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R BROBRIVRET W, AL FRFIRFNEH, IE
EARZABEEHA, L—E Y LT RERA—FTRER. X
MARE FREARNFRSESANTROEE. —FHFF BR
XFAL EETRERT, AT LA ERERRT RERK I,
FHiEEZRRY, NTTRARNER. ERNFHETE, MRER
St AR, B 58 LERIT—T 227, .

“Fp XA FEE MR £ XA — 2 KRR
MFiE., E—ERFE, I FRSG/PRRBOCFRFE—RE—
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O BE TR L RRMAO R B R AMETR X8 EEHS
FETHIERREARE S, RTEEREEERE ARG
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AEXERER T HRIMNEER PR, SR 5B, eERF
IR N ER ARSI N R E AR RS FAE.
TR EREENRER  BLFEIEBETX—HN K
.

HKES SEEESANXY. —BkE, 1 ESH =M.
SERAVER OCFHER BLRMER . BEARPRIESEERTER
B8, BlanEA #E B EHARE, AE B ZHBIRERFNE
H, X EHETLHIEFE RN M A ENTERATIES
RIRIER s ERE S LIMERL B 0 =, ME—MCHEHKIES,
BRINED B CWIFLLBIA S ERNOERE R, WA A KR
ST 20, R AR R, R R B TA R0 X 47 R A 4
5, FE M IR BB SE R

RT#H—BTHESWAFREA, RAITUAXT Z R KR .
(FEYPRXBENBERMN: “BAN. SWE R, L XWHE.
FER14~2K4, BEKE 11X, REREARBE, A ROE
gL RHMARARG. Bk, B, 40 B A I A A e, 5T
BAM B FERS. WTEAKLM, BT, felrk, REnes.
HXR R E R RES  ANGEAN. 8 2~4F. &
ATEM, CEZBRTHEEA L, SHREEREL.IE., PEE
FILE K, BEKY, TR AW P RIEEL EEEE, AR
N BEEER, pHATROKBRUEHE. WHER—FEPH
¥1.” IR E, B U IREST ERRNINE TSI 1 b
A M ERE A KA ZTWIEERIAR.

#i3€ 52 (William Blake) FFRAEZEHE S —FIER.

The Tyger 1794

Tyger! Tyger! burning bright

In the forests of the night,

What immortal hand or eye

Could frame thy fearful symmetry?

In what distant deeps or skies
Burnt the fire of thine eyes?
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On what wings dare he aspire?
What the hand dare seize the fire?

And what shoulder, and what art,
Could twist the sinews of thy heart?
And when thy heart began to beat,
What dread hand? and what dread feet?

What the hammer? what the chain?
In what furnace was thy brain?
What the anvil? what dread grasp
Dare its deadly terrors clasp?

When the stars threw down their spears,
And water’d heaven with their tears,
Did he smile his work to see?

Did he who made the lamb make thee?

Tyger! Tyger! burning bright

In the forests of the night,

What immortal hand or eye

Dare frame thy fearful symmetry?

XEFRSLS T ERNGERIMMEE, BTN A E SR
YO B RIREEINFLABREE, Y S Bk —REEIR, / 5k
1B H A FEPR” (burning bright / In the forests of the night).
BOREE T “gkiE. SR A (hammer, chain and furnace) i
HRHWERBE T HEMMR. LEXWHCFE IEEELRF
B, AiERAE T AT ERNIEARM: FENETHESE
M BRAEN, i E HEE . O RMEEBEZE, TR ER
U LNy,

MBI X FR LR, AEFHFNEENTEESHE
B, L EFESERL-HENIES, IE 514 B (intellectual
dimension) , H B iR 2 NWIEH T AR T HAE; FHRIESN

Mvd; bocod s
U

Questions

1. What is revealed about the
nature of the tiger by the
words used to describe its
creation?

2. What do you think the tiger
symbolizes?
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otk (1885.1072), %

i ERRAARKA
o EEARLER

BAFh ER TR, R
AAH K FCEF)

(The Cantos).,

Questions
1. This poem is typical of

imagist poetry. Two con-
crete images are listed
here without any re-
marks. What do they each
convey? What is the con-
nection between them?
Are they compared or

contrasted here?

2. This poem is well-designed

in sound. Read it carefully
and see how the poet
achieved this effect.

