
(Ohio State University Press, 1964); Terence Martin, 
Nathaniel Hawthorne (New York, 1965), p. 64. 

4 Nathaniel Hawthorne "The Custom House," The Scarlet 
Letter and Other Tales of the Puritans, ed. Harry Levin 
(Boston-;-7""96O), p~ All further references to "The Custom 
House" are to this edition, pp. 5-47. 

5 Baskett, pp. 325-326. 

A Map Of Otsego Country 
This ragged, fragile map of Otsego County 
.Has followed me through two house-movings. 
It is stubborn, like me. 
The old Scotch tape on its corners 
Says that once I prized it enough 
To have it on my study wall. 
Did I follow its directions? 
No, I preferred to follow my nose. 
Thus, if I found Arnold Lake, it was by chance. 
i didn't want to be shown, 
But to come on it on my -own. 
I wanted to discover it. 
So here is the crumpled map. 
Once I paid it no attention. 
Now I don't need it. 
·I walk where I go 
And I know 
The way. 

ROBERT W. ROUNDS 
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Teaching Teachers Poetry 
By JOHN MILSTEAD 

Oklahoma State University, Stillwater 

This was to be my first course in "Teaching Poetry" or 
"Teaching" anything else. A summer short course or work.shop, 
utilitarian, pragmatic. These were no-nonsense people, 
fresh (or dulled) from wresting thoughts from reluctant minds 
and finding most replies tangential to the central issue. 
What they had come from, they must return to. Their needs 
ranged the pedagogical spectrum from naivet~ to a greedy 
gimmickry. Some said, "I've never had a really basic course 
in poetry." Others said, "I want a refresher course." 
Others said, "I've tried everything. Give me something new." 

To those who wanted something new, I had to admit at 
the moment that, like many .others, I was empty. We would 
have to wait and see what developed. Beyond the basic line 
of sound, image, and metaphor, where is there to go in poe
try, really, except to specialism or eccentricity? Teaching 
consists of understanding as well as technique. More than 
most, English teachers should make sure that a common 
understanding preceded new techniques, for techniques can 
distort as well as clarify. As students have remarked, "When 
we've taken a poem apart, who's going to put it back together?" 

My conservative comments did not satisfy some, and 
they left. 

I feel safe in assuming that anyone reading this arti
cle agrees with--or at least knows of--the theory that a 
poem consists of three elements, sounds, images, and meta
phors arranged in arbitrary units called lines. Within 
flexible limits, these elements parallel, deviate from, and 
interact with lexical and syntactic patterns of the English 
language. With this assumption, I shall proceed, not to re
emphasize the three basics of sound, image, and metaphor, 
but to share a learning experience based on these funda
mentals. 

21 



The first assignment was to submit a natural image with 
strong associations. Result: fourteen people, fourteen 
images, this despite the fact that their images came from 
the same general area, which is to say, nature in Oklahoma. 
The directions had been to make the images strong and read
ily shared. Here is the list: lightning, creek bank, 
ozone layer, hay, wind, locust, dust, lightning bug, rain, 
honeysuckle, wine , fish, waterfall, mushroom. Variety in 
universality, a necessary (though not sufficient) step in 
realizing literary appeal . 

Practical assignment #2: each student was to add one 
adjective to any five images he chose. Strictly speaking, 
we should have ended up with 70 adjectives. We actually had 
93 turned in, which means that several people were carried 
away in hot pursuit of images. Here are some of the 
ad~ect~ve + image combinations: dark-scattering lightning, 
dribbling creek bank, merciful ozone layer (pardon the 
pathetic fallacy), crisping hay, willow wind, shrouded 
locust, web-caught dust, helicoptering lightning bug, 
feathery rain, amorous honeysuckle, subtle wine, shadow fish, 
$29.95 waterfall. Again, variety. 

To make the image-object even clearer, each member of 
the class wrote at least one haiku within the following 
few days. Simplicity was es.sen ti al here because I intended 
the haiku to be an exercise in imagery (and to .some 
exte~d sound), not an exploration of an imported Japanese 
poetic form. It seemed enough to specify the 5-7-5 
sy~lable ?i~tribution with two or more interacting images, 
while avoiding abstractions, "ideas," and metaphors. The 
students were to use natural images. They could draw on 
the class list if they wanted. Here are some of the result
ing image com~inations: waterfall--days;butterfly--journey; 
sun--snake; bird--glass; dust--newspaper; bricks--flower; 
asphalt--squirrels ; rain--steps; sun--skin; surf--pole; 
rain--nose. 

