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I

ÖZ
Asmaa Al-tahhan. William Blake ve William Wordsworth Şiirlerinde Çocuk İmgesi,
Ankara, 2016.
Bu tezin amacı, William Blake ve William Wordsworth şiirlerinde çocuk
imgesini tarihsel ve kuramsal çerçevede tartışmaktır. Tezin başlangıç noktası çocuk
imgesi kavramının romantik algıyla bağlantısını incelemektir. Çocuk imgesinin
kavramsal analizi adı geçen iki Romantik şairin bu kavramı hayal gücünün kaynağı
şeklinde ifade ettiğini ortaya koymaktadır. Çocuk imgesi, William Blake’in Songs of
Innocence and of Experience başlıklı eserinden seçilen şiirlerine ve William
Wordsworth’ün Intimations of Immortality from Recollections of Early Childhood
ve The Prelude eserlerine göndermeler yaparak

Jung’un çocuk arketipi kuramı

açısından ele alınmaktadır.
Birinci bölümde, Romantik dönemin sosyal, tarihsel gelişimi ve Romantik
şiirde çocuk imgesi kavramları incelenmektedir. Jung’un kolektif bilinçdışı ve çocuk
arketipi kuramlarının William Blake ve William Wordsworth’ün şiirlerinde nasıl
yansıtıldığı analiz edilmektedir. Tezin ikinci bölümü, William Blake şiirlerinde
çocuk imgesini ve bu imgenin bir bütünleşme ve hayal gücü kaynağına dönüşümünü
incelemektedir. William Blake, çocuk imgesini masumiyet ve deneyim gibi birbirine
zıt iki kavram açısından ele almaktadır. Üçüncü bölümde William Wordsworth’ün
Intimations of Immortality from Recollections of Early Childhood başlıklı eserinde
çocuk imgesi ve ölümsüzlük kavramını nasıl ifade ettiği üzerinde durulmaktadır. Bu
bölümde ayrıca Wordsworth’ün The Prelude eserinde çocuk imgesi ve insan zihninin
gelişimi arasındaki ilişki üzerinde durulmaktadır.
Sonuç kısmında, William Blake ve William Wordsworth’ün

şiirlerinde çocuk

imgesini ele alış biçimleri arasındaki farklılıklar ve benzerlikler ortaya konmaktadır.
Jung’un kuramı ışığında çalışılan bu tezde çocuk imgesinin ilham, hayal gücü ve
bütünleşme kaynağı olarak söz konusu şairler ve eserlerinde önemli bir yeri olduğu
sonucuna varılmıştır.
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Anahtar Kelimeler: Romantik Şiir, Çocuk İmgesi, Hayal Gücü, Bütünleşme,
Kolektif Bilinçdışı, Bilinç.
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ABSTRACT

Asmaa Al-tahhan. The Childhood Imagery in the Poetry of William Blake and
William Wordsworth, Thesis, Ankara, 2016.
The aim of this thesis is to study the childhood image in the poetry of
William Blake and William Wordsworth from the historical as well as theoretical
perspectives. The starting point of the thesis is to explore the Romantic concern with
reference to the childhood image as an important literary theme. The thesis reveals
the thematic aspect and the textual implication of the childhood image in the poetry
of the two Romantic poets; how they consider it to be a source of inspiration,
imagination and integration. The child image in William Blake’s Songs of Innocence
and of Experience and William Wordsworth’s Ode: Intimations of Immortality from
Recollections of Early Childhood and The Prelude is based on a close analysis of
Jungian child archetype.
The first chapter of the thesis deals with the social and historical aspects of the
Romantic period as well as the image of the child as a Romantic concern. The thesis
analyses Jung’s theory of the archetypal child and the collective unconscious in the
poems of William Blake and William Wordsworth. The second chapter of the thesis
focuses on the poetry of William Blake and how the image of childhood is expressed
as a source of integration and imagination. William Blake presents the child image in
two contrary states of innocence and experience. The third chapter discusses the
childhood image in the poetry of William Wordsworth. It analyses how the poet
presents the image of the child as a symbol of immortality in his Ode: Intimations of
Immortality Recollected in Early Childhood. The chapter also puts emphasis on
Wordsworth’s The Prelude in which the poet discusses the childhood image and its
connection to the development of human mind. The conclusion dwells on the
differences and similarities between the two poets’ presentation of the child image in
their poetry.
Key Words: Romantic Poetry, Childhood Imagery, Imagination, Integration,
Collective Unconsciousness, Consciousness.
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1-INTRODUCTION

This thesis is a research on childhood, its status and meaning in terms of
historical and theoretical concerns within the frame of the Romantic Movement and
poetry. The thesis also focuses on the status and meaning of the childhood image in
the poems of the two major poets of English Romantic Movement, namely William
Blake and William Wordsworth.
The Romantic Movement is considered a European phenomenon that
manifests itself in the last decades of the eighteenth century and the first decades of
the nineteenth century. The Romantic Movement as a cultural, artistic and historical
movement in England happens as a result of profound political and economic
changes such as the French Revolution and the Industrial Revolution that lead to
rebuild the hierarchical system of the whole community. These changes make the
romantics tend to adopt into poetry, the vocabulary, theories, and methods of
contemporary science, psychology and philosophy; the poets experiment with poetic
forms such themes of man and nature, vision and dream, the childhood and
imagination, the construction of the self, the hidden side of the consciousness and the
sublime.
The child image takes a great deal of attention in previous ages and this
attention or interest increases in the nineteenth century. Works directed at childhood
such as those of Aries and Jung investigate the historical and psychological
development of childhood, the value of childhood, and the literary representation of
childhood. Modernization increases adults’ concern with childhood’s significance,
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especially, in the second half of the nineteenth century which witnessed important
changes in Western attitude towards children. Jung’s study of the archetypal child as
one of the basic human archetypes is of great importance for the study of the
representation of the child in romantic literature. Therefore, an examination of Jung’s
theory of the child helps to understand the textual expression of the image of the
child in romantic poetry and consequently it helps the comprehension of the status of
the child as a source for imagination, integration, and wholeness in English romantic
poetry.
It is worth mentioning that an important aspect of the literary expression of the
image of the child in English Romanticism is that the child is treated symbolically.
The child stands for innocence and purity, and thus is regarded as a symbol of
wholeness. In other words, the representation of the image of the child in literature is
a symbol for integration between the conscious and the unconscious through which a
person struggles to become a whole.
The romantic period within the framework of the socio-cultural and historical
background will be discussed in the introduction which presents also a literary
definition of the Romantic poetry. A comparison between Romanticism and
Neoclassicism will be made and followed by the characteristics of the Romantic
Movement in which the concepts of nature as prominent elements for Romanticism,
primitivism, sentimentalism and spontaneity of feelings, the lyrical I, individualism,
solitude, and imagination will be investigated. The concept of childhood will also be
discussed within the framework of historical and theoretical background as a
romantic concern for imagination and integration in the English Romantic poetry. In
the second chapter entitled William Blake and the use of the child image in Songs of
Innocence and of Experience, the poet and his style will be investigated. The chapter
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also presents William Blake’s beliefs and how he reveals them in his poetry. The
Songs of Innocence and of Experience will be tackled and analyzed in terms of
childhood and its textual expression in the poems. The second chapter discusses the
voice of childhood in two contradictory views or states: innocence state and
experience state. The third chapter of the thesis entitled William Wordsworth and the
use of the image of the child in his poetry tackles the poet and his style, and his
contribution to The Romantic Movement. In the same chapter, Wordsworth’s Ode:
Intimation of Immortality from recollections of Early Childhood and the Prelude will
also be investigated in the framework of the structural and thematic representation of
the image of the childhood. The chapter discusses the poet’s critical influence by the
concept of childhood as a source of imagination. Childhood gives a special power of
vision that works in the most creative manner for poetry. Childhood as a source of
vision and imagination makes profound contribution for the growth of human mind,
especially, the poet’s mind which will also be discussed. The conclusion presents
how the two poets deal with the image of the childhood as an important theme in
their poetry.

1.1.Socio-Cultural and Historical Background of the Romantic Period

After George III becomes the king of England in 1751, British society begins
to witness rapid changes. English people look forward to live a better life due to the
achievements of industry and trade living with the other countries abroad. They are
delighted by the increase in the national wealth and by the strength of the British
Navy. However, the change in agriculture and industry begins to make a sense of
fear and alienation due to the rapid urbanization. At the same time, the Napoleonic
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wars create a common sense of disappointment. The sense of fear, frustration, and
alienation is reflected in the works of the romantic authors who tend to find a
personal understanding of the meaning of life in an industrialized society. The
authors and poets such as Mary Wollstonecraft, William Wordsworth, Samuel Taylor
Coleridge, and Sir William Scott make great contributions to the English Romantic
Literature. These contributions reshape and reproduce the European literature and in
particular, the English Literature in the nineteenth century.
Ronald Carter and John McRae draw attention to the Romantic Movement
which is regarded as one of the most popular movements in English literature,
though its precise date is not easy to be confined, and even the term “romantic” itself
is not used widely during that period. Conventionally, the period begins in 1798
when Wordsworth and Coleridge published the Lyrical Ballads, and it ends by the
death of Sir Walter Scott in 1832. During this period, Europe witnesses enormous
economic and political changes and events and a literary change takes place side by
side with these changes (217).
As the Romantic period cannot be fixed to a certain time span; it is hard to
provide an exact meaning or definition of Romanticism either. In his essay “On the
Discrimination of Romanticism,” Arthur O. Lovejoy states that it is impossible to
know the exact meaning or the idea of Romanticism which flourishes through
European countries because it means so many things, but it is certain that
Romanticism is identified with the essential spirit of the French Revolution ( 7).
Consequently, the word attains diversity, and uncertainty that make the word
[Romanticism] offer a complicated and complex problem in semantics. Lovejoy
states “the Romantic ideas were in large part heterogeneous, independent, and
sometimes essentially antithetic to one another in their implications” (8).
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J. R. Watson mentions that English Romantic poetry has certain
characteristics which set it apart from the poetry that is written previously. Romantic
Poetry is described as subjective rather than objective, fragmentary rather than
complete. Romantic Poetry is interested in inner growth, psychology of creativity,
organic engagement with the naturalness, simplicity, fluidity, and at the same time
has revolutionary thoughts. These qualities are partly because of the great
economical and political changes in the whole Europe at that time (2).
The years between the American Declaration of Independence 1776 and the
English Reform Bill of 1832, are characterized as the age of revolutions [the French
Revolution and the Industrial Revolution]. The works that are written in this period
are deeply influenced by the Industrial Revolution. In this period, England is
regarded as the workshop of the world because of its invention in steel and
machinery and its monopoly of the carrying trade, but there is unequal distribution of
national wealth. Abrams claims that while England increases its wealth, and spends a
huge sum to support its army and finance its allies in Europe, a large number of
skilled laborers are unemployed and their families are starving to death. The
romantic authors and the intellectuals perceive this threat of inequality towards poor
people, so their works emerge as a revolt against the Industrial Revolution and
against other state institutions (3). Carter and McRae draw the attention that in
England, the Industrial Revolution creates a social change, unrest, and eventually
turbulence. In Britain, the community is divided into those who possess property and
land, and those who do not (the poor). Within a short period of time, the whole the
landscape of Britain is changed, that is to say, in the countryside, the open fields and
common worked farms are enclosed. Factories’ chimneys pollute the atmosphere of
landscape. Open rural areas are divided into a checkerboard of fields enclosed by
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stone walls. People go to the big industrial cities to seek for employment, and there
they live in poor quality houses which are built in large numbers and quickly become
slums (217). In this new mechanized society which is fed and clothed by mass
production, the individuals lose human contact and their identities, and a sense of
alienation prevails among them. The social and economic depression causes the
emergence of political revolutions which are embodied in the French Revolution and
the American Revolution. In fact, during the Romantic era, literature is greatly
influenced by the French Revolution which calls for democracy, equality, and liberty
( 218). These slogans have a profound influence and they create a great enthusiasm
and intellectual excitement among writers and intellectuals of this period. Authors’
writings such as Mary Wollstonecraft’s A Vindication of the Rights of Men (1790), A
Vindication of the Rights of Women (1798), and Godwin’s Enquiry Concerning
Political Justice (1793), advocate gradual and peaceful evolution towards the
removal of poverty, personal freedom, and the equal distribution of national wealth.
These authors perceive the effect of the Industrial Revolution as a destructive effect
on humanities of the communities ( 219).

