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Jane Austen’s published works are a small and perfectly 
formed cluster of novels, with Pride and Prejudice (1813) the 
standout classic in terms of popularity and global reach. 

Zombies, vampires and werewolves have recently been built into 
Austen’s original narrative. Marvel Comics’ Pride and Prejudice 
(2011) realised the adventures of the Bennet sisters in graphic 
novel form. The 2008 mini-series Lost in Austen (directed by 
Dan Zeff) explored a ‘what if?’ scenario. What if a young, 
lonely, twenty-first century woman called Amanda travelled 
into the fictional world of Pride and Prejudice to swap places with 
Elizabeth Bennet? Much confusion, postmodern romance and 
humour ensue.

‘Mr Darcy’s shirt is coming to America!’ rang out the 
headlines in early 2016. As part of the exhibit for ‘Will and 

Jane: Shakespeare, Austen, and the Cult of Celebrity’, one of the 
(many) shirts worn by Colin Firth for the lake scene in the BBC 
1995 Pride and Prejudice (dir. Simon Langton) was displayed at 
the Folger Shakespeare Library, Washington DC, to celebrate 
what the New York Times calls ‘the continuing global Jane Austen 
pandemonium’. Somewhere among the exhibits there will be 
a few devoted to Shakespeare and his 400th anniversary, but 
mostly it’s about the shirt. 

Pride and Prejudice has huge status in literary and 
entertainment markets. It is an unassailably great novel but 
sometimes the features that make it so, and make it so versatile 
for adaptation, are overlooked due to the cult standing of those 
adaptations. Long have writers, film-makers and fans been 
interested in exploring the wider narratives of the novels, and 
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Pride and Prejudice in particular. So, what are the features of 
that novel that inspire such devotion and passion worldwide? 
And what is it about Austen’s writing that provides such rich 
material for variations, prequels, sequels, imitations, spin-offs 
and mash-ups? 

Murder, blood-sucking and social mobility
Pride and Prejudice acts as a robust foundation that promotes 
creativity in others. It has led to many sequels, some 
commissioned and some independently published. Pemberley 
(1993) was one of two sequels by Emma Tennant that depict 
the Darcy marriage and the various challenges it faces. In An 
Unequal Marriage; or, Pride and Prejudice Twenty Years Later (1994) 
Tennant examines the continuing tension over Elizabeth and 

Darcy’s social differences and the outcome of their children’s 
lives, one son and one daughter. Death Comes To Pemberley 
(2011) by P. D. James creates a sensational murder plot in 
the grounds of the Darcy estate. Historical romance author 
Amanda Grange elaborated on Darcy’s character in Mr Darcy, 
Vampyre (2009), as an explanation of why he is so moody and 
difficult to reach. Internet searches show daily examples of 
new thoughts, critiques and reflections on the novel and its 
characters, including the development of stories and spin-offs 
that come under the heading of JAFF (Jane Austen Fan Fiction).

The dual narrative at the centre of the novel when Elizabeth 
and Darcy change, grow and develop as they fall in love, is a 
productive starting point for many other writers. Best-selling 
author Curtis Sittenfeld has recently written a modern-day 
Pride and Prejudice titled Eligible (2016) as part of the bicentenary 
Austen Project for reimagining the novels. Other fans, ‘Janeites’, 
simply want to explore everything from the Darcys’ honeymoon 
to further ‘what if?’ scenarios such as Colonel Fitzwilliam 
proposing to Elizabeth before Darcy, explored in The Unthinkable 
Triangle: A Pride and Prejudice Variation (2015) by Joana Starnes. 

Cinderella comes to Pemberley
The many examples of the traditional plot depicting the 
low-born woman who marries a social superior popular 
throughout the eighteenth century inspired Austen with her 
choices for the characters in Pride and Prejudice. It is the familiar 
‘rags-to-riches’ or Cinderella plot, and the drama, conflict and 
tension it stimulates have not lost their appeal. The mere hint 
that Elizabeth might be elevated by marriage to become a Darcy 
provokes the outstandingly witty confrontation between Lady 
Catherine de Bourgh and Elizabeth at Longbourn:

‘Obstinate, headstrong girl! I am ashamed of you!’

And at the prospect of Darcy being related by marriage to 
Wickham:

‘Heaven and earth! — of what are you thinking? Are the shades 
of Pemberley to be thus polluted?’

