
Lyric and Lyrics 
Final Paper Preparations 
 
DUE: Tuesday, April 18, 1PM in class as hard copy and via email 
 
Instead of the originally planned annotated bibliography, you’ll turn in the following three parts: 

1. Statement of the topic of your paper, like we discussed last class, probably one to three 
sentences long. 

2. One or two outside sources with annotation of how it is useful to your paper topic. 
3. Three hundred words of analysis on one of the poems you plan to write about. This should 

NOT be a summary of the paper. Instead, this is part of a close reading you will offer in the 
paper. Be as specific as you can. 

 
 
To give you an idea of what this assignment looks like, I’m providing an example from a 
conference paper I gave a few years ago. Because this comes from a finished paper, I realize this 
may be a bit more developed than what you’ll have, but hopefully it is still helpful. 
 
 
Example: 
 
1. In Milton’s Maske Presented at Ludlow Castle the Lady’s ear offers a useful point of entry to 

combine the two topics of chastity and music: The drama of the Maske centers on the Lady’s 
chastity, and Milton also makes use of the masque genre to not only write several song texts 
but also praise the power and beauty of music in general. Thinking of the early modern female 
ear and the Lady as an embodiment of the Orphic myth draws together both the requirements 
of early modern female chastity and the challenges those requirements present to female 
agency. 

 
2. Martin Dawes, “An Orphic Lament for Orphic Lament: ‘Lycidas’ and the Persistence of 

Orphic Desire,” Milton Quarterly 38.3 (2004): 188-98; and Christina Fawcett, “The Orphic 
Singer of Milton’s Nativity Ode,” Studies in English Literature 49.1 (2009): 105-120. 

These two sources provide examples of how Milton works with the Orpheus myth in other works 
besides A Maske Presented at Ludlow Castle. I draw patterns of how Milton works with the 
centrifugal force of Orpheus’ music in these other poems to point out the implications for the 
Lady’s physical danger as well as the slight differences in the Orphic music in A Maske. 

 
Ann Baynes Coiro, “‘A Thousand Fantasies’: The Lady and the Maske” in The Oxford 
Handbook of Milton, ed. Nicholas McDowell and Nigel Smith (Oxford: Oxford University 
Press, 2009), 89-111. 

This chapter discusses Milton’s innovations of the masque form and using a woman for the 
protagonist including how it draws on continental and Catholic influences in spite of Milton’s 
republican and Protestant preferences. Ultimately, however, I draw different conclusions from 
Coiro about the balance of the Lady’s power in relation to music. 



 
 

3.  
 

It is within the context of feminine song that the speaker imagines the audience’s “meeting soul” 
to be pierced “in notes,” with a “melting voice” that seems to echo the charm of Orpheus’ music. 
Milton wishes to exceed the expected story. In this context of feminine song on the stage, the 
speaker fantasizes about a music so powerful that it “untwist[s] all the chains that tie/ The hidden 
soul of harmony” (143-44). It would cause even the dead, severed head of Orpheus, torn by the 
Maenads, to awake and hear this consummately, supremely powerful and moving music. The 
speaker dreams of a music even more powerful than the music of Orpheus. He dreams of  
 Such strains as would have won the ear  
 Of Pluto, to have quite set free  
 His half-regained Eurydice (148-50).  
Here Milton writes of a music so perfect that Pluto would have willingly released the captive 
Eurydice. And in the confrontation between the Lady and Comus we see, staged in Milton’s 
Maske, the captive Lady who, Eurydice-like, cannot be freed, not even by Orphic song. She is freed 
by song, however. With a song of his own, the Attendant Spirit calls forth Sabrina, one who died a 
virgin and whose song is more powerful than Comus’s imprisonment of the Lady.  
 

Sabrina comes when she is “right invoked in warbled song” and “to aid a virgin such as was 
herself” (853, 855). Sabrina comes when summoned by the right combination of music and 
chastity. She enacts the speaker’s fantasy in “L’Allegro” for a perfect song that surpasses in 
Orpheus’s in its power. Perhaps Milton is suggesting that such power is only possible with the 
powers of music and chastity combine. Music has the power to attract, and chastity operates in the 
opposite direction, requiring a rejection of advances on the vulnerable female body. The prospect 
of a lady successfully wielding these two powers with their opposite directionalities may seem to be 
only possible in the fantasy world of a masque. Milton’s Maske offers a site to play out this 
possibility, and if a chaste and musical lady could manage such contradictory forces in her 
soundscape, it seems likely that she would have supremely charming powers that, like the speaker’s 
fantasy in “L’Allegro,” and in the final words of the Attendant Spirit, “heaven itself would stoop to 
her” (1022). 