1.2. Definition and Characteristics of the Romantic Poetry

Although it is hard to give an exact meaning for the term “romanticism”, it is
essentially associated with poetry which becomes popular and attracts the attention
of the intellectuals of that period. Poetry of the Romantic period is composed in a
way that contrasts the poetry of the eighteenth century. As Carter and McRae state
that the poetry of the romantic period often contrasts with the poetry of the Classical
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or Augustan age. The comparison is valuable, for it is not simply two different
attitudes to literature which are compared, but two different ways of seeing and
experiencing life. Authors of the Classical or the Augustan age of early and mideighteenth century focus on the importance of reason, order, and traditional beliefs.
In the age of Enlightenment, the improvements in medicine, economy, science and
engineering, with rapid developments in both agriculture and industrial technology,
suggest human progress on a large scale. The classical temperament trusts reason,
intellect, and the mind. On the contrary, the romantic temperament trusts strong
feelings, intuition, flights of the imagination, and the heart (220). For the Augustan
authors, the child is only important because s/he will develop into an adult. The
child’s savage instincts must be trained to become civilized and sophisticated. For
the Romantics, the child is holy and pure and its proximity to God will only be
corrupted by civilization. The child then is a source of natural and spontaneous
feelings. The classical writers look to the society, and concentrate on what can be
rationally understood while the romantic writers look to their own souls and
imagination, and they are attracted by the irrational, mystical, supernatural, and
freedom of nature (Carter 221). The Augustans develop a formal and disciplined way
of writing which is characterized by balance and symmetry of the heroic couplet in
poetry. The romantics develop ways of writings which capture the flow of individual
experience in forms and language that are intended to be closer to every day speech
and more accessible to the general reader (Carter 222).
In this respect, poets compose poetry which is shaped in form of lyrics and
old ballads that are based on personal experience, and at the same time this poetry
includes also the temporal critical issues that concern the community. In his work,
M. H. Abrams argues that the romantic authors firmly believe that they have the duty
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to contribute to common political and economic issues of their society. Recent
scholars declare that the romantics develop a form of writing which is centered on
lyric poems that are inspired by poets’ encounters with features of the natural world.
Nature begins to take its significance and importance as a result of recognizing the
destructive effects of the Industrial revolution on rural areas (5). In this era, most
talented men gravitate to poetry. They confirm poetry’s elevated cultural status by
abandoning other careers such as the ministry in Coleridge’s case, law in Sir Walter
Scott’s case, medicine in Keats’s case (10).
To Abrams, poetry then penetrates everyday life, and it appears in daily papers
alongside the notices of death, and marriage. Poetry appears as something to be
memorized, sung, and transcribed into commonplace books. With the expansion of
modern publishing, it appears as modern writing too which is an anticipation of the
twentieth century’s mass media (11). The lyrics and old ballads become the sources
of inspiration because they are sung and chanted by common people in the streets
and farm fields where ballads are transmitted by word of mouth and not by
commercial exchange or printed press (12). Russell Noyes states that the romantic
poets make use of the eighteenth- century tradition in addition to contemporaneous
events, thoughts, and feelings that are assimilated and reshaped by the living men of
genius. The Augustan authors and the Romantic authors agree on that the external
nature is a prominent element in their works. The third quarter of the eighteenth
century, witnesses a vigorous interest in nature which is manifested in an enthusiasm
for wildness, grandeur, and solitude. In their poetry, the poets focus on the pictorial
wonders of nature. Their emphasis is widely shared by landscape painters who
transfer in their delightful paintings, the images of landscape with cliffs, darkening
woods, lakes, and old castles which are lit up with the glow of setting sun ( xxii).
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Romantics such as Wordsworth, Coleridge and Keats are fascinated by
nature’s silence and solitude. Noyes says “A rendering of external nature in poetry
was not only the starting point of the new romanticism; but the romantic poets’
extraordinary, various, intimate, and subtle interpretations of the natural world
became one of the age’s most prominent features and chief glories” (xxiii). Abrams
claims that certainly many poets participate enthusiastically in the touring of
picturesque scenery in nature that is a new leisure activity of their age. Wordsworth,
Coleridge, and Southey, the “Lake School” even set up their houses in the middle of
nature scenery, and they announce, in their residential arrangements as well as in
their works, their dislike for the increasing accumulation of individuals in cities.
Poets devote their poetry to revive and to glorify the amazement of the familiar such
as characters and incidents that are found in every day’s life, for instance, Keats
celebrates the beauty of the nightingale while it is singing on a tree, and Wordsworth
glorifies the daffodils near the lake (13).
The increasing awareness about the destructive effects of the machine to nature
and in some cases its dominance on human being’s life makes poets celebrate and
revive the interest in primitive and uncivilized nature. This leads to another feature of
Romantic Poetry that is primitivism. To Noyes, the return to nature, for the romantic
generation, not only means a new delight in nature, but it also involves a belief that
the natural or earliest conditions of human society are the best conditions for human
beings. This belief known as primitivism, finds a favorable climate in the nineteenth
century. Philosophers of the century encourage the doctrine of natural goodness and
they extend this principle to include the compassion of primitive human beings.
Voyages and discoveries, associated with the rapid development in industry and
transportation means, create a general interest to see and study the human beings in
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their primitive nature. Noyes also states that the support from the philosophers’
doctrine of natural goodness of human beings goes with the multitude of accounts of
voyages which are both real and imaginary. According to these accounts, the South
Seas are not influenced by the Industrial development, and people, there, live without
toil or labor upon the bounty of nature. It is believed that the peasant and the native
human beings are virtuous by living close to nature, and by nature’s moulding power,
the romantic poets are given physical health, moral strength, and uncorrupted speech
( xxiv).
The mood of celebration and pleasure of nature for the romantics is often fused
with a sense of melancholy. The increasing violence and bloodshed resulted from the
French Revolution ultimately led to a sense of disappointment and sadness. Poets
begin to be occupied by such ideas as death, ruins, and transcendence.
Primitive and uncivilized way of life creates an increasing interest in free
feelings and imagination. Focusing on individual feelings and imagination, the poets
emphasize the concept of sentimentalism. Romantic intellectuals insist on the
validity of human being’s emotions, instincts, passions, and spontaneity of feelings.
The poets who assimilate the classical rules of the Neoclassical Age for their
writings, are aware of the new value of sensibility. In her 1797 Monthly Magazine
essay, Mary Wollstonecraft foretells a shift in aesthetic doctrine and she writes that
“[t]he silken wings of fancy are shriveled by rules,” and that “a desire of attaining
elegance of diction occasions an attention to words, incompatible with sublime,
impassioned thoughts” (quoted in Abrams 14).
As the Neoclassical Age ends, the romantic poets begin to develop a new
language for individual variation in perception and in the capacity of the receptive
consciousness which has to refine and re-create reality (13). Abrams states that this
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shift is registered by Wordsworth in his Preface to Lyrical Ballads when he argues
that the source of a poem is not in outer nature only, but also in the psychology of the
individual poet. Wordsworth declares his departure from the traditional norms, and
he also declares that “[A]ll good poetry” is, at the moment of composition of a poem
“the spontaneous overflow of powerful feelings”. The composition of a poem
originates from “emotion recollected in tranquility,” and may be preceded and
followed by reflection. The immediate act of composition must be spontaneous,
impulsive, and free from rules (14). Percy Bysshe Shelley in A Defense of Poetry,
defines poetry as “the record of the best and happiest moments of the happiest and
best minds.” (864). August Wilhelm von Schlegel who is considered to be one of the
founders of the Romantic Movement as well as one of the prominent figures of its
philosophy not only in Germany but also in whole Europe, in his Lectures on
Dramatic Art and Literature I 1801- 1802, states that the composition of poetry is no
other than a mode of symbolizing. The poets seek an outer symbol for something
spiritual or they draw the external over the invisible inner. There is a tendency to
refer to the mind, emotions, and imagination of the poet in poetry (n).
In this respect, literary discussions depict an interest in poetry that comes
naturally, and at the same time, it can act in concert with the nostalgia for more
romantic possibilities which are housed in a remote past. For instance, for romantics,
the ancient bard and the harp-playing patriots play a charismatic role model (Abrams
15). Imagining the songs of ancient bards that are sung since ancient times, the poets
are convinced that it is easier to conceive an alternative language which is natural,
oral, and blissful. The new songs will include both the unconscious of modern
decorum and the artificial conventions. The poets’ virtue of perceived distance from
the restraint and sophistication of civilized discourse makes poets play an effective
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role in their modern culture. Many authors like Byron, Percy Shelley, and Mary
Shelley travel to Italy with these bardic ideals. They become fascinated with the arts
of the improvisator. Celebrating oral performance of poetry, they write texts which
reflect the immediate inspiration (15).
Infused with the emphasis of personal feelings and inspiration, the lyric poem
is written in the first person. The lyrical I for much of the previous literary
movements is regarded as a minor kind, but in the Romantic period, it becomes a
major form and it is often described as the most essentially poetic of all genres. In
most romantic lyrics, the “I” is conventionally typical lyric speaker. The state of
mind which is expressed by the lyric speaker often accords closely with the known
facts of the poet’s life (Abrams 13).
Abrams also argues that writing about self-experience, and self-exploration,
and state of mind, the intellectuals develop an account of how individuals may author
and create themselves. Intellectuals and poets become interested in the concept of
individualism which is considered one of the prominent features of the Romantic
poetry. In the Romantic period, poets become interested in themselves and in the
pursuit of their eccentric nature (19). Noyes argues that the romantics are indulged in
their own imaginative sensibility without moral or social restrains. The range of
emotional changes runs from joys and ecstasy to gloominess and disappointment.
Within this range, Romantics see themselves beautifully displayed their desires,
aspirations, joys, and grieves. They confess their most secrets, habits, sins, and
passions in a burst of confidence. The romantic poets do not tend to escape into selfindulging sentimentalism and the world of their own dreams only, but they also seek
emotional experience in the external world to themselves in the pursuit of the remote
in time and space ( xxvi). They enthusiastically explore the moment of the past and
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the hope for the future, and the views or picturesque of far-landscape. They want to
feel the “magic of distance,” and they lose themselves in “the thing desired rather
than the thing known” (Noyes xxvi).
In this context, the romantic poets choose to portray poetry as a product of
solitude, and their choice can be understood as a means of reinforcing the
individuality of their vision. The attraction that nature owns for the romantic poets
can be interpreted as a determination to idealize the natural scene as a site where the
individual can find freedom from social laws, and s/he can also find mystery
(Abrams 20). The uninhabitable wild nature appeals to the romantic poets to search
for the unfamiliar, the marvel, and the supernatural by using their imagination.
To Noyes, primitive nature is not only considered to be a main source for the
romantics to indulge in self-exploration or to assert their individuality, it is also
considered a source of inspiration for their imagination (xxxiii). Miceala Symington,
in her essay “Literary Imagination: Criticism and Research” claims that while
Neoclassical Age’s philosophers limit imagination to a mimetic role (its function as
mediation between reason and perception), the romantics emphasize the role of
imagination in the creation of poetry (2). Shelley in his work A Defense of Poetry,
asserts on the role of imagination that he even identifies poetry as “as the expression
of imagination”. He also distinguishes between the role of reason and imagination
which he considers a vital integral element of human mind (856). In his Biographia
Literaria, Coleridge glorifies the concept of imagination that he even makes
classification between primary imagination and secondary imagination and he insists
on the separation between them. He considers the secondary imagination as an echo
of the primary one that coexisting with the conscious. The secondary imagination
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differs from the primary imagination only in degree and the mood of its operation
(491).

