Student: 2306179								         Question: 8
Analyse the style of the speaking voice in the lyric poetry of John Donne.

This essay seeks to analyse the style of speaking voice in the lyric poetry of John Donne by exploring the lyric poems: ‘The Sun Rising’, ‘Elegy 14: The Comparison’, ‘A Valediction: Forbidding Mourning’ and ‘Air and Angels’. John Carey suggests that cultural factors impelled Donne ‘to develop a voice so unimitative, uncompromising, and antagonistic’.[footnoteRef:1] In citing it as ‘unimitative’, there is the suggestion that Donne’s own personal voice influences the speaking voice of his lyric poems. Thus, Donne’s personal influence will be considered during this analysis.  [1:  John Donne: The Major Works, ed. by John Carey (Oxford University Press, 1990), p. xix. ] 

The style of speaking voice in ‘The Sun Rising’ is immediately confrontational, irritable and accusing. The speaker, in irreverently addressing the conventionally revered sun as a ‘Busy old fool’, establishes a colloquial style of voice which deviates from the ornate and deliberate poetic fluidity of Donne’s contemporaries in their lyric poetry.[footnoteRef:2] In this deviation, and the divergence from convention in addressing the sun as ‘unruly’[footnoteRef:3], the ‘rift between Donne and society’ styles the speaking voice.[footnoteRef:4] In demanding: ‘Why dost thou thus, | Through windows, and curtains call on us?’, there is a voice imbued with conceit, passionate in its criticism of the sun, and dismissing its presence as offensive. [footnoteRef:5] In the defiant reasoning that ‘lovers’ seasons run’[footnoteRef:6] not to the sun’s will, it is apparent that the argumentative voice is driven by a deeper, more intimate one which will allow the sun to chide ‘Late schoolboys, and sour prentices’, if he and his lover are left undisturbed.[footnoteRef:7] Thus, a personal voice resides behind the angst, driving the quick-witted diction in the instruction ‘Saucy pedantic wretch, | go chide’. [footnoteRef:8] It is impudent, demanding and dismissive, and driven by urgency. This unrefined manner of addressing the sun furthers the emotional intensity behind the voice.  [2:  John Donne: The Major Works, ed. by John Carey, p. 92.]  [3:  John Donne: The Major Works, ed. by John Carey, p. 92.]  [4:  Ibid, p. xxi.]  [5:  Ibid, p. 92.]  [6:  Ibid, p. 92.]  [7:  Ibid, p. 92.]  [8:  John Donne: The Major Works, ed. by John Carey, p. 92.] 

The irregular meter shifting between iambic pentameter and tetrameter reflects the shifting pronouns between a defiant ‘I’ and an intimate ‘us’, demonstrating Donne’s changeability, which he was ‘exceptionally conscious of’, in projecting himself in this alternating voice.[footnoteRef:9] In addressing the sun, and inciting a one-sided quarrel with it, the style of voice is inherently metaphysical, with this conceit of the sun personified driving the poem. It exemplifies the voice which is so characteristic of Donne, where ‘only the language of the metaphysical conceit, can express the depths of his love’.[footnoteRef:10]  [9:  John Donne: The Major Works, ed. by John Carey, p. xxiv.]  [10:  Stephanie Burt, ‘John Donne: “The Sun Rising”’, The Poetry Foundation, 12 April 2007 < https://www.poetryfoundation.org/articles/68429/john-donne-the-sun-rising> [accessed 14 May 2026] (para. 15 of 15). ] 

Before lines nine and ten, irritation arguably clings to every word, though intimacy may lurk beneath the surface. Philosophical reasoning that ‘Love, all alike, no season knows nor clime, | Nor hours, days, months, which are the rags of time’ extracts this intimacy, and exhibits it.[footnoteRef:11] It still functions to corroborate Donne’s irreverent and intemperate dismissal of the sun and is exemplary of his reputable wit. Sanders argues that the voice possesses the ‘note of sure male triumph’.[footnoteRef:12] He suggests ‘that the masculinity is one of the truly notable things about the voice’ in this poem, arguing it is styled with a ‘swelling, almost boasting exultancy’.[footnoteRef:13] [11:  John Donne: The Major Works, ed. by John Carey, p. 93. ]  [12:  Wilbur Sanders, John Donne’s Poetry, (Cambridge University Press, 1971), p. 10. ]  [13:  Sanders, John Donne’s Poetry, p. 10. ] 