They could not become expert haiku writers with one 
trial. Their most common violation of haiku rules was 
introducing metaphor. Even so, they brought images together 
in a brief compass and they showed me (and more importantly 
themselves) a good instinct for poetic sound. 

From the bright red sun 
striking, beating my skin; 

Oklahoma heat. 

This next one indulges in metaphor but captures a bright 
tone in the last line. 
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Fickle butterfly, 
On a credit-card journey 
To nowhere special. 

Another one caught with ironic detachment the Zen identi
fication of man and nature--within a technological medium. 

Asphalt makes walking 
less fun for summer squirrels 
and my shoeless feet. 

Of the more than twenty haiku the class wrote, no 
two used the same image. Only one subject--fishing-
appeared twice, but they were entirely different in tone 
and images, one lazy fresh water fishing, the other deadly 
salt water fishing. 

Once again variety. 

The first assignment in metaphors was to bring to 
class examples of figurative language in common use. Dead 
and dying metaphors illustrated the tendency of language 
first to create and then absorb metaphors. I received fifty 
different examples of current metaphorical language in 
varying stages of demise. Some were journalistic cliches, 
~uch as The team dropped off the pace and Box office revenues 
Jumped this year. Others showed that old metaphors still 
had some life in them: digest information, something turn.s 
~ on, peaches and~ complexion, red hots (candiesr:--
In other instances metaphors long since dead revived for a 
moment simply because they were isolated: plenty of room, 
~ blind alley, the ~of~ storm, a bookworm. - --

Having been made aware of the metaphorical vitality 
of language, they created their own metaphors. Some of 
their metaphors were overwritten and precious. Since this 
was not a course in writing poetry, we did not go into 
their own metaphors in any detail. Their fifty.or so 
metaphors were al 1 different except for two; "vomiting 
waterfall" appeared twice. Dust, wind, and fish were 
favorite images. Many metaphors luxuriated out of control. 

or 

Willow wind searching the fields 
instead of 

Wind searching the fields. 
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A chilling rain of fear running down my neck 
instead of 

Fear running down my neck. 

A few were direct and clear: Tomb of dust; high on roses; 
and web-taught dust. 

A few others indulged in humorous ambiguity, such as 
A woman haloed in curlers and In the office _he -~ greeted . 
by ~ smilingfish. 

English teachers too often inhibit their students' 
imaginations by criticizing mixed or overdone figurative 
language. Here, I refrained from negative criticism alto
gether, since the class was in its first blush of re
discovery. If I were to use figurative language as a basis 
for writing exercises, as might well be done, I would see 
figurative language developing with two general purposes. 
The first purpose would be to re-awaken the student to a 
consciousness of metaphor, first in language around him, from 
slang to advertising to ,journalese and then to recognizable 
literature. The second purpose would be to enable him to 
make objective judgments about his own writing. 

The following metaphors among those submitted 
illustrate the need for condensation. It would be desirable 
to bring the student to recognize the overdone quality of 
"the cozy coffee of friendship." If he can see that the 
essential metaphor, coffee of friendship, holds in it an 
image and an abstraction, he might question the addition 
of "cozy," since "cozy friendship" would be too much. Or 
he might leave · the metaphor at "cozy coffee," with a 
different implication than "coffee of friendship" has. In 
other words, does he want "cozy coffee," "cozy friendship," 
or "coffee of friendship"? The choice should be his for 
interest and accuracy in expression. The phrase "Velvet 
dust caressing bare toes" is unsatisfactory also. Perhaps 
the writer meant, "Dust caressing bare toes, 11 since 
caressing carries all that needs to be implied of softness, 
velvety or other. Perhaps it should read "Bare toes 
caressing the dust, 11 so that the animate object does the 
action. Or perhaps the verbal action is wrong and all that 
is needed is a straightforward image: "Dust on bare toes. 11 

A few, like "Battleground for honeysuckle," were proble
matical, needing a context to detennine their effect. 

The class recognized that certain words and sounds 
didn't go with the lightning. For inst•ance, this metaphor 
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was accepted as a good one: "Lightning, probing the clouds 
with fierce question." . But it didn't sound good. Changing 
"probing" to "probes" made the phrase sound better to the 
class, and the question of sound brought us to the final 
major point, prosody--a subject that the class wanted to 
avoid. 