This outraged hyperbole is wonderful and has been used word 
for word by scriptwriters in adaptations. Much of Austen’s 
prose dialogue has this marvellous dramatic appeal to the ear. 
She developed this approach from her childhood enthusiasm 
for home ‘theatricals’ (as demonstrated by the young people 
in Mansfield Park) and her love of Richard Sheridan’s stage 
comedies, such as The Rivals (1775). The ready wit, the amusing 
situations, and the social awkwardness that abound in Pride 
and Prejudice reveal characters in all their (often embarrassing) 
honesty.

In the nineteenth century the Victorian critic and 
philosopher George Henry Lewes compared Austen’s work to 
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Shakespeare’s. The historian Thomas Macauley dubbed her a 
‘Prose Shakespeare’. Lewes wrote that Austen possessed a ‘central 
power of dramatic creation’ and ‘the power of constructing and 
animating character’ (The Leader, November 1851). The affinity 
with performance and theatricality in her work was identified 
at the outset. Her novels mesh the influences of her age and 
reinforce the possibilities for dramatic renditions. 

Marriage and marriageabilty are of course at the heart of 
the narrative of Pride and Prejudice and are the forces that drive 
desire, competition and conflict. So, when Elizabeth arrives 
at Netherfield in her muddy petticoats she is doing more than 
just dirtying her clothes. She is jeopardising her chances of 
attracting a husband, and sullying her reputation. Even if she 
has not set her sights on either of the Netherfield bachelors, she 
has exposed her family to ridicule. Miss Bingley immediately 
pounces on this and draws Darcy’s opinion out:

‘I am inclined to think you 
would not wish to see your 
sister make such an exhibition.’

‘Certainly not.’

‘To walk three miles, or four 
miles, or five miles, whatever 
it is, above her ankles in 
dirt, and alone, quite alone! 
What could she mean by it? 
It seems to me to show an 
abominable sort of conceited 
independence, a most country 
town indifference to decorum.’

Pride and Prejudice (Chapter 8)

Here is another marvellous 
effect of dialogue. Miss Bingley’s 
rhetoric ramps up the disgust 
at Elizabeth’s actions — ‘three 
miles…four…or five miles…’ 
— before emphasising the 
town and country divide that 
so concerned many Georgians. 

Elizabeth’s lack of 
urban sophistication and 
Miss Bingley’s nastiness at 
her behaviour (‘conceited 
independence’) leave Darcy 
torn. Austen’s free, indirect 
narrative style liberates readers 
and allows us to ‘hear’ different 
characters simultaneously. As 
Caroline Bingley pronounces 
with disgust upon Elizabeth’s 
appearance and manner, which 
tells us more about her than 
it does Elizabeth, we are also 
privilege to Darcy’s thoughts. 
His words to Caroline are 
contrasted with Austen’s ability 
to reveal his state of mind. 
His emotions are divided ‘…

between admiration of the brilliancy which exercise had given 
her complexion, and doubt as to the occasion’s justifying her 
coming so far alone’.

Wet shirts
Dual characterisation and social satire create tension, which 
leads to conflict and drama. Austen manages scene after 
scene with superb skill and rich dialogue. From Mr Collins’s 
proposal to Elizabeth, to Lydia Wickham’s triumphant return 
to Longbourn, to Lady Catherine lowering herself to argue 
with Elizabeth, the drama is extended and expanded around 
the main protagonists. These episodes lend themselves to great 
cinema and television scripting and riveting performances on 
camera. 

Elizabeth’s muddy hem is a great emblem of Bennet family 
impropriety, as well as her eventual means to her fortune and 

Colin Firth as the wet-shirted 
Darcy and Jennifer Ehle as 
Elizabeth in the 1995 BBC 
adaptation of Pride and 
Prejudice
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happiness. The travel-stained clothing and a gown insufficiently 
‘let down’ turn out to be her ‘rags’ that lead to ‘riches’. At this 
pivotal point in the first volume of the novel, the reader is aware 
of the full spectrum of opinion and voices — internal and 
external — in the drawing room at Netherfield. It is this feature 
of her prose that is a gift to scriptwriters and other authors. 
Andrew Davies, adaptor of the landmark 1995 BBC version, 
described how his efforts extended to ‘fleshing out’ Austen’s 
characters based upon her excellent psychological, emotional 
and sentimental foundation. She had already done the work; he 
simply had to compile and edit their dialogue. 