There is a momentary impression of reverence in the second stanza, in ‘Thy beams, so reverend and strong’, only for syntax to reveal this is followed by a colloquial rhetorical question, ‘Why shouldest thou think?’, exemplifying the boasting exultancy proposed by Sanders.[footnoteRef:14] Dismission shifts to aggression, as the speaker has the sun reconsider its supposed brilliance, continuing in colloquial language and an impetuous voice. The rhetoric claim that the speaker ‘could eclipse and cloud them with a wink’,[footnoteRef:15] ‘reverses the conceit’, and denotes arrogance and continued boastfulness in the voice.[footnoteRef:16] The metaphysical voice continues in this deeply subjective suggestion that nothing exists beyond his closed eyes. There is a brief softening as the speaker admits he ‘would not lose her sight so long’, reinstating the intimate intent which underlies the voice, and reminding that the argument intends to win seclusion.[footnoteRef:17]  [14:  John Donne: The Major Works, ed. by John Carey, p. 93.]  [15:  John Donne: The Major Works, ed. by John Carey, p. 93.]  [16:  Burt, ‘John Donne: “The Sun Rising”’, para. 7.]  [17:  John Donne: The Major Works, ed. by John Carey, p. 93.] 

This boastfulness continues, yet romance styles the speaking voice when the speaker claims his lover’s eyes could blind the sun. It is praise familiar of Renaissance love poetry. However, here it is used in an intellectual and argumentative manner, which though appears to be formulated to attack the sun, leads to what is a poetic celebration of the joy of love- a highly irregular occurrence at the time of composition. Thus, we have a style of voice which transcends Carey’s observation of ‘unimitative’, in it being unprecedented. Further, the style of speaking voice, in arguing this unconventional attitude, is radical in its irreverence and dismissal of the reality outside of love. It is suggestive of Donne’s own voice, projecting his idealism, defiance of social conventions, and imagining of an ideal world where he might have married Ann More without such devastating consequences. This suggestion of Donne’s voice further styles it as personal and intimate, especially considering interpretations that it was written to Ann. [footnoteRef:18]  [18:  Burt, ‘John Donne: “The Sun Rising”’, para. 4.] 

‘Whether both th’ Indias of spice and mine| Be where thou leftst them, or lie here with me’[footnoteRef:19] seems somewhat reminiscent of Spenser’s Amoretti 15, where Spenser insists that the jewels the merchants seek exist in his beloved.[footnoteRef:20] Donne’s reinvention poses the question of how far he intended to deconstruct his contemporaries’ work. In comparing these poems, the style of voice can also be compared. It highlights the ‘emotional and sonic intensity’ of Donne’s diction and language, how ‘spitting’, blunt and regular it is, further reaffirmed in irregular meter.[footnoteRef:21] It highlights how colloquial and argumentative the voice of ‘The Sun Rising’ is. [19:  John Donne: The Major Works, ed. by John Carey, p. 93.]  [20:  The Poetry Foundation, ‘Amoretti XV: Ye tradefull Merchants that with weary toyle’, [n.d.] < https://www.poetryfoundation.org/poems/50048/amoretti-xv-ye-tradefull-merchants-that-with-weary-toyle> [accessed 14 May 2026].]  [21:  The Poetry Foundation, ‘John Donne’, [n.d.] <https://www.poetryfoundation.org/poets/john-donne> [accessed 15 May 2026] (para. 1 of 13).] 