After a brief review of accentual-syllabic meter, we 
proceeded to discuss the relationship between stress and 
meaning. I instructed them to be concerned with rhythm as 
it arose from natural stress. If a rhythm naturally arose 
from a free reading, the passage was to be considered poetry 
whatever overt form it appeared in, prose, movie dialogue, 
or advertising spiel. I used the opening of A Tale of Two 
Cities as an example. ------

/ ·' / It was the best pf times,/ it was the worst of 

\ \ / 
times,/ it was the age of wisdom, 

/ ' of foolishness,/ it was the epoch 
\ / 

the epoch of incredulity, etc. 

\ 
/ it was the age 

/ 
of belief/ it was 

The stress pattern emerges as two stresses to each statement, 
the statements being arranged in antithetical pairs. The 
rhythm is established in the construction, It was the 
of Either the first or the second blank of a pair 
contains the same word. This pattern, once established, 
is then varied further on in the paragraph as with, "it was 
the spring of hope, / it was the winter of despair," but 
the rhythm has been established by the "it was the 
of II sequence. Since the students did not have to 
worry about meter in a prose passage, they identified the 
stress pattern I have marked above. They became aware of 
variety within a nonn, in this case the norm being imposed 
by the writer himself working within the confines of Eng
lish syntax. 

Having thus illustrated inductively the rela.tionship 
between sound, syntax, and semantics (or if you prefer, 
meaning), we then took up the idea that meter represents a 
regularization of linguistic tendency and that stress 
patterns in even the most conventional accentual syllabic 
verse bears on meaning. Several students saw that the 
first line of Shakespeare's Sonnet 116, which I had asked 
them to memorize, illustrated the relationship between 
stress and meaning. They observed that once the whole 
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sonnet was in mind, the first primary stress should come on 
not, with me perhaps receiving a secondary stress-: 

- Le't Irie / n6t to ... 
The next step was to overcome their insecurity about 

free verse, which they seemed to like better than accentual 
syllabic verse but were reluctant to analyze . I introduced 
them to Whitman's prosody by way of the first stanza of 
Swinburne's famous Atalanta chorus. Their natural reading 
caused them to place the stresses as follows: 

/ / / / 
When the hounds of spring are on winter's traces, 

/ / / / 
The mother of months in meadow or plain 

I / / I 
Fills the shadows and windy places 

/ / I I 
With lisp of leaves and ripple of rain; 

/ I I I 
And the brown bright nightingale amorous 

I / / 
Is half assuaged for Itylus, 

I I I I 
For the Thracian ships and the foreign faces, 

I I I / 
The tongueless vigil and all the pain. 

The stanza is a metrical puzzle or miracle, as they 
immediately perceived. Because of Swinburne's command of 
rhythm, their initial response was to find a regular meter, 
but of course none was found. They found a four stress line 
with a caesura coming regularly near the middle (except for 
lines 5 and 6), thus forming a two-stress beat on each side 
of the caesura. The half line ranged from four to six 
syllables. The exceptions, of course were lines 5 and 6. 
We explored the possibility of reading the first line as 
anapest, iamb, anapest, amphibrach: 

v V / \ v / \ \) V IJ V / v 
When the hounds of spring are on wi.Jter's traces 

In discussing the fact of the dominant rhythm, which sounds 
like "galloping anapests," I suggested the possibility of 
a two-beat pause before line 3, thereby accounting for the 
continuing gallop . But the syntax of lines 2 and 3 
su1gests that Swinburne intended the "sprung" effect of 
plain/ Fi{ls. They were now ready to reject the stanza 
as being unanalyzable, which I suppose ~s a defensible 
position, but hardly one that becomes an English teacher. I 
therefore suggested that we go back to our first illustra-
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tion of stress, "It was the best of times, / it was the 
worst of times ... " and apply that principle to this stanza, 
written by the most versatile traditional prosodist in 
English. What we found was a natural phrase stress pattern 
which I describe below. (I repeatedly emphasized that they 
should,first be guided by their ear. Not only the stress 
but the meaning would--or should--come clear if they let . 
the words have their way.) The brackets represent the 
natural phrase groupings, each pair of which is joined within 
the larger group of the half line (except for lines 5 and 6). 

,When the hounds of spring, are on winter's ,traces,. 