Coleridge, Shelley, Wordsworth and other romantic poets see imagination as a
source of their creative power and without it they cannot compose poetry. Symington
states that the examination of the notion of creativity depicts imagination as an
operative mechanism that is a source for creation to produce images that are not to be
found in reality, to produce new literary symbols (2). In the Romantic Period, the
poets are enriched in an extraordinary degree with the supreme gift of creative
imagination which operates for the entire generation as a new level of poetic
creation. Imagination is a gift which is used by the romantic poets to create a new
kind of poetry. Imagination reawakens in the romantics a sense of beauty, and it
opens the way to explore, to enjoy, and to express every kind of human experience.
Within this framework.
What matters for the Augustinians is imagination’s truth to the emotion, but
they do not indulge personal desire to create new worlds which cannot exist in
reality. They are concerned with familiar appearance of features in nature. They
think that their task is to depict the truth and the charm of these features.
Bowra states that imagination is considered to be a part of the individual self.
Through imagination, the romantic poets can create wonderful worlds, and they
believe that is not false or idle. The romantic poets also believe that it is just the
imagination that makes them poets and that in their exercise of it without obstacles;
they can do far better than other poets who sacrifice it to caution and to common
sense (1). They know that in their own case this happens when they shape visions
into concrete forms and they pursue wild thoughts until they capture and master
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them. Romantics believe that imagination stands in some essential relation to truth
and reality, and they are at pains when they make their poetry (Bowra 2).
Bowra sees that the Neoclassical approach emphasizes reason and concrete or
visible world. Philosophers see that imagination is limited and the creation of it has
little to do with the actual life. Imagination provides no more than an agreeable
escape from the heavy burden of social commitments. Such a position is not
satisfactory for the romantics who believe that imagination is a divine faculty which
is concerned with the central issues of human beings. (6) To the romantics,
imagination reveals an important kind of truth. The romantics are convinced that
when it is at work, they can see things to which the ordinary intelligence is blind and
that it is intimately connected with special insight or perception or intuition. Indeed,
imagination and insight are in fact inseparable and they form for all practical
purposes a single united faculty. Insight both awakes and sharpens the power of
imagination(7).
Coleridge in his BiographiaLiteraria in Chapter 4, sees imagination and
insight as inseparable facilities that signify the poet of genius. He says “it was the
union of deep feelings which profound thought; the fine balance of truth in
observing, with the imaginative faculty in modifying the objects observed” (489).
Bowra mentions that the romantics put emphasis on imagination which
searches beyond the concrete world. The eighteenth century philosophy is dominated
by reason and scientific speculation such as evolution theory of Isaac Newton who
adopts the empirical approach to explain the universe and he argues that the human
mind is restricted to visible and sensible world, and to give an explanation for God’s
existence, he finds a place for God in the visible universe on the ground that the great
machine of the world implies a mechanic who is God (Bowra 2).Newton’s
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explanation of the visible world is rejected and attacked by the romantics as
Coleridge and Blake who confirm that the most vital activity of the mind is
imagination. It is for them the source of spiritual energy because they believe that it
is divine power (Bowra 3).
In this respect, the romantic poets such as Blake, Wordsworth, Coleridge, and
Shelley obey an inner call to explore more fully the world of spirit. Each of them
believes in an order of things which is unknown to their contemporaries, and this is
the goal of their passionate search. The romantic poets hope to penetrate to an
unsustainable reality, to explore its mysteries, and they want to search for the
invisible in the world. The romantic poets are convinced that visible objects are not
everything in the world, and they have little implications unless they are related to
some embracing and sustaining power (Bowra 4). The romantics are interested in
spirits of physical things and they wish that through imagination and insight they can
comprehend and recreate these physical objects in their poetry. They appeal not only
to the logical mind but also to the soul for the whole self, to the range of intellectual
senses, and emotions. Understanding these spiritual issues differs from understanding
natural laws or comprehending the scientific experimentations that are made by
Newton in the eighteenth century.