Overall, the voice is interchangeable. Over the course of the poem it transmutes from argumentative and boastful to romantic and personal, echoing Donne’s ‘recklessness of demeanour’.[footnoteRef:22]  All the while it maintains the intellectual voice which philosophises and argues its case. A romantic voice is inarguably present, and yet remains arrogant, insisting ‘She’s all states, and all princes, I, | Nothing else is’, speaking reverentially of himself and his beloved, when he would not of the sun.[footnoteRef:23] The microcosm is reinvented as the two lovers in the space they inhabit, where everything else is suggestively not real. The style of voice in the final stanza is heavily metaphysical and dramatic in its echoing of Romeo and Juliet’s dialogue. The voice shifts to a grandiose and metaphysical one, focusing solely on the microcosm. Instead of dismissing the sun, it tells it: ‘thy duties be | To warm the world, that’s done in warming us’, somewhat dismissing the world.[footnoteRef:24] The speaker demands ‘Shine here to us, and thou art everywhere; | This bed thy centre is, these walls, thy sphere’.[footnoteRef:25] The voice has remained consistent in its use of colloquial language, and still denotes the importance of self and the lover, yet shifts from the start of the poem in the sense that the sun needs to project warmth through them.   [22:  Sanders, John Donne’s Poetry, p. 68.]  [23:  John Donne: The Major Works, ed. by John Carey, p. 93.]  [24:  John Donne: The Major Works, ed. by John Carey, p. 93.]  [25:  John Donne: The Major Works, ed. by John Carey, p. 93.] 

The style of voice in the lyric poem ‘Elegy 14: The Comparison’ differs starkly from that used in ‘The Sun Rising’. Whereas the latter can be considered one of ‘the most deeply felt poems of romantic love’ for Burt,[footnoteRef:26] the uncomfortable misogyny of the former, for Sanders, ‘makes the only appropriate response to walk away’.[footnoteRef:27] Burt reasons that this stark contrast of style of voice is because Donne’s libertine poems, such as ‘The Comparison’, are the product of Donne’s student days, while his ‘passionate, sincere-sounding love poems reflect his romance and marriage’ with Ann.[footnoteRef:28] In this sense, the style of voice is influenced by Donne’s experience. Poems of his libertine days inherit his strife with his Roman-Catholicism, and subsequent ‘eagerness for social acceptance’.[footnoteRef:29] The poems composed following his marriage to Ann, such as ‘The Sun Rising’, rediscover him as a changed man who has experienced love. The style of the speaking voice in ‘The Comparison’ ‘follows a sixteenth century Italian fashion for paradox and anti-woman obscenity’.[footnoteRef:30] However, it is not limited to the derogatory language and misogyny of this Italian form, since in order to dramatize the one woman’s apparent vulgarity, another woman is lovingly praised in a style more commonly found in a Spenserian love poem. Thus, again there is an interchangeable style of speaking voice, and the sense that ‘the dramatic mode makes the poems intense but temporary, like masks or costumes’.[footnoteRef:31] [26:  Burt, ‘John Donne: “The Sun Rising”’, para. 1.]  [27:  Sanders, John Donne’s Poetry, p. 40.]  [28:  Burt, ‘John Donne: “The Sun Rising”’, para. 4.]  [29:  John Donne: The Major Works, ed. by John Carey, p. xx.]  [30:  John Donne: The Major Works, ed. by John Carey, p. 434.]  [31:  Ibid, p. xxv.] 

In contreblason fashion, Donne explores the unromantic subject of sweat, however, does so romantically in the first four lines. These lines are almost melodic and are more characteristic of a blazon. The voice is undeterred by the subject matter, exploring it ‘As the sweet sweat of roses in a still’, and ‘the almighty balm of th’ early east’ when pertaining to his own mistress.[footnoteRef:32] The style in these lines is conventional of praise found in lyrical love poetry. However, the drastic shift in voice between lines six and seven dramatically switches from likening his own mistress’ sweat drops to ‘pearl carcanets’, to the ‘Rank sweaty froth thy mistress’ brow defiles, | Like spermatic issue of ripe monstrous boils’.[footnoteRef:33] The style of speaking voice shifts from one of a romanticist to that of an antagonist: it is misogynistic, using unpleasant language, distasteful description and insulting colloquial diction. Subject omitted, the first six lines are more comparable to the poetic fluidity and romance of the Spenserian lyric.  [32:  Ibid, p. 62.]  [33:  Ibid, p. 62.] 