In the visit to Pemberley scene that has transformed costume 
drama, and entered into television history, Andrew Davies 
created the archetypal hero: the wet-shirted Darcy. The meeting 
by the lake has no foundation in the novel, however (no one 
in Austen ever disrobes). It has become the pivotal moment for 
many viewers and Darcy’s version of a transformative ‘muddy 
hem’. It delivered him into the obsessive world of fandom and 
the prospect of a much wider lifespan outside of the novel. 

With Elizabeth’s muddy hem Austen sought to show 
independence, spirit and a display of sisterly devotion. Davies 
had a similar motive to represent Darcy’s nature. He said of 
it that it made sense to include such a scene in order to offer 
something of Darcy’s private self that is not revealed in the 
novel until the very end. Davies wanted to show the viewers the 
man at home in nature, cooling his passion. He stated: ‘I knew 
it would be a funny scene — but I thought it would be about 
social awkwardness…’, never suspecting ‘it would turn into this 
famous sexy scene…’

But it did. So much so that the one word ‘Darcy’ prompts 
this association still. The ‘wet-shirt’ figure of Firth as Darcy 
has been turned into a huge fiberglass statue that sat in the 
Serpentine to advertise UKTV Drama, and now resides in a lake 
outside Melbourne, New South Wales, courtesy of the National 
Trust of Australia. Helen Fielding’s Bridget Jones film and book 
series depend upon the existence of Colin Firth in the role of 
Mr Darcy and Mark Darcy. The world of JAFF also reflects this 
overwhelming preoccupation with Darcy, on an equal footing 
with Elizabeth and, perhaps, now exceeding her as the central 
figure. Seth Grahame-Smith’s Pride and Prejudice and Zombies 
(2009) is a parody mash-up novel that grafts a zombie horror 
story onto the original text. Scary happenings in the English 
countryside are a background to the novel, and they literally 
invade the action in the form of zombies bursting in on the 
Meryton Assembly to challenge the social order.

The 2016 film version of Grahame-Smith’s novel develops 
this concept. The screenplay shifts into a more integrated 
narrative as a Gothic horror romance, with more back-story as to 
how the Zombies first appeared and a more prominent role for 
Darcy (Sam Riley). His ‘fleshed-out’ character fights the flesh-
eaters. At the opening of the 1995 Pride and Prejudice adaptation, 
it is significant for the viewer to see an independent Elizabeth 
(Jennifer Ehle) striding across the fields around Longbourn 
before there is any dialogue. In Pride and Prejudice and Zombies 
20 years on, Darcy succeeds to the central role at the opening 
of the story: the Zombie-fighting, black leather-clad Colonel 
Darcy tracking down ‘undead’ hidden among a whist party at 
Netherfield. 

Muddy hems
Dramatic expansion of the muddy hem scene also takes place in 
subsequent versions of Pride and Prejudice. Director Joe Wright 
and writers Deborah Moggach and Emma Thompson, in the 
2005 adaptation, exploit this motif throughout the action. The 
Bennet girls live in a bygone world of threadbare gentility and 
patched finery. At one point the family’s pig runs through the 
house. This realisation of the Bennets on screen led to novelist 
and critic Joanna Briscoe signalling the arrival of the ‘muddy 
hems’ phase of costume drama (the Sunday Times, July 2005). 
Everyone was charmed by this aesthetic. 

Spirited, quirky, controversial and escapist variations on Pride 
and Prejudice abound. Readers, writers, actors and directors have 
an interesting relationship with this novel, unlike any other 
work. If you could actually bring it to life, speculates Shannon 
Hale in Austenland (2007), what would it look like? And how 
would the characters interact in a holiday setting that recreates 
the fictional world of the novel? 

Wish-fulfilment for the time-travel, holiday or real-life Darcy 
experience dissipates, however, in Jo Baker’s Longbourn. This is 
the story of Pride and Prejudice told from the perspectives of the 
servants of the Bennet household. Sarah, the maid of all work, 
is at the centre of this narrative. We experience the romances of 
the Bennet sisters from her perspective — including Elizabeth’s 
muddy hems. Baker’s more pragmatic and historical approach 
gives Sarah’s reaction to Elizabeth’s independence:

Elizabeth…just put on her walking shoes and buttoned up her 
good spencer, threw a cape over it all, and grabbed an umbrella 
just in case the rain came on again. Such self-sufficiency was to 
be valued in a person… Sarah could not help but think that those 
stockings would be perfectly ruined, and that petticoat would 
never be the same again, no matter how long she soaked it.

Longbourn (Volume 1, Chapter 10)

Cartmell, D. (2010) Screen Adaptations: Jane Austen’s Pride and 
Prejudice, Methuen.