1.2.1.Childhood as a romantic concern and its representation in romantic poetry

The questions about childhood and its significance attract the attention of
historians in recent decades that it raises debates about whether it is just a recent
invention or it has roots in the past centuries. The idea of the childhood as a recent
invention or discovery is associated with the French author Philippe Aries who
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claims in his book Centuries of Childhood (1960s) that the modern idea of childhood
is not familiar to the previous generations. Aries’s book presents evidences and
historical facts that show restricted concerns for children and childhood before the
eighteenth century. As the end of eighteenth century comes, the world has seen rapid
transition in people’s idea about childhood which holds elaborated meanings,
especially, for the romantic poets. In the eighteenth century’s society, children about
the age of seven move out from the protection of the family into an adult society
where they are treated as smaller versions of the adults. In the eighteenth century’s
society, the family is based on economic necessity for the child with little or no
emotional content which reflects the remoteness and detachment of relations within
the family. This view is applied because the society is affected by the idea of
Puritans which holds a negative view of the child as a sinful being whose will has to
be broken by denial. At the end of the eighteenth century, there was nostalgia for
childhood which is seen as a period of joy, peace and security. Authors show
yearning for this period because they thought that traditions and norms of the society
deprive them from the sense of joy and free expressions. The romantic interest in
childhood seems to be in contrast with the Age of Enlightenment’s restricted feelings
and expression. Consequently, the romantics lead a revolt against the traditions of the
Age of Enlightenment by creating new rules and new perspectives. Their exaltation
of the power of imagination and vision, gives them the capability to re-interpret the
image and the idea of childhood which they regard as a state of mind or a state of
being rather than a transitional period in the individual’s life. The romantics see in
childhood a source for free imagination, intuition, and spontaneity. For this reason,
The Romantic Period is considered an important period for the development of the
idea of childhood.
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In the Romantic Period, child is regarded as a symbol of innocence, and purity
who is close to nature. This closeness to nature involves qualities such as freedom of
feeling and expression, eternity, and harmony with universal objects. Because of its
association with the divine, the romantic image of the child has a direct relationship
with transcendence which gives rise to qualities such as creativity, imagination,
comprehension, and contemplation. The romantics believe that vision and
imagination are superabundant during the period of childhood in which these two
faculties are the most reliable to be experienced for the child’s mind lacks the
intellectual and rationalizing capability of the adult who is restricted by
consciousness. Coleridge, in Biographia Literaria , says that “ to carry on the
feelings of childhood into the powers of manhood; to combine the child’s sense of
wonder and novelty with the appearances which every day for perhaps forty years
had rendered familiar; With the sun and the moon and the stars throughout the year,
And man and woman” (489). In Dejection: An Ode, he rejects the tradition of
society because it “Suspends what nature gave me at my birth/ My shaping spirit of
Imagination” ( line 85-86). In a letter dated August 23, 1799, and titled Dr. John
Trussler, Blake asserts his belief in vision which is easily comprehended and shared
by children. He says “I am happy to find a Great Majority of Fellow Mortals who can
Elucidate My Vision, & Particularly they have been Elucidated by Children” (163).
In her Memories, Mary Wollstonecraft recounts her moments as a child “ The
circumstances which during my childhood, occurred to fashion my mind, were
various; yet as it would probably afford me more pleasure to revive the fading
remembrance of new-born delight”(142).
In Romanticism and Childhood , Ann Wierda Roland argues that the discovery
of childhood in the Romantic period converts the traditional idea about childhood as
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just a transitional period in an individual’s life “Childhood becomes not something
that we all have and, therefore, that all human have always had, but something more
like a new planet that floated into view on a particular night” (6).
It is interesting to note that imagination and vision of the child give such
qualities as integration and wholeness. In other words, the representation of the child
in literature is a symbol of continuous process of development through which a
person struggles to discover himself/ herself and to become a whole. Through the
image of the child, the poet seeks for the integration with the unconscious, with the
desire, and with the self. Harold Bloom, in English Romantic Poets, notes that the
romantic poets turn away not from society to nature, but from society to the internal
self. The quest of identity tends increasingly to be inward, or to the hidden side.
Through a symbol or an external image in nature, the poet also seeks unity between
himself or herself and nature or unity between the internal world and external world.
This symbol is embodied in the image of the child in nature (3).
There are certain factors that work out to increase the interest in children and
childhood: the first factor is that there was a period in which a set of economic, social
and cultural practices cohere to bring children and childhood into a greater focus in
the society than the previous one. The great mass of the population in big cities
makes children live in poverty, hard labor and exploitation. John Clarke’s work
Children and Childhood, illustrates that the impact of industrialization on middleclass people leads to the intensity in the exploitation and wretchedness of many
children who spend more than fourteen hours in mines and cotton mills. There is a
contradiction between the romantic idealized view of childhood that spreads among
the intellectuals and the brutal reality that most of children experience. This
contradiction becomes the basis for campaigns to limit and eventually to abolish
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child labor (9). The second crucial factor is the break with the Enlightenment’s
concept of education. Bettina Kummerling Meibauer notes that in the eighteenth
century, schools are initially established for the male children of the aristocracy, but
later they are established increasingly for all children. Schooling is seen to provide a
kind of period for children between infancy and adult life and its gradual extension is
the basis for defining a new idea of childhood. The representatives of new human
pedagogy put special emphasis on the child’s human education as it is lively
representative of the ideal, pure, and integrity. They also put emphasis on children’s
literature whose purpose no longer lies in imparting knowledge and moral
instruction. The conventional education and its values are given away to educational
discussion about the aesthetic autonomy of children’s books. The discovery of
child’s intrinsic values reveals the child’s special state of mind whose active center is
marked by imagination and spontaneity (187). William Godwin, in Political Justice,
rejects the government’s control of education and literature. He persuasively argues
that the parents should not censor the reading of the children and neglect imaginative
faculty. He asserts that without imaginative faculty, there can be no genuine
morality, no profound feeling of other individuals’ sorrow, and no ardent anxiety for
their interests (I 29).
The third factor is the impact of literature as a part of cultural development of
a society. Attempts are made during the eighteenth century to examine the
phenomenon of childhood through educational and philosophical perspectives.
Authors’ works such as John Lock’s treatise Some Thoughts Concerning Education
(1693), and Maria Edgeworth’s The Parent’s Assistant create models of
interpretations constitutive for the philosophical and aesthetic discourses of
childhood in the society. Authors show an increasing interest in children’s stories and
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fairy tales. The childhood phenomenon attracts a great attention of many authors,
especially, after the publication of Rousseau’s Emile. Jean Jacques Rousseau’s work
Emile or on Education (1762) makes a remarkable influence for the reappearance of
the child’s image in literature. It is no longer valid that the image or view that
considers the child to be only an extension of the family. In her book, English
Romanticism, Marilyn Gaull draws attention to the role that Rousseau gives to the
child which is thought to be innovative in the eighteenth century. Rousseau praises
the child who represents an ideal image of humanity. Rousseau, as an orphan child, is
forced by circumstances to invent a world in which someone like him can be happy
and esteemed. He accomplishes this invention through a series of books that are
representing the ideal humanity in an ideal society. For the romantics who believe in
the values of curiosity, spontaneity, instinct, and common sense, Rousseau’s Emile
offers an immensely attractive model (54). The new model of childhood makes the
romantic authors pay attention to this stage of life. Childhood’s image is regarded as
an unknown mystical phase that adults have to penetrate in order to explore their
soul. They are convinced that they can comprehend their own personality through the
retrospective involvement in the child’s perception. For instance, in Emile, Rousseau
portrays his ideal process of education. Rousseau is a tutor to an imaginary young
student called Emile. The aim is that the student will be directed by a mentor, but as
the story goes on, the adult [the tutor] discovers that he is inspired by the child’s
instinctual attitude (8). Gaull argues that the theme of the child and adult relationship
is considered an innovative idea which becomes a common idea in the literature of
the Romantic period. Rousseau’s philosophy is considered influential as it
appreciates the child’s freedom and imagination that represent the Age of
Romanticism (55).
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Feelings, imagination, and vision naturally take the poet into the sphere of the
unconscious, and the child as a symbol of free feelings represents the unconscious or
the psychology of the poet. The child is one of the archetypes of Jung’s collective
unconscious, and according to him, the child plays an important part in all stages of
personal evolution. At first, the concept of the unconsciousness denotes the state or
gathering place of repressed or forgotten desires or contents. For Freud, the
unconscious is of an exclusively personal acquisition, but for Carl Gustav Jung, the
unconsciousness consists of two layers: superficial layer which is undoubtedly
personal and Jung, in his work The Archetypes and the Collective Unconscious
calls it “personal unconscious.” This personal unconsciousness rests up on a deeper
layer which is not derived from personal experience and it is not a personal
acquisition, but it is inborn. He calls this deeper layer “the collective
unconsciousness.” (3).The archetypes of the collective unconsciousness and the
personal unconscious work as an energetic source for the developmental process of
“individuation” whereby the self struggles, on the one hand, with the archaic images
of selfhood and, on the other hand, with the demands made by social norms.
Carolyn Steedman’s work Strange Dislocations: Childhood and the Idea of
Interiority mentions that the focus on the innate-self takes an increasing attention by
individuals as a result of a change which takes place in the way that people
understand themselves in the Western societies during the last century. This change
is associated with Freud’s and Jung’s theories of the psychological consciousness
(4).
In this context, the archetypes are deeply inserted in the unconscious, so their
essence cannot be known directly. They can be represented indirectly in forms of
symbols that are derived from a store of original images perceived from supra-
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cultural settings and from the inherited possibilities of human imagination that exists
since the immemorial centuries. Archetypes are created essentially from myths, fairy
tales, and legends which repeat themselves in the whole world in similar forms and
symbols such as the Great mother, the old man, and the child. From this standpoint,
the child as a symbol is considered to emerge repeatedly in literature of different
cultures throughout the course of history.
The archetypal child as a symbol is important in psychoanalytical criticism
because it offers a possibility for the scientific understanding of texts in literature.
The Jungian archetypal child illustrates the fulfillment of desire and it also defines
the obstacles in literature. It becomes an essential feature of literary expression and
closely connected with literature. In literary realm of Jungian analysis, the archetypal
child has qualities such as immortality, wholeness, mediation, integration, and
abandonment. Alice Byrne’s work The Child: An Archetypal Symbol in Literature
for Children and Adults illustrates that “the attributes that Jung assigns to the childarchetype highlight salient features of the primordial symbol. The distinguishing
characters of Jung’s archetypal child include abandonment, wholeness, mutual
transformation of the protégé and mentor, as well as unity of time”(33). The
archetypal child is viewed as outgoing, imaginative, intuitive, extraverted, and loving
(47). To Jung, the archetypal child is “a mediator, bringer of healing who makes
whole” (essays 116). As a symbol of wholeness, the child has opposite qualities such
as innocence and wisdom, freedom and responsibility, as well as gentleness and
strength. Therefore, it represents a balance of attributes associated with childhood
and adulthood. It also represents a balance of the unconscious and the conscious.
Byrne says:
when Jung speaks of the archetype of the child, he doesn’t refer to
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the child in a physical sense, but in a symbolic mode. The youth of
the child-archetype suggests an opportunity for growth, while the
opposite quality of age refers a sense of sensibility. The attribute of
wholeness, that is integral to the archetypal child, includes both the
potential for new life and the structure that is needed to channel that
growth. In the paradox of the child- archetype such opposite forces are
not contradictory, but complementary.

(36)

It means that the child restores the individual to his/her original state of
wholeness through the process of individuation whereby the person will become
more connected with his/her inner life, grow in self reliance and behave more
independently.

The child as a literary symbol depicts a concern with both the

recollections of childhood and the expectations of adulthood. While the child
depends on the adult for support, the adult depends on the child for inspiration. The
power of the archetypal child in Songs of Innocence and of Experience is revealed
through the interaction between the child and the adult. The archetypal child makes a
connection between the concept of innocence and of experience, earthly and
heavenly, and conscious and unconscious. Consequently, the archetypal child
represents the unity of time because it represents the union of childhood and
adulthood that exist together in a well integrated individuality. Depicting the
harmony between the child and the adult, the individual reaches to state of
wholeness. Jung’s archetype of the child helps to comprehend the psychology of
personal development and this way provides a greater appreciation of childhood in
romantic poetry.
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2- WILLIAM BLAKE AND THE USE OF THE CHILD IMAGE IN SONGS
OF INNOCENCE AND OF EXPERIENCE.