Line seven, however, sees a new voice take over, styled with misogyny and disgust. The colloquial language seen in ‘The Sun Rising’ continues but now does so to conjure sickening images and portray aggression in the lines concerned with the addressee’s mistress. It is true then, that in this poem, Donne is insulting and seductive to women in the same breath.[footnoteRef:34] The voice tells two stories, much as the satires and elegies Donne wrote during his libertine years do.[footnoteRef:35] It is considerable whether the misogynistic voice found in this elegy is the one of the ‘outsider, a social freebooter, preying on the wives and daughters of the bourgeoisie’[footnoteRef:36], who through this misogynistic mask expresses the ‘antagonism, superiority and resentment’ found in Donne’s other elegies as well as the satires. [footnoteRef:37] The direct comparison and metaphorical juxtapositions serve to demonstrate this interchangeable voice, the result perhaps of his indulging in a ‘compensatory’ fantasy.[footnoteRef:38] The verse continues, frequently distorting the metrical pattern, using irregular iambic pentameter, anapest, trochee and varying line lengths while searching almost sadistically to make vile comparisons: ‘like vile lying stones in saffroned tin, | Or warts, or weals, they hang upon her skin’.[footnoteRef:39] This metrical contortion serves to highlight the unpleasantness of the voice, in its unseemly imagery. The voice is passionate, dehumanising, and mocking, making the reader uncomfortable, and Sanders’ urge to ‘walk away’ understandable.  [34:  John Donne: The Major Works, ed. by John Carey, p. xx. ]  [35:  Ibid, p. xx.]  [36:  Ibid, p. xx.]  [37:  Ibid, p. xxi.]  [38:  Ibid, p. xxi. ]  [39:  Ibid, p. 62.] 

The addressee is approached in a familiar manner: ‘Are not your kisses then as filthy, and more, | As a worm sucking an envenomed sore?’.[footnoteRef:40] The rhetorical and assertive manner of questioning is similar to that found in ‘The Sun Rising’ in its superiority and conceit, though the style of voice is, granted, more malicious here. Diction such as ‘filthy’ and the imagery of a worm sucking an envenomed sore, do not only dehumanise the mistress, but the addressee also. There is a duality of voice: a malicious and cruel one describes the addressee’s mistress, yet contrastingly, within the same text, a more poetic sentiment is adopted when referring to his own, which may evidence the foundation of the romantic praise which is explored further in Donne’s later poetry. Thus, there is this sense of romantic capability within the voice. He makes intellectual references to argue his case, and asserts knowledge to support his insults, using his wit to attack the addressee’s mistress, and praise his own. ‘Like Prosperine’s white beauty- keeping chest’ is delicate, whereas the ‘worm-eaten trunks, clothed in seal’s skin, | Or grave, that’s dirt without, and stink within’ sees the speaker go to an extreme length in endeavouring to create a harmful, disrespectful image, comparing a goddess to a worm.  [40:  John Donne: The Major Works, ed. by John Carey, p. 63.] 

	The paradox appears to be part of a calculated, cunning argument, concluding with the closing offer, ‘Leave her, and I will leave comparing thus’.[footnoteRef:41] A level of self-awareness is marked in ‘She, and comparisons are odious’, though the speaker does not entirely concede.[footnoteRef:42] The apparent recognition or paradox of the ‘odious’ manner of comparing the two may suggest that the voice is less that of Donne himself, though the style may have been influenced by his experiences, and more so Donne relating the wickedness ‘particularly rife among courtiers, State officials’ who enjoyed ‘power and success’ which he did not relate to.[footnoteRef:43] The speaker entertains few intellectual analogies directed at the addressee’s mistress, including the scum of the parboiled boots of ‘Sanserra’s starved men’.[footnoteRef:44] This scarcity may suggest the mistress is unworthy of such intellectual matter, which could demonstrate Donne’s exploration of his own experienced unworthiness.[footnoteRef:45] Similar to ‘The Sun Rising’, the voice is intimate, but here it serves a different purpose, though it still aims to persuade based off the final couplet. Self-interest is suggested in his bargain to cease comparing, and the voice is conflicted. It is metaphysical, and imbues wit in the true character of Donne, switching between a blazon for his own mistress, and an extreme contreblason for the opponent’s mistress- though contreblason may be too liberal. The addressee and his mistress may find themselves rather at ‘the brunt of Wit’s ill-temper’.[footnoteRef:46] If the elegies are the ‘products of an obviously young, resilient, and vivacious mind’, then it is suggestible that the style of speaking voice is of the same mind. [footnoteRef:47] Afterall, as a young catholic, the ‘isolation and antagonism of the elegies and satires expressed [Donne’s] reaction to the Protestant community which had victimised him’.[footnoteRef:48]  [41:  Ibid, p. 63.]  [42:  John Donne: The Major Works, ed. by John Carey, p. 63.]  [43:  Ibid, p. xxi.]  [44:  Ibid, p. 62.]  [45:  Ibid, p. xxi.]  [46:  Sanders, John Donne’s Poetry, p. 40.]  [47:  Sanders, John Donne’s Poetry, p. 25. ]  [48:  John Donne: The Major Works, ed. by John Carey, p. xxi.] 