4

£ L4 i (multidimensional) , & T8 L4 E 4N, R A B4 BE
B R 4 B M AE 4 4k B (sensuous, emotional and imaginative
dimensions) ., AT LAXHINRN, — B P NE—NFHITEE
YEH M A A iR BE g e 18 3k, I AT A 4R, &N RR 4
HEFERA, IS FRMARASN TR R TR, LR
i ERFRIE S S R RBLIER.
IEFEAREIES RS, 88 . EARA . REBEENIES &
ARNECTEEENE NERFESEEN¥EEX. E—BF
FRIIBARBAELHNSHREIEFENNE. FHERKAK
HWIEETIH, EABEEM X FHREELIESHEK, kY
R B BIRZ AR 4. THEEME(Ezra Pound) (e #bER
ZE3EN ) (“In a Station of the Metro™) 3 B 48 B s AR T T 53X — A,
In a Station of the Metro 1913
The apparition of these faces in the crowd;
Petals on a wet, black bough.

XE—EHEZ T B AR . (83832 3 4 B v R R e
KPIITE R, B3R 19 ~F 37 14 M8, BB T Hb kb S
BB B — K TR L TN B A I Lo Ve T DE7EVE & i e IR B T IR ZU Ep
2. HHHMITXFEEKRE. S 1THET THEMA TFHRER
BENFREEMSKIE F T, IR0 EEE
FARBIAGER, BN R . E_THFANRRRRERE N
HERIER, BTSRRGS0 L, P BRI RN 2 5 H %
BT . ENRHERES T RHEZT . REN A “HEHPE” (faces)
588 ER“TER” (petals) XPNBR BEHALS, TIWEWH.
EAITE B R 7 (apparition) XA ZE B ME &, FEA=4E
EEMBE. X AFRN.EANER™=ETTRMN. HEW
PR IR - 875X B TR BN 2 A5 R B B T PO

X T, AMTEESERRERAAR: — IR RLRER
wEdE, EAEEEYIRIER, AREUEE; 5 —MiIA AR LIE
BENER . 5SEXRAHELMEXNETA . RREENEWNEY
S5 A4 . M, SCEES P XN TRECRERERIMEIN S
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AEXA RN, BRI — EREIE T XML REFLEE
BEREK, TR R FHEE W, R AIEZ N 7 AER R
WS, FTULREAE TSN, LN, ERERBHEN, LXK
BEERIEN; BEEHERAN, REREBELIFN; BILKG
e RAHEMAT B0, RN R L3, FTLL, TRt
ERRTFEAS, ENEAAR TR, HEEEREHRS. HE
B H] » 2k 4 2% (Emily Dickinson) B3 & #F

A Narrow Fellow in the Grass 1865

A narrow Fellow in the Grass
Occasionally rides—

You may have met Him—did you not
His notice sudden is—

The Grass divides as with a Comb— Questions

A spotted shaft is seen— 1. What is the narrow fellow
i in th ? How does th

And then it closes at your feet in the grass? How does the

poet describe it?
And opens further on—

2. Who is the speaker in the
poem? What is his feeling
He likes a Boggy Acre toward the narrow fellaw?

A Floor too cool for Corn—

Yet when a Boy, and Barefoot—

I more than once at Noon

Have passed, I thought, a Whip lash
Unbraiding in the Sun

When stooping to secure it

It wrinkled, and was gone—

Several of Nature’s People

I know, and they know me—
I feel for them a transport
Of cordiality—
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But never met this Fellow
Attended, or alone
Without a tighter breathing
And Zero at the Bone—

XEH (LK KK AE7E B A Y (“A Narrow Fellow in the
Grass”) RABELMFHEME TU R A 52 R 5 R840 0 %
Ro mHA, LT A“K4E S FREBNE £ T (wrinkled and was
gone) ; A LB 30 BB “PE ik 2R, B T B E H K (a tighter
breathing / And Zero at the Bone), ZEXHE, A5 HRZYHFE
B RIEME”Y MR 2B & A I TAHRN A L ERE,
XSNBEIRXRBRWTLOEMEZXE ., FhBERTES
FEIEM” (The Grass divides as with a Comb) FIZERE H po“2E
REHTFF” (a spotted shaft) LAK“HEHRY” (a Whip lash) b 14
MR 7D RERT TR, B E R E AR
PR P S AHTE AR ST, FEREH Tk
WL IR AR RAE, BT LGX E LU A I B X R AR A AT 2
WEMAEME. REFFCEM Y 2 1T EMN/NE BN
R ESNE B, (237 A B3k (spotted, seen, stooping,
secure§ 7] ) FIH “ML” & #Y1A] (grass, notice, sudden, spotted,
once, seen, passed) Kz HAMAHIT A9FBIHL T i HH it 22 Y B S g,
e B — 7= A B BT T A E 2 R .