2.1. The Poet and His Style

William Blake is an artist, an engraver, and a visionary who is considered to be
one of the earliest and the most unique poets of the English Romantics. Blake adopts
the superiority of imagination over rationalism, artificiality, moral law, and reason of
the eighteenth century. Blake believes that nothing has full significance for him
unless it appears in a particular form. Living with this idea, he uses the image of the
child and its opposite qualities to write his Songs of Innocence and of Experience
showing the two contrary states of human souls. He lives in extreme and he believes
that the imagination is the divine power. While the concrete world is available, the
poet takes his symbols from it and, then, he uses them to interpret the unseen. Bowra
says “Blake’s true home was in vision, in what he saw when he gave full liberty to
his creative imagination and transformed sense-data through it. For him, the
imagination uncovers the reality masked by visible things. The familiar world gives
hints which must be taken, pursued and developed” (13). Blake is a visionary poet
who believes that ordinary child is unsubstantial in itself and yet rich as a symbol of
greater realities. He says confidently, in two letters on Sight and Vision To The Dr.
John Trusler (Aug. 23,1799) “I see Everything I paint In This World, but Everybody
does not see alike.” (701).
Blake’s attention turns towards an ideal, spiritual world which is free from
convention and civilization. He wishes with all other authors who highlight the
faculty of imagination to build a world that is not obliged to convention and
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negativity of industrialization. Blake has keen eyes to the visible world and he can
see the hidden powers beyond visible things. For him, every living thing is a symbol
of permanent powers. Since he is a remarkable painter with a remarkable pictorial
habit of mind, he has the competence to describe these invisible powers in the
language of the visible, and he surely perceives them with his vision. What reveals
his power of his vision is his extraordinary sense of the spiritual energy that works in
the living things. For him, even the smallest event or living thing may lead to lesson
and meaning (Bowra 14). Alexander Gilchrist’s work The Life of William Blake,
argues that William Blake is the most spiritual artist and the most visionary poet who
devotes himself to art and poetry with equal commitment. The vision comes to the
poet at the age of four, and he shows a precocious talent for drawing. Suffering from
very little formal education, at the age of ten, he is sent to a drawing school in
Stratford. All knowledge of reading and writing is self-acquired in an era of
academies and schools (4). He is an engraver who makes his living in that trade all
his life. Unfortunately, this trade is not appreciated at his time as other popular art
forms. Consequently, he is almost unknown except for few personal friends. His
books of poetry are ignored by reviewers because they are privately published except
Poetical Sketches which is published by the Reverend Henry Mathew. In addition,
Blake struggles against a political conspiracy which may probably threatens him to
death. All these circumstances make him spend his life as a rebel against the
rationalism of the eighteenth century, its traditions, and its institutional Orthodoxies
in Europe, and particularly in English society. In fact, he rejects oriented Christianity
as a whole. He rejects, in particular, the formal restriction of the eighteenth century’s
poetry (Gilchrist 5). He denies all its norms, and creates his own standards for
writing his poetry. He says “I must Create a System or enslaved by another Man’s”
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(quoted in Abrams114). Writing in a lyrical visionary style, he develops a unique
process, and an individual view to see the world. Gilchrist claims that although his
gift is not appreciated, he makes his efforts to produce his unique prints. He uses
innovated techniques and homemade-looking styles. His innovated colour printing
method which devises a mode of relief that is etching in order to corporate texts and
images into what he calls “illuminated printing” (6).
As for Blake’s style, his poetry reflects two opposite states or worlds that are
experienced in extreme confliction. Blake’s poetry is full of powerful words as well
as powerful figures that are drawn beside their poems. These figures capture the eyes
of the reader for they are full of colours and expressive. Gilchrist argues that Blake’s
poems illustrate him as a poetic genius because they are almost always powerful, and
the figures are expressive, sublime, and they can be read visually as well as verbally.
He also argues that Blake’s poetry is efficient in conveying the visions that are
created by a clever man from heaven and from hell itself. His works show the beauty
of colors that capture, in the purest, sweetest melodies, the eyes, and they are always
expressing a sentiment ( 6). Each image is drawn beside its poem to form an integral
work. Northrop Frye, in his work Fearful Symmetry: a Study of William Blake,
states:
Blake’s theory of painting is that it is essential principle for art.
Art is the incorporation of the greatest possible imaginative effort
in the clearest and the most accurate form. Perception is the union
of subject and object, and creation is the completion of this union.
Unity and clarity are there for the same thing, and unity is the product
of integrated power. The bold imagination produces great art; the
timid imagination produces small one. ( 96)
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Ronald Carter mentions that Blake’s poetry is characterized by a tendency to
reflect the world in terms of opposites. The major opposition which is reflected in his
poetry is the opposition between the order of the eighteenth century and the sense of
liberation that is felt as the nineteenth century approaches (224).Blake makes
extensive use of symbolism in his poetry as innocence is symbolized by children.
Oppression and rationalism are symbolized by urban, industrial landscape is
symbolized by machine, that is to say, by those who are in authority (including
priests) and in social institutions. (225). This kind of contradiction manifests itself in
the most famous collection of Blake’s poetry Songs of Innocence published in 1789,
and republished in 1794 as Songs of Innocence and of Experience. There is no doubt
that when he republishes Songs of Innocence and of Experience he intends to make
his poems as good as he can in content and in appearance. Blake’s intention is to
make his readers understand what he says and to pay an intelligent attention to his
works, and this is very clear from the title-page, which describes the songs as
showing the contrary states of the human soul. While the first part sets out an
imaginative vision of the state of innocence, the second part shows how experience
challenges, corrupts, and destroys it. Putting his book in the form of opposites, Blake
is influenced, so powerfully, by the two main issues in his life. The first issue is that
he writes his Songs of Innocence at the same year when the French Revolution starts
in France. He and his contemporaries hope that this revolution may bring changes for
a better life to France and afterward to whole Europe, but he is deeply frustrated later
because the government responds with hostility to the Revolution. Blake and his
friend Thomas Pain are threatened to be put into jail. He is brought down with a
terrible shock from his visions of reformed humanity to a realization of the political
events. The second issue is that he lives with an idealistic point of view about
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freedom, love, and denial of self in life. Unfortunately, he is shocked by the reality of
his domestic life. As a young married man, he lives at Broad Street which is so close
to St. James’s parish church and its workhouse in London. He perceives the lives of
the poor and of the rich people who live in the same street. Stanley Gardner, in his
work Blake’s Innocence and Experience Retraced, writes that rich and prosperous
persons live near St. James’s Square opposite to St. James’s parish church. The rich
inhabit the west side of the street while the poor moldering people inhabit the other
side. Part of the poor area is used as an extension of the neighboring burial ground of
St. James’s church. Separating the two sides, the church assures the power of the rich
inhabitances of the west side and at the same time it governs the misery of those who
are moldering in the work houses, and at the end of the day they go to bed at the
burial ground of the church ( 5).Thus Blake composes his poems in two contrary
states. Blake’s poems reveal his individual perception of the world, and they also
depict his poetic style and ideas that are unique in his era.

2.2 The Use of the Child Image in Songs of Innocence and of Experience

Blake illustrates the contradictory states of human souls in his poems, but at the
same time he depicts more in his illustration than just showing the contrary states of
human life. Using his unique technique, he focuses on the child image to represent
the union of childhood and adulthood that exist together in a well-integrated
individuality in an ideal world.
In Songs of Innocence, there is a balance between the characteristics of
childhood and adulthood such as intuition of innocence and wisdom of experience.
The dominance of childhood experience in Songs of Innocence is depicted through
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the interaction of the child and the adult. In Songs of Experience, there is a separation
between the generations that is expressed in a gloomy tone. Neither the child nor the
adult is satisfied with the solitary existence without one another’s completing gifts.
Keith Sagar’s work, Innocence and Experience, illustrates that Blake seeks to
transform the energies which are generated by conflict into creative energies. He
makes these energies move towards mutual acceptance, reconciliation, and harmony.
He is prepared to take on this difficult task even in relation to the most polarized and
apparently most mutually exclusive contraries, to show that there is no chance to
choose between them ( 2). Byrne argues that while Songs of Innocence indicates the
increased quality of individual’s life presented by Jung’s archetype of the child
Songs of Experience portrays the diminished state of individual existence that results
from the repression of the archetype (14). A comparison of the poems in Songs of
Innocence and of Experience gives a closer insight into the power of the image of the
child.
In Songs of Innocence, Blake depicts the archetypal child as a source of
inspiration and imagination and this is very clear in the “Introduction” where the
piper is inspired by the image of the child on a cloud. Gardner states that Blake
draws the reader’s attention about what is to come at the “Introduction” of Songs of
Innocence. Blake presents the poet in a form of the simple piper who comes from
distance while he is singing a song of pleasure. Blake creates a pastoral image in
which the piper’s songs [poems] of pleasure are interrupted by a visionary
appearance of a child on a cloud (line 1-2). The child appears with the laugh and he
asks the piper for more songs (line 5). The child asks the piper not to keep the
pleasure songs for himself, but to share them with other people. Singing pleasure
songs for his audience; the piper also creates an imaginative world of cheer. It is the
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archetypal child with the laugh who inspires the piper to transform his songs of
pleasant glee into something more profound (Gardner 18). For Byrne, the archetypal
child as an angel supplies inspiration from the unconscious. Inspired by the image of
the child, the piper could communicate with his depressed unconscious and connect
between his conscious and unconscious (15).
In this scene, Blake reveals skillfully the power of the child for the
imaginative unconscious of the piper as well as the response of the piper, the
conscious, to the child. The collaboration between the child and the adult, the
unconscious and the conscious make the piper reach to a state of integration, between
the heavenly and the earthly. Through the process of integration the individual
becomes a whole. Gaining wholeness, the piper manages to write his own poetry.

And I made a rural pen,
And I stain’d the water clear,
And I wrote my happy songs
Every child may joy to hear.

(17-20)

Gardner states that the image of the child makes the solitude of the piper
vanish. He is inspired by the innocence of the creature that has the ability to make
him see beyond the ordinary nature. The image of the child enables him to see both
inside himself and inside his audience ( 19). Immediately after the child disappears,
the poet begins the actual composition of his poems by plucking “the hollow
reeds”(line 16) and by making “a rural pen”(line 17). This new capability of insight
transforms him from a simple piper into a true poet who no longer pipes for his own
enjoyment, but for the delight of his audience. The poem reveals that Blake designs it
in the form of happy songs, and he hopes that “every child may joy to hear”(line 20)
(20).
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As the pleasant lyrical aspect of poetry is shown in the role of the piper in
Songs of Innocence, the stern bard in Song of Experience reflects the serious
educational aspect of poetry. The lucidity and the vividness in voice of the piper are
replaced by stridency and seriousness in tone of the bard. The voice of the bard is
more mature, more polished, and more poetic than the piper who develops his songs
towards words by using a tool at his hand. The “Introduction” of the Songs of
Experience is a companion to the earlier poem in Songs of Innocence, but it depicts a
contradictory view about the nature of the poet and his relation to the world.