While ‘The Comparison’ was a product of Donne’s libertine days, and ‘The Sun Rising’ marked emotional development since his student days, the voice of ‘A Valediction: Forbidding Mourning’ is more tender, finding Donne at a later stage, after the triptych of ‘The Good Morrow’, ‘The Sun Rising’ and ‘The Anniversarie’.[footnoteRef:49]  The intimacy is further developed, and the ‘expansive attitude to the world beyond the lovers’[footnoteRef:50] is further culminated in the idea of souls ‘not divided, but expanded by the distance between them’.[footnoteRef:51] In intending to comfort his beloved in wake of his departure, the style of speaking voice demonstrates this further developed intimacy and attitude. It is calm and controlled, and the meter is more consistent without frequent interruptions, contrasting the unstable feeling of the lyric poems previously explored. [49:  Sanders, John Donne’s Poetry, p. 68.]  [50:  Sanders, John Donne’s Poetry, p. 68.]  [51:  The Poetry Foundation, ‘John Donne’, para. 9. ] 

Both ‘The Sun Rising’ and ‘Elegy 14: The Comparison’ demonstrate reason imbued with the metaphysical voice. This same voice is found in ‘A Valediction: Forbidding Mourning’ but is softer, and lamenting, projecting a deeper, more sincere and developed emotion. It is controlled, lacking the emotional outbursts found in ‘The Sun Rising’, so to better console the addressee. Metaphor such as ‘so let us melt, and make no noise, | No tear-floods, nor sigh-tempests move’ serves as reassuring and calming, spoken in a temperate voice.[footnoteRef:52] There is a sense of the philosophy of love shared in ‘The Sun Rising’ in that the outside world is again dismissed as their love is too precious to share through displays of ‘tear-floods’ and ‘tempest-sighs’.[footnoteRef:53] The voice, though slower in tone and pacing, remains metaphysical, using scientific analogies characteristic of Donne, such as the ‘moving of th’earth’ and ‘trepidation of the spheres’.[footnoteRef:54]  Thus, Donne’s poetic style is still present in these characteristics, and the continued desire to share philosophy through an intellectual style of voice. The metaphysical conceit of the lovers as ‘stiff twin compasses’, and the lover as the ‘fixed foot’, serves to demonstrate their spiritual interconnection, demonstrating the romantic intimacy of the voice.[footnoteRef:55] [52:  John Donne: The Major Works, ed. by John Carey, p. 120.]  [53:  John Donne: The Major Works, ed. by John Carey, p. 120.]  [54:  John Donne: The Major Works, ed. by John Carey, p. 120. ]  [55:  John Donne: The Major Works, ed. by John Carey, p. 121.] 

Similar to ‘The Sun Rising’, the ‘us’ of the poem creates intimacy, however the intimacy of ‘Forbidding Mourning’ is not over-powered by the angst of striving for more time together. Instead, there is a temperate, radically altered perception in the empowering belief that time and distance cannot diminish ‘the condition of a mutual attachment’. [footnoteRef:56] The ‘us’ is one of shared sadness, rather than a boastful defiance of the world, and an in-depth exploration of soul connection between the two lovers demonstrates the philosophical style of the speaking voice. [56:  The Poetry Foundation, ‘John Donne’, para. 6.] 