,The mothei; ,of months, ,in meadow, ,or p lain, 

lills, ,the shadows, ,and windy, JJlaces, 

,with lisp, ,of leaves, ,and ripple, ,of rain; , 

And the brown ,bright, 1nigh~ingale1 ,amorous, 

,Is half, ,assuage d, ,for Itylus, , 

,For the Thracian, ,ships, ,and the foreign, _faces,, 

,The tongueless , ,vigil, ,and all, ,the pain., 

With this inductive paradigm they grasped the principle of 
letting the rhythm come out of the verse instead of imposing 
a strict metrical beat on their reading or trying to read 
it as flat prose. It also made them feel more comfortable 
about ,"Tomorrow, ,and tomorrow, ,and tomorrow, ... " 

We were not ready for Whitman, whom they didn't like 
and avoided in their teaching. The poem was "When I Heard 
the Learn' d Astronomer." Following the principle of letting 
the reading lead to the pattern, they discovered a predom
inantly three-stress line, with some variation in the number 
of secondary stresses. They checked this analysis against 
the meaning, which they saw as structured around !he 
antithesis of mathematical order and personal emotion 
arising from natural images. Line 4 caused trouble. Most 
of them thought the rhythm broke down, not because it had 
more strong stresses than the other lines but because there 
was no effective way to read sitting, which they felt had 
no semantic function. They were also troubled by the 
semantic irregularity of unaccountable, which they thought 
should be in adverbial form, t hough they admitted that an ly 
would destroy the rhythm. Rather than being discouraged, I 
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took these criticisms as signs that they were coming to terms 
with the poem. 

I I I 
When I heard the learn'd astronomer, 

1 

I I 
.When the proofs, , ,the figures , ,were ranged in 

I 
columns before me, , 

I \ I 
,When I was shown the charts and diagrams, , ,to add,

1 
I I 

,divide,, ,and measure them, , 

' I ' f 
,When I sitting heard the astronomer, ,where he lectured, 

I ' 
,with much, ,applause in the lecture room, 

1 

I I I 
,How soon, ,unaccountable, ,I became tired and sick, , 

I I I 
,Till rising, ,and gliding out, ,I wander' d off by myself, , 

I I 
,In the mystical moist night air, , ,and from time, 

I 
,to time, 

I I I 
,Look'd up, ,in perfect silence, ,at the stars. , 

They discovered that Swinburne's and Whitman• s poetry had in 
common the tendencies for the one to fall into phrasal 
groups and for the phrasal groups to determine the positions 
of primary stress as indicated by oral reading. The class 
reading did not agree with my own nor is it likely to open 
new pathways to prosodic analysis of Whitman's verse. But 
the exercise did bring them to terms with the poem's 
inherent rhythmical tendencies, and as I recall the reading 
I have no serious quarrel with the effect, which is what 
primarily concerns public school teachers. 

This summer's experience makes me increasingly skeptical 
about the virtue of identifying alliteration, assonance, 
and consonance per se. The ability to find examples of these 
sound arrangements added little if anything to student 
appreciation or understanding of the poetry. However, by 
substituting the more general term sound patterns for these 
particulars, they seemed to find meaningful relationships in 
phonological, syntactical, and semantic repetition. In the 
Swinburne sequence "brown bright nightingale" brought them 
to a three-stress sequence not by rule but by sound, the 
alliteration joining the first two words and the rhyme join
ing the second two, giving the syllables a position of 
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equivalence in the oral rendition--this despite the fact_ 
that linguists deny the possibility of such equal stressing . 
The actual rendition however, governed as much by the poet 
as by linguistic stress rules, makes the three syllab~es 
sound isochronous. The pause enforced by the syntactic 
wrenching of sitting in Whitman's poem made them pause not 
because of a grammatical or syntactical rule but because of 
the interruption of sound flow. 

In the first few days of the workshop I had asked the 
class to hand in lists of the poems they found most success
ful with students. The total number of poems submitted 
was 138 with 73 poets plus Anon. Wordsworth had eight 
titles, Dickinson seven, Frost and Cummings five each, and 
Shakespeare, Blake, Burns, Keats, and Ogden Nash, four each. 
The rest were widely distributed among the famous a~d the 
almost unknown. What impressed me most about the lists 
was the small amount of overlapping. Perhaps half a dozen 
poems appeared in more than one list. Once again one had to 
be aware of variety. The students themselves were not aware 
of this fact, nor were they extensive readers of poetry. 
Considering the small range of texts available in the state, 
the wide distribution of titles became even more noteworthy . 