RBR, X EXTFIARELISENR E.FE R RERE L
ARE R ARIE M ERZARBTH R SRR RGBS A1E L
T—BUE S KA, 1B B fHh, E R MY
AR R AE B, N TR RN A B8, 3F B Fl 3 4R B fh 22 00
SEFHFROOUE. EMSHARNAE, BibEH MREE R

R TEEARBES BE R T BRI AR B B2,

FHoh BEENE, X E AL RILTRE M E BT MK E R
HAWEMEY, EANSHEEM R0 E EERYIWER. mR
EERENET BT RER Y SRR E AWK, X
AL A LERF, ML EEC R 2) R ¥ W8, R ki, WRE &%
AIL— B LI EE B S, SRR T, B xR
ARNREBEREE, —ESWEAFHESR, STFHAE, Y
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R B B E AR R, FE B .

FRRRAT DARREE, B F ER A DIE R, HEM.OEVTE ., XTFR
EFFTRE )T 3 E 5 5583 « HIME (Laurence Perrine) 7
B EECHF B AR X KA 11 (Sound and Sense: An Intro-
duction to Poetry) PABIFHIED, MER T I

1. Read a poem more than once. A good poem will no more
yield its full meaning on a single reading than will a Beethoven
symphony on a. single hearing. Two readings may be necessary
simply to let you get your bearings. And if the poem is a work of
art, it will repay repeated and prolonged examination. One does
not listen to a good piece of music once and forget it; one does not
look at a good painting once and throw it away. A poem is not like
a newspaper, to be hastily read and cast into the wastebasket. It is
to be hung on the wall of one’s mind.

2. Keep a dictionary by you and use it. It is futile to try to un-
derstand poetry without troubling to learn the meanings of the
words of which it is composed. One might as well attempt to play
tennis without a ball. One of your primary purposes while in col-
lege should be to build a good vocabulary, and the study of poetry
gives you an excellent opportunity. A few other reference books
will also be invaluable. Particularly desirable are a good book on
mythology and a Bible.

3. Read so as to hear the sounds of the words in your mind.
Poetry is written to be heard. its meanings are conveyed through
sound as well as through print. Every word is therefore important.
The best way to read a poem is just the opposite of the best way to
read a newspaper. One reads a newspaper as rapidly as possible;
one should read a poem as slowly as possible. When you cannot
read a poem aloud, lip-read it: form the words with your tongue
and mouth though you do not utter them. With ordinary reading
material, lipreading is a bad habit; with poetry it is a good habit.

4. Always pay careful attention to what the poem is saying.
Though one should be conscious of the sounds of the poem, he

and, St h
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should never be so exclusively conscious of them that he pays no
attention to what the poem means. For some readers reading a
poem is like getting. on board a rhythmical roller coaster. The car
starts, and off they go, up and down, paying no attention to the
landscape flashing past them, arriving at the end of the poem
breathless, with no idea of what it has been about. This is the
wrong way to read a poem. One should make the utmost effort to .
follow the thought continuously and to grasp the full implications
and suggestions. Because a poem says so much, several readings
may be necessary, but on the very first reading one should deter-
mine which noun goes with which verb. )

5. Practice reading poems aloud. When you find one you espe-
cially like, make your roommate or a friend listen to it. Try to
read it to him in such a way that he will like it too. (a) Read it af-
fectionately, but not affectedly. The two extremes oral readers
often fall into are equally deadly. One is to read as if one were
reading a tax report or a railroad timetable, unexpressively, in a
monotone. The other is to elocute, with artificial flourishes and
vocal histrionics. It is not necessary to put emotion into reading a
poem. The emotion is already there. It only wants a fair chance to
get out. It will express itself if the poem is read naturally and sensi-
tively. (b) Of the two extremes, reading too fast offers greater
danger than reading too slow. Read slowly enough that each word
is clear and distinct and that the meaning has time to sink in. Re-
member that your roommate does not have the advantage, as you
do, of having the text before him. Your ordinary rate of reading
will probably be too fast. (c) Read the poem so that the rhythmical
pattern is felt but not exaggerated. Remember that poetry is written
in sentences, just as prose is, and that punctuation is a signal as to
how it should be read. Give all grammatical pauses their full due.
Do not distort the natural pronunciation of words or a normal
accentuation of the sentence to fit into what you have decided is its
metrical pattern. One of the worst ways to read a poem is to read it
ta-dum ta-dum ta-dum with an exaggerated emphasis on every
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other syllable. On the other hand, it should not be read as if it
were prose. An important test of your reading will be how you
handle the end of a line when there is no punctuation there. A fre-
quent mistake of the beginning reader is to treat each line as if it
were a complete thought, whether grammatically complete or not,
and to drop his voice at the end of it. A frequent mistake of the so-
phisticated reader is to take a running start upon approaching the
end of a line and fly over it as if it were not there. The line is a
rhythmical unit, and its end should be observed whether there is
punctuation or not. If there is no punctuation, one observes it or-
dinarily by the slightest of pauses or by holding onto the last word
in the line just a little longer than usual. One should not drop his
voice.