The voice is romantic, logical and intellectual, and less dramatic than previously explored voice styles, as ‘a supple argument unfolds with lyric grace’.[footnoteRef:57] Striking imagery is used to show how ‘like gold to airy thinness beat’, the lovers ‘remain wholly one while they are separated’.[footnoteRef:58] Microcosm is used again but is more intimate and sincere, not tainted by a secondary purpose to chide the sun, but as reassurance for his beloved: ‘Thy firmness makes my circle just, | And makes me end, where I begun’.[footnoteRef:59]  There is ‘a greater implicit range of felt experience, than ‘wit’.’[footnoteRef:60] Sanders suggests that ‘Wit remains part of the poetic experience’ however ‘the quality of the love celebrated’ is more prominent than ‘the condition of the celebrating mind’.[footnoteRef:61] [57:  The Poetry Foundation, ‘John Donne’, para. 11.]  [58:  The Poetry Foundation, ‘John Donne’, para. 9.]  [59:  John Donne: The Major Works, ed. by John Carey, p. 121.]  [60:  Sanders, John Donne’s Poetry, p. 25.]  [61:  Sanders, John Donne’s Poetry, p. 25.] 

A voice intimate in style, which philosophises love is found too in ‘Air and Angels’. The speaker ponders ‘Twice or thrice had I loved thee, | Before I knew thy face or name’ in a conversational voice which uses everyday language, styled by confession and medieval-romance ideals, in the concept of loving someone before meeting or seeing them.[footnoteRef:62] The voice is reverent as the speaker observes a likeness to angels who similarly can be connected to, and have a known presence, without a physical one. These lines are melodic, almost adopting the conventionally romantic voice of poets such as Spenser. However, the voice is metaphysical in its angel imagery, and the language remains conversational and intimate. ‘Some lovely glorious nothing I did see’ further compares angels with his beloved, in that they are similarly immaterial.[footnoteRef:63] The style of voice relates medieval and Renaissance ideals, as the common correlation is drawn between worshipping and loving. The poem is largely interested in setting forth an argument, making the style of speaking voice philosophical and intellectual. ‘When I came to where you were’ colloquially explores love as something beyond what is immediately visible. There is a deeply romantic voice to be found in the metaphysical one which states: ‘Love is a child of the soul’, where Donne allows his love to manifest in his beloved, and allows himself to contemplate upon it. He allows love to specifically manifest in her: ‘Love must not be, but take a body too’, allowing hers to be the body which his love assumes, demonstrating the meeting of the romantic and the metaphysical.[footnoteRef:64] Reflection and consideration are furthered in the second stanza, with these six lines serving as an extension of one thought. The structure is like an argument: the voice is reflective. ‘For nor is nothing, nor in things’ expounds the idea that love needs to manifest in something.[footnoteRef:65] ‘Love doth not appear in nothing’ explores the idea of love as angelic and pure, since angels require a body of air to manifest themselves.[footnoteRef:66] The voice is complex in its philosophy, and pensive in its point. It is heavily metaphysical and uses conceit. This conceit however differs from that found in ‘The Sun Rising’ and ‘A Valediction: Forbidding Mourning’. The voice is pondering, fluid, and complicated, emphasising the complexity of the idea he is conveying. It is sincerely reflective and considering, reflecting on a matter of interest. Additionally, the style of speaking voice fundamentally bears the understanding of the Renaissance, in conveying ideas of falling in love without meeting, the Renaissance theology of angels as beings of pure thought, and the comment of men’s love being purer than women’s love. The voice is also clearly Donne, fulfilling his metaphysical reputation, using conceits and theological analogy to discuss the philosophy of love. Further, ‘we cannot fail to see that the ideas and feelings Donne finds strength in are still Catholic’, such as this hierarchy of angels, demonstrating the cultural impulses behind the voice.[footnoteRef:67]  [62:  John Donne: The Major Works, ed. by John Carey, p. 101.]  [63:  John Donne: The Major Works, ed. by John Carey, p. 101.]  [64:  John Donne: The Major Works, ed. by John Carey, p. 101.]  [65:  John Donne: The Major Works, ed. by John Carey, p. 101.]  [66:  John Donne: The Major Works, ed. by John Carey, p. 101.]  [67:  John Donne: The Major Works, ed. by John Carey, p. xxiv.] 