; Only two or three had enough background or initiative 7o 
have favorite poems duplicated for their classes. T~eir 
main complaint was the narrow range of poems now availa~le 
to them in the standard textbooks. Unofficial censorship 
was a real issue here, though they were not inclined to 
take direct action through official protest or legal 
challenge. The next point I addressed myself to was how to 
revivify the old poems still acceptable. The Eve of§!.:_ 
Agnes had been banned in several schools. "Annabel Lee" 
survived, but I was informed that today's teenage~s ~o 
longer care for Poe. Other poems avail~ble _.but ~is liked 
were "Invictus" and "The Arsenal at Springfield. I 
suggested that we accept the c~allenge_of ce~sorship and 
cultural stereotyping and see.if anything s7ill cou~d be 
made of these poems in the light 9f the basic techniques 
we had been reviewing. 

For this group of teachers, the key to refurbishing 
"Annabel Lee" was the simple process of making clear the 
connection between one stanza and the next. Beginni~g. 
with the device of labeling each stanza with a descriptive 
word or phrase as an exercise in reading comprehension, 
they discovered that their first inclination to label the 
first stanza "The love of Annabel Lee" (or something 
equivalent) turned out to be incomplete becau~e as t~e poem 
progressed it became evident that the phrase In a kingdom 
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by the sea" introduced an echoing phrase in the next three 
stanzas and that "by the sea" appeared in every stanza 
except the fifth , where a variation, "under the sea," 
appeared. The class then modified the descriptive label of 
s tan za 1 t o "Love by the sea," which they found tied this 
stan za into the rest of the poem, especially when the 
chilling wind sent by the envious angels kills her and the 
speaker erupts in violence against both angels and "demons 
down under the sea." What they had missed on _the first 
reading of stanza 1 was the most immediate and most obvious 
image, the sea. Once they had corrected this oversight, the 
poem began to come alive, for they found that each stanza 
ties in with the next verbally as well as thematically. To 
cut the resume short, since explication is not the primary 
purpose here, they found that questions of metaphorical 
implication grew out of the images. They also saw that 
they should have given more attention at first to the image 
in stanza 1. 

The next lesson in the impact o-f imagery was in Long
fellow's "The Arsenal at Springfield." Because of the 
word Miserere in line 7, I decided that the class should 
get into Longfellow's context by reading in unison the 
51st Psalm. Everyone contributed with a will, and we had 
a good reading without unwelcome hesitations. Then we read 
the poem aloud. We were now ready for discussion, which 
proved to be extended and productive: They were now looking 
for dominant images, ·so the talk quickly focused on the 
issue of whether the central image was no1se or music. The 
noise suggested by "clamor," "din," and "tumult" was weighed 
against the figure of the organ in stanza 1. Next, still 
centering on the sound images, the class raised the question 
as to whether "Tartar gong," "battle-bell," and "war-drum" 
suggested noise or music, the conclusion being that they 
were musica.l instrmnents giving forth discordant sounds. 
Here those in the class with musical backgrounds began to 
discuss the significance of harmony, the minor'key, and so 
on. Finally , they were ready for the last stanza, where the 
harmonies and discords are reconciled through the imagery. 
This discussion reinforced the principle of allowing images 
and metaphors to proceed together . They had discussed the 
poem within the context of poetic structure such as a high 
school class could handle. 

We did not talk down when discussing these poems, even 
though they are anthologized for the public schools. Rather, 
we assumed that the same questions can profitably be asked • 
of any poem. If the approach is truly inductive, the class 
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ill respond on the level at which it is prepared to handle 
the poem. 

The final poem we looked at for revivification was 
Henley•·s "Invictus." The first question I asked was where 
the stress marks should come in the last two lines: 

- I am the master of my fate; 
I am the captain of my soul. 

Having read the poem, almost everyone agreed that the "I" in 
both lines should take a stress. We then turned to another 
poem by Henley, entitled "Waiting" from the series In Hos
pital. I had two purposes for introducing this other poem. 
The first was to reinforce the importance of getting at the 
total poem, including its prosody, through the images. The 
second was to help them see that different poems by the 
same poet might help in reading. Here is Henley's "Waiting . " 

A square, squat room (a cellar on promotion), 
Drab to the soul, drab to the very daylight; 
Plasters astray in unnatural-looking tinware; 
Scissors and lint and apothecary's jars. 