Malcolm, G. (2015) Fan Phenomena: Jane Austen, Intellect.

Wiltshire, J. (2008) Recreating Jane Austen, Cambridge University 
Press.
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The 2016 Nobel prize for literature was awarded to Bob 
Dylan ‘for having created new poetic expressions within 
the great American song tradition’. For some, this action 

devalues the currency of ‘real literature’. For others, the award 
is either richly deserved or at least a decade too late. One 
thing on which most are agreed is that making Dylan a Nobel 
Laureate has sent shock waves through the cultural landscape. 
In the words of the New York Times, the Swedish Academy has 
‘dramatically redefined the boundaries of literature, setting off 
a debate about whether song lyrics have the same artistic value 

as poetry or novels’. Yet, if we glance at the titles of the poems in 
the AQA Anthology: love poetry through the ages, we see that songs 
have been taken seriously for, well, ages. This article considers 
two — Burns’s ‘Ae Fond Kiss’ and Lovelace’s ‘The Scrutiny’ — 
and aims to show that considering their musical and generic 
qualities can enrich your understanding and appreciation. 

What is a song?
First it’s worth clarifying what is meant by song. There are two 
main ways in which the term is used: to refer to verse set to 
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music and sung; and to refer to a type of poetry with musical 
qualities that is concerned primarily with the evocation of 
emotion. Whatever the type of song, it’s important to think 
about emotions and feelings and how they are conveyed. The 
emotion in a song is normally intense, sustained and within 
a relatively narrow range. It is usually from a single speaker. 
Typically, feelings are expressed clearly. As such, it can be 
disconcerting to study a song and hunt for verbal complexity 
and elaborate hidden meaning. Complexities such as paradox 
and ambiguity are, after all, verbal rather than musical qualities 
and may be out of keeping with a text that has been conceived 
of as a musical experience. Be prepared for the meaning to be 
simple. It’s often worth paying more attention to the feelings 
and emotions being evoked, and how they are presented, than 
grappling with difficult themes or ideas. Aural effects are also 
likely to be important, so thinking about the ways in which 
effects like rhythm, rhyme, repetition, alliteration, sibilance, 
onomatopoeia and so on combine to produce effects can be 
helpful to your appreciation.

‘Ae Fond Kiss’ is perhaps the Anthology’s best example of a 
text that works equally well as a poem to be read and a song to 
be performed. It was written in 1791 by Burns on the occasion 
of Mrs Agnes (Nancy) McLehose leaving Scotland to rejoin 
her estranged husband. This situation of a tearful parting 
is a typical subject of a song and one to which readers and 
listeners can relate easily. In fact, many of the ideas and images 
in the song come from an earlier work, ‘The Parting Kiss’ by 
the English poet Robert Dodsley, which was anthologised 
in The Charmer; a Choice Collection of Songs, English and Scots 
(1749). To today’s student, Burns’s song — with its regularity, 
its straightforward vocabulary, its easily-recognised figurative 
language and its sustained sweet emotion — can appear simple 
and sentimental; but, to the eighteenth-century ear, such 
qualities are likely to have suggested purity and sincerity. What 
might seem overstated in other contexts is entirely appropriate 
here — the genre of song, where the evocation of emotion 
is pre-eminent. The song is undoubtedly simple, but it is by 
no means simplistic, and if we consider some of its features 
in more depth we can recognise a subtlety that repays closer 
attention.

Comparing Burns to his source
Let’s compare ‘Ae Fond Kiss’ to its source. Dodsley’s song begins 
(and I use bold to show the metre): 

One kind kiss before we part, 
Drop a tear, and bid adieu: 
Tho’ we sever, my fond heart, 
Till we meet, shall pant for you.

While Burns’s song retains many elements from his model, 
note the variations. The lines are extended. Rather than using 
Dodsley’s regular seven-syllable lines (each comprised of a stress 
followed by three iambs), Burns adopts trochaic tetrameter:

Ae fond kiss, and then we sever 
Ae fareweel, and then for ever! 
Deep in heart-wrung tears I’ll pledge thee 
Warring sighs and groans I’ll wage thee. —

This metre is unusual in English verse, which is more commonly 
iambic, and here it helps to underscore the sadness of the 
occasion. The feminine endings and rhymes (lines and rhymes 
that end with an unstressed syllable) lend a dissatisfied, 
downbeat quality. That the rhythm moves us in a way that we 
don’t expect is in keeping with the mixed-up emotions conveyed 
in the song: those provoked not by a lasting union, but an 
irrevocable separation. 