There is juxtaposition of the imaginative world of Songs of Innocence and the
real world of Songs of Experience. Blake’s poems of Songs of Innocence and of
Experience are very complicated symbolic texts where they present a contrast
between the world of nature and imaginative innocence of childhood and the world
of social control. In the “Introduction” of Songs of Experience, the image of the
archetypal child, the unconscious vanishes and it is replaced by reason, conscious
and serious voice “Hear the voice of the Bard/ who present, Past, &Future sees” (line
1-2). JR Joseph C. Sitterson claims that the poem does not include the voice of
invocation; it reflects a direct command to the readers to pay attention to the poet
who imagines himself as a bard. The bard now demands his readers to listen to him
as a confident prophet who can see the present, past and future and who therefore
transcends the readers’ ordinary experience of time, and theology. The prophet
creates the unfallen world, and he tries to place the fallen human beings in it by
instructing them to hear the holy words which the bard learns from the ancestors.
Hearing the holy words, the “lapsed soul”(line 6) may be capable to respond to the
prophet’s message, to control the fallen world, and to bring back the fallen light of
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vision (13). Sitterson also emphasizes that Blake imagines himself as a bard in order
to acquire a considerable capacity of prophetic vision. Ultimately, this prophetic
vision gives the bard a capability for imaginative redemption (16).
In the poems of Experience as in “Introduction” “London” and “The Sick
Rose”, Blake expresses his lifelong concern with the struggle of the soul to release its
natural energies from reason, law, and the institutionalized religion. He makes use of
mythological texts to create his own myths, centered on a great fight that happens in
the universe, and in human soul. Frye’s article “Blake’s Treatment of the Archetype”
depicts that Blake distinguishes the conflicting forces in symbolic figures, such as
Urizen who represents reason, Los who represents Christ, and Orc who represents
the spirit of rebellion in human’s soul (56).
In the “Introduction” of Experience, Blake presents himself as a prophet or a
bard who addresses the earth and its inhabitants to rise from the mode of materialism,
heaviness, and darkness, however; the earth is reluctant to him. He assures that
nights will finally be ceased to be replaced by the light of the sun And the morn/
Rises from the slumberous mass” (line 13-14).
Timothy Vines’s work An Analysis of William Blake’s Songs of Innocence and
of Experience as a Response to The Collapse of Values, argues that Blake, in Songs
of Experience, does not intend to damn humanity, nevertheless; his intention is to
create an imaginative world, a spiritual essence where the bard can guide individuals
towards paradise. He also calls the earth to walk towards unity with God in the
Garden of Eden. Earth, however; finds itself unable to restore divine unity alone as
starry nights try to prison it on “watery chaos”(line 19) (Vines 117).
In his poetry, Blake asserts that the earth and its creatures have divine essence
and purity, however, this purity has been corrupted and contaminated by industrial
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society. He criticizes the industrial society and its institutions and, at the same time,
he looks for redemption where the divine and the experience are capable to live
together in harmonious climate by the guidance of spiritual power embodied by the
bard. Bowra comments on this situation and says:
Blake knows one kind of existence is bright with joy and
harmony, but he sees its place taken by another which is dark
and sinister and dead. But Blake was not content simply to
complain or to criticize. He sought some ultimate synthesis
in which innocence might be wedded to experience, and
goodness to knowledge. That such a state is possible he
reveals in the first poem of Songs of Experience, where
he speaks with the voice of the bard and summons the fallen
soul of earth to some vast apocalypse. (46)
In the introductory poems, Blake presents his point of view about the nature of
poet who appears in two contrary roles. Neither one should be ignored in favor of the
other. The poet is a pleasant piper who plays at the request of his audience and he is
also a stern bard who instructs an entire nation to redemption because for Blake,
poetry should give delight and instruct at the same time.
In “The Shepherd” of Songs of Innocence, Blake establishes another task for
the poet that is the shepherd who is shown as a protective and caretaker “He shall
follow his sheep all the day /And his tongue shall be filled with praise” (line 3-4).
Stanly Gardner remarks that the shepherd’s protective image gives a luxuriant
density to the flock of sheep. This density makes the folk possess its own inner
strength under the eyes of the shepherd. Elements of caring and protecting make the
image of the shepherd rise to something that is more concrete or sensible than the
image of the piper in the “Introduction.” The tranquility of the flock beneath the
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liveliness of nature restates, in pastoral terms, the composure of images of child,
lamb, and nurse in the following poems of Innocence ( 20).
In Songs of Innocence and of Experience, Blake uses his imaginative
capability and his insight to draw the attention to the spiritual energy of the living
things in nature. “The Echoing Green” in Songs of Innocence enforces Blake’s
perspective of childhood’s innocence and purity. He depicts the image of children as
the symbol of innocence. “The Echoing Green” is a great imaginative creation of
Blake which is a lovely landscape that is graced with the sounds of playing of
children, birds and bells that are unchallenged by materialism:
The Sun does a rise,
And make happy the skies.
The merry bells ring
To welcome the Spring. (1-4)
Keith Sagar draws the attention to “The Echoing Green” in which Blake
presents the most beautiful imaginative picture of primitive nature where the arrival
of spring is welcomed by the sunny sky and ringing bells. There is a harmonious
atmosphere in the poem that reinterprets youth with freedom. In the poem, there is a
child who describes his cheerful games on a lush space that is called “The Echoing
Green” where the other children’s sounds echo over it. Here Blake wants to show
that the children are carefree and they are always busy in their games. They are
laughing and enjoying themselves in the echoing green (2). In this poem, there is the
theme of the pleasure of childhood and the theme of adulthood is also included
because there is an image of an old man. When the old man and his folks observe
children’s play, old people recall their nostalgia about the game that they play in their
childhood “When we all, girls and boys,/ In our youth-time were seen,” (18-19).
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In the poem, old people remember their childhood with sorrow but after a
while, they feel happy because of the echo of pleasure of children that prevails all
other feelings. Blake introduces the image of old people not only to show the
harmony of pleasure that is shared between the old and the young, but also to provide
a sense of security for these children by the existence of old people. The joy of the
children is protected by their “sisters, brothers”(line 6), and the old man. “The sun
does descend”(line 23) and “the darkening Green”(line 30) refer also to old age.
Wholeness is attained not only by harmonious unification between the
conscious and the unconscious of the individual but also by the support that the
individual gains from other individuals. As old people are influenced by children to
reach wholeness and happiness, children are also influenced by the old people for
their wholeness and joy. According to Jung, when the inexperienced child begins the
journey of life, s/he inevitably enters the community of the experienced adult. This
adult appears to be as an advisor when the inexperienced child needs help. Guiding
the inexperienced child into the world of adult, the advisor or the mentor serves as a
good friend and a parental figure. The mentor is usually a figure embodied in an old
man. The old man prepares the child for the next stage in the personal development
and helps the child to cultivate the undeveloped parts of her/ his personality (83). Not
only the adult needs the child for the recourse of the unconscious, but also the child
needs the adult as a model for growth. Jung also stresses the continuous process of
individuation that begins from the early years of the individual’s life. He argues that
the meeting of two possibilities is like the contact of two chemical substances: if
there is any reaction, both are transformed (84).
The phrases such as “sports have an end”(line 24), and “ready for rest” (line
28) sway the mode of the poem to a mixed sense of sorrow and joy. “The Echoing
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Green” is a poem which reflects Blake’s perspective about the harmony in primitive
nature, however, the ending of the poem refers to “darkening”(line 30) which surely
suggests something more ominous and permanent that is the world of experience in
Songs of Experience. “The Echoing Green” and “The Garden of Love” have the
same rhythm, and the same setting, but in the poem of Experience Blake presents a
contrary image. In “The Garden of Love” the green is still there, but there is also a
chapel in the middle of the garden “A Chapel was built in the midst,” (line 3). “And
the gates of this Chapel were shut,”(line 5).
Robert F. Gleckner’s work “Points of View and Context in Blake’s Songs”,
states that in this visionary poem, Blake attacks the Anglican Church. For Blake, the
landscape is very important because it is a source for his inspiration as well as a
symbolic image for innocence; however, the established chapel in the middle of this
landscape corrupts this source of inspiration. Though the poet spends all his life in
London, and he is familiar with its buldings, he speaks about something that he has
never seen before when he went to the garden. The poet describes the destruction of
nature caused by the establishment of the church. Symbolically, it is written over the
door of the chapel “thou shalt not”(line 6). The chapel stands at a place that is used to
be a place for joy and delight, but now it turns to a place of restrictions and
prohibitions. Now, the garden that is supposed to be filled with flowers, lovers, and
laughters of children, is filled with tombstones and graves where love is buried in
one of them. Blake repeats many times, in his poetry, his intense dislike of priests.
He intensely criticizes the way in which the church and priests stifle pleasure and
desire from individuals. Actually he criticizes any human being who attempts to bind
others in order to prevent them from reaching freedom and their chance to develop
their imagination ( Gleckner 97).In the poem, the poet speaks with a melancholic
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tone because of the destruction that affects the garden. As the poem proceeds, the
tone of melancholy becomes a tone of anger towards the church and its priests.
Blake’s criticism is not restricted towards the church, but it extends towards the
community and its institutes. Bowra claims “in the state of experience, jealousy,
cruelty, and hypocrisy forbid the natural play of the affections and turn joy into
misery”( 42).
Blake writes his songs not only to criticize the English society’s approach
towards the social and political problems, but also to depict the anxiety concerning
the crucial consequences of these contemporary problems. Blake and his
contemporaries hope to put an end to people’s suffering by shedding the light on
these problems throughout their works.
In Songs of Innocence and of Experience, Blake presents the innocent and the
pastoral world of childhood against an adult world of corruption and repression. The
collection as a whole investigates the values and limitations of two different
perspectives in the world. The Songs of Innocence dramatize the hopes and fears of
children and they also pull the attention towards the positive aspects of human
understanding before the corruption and distortion of experience. They also portray
the emotional power towards the Christian values. For example, in “The Little Black
Boy”, Blake depicts an ideal world of protection and faith in God and Christianity’s
values. A black child tells how he obtains his own identity through God. The boy,
who is born in “the southern wild” (line 1) of Africa, explains that though his skin is
black, his soul is as white as that of English child (line 3).
The little black boy narrates how his loving mother tells him that God who
lives in the east gives light to everybody in the world. “We are put on earth”(line 13),
his mother says, to learn to accept God’s love “That we may learn to bear the beams

39

of love,”(line 14). His mother tells him that his black skin “is but a cloud”(line 16)
that will be scattered when his soul meets God in heaven. The black boy conveys his
perspective to the white child that his white skin will also turn to a cloud. He
promises the white boy that when they are both free from their bodies they will enjoy
the presence and love of God. The poem focuses on spiritual and ideal love which
transcends race in reality.
I’ll shade him from the heat till he can bear
To learn in joy upon our father’s knee.
And then I’ll stand and stroke his silver hair,
And be like him, and he will then love me.

(25-28)