THEX E 282 (Allen Ginsberg) B 4] B H A FFECTFIE
R B2 3% )(“A Supermarket in California”) B3 T — IEE4LF
[HE SIS IRE T, R T ARE 4. RS
4. XEFFREFEIRA ERE EUNEZ MR ?
A Supermarket in California 1956
What thoughts I have of you tonight, Walt Whitman, for I
walked down the sidestreets under the trees with a headache self-
conscious looking at the full moon.
In my hungry fatigue, and shopping for images, I went into
the neon fruit supermarket, dreaming of your enumerations!
What peaches and what penumbras! Whole families shopping
at night! Aisles full of husbands! Wives in the avocados, babies in

the tomatoes! —and you, Garcia Lorca, what were you doing
down by the watermelons?

I saw you, Walt Whitman, childless, lonely old grubber,
poking among the meats in the refrigerator and eyeing the grocery
boys.

% # 4 (1926-1997),

EEHA AA LD
(Howl) & % B “¥% 3%
H—RRANL—,

Questions
1. Do you think this poem is

similar to Whitman’ s in
style? If yes, what is the

similarity?

2. Why did the poet use the

device of apostrophe by
calling Whitman directly in
this poem? How does this
affect our way of reading
the poem?

3. How is the rhythm pro-

duced in this poem? Is this
helpful to express the poet’s
feelings? What are his
feelings?

4. Why is this poem set in a

supermarket in California?
What is the
meaning of the setting?

symbolic

9
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I heard you asking questions of each: Who killed the pork
chops? What price bananas? Are you my Angel?

I wandered in and out of the brilliant stacks of cans following
you, and followed in my imagination by the store detective.

We strode down the open corridors together in our solitary
fancy tasting artichokes, possessing every frozen delicacy, and
never passing the cashier.

Where are we going, Walt Whitman? The doors close in an
hour. Which way does your beard point tonight?

(I touch your book and dream of our odyssey in the supermar-
ket and feel absurd.)

Will we walk all night through solitary streets? The trees add
shade to shade, lights out in the houses, we’ll both be lonely.

Will we stroll dreaming of the lost America of love past biue
automobiles in driveways, home to our silent cottage?

Ah, dear father, graybeard, lonely old courage-teacher, what
America did you have when Charon quit poling his ferry and you
got out on a smoking bank and stood watching the boat disappear
on the black waters of Lethe?

SRR A TR LA SR 0T 8 4 A 50 R 4% FE ¢ BERY ) 3 A 45
Rty ny HE LU B B9 SRR IR H AR B A JER AR B
JESCAL RGN E R T itk B B X 8 HFEEE M UTARE
5. SRS ZRFTRSFRKIRRITS,. 868 B C REAPRE
MMBEFENAE. E=RTEFAERERELSHIRE
B BT B AR AT EA T MRS R R A
G H B BRA B AT B AN 3 AR, A YR RUREER O
W, ERTHLANFTH, FABRERFETETRHXER S
BIR DL, FIERARE S UF BRSNS EAMN RIS SR
BARUBTYOREZMER T EANZ S BB REEHE
K, HARHE QTS A S % B 0 P IBSE, HiEW
RO 218 B E M, A — B =B, FElEXE R,



-8 3.k RG

M‘?’M’ ﬁ'; 2
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tonpuelat

HREAA MR LR DS R B RSB TR, FATX
HHBAECHAERANGE S, TRFRFAGREW KT REERE
H*x.

Poems for further reading:

Those Winter Sundays 1962

Sundays too my father got up early

and put his clothes on in the blueblack cold,
then with cracked hands that ached

from labor in the weekday weather made
banked fires blaze. No one ever thanked him.

I’d wake and hear the cold splintering, breaking.
When the rooms were warm, he’d call,

and slowly I would rise and dress,

fearing the chronic angers of that house,

Speaking indifferently to him,
who had driven out the cold
and polished my good shoes as well.
What did I know, what did I know
of love’s austere and lonely offices?
Robert Hayden(1913-1980)

Nothing Gold Can Stay 1923

Nature’s first green is gold,
Her hardest hue to hold.
Her early leaf’s a flower;
But only so an hour.

Then leaf subsides to leaf.

Questions
1. Does the poem match the

feelings you have about
winter Sundays?

2. You may have noticed that

the poem doesn’ t use a
masculine pronoun; hence
the voice could be a
woman’s. Does the sex of
the voice make any
difference to your reading?

3. From what point in time

does the speaker view the
subject matter of the poem?
What has happened to him
in the interval?

Questions
1. What is meant by “gold” in

the poem? Why can’ t it
“stay”?

2. What do the leaf, humanity,

and a day have in common?

n



