world. They are far superior to the rest of the world.

11-12 After his affirmation that their love is beyond "the rags of time" he begins yet
another playful tirade at the sun. He asks the sun, "Why do you think that you
possess all powerful beams?” The short line (12) “why shouldst thou thinke”
with its stress on all the four syllables is intended to give the question a ring of
personal assurance. He can boast in the next line (1 3) that he can blot out the
sun's beams by closing his eyes.
But he will not do so for fear of losing sight of his mistress (L. 14)
15

Instead of the Sun blinding its viewers with its powerful rays, Donne
luxuriates hyperbole as he asks the sun if it is not blinded by the beauty of his
mistress’s eyes!
This hyperbolic exaggeration coming at the end of his angry impatience
reflects his all embracing passion for his beloved.

17-18 “The India's of Spice and Myne”: reference to both the East Indies (full of
spices) and the West Indies (full of gold mine). Once again speaking in terms
of the sun's motions, he says that the sun may go to the East or the West
Indies, but both are here with him. He asks the Sun if it can find anything
worthy outside of their little room, for everything is to be found here where he
and his mistress lie. All the treasures of the world, all its rich splendour are
enclosed within that little sphere where they lie together. The entire universe
shrinks in the presence of their magnificent love.
21-22

The poem builds on this rapturous exclamation as he says “She is all states,
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and all Princes, I”. But such extravagant boast does not sound ludicrous and
is made credible by the short line following: "Nothing else is". The
exaggerated hyperbole is brought down to the level of a plain statement - so
direct and simple that no other sense can be read into it.
All these images focus our attention more on the experience of love, rather
than on the physical beauty of his mistress. This is the achievement of Donne.
In other words, a lover may be mistaken in his judgement of his mistress's
beauty, but the experience he undergoes as he thinks of her cannot be false.
23-24 Princes only imitate us. In their all embracing state of total bliss, they possess
almost everything in this world as though they are the sovereigns. “Us” is a
key word as it reiterates the lover's assured knowledge of their mutual and
shared happiness. All other coveted things on earth - wealth and honour are
but poor reflections of their rich treasured possession of each other.
From the vast expansive world, through which the sun traverses, through the West
and the East Indies, through all states of Kings and Princes, the poet turns to their tiny
world, the room in which they lie in bed. The whole world is contracted into their
little world. Thus the world of the lovers is beyond time and space.
27-30 After this assertion of their world of love, the poet once more shifts to his
earlier mocking tone as he addresses the Sun as ageing and therefore requiring
ease and comfort. He asks the sun not to tire itself in the process of moving
through the world to warm it, but it can shine on the two of them as they
constitute the entire world.
Thus by the end of the poem, the majestic sun has been relegated to-the role of an
ancient, tired workman compelled to do his daily duties of waking and warming the
world. The lover suggests that the sun can minimise its movement by remaining static
in his room and shining on him and his mistress - who constitute the whole world.
The poet has established the lovers superiority and he is no longer irascible as at the
beginning. On the contrary, he welcomes the intrusion of the Sun by extending his
permission to shine on them and thereby save its labour.
The poem thus amalgamate & diverse experiences, diverse tones and diverse imagery
which gives it the specific metaphysical quality of wit. Samuel Johnson, the 18th C
English critic, 'characterised metaphysical poetry as "heterogeneous ideas yoked by
violence together-nature and an are ransacked for illustrations, comparisons and
illusions." Metaphysical Poetry is full of conceits or far-fetched imagery. There are
three modes of conceits in this poem - the dialectic, the rhetoric and the witty modes.
The dialectic conceit helps to establish the truth (here the superiority of Love), the
rhetoric aims at persuasion (persuading the sun at the end to give up its cumbersome
labour to journey through the world and instead just shine on the two of them) and the
witty mode seeks to blend apparently disparate experiences (where the sun with its
astronomical antiquity is equated with human old age and thereby reduced to a
subservient role in the context of the man-centered universe).
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4.5