In the poem, the speaker is an African boy who accepts his own blackness as
his unique virtue, but he does not know its significance in the world of experience in
which the white has superiority over the black. The black boy’s statement that he is
“black as if bereave’d of light”(line 4) emphasizes the severity of the problem.
According to Mellor, in the poems of Innocence such as “The Little Black Boy”
“The Holy Thursday” and “The Chimney Sweeper”, children and spirits who are
united with God are represented as beings without clothes. This detail which cannot
be deduced from the poems reflects Blake’s response to decay in values and their
separation from the real world. The image of children in these poems reveals a
debate about Blake’s vision of innocence (Mellor2). This debate reveals that
innocence represented in these poems deals effectively with the social and political
problems. Blake conveys his point of view about the innocence as possible as he can
through the image of children. He knows that even children cannot escape the
psychological as well as physiological effects of these social evils because they live
in a society that is governed by a powerful authority which acts to enforce its
conventions on every individual (Mellor 3). Blake believes that children have the
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power, and the capability to overcome traditions and oppressions of materialistic
society through abandonement and transformation.
In this respect, the children of “The Chimney Sweeper” are characterized by
abandonement. According to Jung, the child as a symbol in psychology is
characterized by abandonment, transformation and invincibility. Abandonment is a
way of representing the process of separation from the origins in order to gain self
realization or individuation. This phenomenon is associated with child orphans who
lose their mothers at early age. Jung sees that “abandonement, exposure, danger, etc.
are all elaborations of the ‘child’s’ insignificant beginning and of its mysterious and
miraculous birth. This mythological statement describes a certain psychic experience
of creative nature, whose object is the emergence of a new and as yet unknown
content” (essays119). The unconscious psyche always tries to create a third thing of
irrational nature which the conscious mind neither expects nor understands. For the
conscious mind knows nothing beyond the concrete world. Consequently, it has no
knowledge of the thing that unites them. The character of the “child” comes from the
indication of a creative act or a third thing which has meaningful but unknown
content that surpasses the individual through integration between the conscious and
the unconscious, then, into a state of wholeness. So the archetypal child as a symbol
has a redemptive significance (essays120).
This can be achieved through the connection with nature and with the divine.
Though the child exists in the community s/he detaches from its capitalism and
falsified religion. In “The Chimney Sweeper”, children are separated from their
community and its bonds. According to Vines, in “The Chimney Sweeper” there is a
tone of sorrow in the voice of the child because of his mother’s death, but because he
has an unearthly quality which moves him far from the life of chimney sweeping, he
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can cast off the man-made bonds that bind him and other children. Thus through his
dream, his reunification with the eternal divine will be achieved (Vines 119).
Jonathan Robert’s work, William Blake’s Poetry, states that the tone in the
first part of the poem is very sad. The speaker and Tom Dacre are sold into the trade
of chimney sweep. The young speaker talks about Tom Dacre whose fair-haired
innocence is beautifully depicted because his hair “curl’d like a lamb’s back” (line 6)
Tom’s hair image symbolizes innocence and when adults shave the child’s head, it
seems that they are taking the innocence away from the child, but his friend
convinces him that his hair is shaved so it will not be spoiled by[soot] adult
experience any more( 54).
The second part of the poem, in Songs of Innocence, focuses on Tom’s dream
of thousands of sweepers who are locked up in “coffins of black” (line 12) and an
angel appears to set them all free from the oppressive conditions of chimney
sweeping. The boys then wash themselves from the soot of traditions. Blake conveys
a beautiful imagery in the fourth stanza by showing the boys playing and laughing in
a beautiful green garden. They live in an idealistic world isolated from the harshness
of the real world. “And the Angel told Tom if he’d be a good boy,/He’d have God for
his father & never want joy” (line 19-20) these two lines in the fifth stanza show the
true sadness of this poem. These lines depict that the children have something to look
forward to after life on earth. The anguish of these lines is that the children are
looking forward to death. In the poem, the image of children shows that they are
connected with the divine power more than the earthly power (Robert 55).
Then naked & white, all their bags left behind,
They rise upon clouds, and sport in the wind.
And the Angel told Tom, if he’d be a good boy,
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He’d have God for his father& never want joy.

And so Tom awoke; and we rose in the dark
And got with our bags & our brushes to work.
Tho’ the morning was cold. Tom was happy & warm;
So if all do their duty, they need not fear harm. (17-24)
The child is vulnerable but through his/her connection to the divine powers
s/he can obtain strength to act as a hero. The divine child is equipped with all powers
of natural and instinctive forces in the process of transformation. This power contains
in itself all the powers of upper world of the divine and of lower world of nature. “It
becomes a corpus glorificatum which enjoys everlasting incorruptibility and is
therefore a panacea (“bringer of healing!”)” (essays 124).
For Jung, the archetypal child manifests itself through images in dreams and
visions to work as a redemptive symbol, a bringer of healing, that is to say, Tom’s
dream leaves a positive impression on his conscious and on other children’s. The
dream creates an unreal world of an ideal reality since the ideal is impossible to be
achieved in the middle of the horror of the conventional adult society. Here, the
dream tends to be more sensible which makes a fulfillment for the unconscious level
of human psyche of oppressed wishes. The children awake and pick up their bags
and go to work with peaceful thoughts in their minds. The morning is cold, but the
children are warm as the dream stays in their minds. Fear does not exist in the minds
of the chimney sweepers any more.
Frye, in his article, “Blake’s Treatment of Archetypes” claims that the
archetypal child works on the energy that is taken from dreams and sets it free to act
in the world of experience. Then the archetype does not call the world of experience
real. It is real to him/her only as the material cause of his third created world, and the
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world of dreams is not unreal. That is to say, the archetypal child dictates the
desirable human shape in the third world which s/he assumes. The child, in his/her
state of innocence, has the capacity to assume coherence, simplicity and kindliness in
the world that adults have lost or do not know. This world is delivered and perceived
as a revolt against the suppressed world of experience (57).
Blake makes a profound effort to depict children’s life in his era by using his
extraordinary imagination and vision. The secret of this poem lies in the
extraordinary multiplicity of view points and tones of voice which the poet exposes
to the reader's mind. “The Chimney Sweeper” of Innocence is a beautiful written
poem that establishes the difference between life lived in innocence and life lived in
experience. In his article, “Making a Heaven of the Innocents’ Misery: William
Blake’s “Chimney Sweeper” poems”, Michael James McClard declares that in two
of his poems, Blake describes the deplorable treatment that working class children
receive during Britain’s largest period of intensive urbanization. He focuses on this
exploited group and he uses his poetic gift to represent their voices (11).In a dramatic
contrast, the two poems in Innocence as well as in Experience contain direct
quotations “weep, weep,”. In the two poems, Blake draws the attention to the exact
words that are spoken by the speakers. This device appears in the poems to
encapsulate the young speakers’ cry to advertise for their work as they walk through
the streets. Leading to the direct quote, the speakers are too young to be put on the
streets to work (13).
A little black thing among the snow
Crying ’weep! ’weep, in the notes of woe!
Where are thy father & mother? Say?
They are both gone up to the church to pray.
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because I was happy upon the heath,
And smil’d among the winter’s snow;
They clothed me in the clothes of death.
And taught me to sing the notes of woe. (1-8)
In “The Chimney Sweeper” of Experience, Blake employs basic colour
imagery to contrast the “little black thing”(line1) with the whiteness of the snow
which represents the purity of the childhood taken away from the child by sweep and
soot. The speaker talks with a tone of sadness and sorrow. Nujhat Afrin’s article,
“Discourse of Children in William Blake’s Chimney Sweeper” reveals that in Songs
of Experience the voice that now speaks is not that the voice of pure affection in
Song of Innocence. The voice is rather of sour and bitterness. Experience teases
children and at the same time, it hints to the closing darkness. The fearful thing about
experience is that it threatens and scatters the imaginative life and purity of
childhood and it puts, in its place, darkness, cold, and anxiety (29).
And because I am happy, & dance & sing,
They think they have done me no injury,
And are gone to praise God & his Priest &King,
Who make up a heaven of our misery.

(9-12)

In Experience, even the parents appear ignoring the suffering of their children.
They sell them for few pennies and leave them to work as chimney sweepers. In
Songs of Experience, the human heart becomes a “Pebble of The Book”. Love, in
Experience is turned into an insincere and selfish desire. The child of “Chimney
Sweeper” is abandoned in the snow while his parents go to the church to pray. If they
worship God, the source of good deeds, they will not ignore their child’s misery.
Unlike the children in Songs of Innocence, the children in Songs of Experience
cannot free themselves from their misery because their imaginative capability is
taken from them by the church “his Priest & King” (line 11) (Afrin 29).
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The speaker in “The Chimney Sweeper” is aware of his condition and he
knows that he will die soon. Blake, in his poetry, continuously condemns the
injustices of the British society, especially the rich and the powerful who exploit the
poor. The king enjoys his wealth, the priest enjoys his work, and God is responsible
for this as a creator. For Afrin, Blake knows that experience is bought on account of
the highest spiritual values. The Songs of Experience show how childlike innocence
is tested and proved feeble by actual events. How every noble desire may be debased
and perverted (29).
The child image is depicted strongly in Blake’s songs. In Songs of Innocence,
the poem “Nurse’s song” reflects the child image to be characterized by wholeness
and wisdom. In “Nurs’s Songs” of Innocence, children’s wisdom is depicted very
clearly. Children play on the green while the night is closing. The nurse calls the
children to enter the house, but they want to play more “No, no, let us play, for it is
yet day” (line 9) because for them the sun is still shining and birds are still singing
“Besides in the sky, the little birds fly/And the hills are all covered with sheep.”(line
11-12). The children respond more wisely than the nurse towards nature. The
children respond to the harmony of nature and the nurse also concedes to their
request in a positive way “Well, well, go & play till the light fade away” (line 13).
D. G. Gillham’s work William Blake, mentions that in Songs of Innocence,
the nurse does not force the children to act according to traditional norms. All living
creatures act harmoniously in primitive nature even the sun, in Innocence, goes
down, but only until the morning appears in the skies and the dews of the night is a
benefit which renews earth for the day to follow (36).
The nurse recognizes what is important to Blake that children in their
innocence and their uncorrupted vision can perceive things that adults with all their
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experience, cannot see. Blake says, in his Textual Notes, “Innocence dwells with
wisdom but never with ignorance” (838). For the nurse, the sun begins to go down
but children can see more clearly that the birds are still in the sky (Gillham37). Their
perception of wisdom makes them create an atmosphere of integration with nature
which makes the nurse influenced by this integration and she experiences the same
sense “My heart is at rest within my breast / And everything else is still” (line 3-4).
The fact that she accepts what they say makes her a good nurse in Blake’s eyes. She
is contrary to the nurse in Songs of Experience who hears the voice of children but
she is fearful and jealous that they enjoy their play. Hearing children play on the
green, the nurse’s response is “my face turns green and pale” (line 4). She takes her
duty with anxiety. She is self-assertive, and her suspicions create an atmosphere
which disturbs the simplicity of young children. The sound of laughter and joy in
songs of Innocence turns into whisperings in songs of Experience where the nurse
sees things obscure and unhealthy so that the sun which goes down in the fifth line
holds no promise for rising again (Gillham 37).
When the voices of children
And whisperings are in the dale,
The days of my youth rise fresh in my mind
My face turns green and pale.
Then come home my children, the sun is gone down
(1-5)
While the nurse of Innocence seems to be a loving nurse who talks from her
heart, the nurse of Experience looks self-centered and talks from her consciousness.
Blake depicts the same situation, but from different modes to underline the
importance of the concepts of love for imagination to unite with the natural world.
This concept is essential to the spiritual power that is from divine.
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In Songs of Innocence and of Experience, the divine power has an essential
significance. “The Divine Image” in Sons of Innocence, depicts the central belief of
Blake’s religious view about God’s good deeds. There is nothing to be afraid of
divinity because of God’s creations are all equal. The poem speaks of “Mercy, Pity,
Peace and Love”(line 1) as the concepts which bind human beings with divine
power, then, with God:
To Mercy, Pity, Peace, and Love,
All pray in their distress,
And to these virtues of delight
Return their thankfulness.

For Mercy, Pity, Peace, and Love,
Is God, our father dear:
And Mercy, Pity, Peace, and Love,
Is man, his child and care.