Burns retains Dodsley’s verb ‘sever’, suggesting that the parting 
is abrupt and forceful, but note how he places it prominently. It 
end-stopped at the end of the first line, making it even more 
obvious (and permanent sounding) through its rhyme with ‘for 
ever’. Note Burns’s greater use of bisyllabic words in a mostly 
monosyllabic song. While Dodsley only has two words that are 
beyond a single syllable in his first quatrain (‘sever’ and ‘adieu’), 
Burns has four. As well as adding greater variety and interest, 
each of Burns’s bisyllabic words is crucial in emphasising the pain 
and complexity of the emotion: ‘sever’, ‘fareweel’, ’heart-wrung’ 
and ‘warring’. You might compare Burns’s use of the unrefined 
Scots dialect word ‘farweel’ and Dodsley’s more mannered 
‘adieu’. Rhyme might also be compared. Note how Dodsley 
uses mostly predictable single-syllable rhymes such as ‘part’ and 
‘heart’, while Burns creates more complex rhyming sounds that 
often involve three syllables — for example, chiming ‘we sever’ 
and ‘for ever’ and making ‘I’ll pledge thee’ echo ‘I’ll wage thee’ 

Robert Burns
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(with a half rhyme coming from ‘pledge’ and ‘wage’). Already we 
are appreciating a range of effects that are appropriately song-
like since they are both musical and emotional. Note also the 
aural effects in the fourth line that are absent from Dodsley: the 
‘warring’ onomatopoeic ‘sighs’ and ‘groans’. 

The emotion is sustained and consistent. Yet, within this 
relatively narrow band of melancholy feeling, there is variety 
and complexity. Groan and sigh might be synonyms, but in this 
song they are subtly different: one is a sigh of yearning, the other 
a groan of despair. There are subtle shifts elsewhere. While the 
second quatrain dips into despondency, the next two celebrate 
the love with a peak of intensity and, at their very heart, contain 
a cluster of uses of the word ‘love’ or ‘lov’d’. Even when the song 
returns to the ideas of the first quatrain in the last one this is 
no cheap cyclical effect. Rather than a simple return to a former 
state there is progression and subtle variation: a simple ‘and 
then’ has become the onomatopoeic ‘Alas’. As the parting draws 
even closer, the speaker sighs at its inevitability and its finality. 

Scrutinising ‘The Scrutiny’
Parting is also depicted in Lovelace’s ‘The Scrutiny’ (1642), a 
song that is full of emotion, albeit of a less heart-warming kind. 
Rather than reacting against cloying sweetness as in ‘Ae Fond 
Kiss’, today’s student, who neglects to consider the text as a 
song, might be repelled by the ideas and attitudes displayed by 
the speaker. Indeed, many might consider it a distasteful, sexist 
depiction of the thoughts and actions of a cad, who is confident 
of his right to chase, catch, then leave women — without a 
moment’s thought for their feelings or reputations. The very 
title appears to dramatise the song’s most important 
feelings as the man’s. He is the subject; the woman 
is the object. What is under scrutiny is her. We begin 
in medias res with the speaker attacking the addressee 
over a promise supposedly made. His haughty tone 
and quibbling language — ‘why should you swear 
I am foresworn’ — begin the song in a selfish and 
arrogant manner. ‘Lady’ at the start of the third line 
is usually read with a stress on the first syllable, 
drawing attention to this word, which is followed by 
a caesura, and perhaps pronounced ironically. The 
speaker could be distancing her by not giving her a 
name, or he could be raising the question: can she 
be a lady if she’s jeopardised her reputation by lying 
with a rake such as him? Thus, she is distanced from 
him verbally as he tries to extricate himself from 
her physically. Typically, true lovers perceive time as 
moving fast when they are together. Yet, in Lovelace’s 
poem, time drags and the speaker can’t escape quickly 
enough. The cluster of temporal references seem more 
than selfish; they are insulting — he speaks of his 
love being ‘much and long, / A tedious twelve hours’ 
space’. This is doubly unpleasant since he is admitting 
he has used her for sex, and, having toyed with her 
affections, wants to move on.

There are many more examples we could explore. 
For instance, the speaker’s reduction of women to hair 
colours — he must ‘search the black and fair’ — might 
sound like more recent objectifying subdivisions of 

brunettes and blondes. And there is a strong argument that the 
hair the speaker mentions is of the coarse and sexual variety. 
His metaphor of seeking treasure underground might support 
this reading — a metaphor that elevates the man and denigrates 
the woman as the speaker raises his promiscuity to the level of 
an art, since dowsing for precious stones (being a ‘mineralist’) 
requires rare skill and intuition. 