HOLY SONNET X

Death be not proud, though some have called thee
Mighty and dreadfull, for, thou art not soe,
For, those whom thou think'st, thou dost overthrow,
Die hot, pore death, nor yet canst thou kill mee,
From rest and sleepe, which but thy pictures bee,
Much pleasure;then from thee, much more must flow,
And soonest our best men with thee doe goe,
Rest of their bones, and soulesdeliverie.
Thou art slave-to Fate, chance, kings and desperate men.
And dost with poyson, warre and sicknessedwelle,
And poppie, or charmes can made us sleepe as well
And better than thy stroake; why swell'st thouthen?
One short sleepe past, wee wake eternally,
And death shall be no more, Death thou shalt die.
4.6

1

4

8

12
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INTERPRETATION

Compare this sonnet with ‘The Sunne Rising’. Can you identify points of similarity in
the two poems?
1) Both begin with admonitions. Here Donne chides death forits pride in its power,
2) The arguments are closely woven in both the poems. As in The Sun Rising, where the
poet at the end asks the sun to shine on the two of them (him and his mistress) here in
this Sonnet X, Donne's opening scorn for death gives way to accepting the
inevitability of death with the hopeful expectation of eternal life to follow,
3) The gentle mocking tone reserved for the Sun as an ageing, infirm worker is
employed for Death when he paradoxically states “Death, thou shalt die”.
4) The language is direct and the arguments are based on specious logic which
circuitously leads to ultimate truth. The Christian faith in Resurrection is announced
at the end which negates the mortal fact of death.

We had studied Milton’s sonnet ‘On His Blindness’ (Unit 3). Can you discern the
differences between the two sonnets?
Contrast : Unlike Milton's sonnet which employs Biblical imagery, Donne's sonnet
uses metaphors from everyday world. In place of the high degree of solemnity of
Milton's sonnet, Donne's poem has a touch of humour, almost bordering on specious
logic and frivolity.
The tone in Donne's poem is one of scorn and raillery at the beginning and of mock
compassion towards the close.
Milton, following the Petrarchan tradition employs the technique of question and
answer in his octave and sestet respectively. Donne writes the Shakespearean variety
where he builds up the arguments in the three quatrains to dismiss them in the
couplet. He begins with Death's claims to power and tyranny and then shifts the tone
in the couplet to affirm immortality for man vis-a-vis mortality for Death. The
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incongruity of Death dying makes the couplet strikingly witty, so characteristic of
metaphysical poetry. Those whom death intends to overthrow do not die, but it is
death which shall ultimately die.
4.7

POETIC DEVICES
1) A swift glance at the two poems will suggest to you the archaic spellings that Donne
employs. For example, you have Sunne, SawciePedantique (‘The SunneRising’),
Sleepe, bee, mee (‘Holy Sonnet X’) to cite a few. Similarly there are archaic
constructions as in line 18 "Be where thou left'st them…." Line 12 “Why should'st
thou.”
2) You also notice L.ll-12 of ‘The Sunne Rising’ where the poet has employed the
technique of inversion. Can you find another example of inversion?
(Hint : line 9)
3) Metaphysical Poetry is characterised by conceits or far-fetched imagery. In the
section on interpretation (4.4). you learnt Donne's use of geographidal imagery (1718) and the scientific imagery (In the rejection of the Copernican theory in 11 29-30).
4) There is the tone of playful irony as seen in 'Holy Sonnet X' when he speaks of death
& Death on L. 14 "And death shall be no more; Death thou shalt die”. In The Sunne
Rising in 1.13-15, he playfully tells the sun that he can eclipse it and his beloved's
beauty can blind the effulgent sun.
5) There is also Donne’s use of hyperbole. Hyperbole is an exaggerated statement made
for effect and not intended to be taken literally. Can you identify such statements in
these two poems?

(Hint : ‘The SunneRising’
‘Holy Sonnet X’

4.8

11 17-18
11 21-24
11 13 - 1.4
113-4

QUESTIONS FOR REVIEW
1) Donne’s poems are remarkable for their fusion of wit and passion. Analyse lines 1522 of The Sunne Rising in the light of this comment.
2) How does the poet argue that Death is not as powerful as it seems to be?
3) Both the poems conclude on a note of exuberant optimism. Enumerate the factors
that lead the poet to a confident finale?

4.9

SUMMING UP

In this unit you learnt about :
1) The characteristic features of metaphysical poetry as exemplified in Donne.
2) The fusion of wit and passion in Donne's poems and
3) His skilful and learned use of conceits.
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