In conclusion, there are consistencies in the style of speaking voice in Donne’s lyric poetry. Firstly, the metaphysical voice which employs conceit is ever-present, though how far it explores the conceit varies; the conceit in ‘Air and Angels’ is more developed than any in ‘Elegy 14: Forbidding Mourning’. Then, there is the intimacy created in the conversational voice of the poems, and though the intimacy varies in its application, it is always a present factor. Even in the elegies, such as ‘Elegy 14: The Comparison’ where ‘something ugly has crept into the social tone’, there are intimate descriptions, whether romantic ones aimed at the speaker’s own lover, or the uncomfortable personal ones aimed at the addressee’s mistress.[footnoteRef:68] In poems such as ‘The Sun Rising’ and ‘Elegy 14: The Comparison’ there is an angst and immediacy not found in ‘Air and Angels’ and ‘A Valediction: Forbidding Mourning’. At the same time, Sanders notes that ‘a bright energy’ and a ‘piercing purity of feeling’ can be found in the latter two and ‘The Sun Rising’.[footnoteRef:69] Thus, there are apparent layers to the style of speaking voice. Foundationally, and perhaps originating from beyond Donne’s ‘masks’, there is personability, colloquialism and intimacy.[footnoteRef:70] Further, another element of the voice resounds, which could be that of the iconoclast, which assists a ‘coarser’ wit, or the one which ponders love. [footnoteRef:71] It could combine both, each owing somewhat to Donne’s experiences.  [68:  Sanders, John Donne’s Poetry, p. 39.]  [69:  Sanders, John Donne’s Poetry, p. 60.]  [70:  John Donne: The Major Works, ed. by John Carey, p. xxv.]  [71:  Sanders, John Donne’s Poetry, p. 39.] 

Though ‘we have no warrant to read Donne’s poetry as a precise record of his life’, the similarities and consistent characteristics seem to be inherently from the same voice, or originating from within one’s subconscious.[footnoteRef:72] Donne’s voice vociferates through his verse, his career and personality providing his ‘thrust of writing’ with a living context.[footnoteRef:73] The differences in voice may derive from Donne’s upbringing in ‘the precarious world of English recusant Catholicism, whose perils his family knew well’.[footnoteRef:74] This voice is present in the lyric poems, noted by Sanders as the ‘strong, fearless, composed voice ringing out’.[footnoteRef:75] It is this same voice found in ‘A Hymne to God the Father’ and ‘The Sun Rising’: ‘the voice of a man who will not be shaken loose from his standing’.[footnoteRef:76] Donne’s culture impelling this development of voice is assured. Even in the Holy Sonnets, he combines his fear of God’s rejection with the fear that his long-dead father does not understand ‘how determinedly [he] is struggling against evil’.[footnoteRef:77] This is suggestive of the long-standing impact of Donne’s upbringing and his birthright of ‘persecution, as well as rejection’.[footnoteRef:78] Overall, the style of speaking voice in all of Donne’s work is the realist product merged from his rebellion against Spenserian pictorial fluidity, which inspired ‘the School of Donne’.[footnoteRef:79] After all, ‘no English poet had been so avant-garde before, nor had any poet been so intellectual or difficult’.[footnoteRef:80] There is often a duality of voice, which has been explored here. The voice which speaks lovingly of ‘pearl carcanets’ differs to the one which degrades another woman. The voice which calls the sun a ‘saucy pedantic wretch’ has softened and conceded when it states ‘Nothing else is’. This duality is true also when Donne philosophies, preposes arguments and discusses holiness. His cultural experience is reflected, as is his struggle and isolation. Holy ideas ‘always meet subversive elements- ridicule, wit, human love- which challenge or displace them’. [footnoteRef:81] The changeability of styles in the speaking voice of Donne’s lyric poetry demonstrates that changeability he was so aware of. [footnoteRef:82] [72:  The Poetry Foundation, ‘John Donne’, para. 12.]  [73:  The Poetry Foundation, ‘John Donne’, para. 12.]  [74:  The Poetry Foundation, ‘John Donne’, para. 12.]  [75:  Sanders, John Donne’s Poetry, p. 16. ]  [76:  Sanders, John Donne’s Poetry, p. 16. ]  [77:  John Donne: The Major Works, ed. by John Carey, p. xix.]  [78:  John Donne: The Major Works, ed. by John Carey, p. xix.]  [79:  Douglas Bush, English Literature in the Earlier Seventeenth Century, 1600- 1660 (Clarendon Press, 1945), p.104.]  [80:  John Donne: The Major Works, ed. by John Carey, p. xix.]  [81:  John Donne: The Major Works, ed. by John Carey, p. xxiv.]  [82:  John Donne: The Major Works, ed. by John Carey, p. xxiv.] 
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