Considering genre
Yet this is not the only way to see the song. The approach 
we have just been considering has been predicated on the 
psychology constructed for the speaker. A very different reading 
comes when we give intertextuality and genre more prominence. 
The example above of the mineralist is reminiscent of Donne’s 
‘To his Mistress Going to Bed’, in which the speaker declares the 
addressee to be ‘my America! My new-found land!’, which also 
casts the man as the active explorer and the woman as the land 
or the ‘treasure’ lying passively and waiting to be discovered. 
Indeed ‘The Scrutiny’ may have its origins not so much in 
the bedchamber as in the library. As Dosia Reichardt shows, 
in addition to imagery derived from Donne, the situation is 
familiar from earlier literature, particularly Ovid, whose Amores 
II. iv glories in a taste for women of various types. Like the work 
of Donne, which was circulated privately among the educated 
and witty young men of the Inns of Court, ‘The Scrutiny’ can 
be read not as a work addressed to a particular woman, but as a 
witty challenge to other clever men.

It’s worth remembering, then, that the text is not, primarily, 
a psychological portrait of a person, but a song. Rather than 

Symbolic of Lovelace’s time — ‘A Woman 
Playing the Theorbo Lute and a Cavalier’ 
by Gerard ter Borch (1658)

EngRev 27_4 Pages.indd   14 24/02/2017   12:48



www.hoddereducation.co.uk/englishreview 15

Success in all your A-level subjects!
Did you know we publish all these A-level 
magazines to help you get the grades you need?

From as little as £3.75 an issue, each print magazine 
stretches your subject knowledge and gives you focussed 
topical content for your studies, in print and online!

Go to www.hoddereducation.co.uk/magazines for:
●● All the latest information on each title 
●● Simple ordering options, including subscriptions sent 

straight to your home

Alternatively, contact our customer services department 
direct by emailing subscriptions@bookpoint.co.uk

being scrutinised and studied in Lovelace’s time, it was set to 
music and performed. And considering the poem in the song 
genre, it might be argued, makes its speaker and ideas seem less 
offensive. Indeed, a certain amount of bawdiness was enjoyed 
by seventeenth-century audiences, who listened to, and sang, 
love songs. Even today, songs depict clichéd situations and 
express extreme emotions to appeal to their audiences. Often it 
is the tune to which people pay most attention, not the words. 
Lovelace’s song creates its effects with immediacy and drama, 
using mostly the present tense and passionate spoken language 
to create an emotionally-charged scene; its commonplace 
situation of lovers parting would appeal to its original audience, 
who, it might be argued, weren’t so attuned to gender politics 
as we are today. This certainly chimes with records of women’s 
responses to ‘The Scrutiny’, though it must be admitted that 
they are not directly from women but reported by men. Andrew 
Marvell concludes his ‘To his Noble Friend Mr Richard Lovelace, 
upon his Poems’, a commendatory poem that appears in the first 
edition of Lovelace’s Lucasta (1649), with a scene of ‘beauteous 
ladies’ who come forward to defend their beloved poet Lovelace. 
His tribute ends with a couplet of resounding praise:

Him valian’st men, and fairest nymphs approve 
His book in them finds judgement, with you love.

Similarly, a contemporary of Lovelace, Alexander Brome, 
emphasises how popular his writing was with women: ‘Ladies 
love / To kiss those accents; who dares disapprove / What they 
stile good?’ 

Enhancing your appreciation 
I hope this article has encouraged you to consider both the 
musical and generic qualities of songs. Viewing a poem as a song 
need not nullify other readings, but should enhance your overall 
appreciation. You can apply many of the ideas here to the other 
songs in the Anthology: Rochester’s ‘Absent from Thee’, Byron’s 
‘She Walks in Beauty’ and Blake’s ‘The Garden of Love’. The 
latter is a particularly interesting example. Blake was said to have 
sung his poems to his friends; he entitled his collection Songs 
of Innocence and Experience; and many of those poems might 
be placed in a special category of song that draws on music’s 
mystical and religious power. As The New Princeton Encyclopedia 
of Poetry and Poetics explains: ‘Poems that are perceived as 
visionary, conjuring some understanding beyond the normal 
capacities of words, may be called songs.’ 
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