Here, on a bench a skeleton would writhe from, 
Angry and sore, I wait to be admitted; 
Wait till my heart is l _ead upon my stomach, 
While at their ease two dressers do their chores . 

One has a probe--it feels to me a crowbar ~ 
A small boy sniffs and shudders after bluest one. 
A poor old tramp explains his poor old ulcers. 
Life is (I think) a blunaer and a blame. 

Having gone through this poem it_ was less likely that one 
would read. "Invictus" as facile optimism. The realistic 
imagery of "Waiting" gave insight to the more generalized, 
less immediate images in "Invictus," such as "Black as the 
Pit from pole to pole," "fell clutch of circmnstance," 
and "bludgeonings of chance." The reality behind the 
Byronic pose made the defiance more assertive and caused the 
class to shift the stress to the second syllable in each of 
the last two lines, thereby bringing metrical stress 
(i.e., iambic) and meaning into emphatic coincidence. 

One of their major deficiencies--probably their major 
ne--was a lack of extensive reading of poetry themselves. 

I had asked them to include with their l1sts of poems that 
students liked, a list of poems that they themselves liked 
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if there were any titles different from the first list. 
Only two included the titles of other poems or poets. If 
this restricted frame of poetic reference is at all 
indicative of English teachers at large, the problem of 
teaching poetry is indeed a serious one. I suggested to my 
students that they find a poet of choice, one whom they 
hadn't met before but whom they found an affinity with. In 
this way several students dis covered Raethke, Plath, and 
(to my surprise) Blake and Hopkins. I say to my surprise 
because, although I was aware of the failures of our 
academic tradition, I had not suspected that licensed Eng
lish teachers had no acquaintru1ce with Blake and Hopkins. 
This fact indicates to me that university English departments 
had better look to the basics in poetry. 

To end on a more optimistic note, the evidence of 
variety (or idiosyncrasy) was indeed heartening. The 
teachers could carry this fact into their own classrooms 
with the knowledge that, except for the absolutely retarded 
or seriously aberrant pupil, each could make his/her own 
discovery of matters poetic without being unduly limited by 
text or terminology. 

With all due allowance for recordings, photographs, 
film strips, and so on, the primary goal and instrument 
should be the student's own senses responding to images and 
sound patterns . 

Curtain Call 
Spare the prod and spoil the shadow 
Cast in my role. Death plays a bit 
Part in the last scene, but no one 
Remembers his lines. Backstage sounds 
Of rehearsing and prompting--
A new act to follow and follow. 
In the wings the flutters of souls 
Searching for costumes and cues 
To begin the new scene mingle 
With mellow hand claps of souls 
Who sing for a part well played. 
But always the last blackout-
Curtain fall--the lines spoken, 
But not understood; the lines heard, 
But not remembered, are felt and held. 

DALE S. OLSON 
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Finding Poetry In The Schools 
By GARY A. NEGIN 

University of Minnesota 

A found poem is a piece of 
prose rearranged into a poetic 
form by breaking a paragraph 
into rhythmic or expressive 
units. This article offers a 
procedure for implementing 
the technique of finding poems 
into the language arts program . 
Benefits of this approach include 
the creation of personal reading 
materials, stimulation of an 
interest in poetry, improved 
phrase reading ability, and 
provision of opportunities for 
written expression without fear. 

A found poem is a piece of prose rearranged into a 
poetic form by breaking a paragraph into rhythmical or 
expressive units. Found poetry is not a new idea. William 
Butler Yeats, for example, produced one in the 193Os from 
a prose selection by Walter Pater. This article will 
attempt to demonstrate how found poetry can be successfully 
introduced into the classroom. 

The justification for the inclusion of poetry in a 
language arts program is well established. Creative writing 
develops sensitivity, encourages imagination, increases 
feelings of self worth, stimulates an interest in reading, 
and provides an opportunity to use previously learned 
skills. Specifically, the use of found poetry techniques 
provides a gentle introduction to the study and writing of 
traditional poetry which chil-dren unfortunately sometimes 
find frightening and dull. 

Unless an atmosphere of trust exists in the room, 
students may be reluctant to express their innermost feelings 
or to participate at all. Frequently the teacher can remove 
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