For Mercy has a human heart,
Pity, a human face,
And Love, the human from divine,
And Peace, the human dress. (1-12)
In the poem, Blake depicts that human soul in a beautiful virtuous image. God
creates the human soul “his child and care”(line8) and he gives the human soul all
the divine powers. Mellor argues that in “The Divine Image” every living thing is
holy and that heaven and earth are potentially one:
God is manifested in man and the natural, spontaneous acts
of man instinctively create a world of love and freedom in
which the seeming evils of climate, disease, and death are
rendered painless by the inner strength of faith. The
conviction that man has become divine thus guarantees for
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the man of innocence an intellectual and psychological
security, a spiritual condition of liberty, love, and peace. (1)
In Songs of Innocence, Blake puts his confidence in these moral virtues to
create the foundation of an imaginative organized and truly happy prosperity for
human world. Unfortunately, these virtues, in Songs of Experience, are corrupted by
false religion, oppression, and self-love. Consequently, there is no chance to use
imagination to build this happy prosperous world. In “A Divine Image” Blake
depicts the human soul in the ugliest image.
Cruelty has a Human Heart
And Jealousy a Human Face,
Terror, the Human From Divine,
And Secrecy, the Human Dress.

The Human Dress is forged Iron
The Human Form, a fiery Forge,
The Human Face, a Furnace seal’d,
The Human Heart, its hungry Gorge.

(1-8)

To Blake, imagination has a deep connection with the divine power and it
takes its energy from this power. He believes that the convention of adult society
deprives individuals from their imagination by making them isolated and imprisoned
in darkness. To Bowra:
the first and most fearful thing about experience is that it breaks
the free life of imagination and substitutes a dark, cold,
imprisoning fear, and the result is a deadly blow to the blithe
human spirit. The fear and the denial of life which come with
experience breed hypocrisy, and this earns some of Blake’s
hardest and harshest words. For him hypocrisy is as grave a sin
as cruelty because it rises from the same cause, from the refusal
to obey the creative spirit of imagination and from submission to
fear and envy ( 39).
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Blake marks the hypocrisy’s character in “A Divine Image” as well as in “The
Human Abstract.” In a bitter irony, Blake shows how love, pity, and mercy can be
distorted and used as a cover for an offence or mean motives. In “The Human
Abstract” Blake shows how glibly hypocrisy claims to preserve these virtues.
Pity would be no more
If we did not make somebody poor;
And Mercy no more could be,
If all were as happy as we;

(1-4)

In “The Human Abstract”, hypocrisy makes “fear bring peace”(line 5) and
“selfish loves increase”(line 6). Cruelty spreads “his baits with care”(line8) and
“Humility”(line 11) flourishes on the earth. All these ugly virtues “grow in the
Human Brain”(line 24). Northrop Frye, in his article “Blake’s Treatment of The
Archetype”, suggests that if vision of innocence is taken out of its eternal and infinite
context, it becomes a Paradise lost in the past or a hope which is to be attained in the
future. Ultimately, innocence’s vision will snatch out of human’s grasp because it is
so deep in human consciousness, but it is subjected so much to oppression,
distortion, and censorship. Blake hopes that innocence and experience will become
the same thing in an apocalyptic world where heaven is unfallen, and the creator and
its creatures are united (59).
Blake knows that innocence expressed in Songs of Innocence, is not enough
for him because he believes in innocence which gains knowledge through the ugly
lessons of experience. Bowra claims that innocence finds an expanding strength
through the creative soul. Beyond experience, Blake foresees this and he makes hints
that it will come eventually from the great power and the energy that are hidden in
human beings. These spiritual powers are necessary to make imagination work.
Blake sees that the creative activity of imagination is possible only through the
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release and the exercise of these tremendous spiritual powers (47). Blake chooses his
symbols for these powers in violent and destructive things as in his Proverbs of Hell
he declares that “The wrath of the lion is the wisdom of God” (line 24), or “The
roaring of the lions, the howling of wolves, the raging of the stormy sea, and the
destructive sword, are portions of eternity too great for the eye of man.”(line 27 plate
8) “The tygers of wrath are wiser than the horses of instruction”(line 44). Bowra says
that the wrath which Blake finds in these symbols of divine spirit will not tolerate
restrictions, but asserts itself against the established rules. These symbols as well as
the symbol of Christ are the means by which Blake wishes to unite innocence and
experience in some tremendous synthesis (Bowra 48). The innocence is represented
by “The Lamb” and experience is represented by “The Tyger”.
Little Lamb, who made thee?
Dost thou know who made thee?
Gave thee life, and bid thee feed,
By the stream and o’er the mead:
Gave thee clothing of delight,
Softest clothing, woolly, bright;
Gave thee such a tender voice,
Making all the vales rejoice!
Little Lamb who made thee?
Dost thou know who made thee?

(1-10)

Nicholas Marsh’s work William Blake: The Poems, draws the attention to that
Blake portrays the lamb as a peaceful creature, harmless animal, and it creates a
joyful climate. It makes everything happy around it. It is the most innocent of God’s
creatures. Lamb and childhood in the poem reflect the innocence of human soul (77).
As in most of Songs of Innocence poems, the rhythm of “The Lamb” is similar
to the nursery’s rhythm, and prayers’ rhythm. The poet makes use of iambic
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pentameter and repetition to reflect the lucidity of the innocence in his poem. But the
rhythm in “The Tyger”, is a little stronger. The poet makes use of alliteration and
assonance to give a stronger effect to the poem. “The Tyger” conveys an essential
vision about experience. For Bowra, the poem reveals Blake’s complete trust in
spiritual powers. The images of the spiritual powers that are repeated in his prophetic
books have a special strength and freedom. The tiger is Blake’s symbol for the fierce
forces in the soul which are needed to break the bonds of experience. The forests of
the night in which the tiger lurks are ignorance, and repression. The tiger is fashioned
with unknown, supernatural spirits like Blake’s mythical heroes such as Orc in his
work, The Chained Boy, and giant Los who represents human imagination. Those
mythical heroes, who have spiritual powers, are capable of beating the world with
their hammers and this happens when the stars throw down their spears in some
enormous cosmic crisis. The images of the poem are so compelling and there is an
immediate overwhelming impression of a power that lurks in the darkness (48). The
poem opens with a striking visual image of the tiger, and the atmosphere reveals the
senses of fear and suspicion by the use of words as “burning”, “night”, and “forest”
where mankind finds himself alone and lost.
TygerTyger! Burning bright
In the forests of the night,
What immortal hand or eye
Could frame thy fearful symmetry?

In what distant deeps or skies
Burnet the fire of thine eyes?
On what wings dare he aspire?
What the hand dare seize the fire?
And what shoulder, & what art,
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Could twist the sinews of the heart?
And when thy heart began to beat,
What dread hand? & what dread feet?

(1-12)

The poet, in “The Tyger”, wanders about this mixture of beauty and danger.
The creature owns beautiful eyes and symmetry. It also owns a powerful heart which
gives the power to hands and feet to kill.
What the hammer? What the chain?
In what furnace was thy brain?
What the anvil? What dread grasp
Dare its deadly terrors clasp?

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

Tyger! Tyger! burning bright
In the forests of the night,
What immortal hand or eye
Dare frame thy fearful symmetry?

(13-24)

For Bowra, Blake sets his poem about the tiger with its question which denotes
that this beautiful as well as frightening strong creature must be created by a stronger
spiritual eternal power which creates the lamb. The lamb and the tiger are the
symbols for two different states of human soul. When the lamb is destroyed by
experience, the tiger is needed to restore the world (49).
The poems are concerned with an earlier stage in the struggle and they treat it
through a purely poetical viewpoint. Blake gives his essence of his imaginative
thought about this crisis in himself and in all human beings. The theme of childhood
is represented by Blake with the idea that the child is chiefly an aspect of every
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human personality. As a source of imagination, it plays an important role in the
psyche of human integration and wholeness. From the image of the child as a
symbol, Blake finds a source of inspiration and he uses this source to give his poetry
clarity and brightness of vision. His style of writing is considered to reveal the
individual experience to morality and theology of his time. Like Wordsworth,
Coleridge, Byron and other Romantic poets, Blake believes in the importance of the
childhood as a source for the adult’s imagination and integration. The childhood is
used as a means to penetrate to the invisible world. With the image of the child’s aid,
the poet obtains the power of imagination and the vision to see the truth in himself
and to reach the state of wholeness.

3. WILLIAM WORDSWORTH AND THE USE OF THE CHILD IMAGE IN HIS
POETRY

3.1. The Poet and His Style

William Wordsworth was born in 1770, in Cockermouth, in West Cumberland,
just on the northern fringe of the English Lake District. When his mother died, the
eight-year boy was sent to school at Hawkshead, near Esthwaite Lake, in the heart of
that sparsely populated region where he and Coleridge were, later, to transform to
poetic stars of England. He spent his childhood’s days and “half the night” as
described in the first two books of the Prelude, sporting, rambling, enjoying the
natural sights and sounds, and knowing shepherds and solitary wanderers who
moved through his imagination into his later poetry. After graduation from
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Cambridge, he went to France to master the language and to be qualified as a
travelling guide. During his stay in France in1790s, he became a fervent supporter of
the French Revolution which seemed to him and many other authors to bring
restoration to the society. Meanwhile, he involved in a love affair with Annette
Vallon, with whom he had a daughter, Caroline. His later journey to France to meet
Caroline was considered to have inspired the great sonnet It is a Beauteous Evening.
At the beginning of his career, Wordsworth was in connection with the
foremost radical intellectuals of his day, and he forms a profound friendship with
them such as Coleridge who is learned in Latin and Italian, as well as English
Literature. In 1798, the two poets compose Lyrical Ballads, with a Few Other Poems
which are considered to represent a turning point in English poetry. The volume was
innovative and it marked the initiation of the Romantic Era. This volume opens with
Coleridge’s Ancient Mariner and other three poems. The volume also includes
Wordsworth’s lyrics which celebrate the experience of nature, and a number of verse
anecdotes drawn from the lives of the rural poor. According to Wordsworth’s ideas
from the Preface to the volume “poetry is the spontaneous overflow of powerful
emotions” (303). One of the core principles that Wordsworth sets out in his volume
is “to choose incidents and situations from common life” and “they should be written
in language really used by men” (304).In the volume, Wordsworth emphasizes
feeling and imagination which they prevail over rhetoric, restriction of standards, and
formality. He and his contemporaries change the course of English Poetry by
replacing the complicated classical forms of Pope and Dryden by a new romantic
sensibility. William Hazlitt writes in his famous essay My First Acquaintance with
Poets on hearing some lines from the volume at Coleridge’s cottage that “There is a
chaunt in the recitation both of Coleridge and Wordsworth which acts as a spell upon
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the hearer, and disarms the judgment”… “the sense of new style and new spirit in
poetry came over me” and “ it had to me something of the effect that arises from the
turning over the fresh soil or of the first welcome breath of spring” (248).
On the death of Southey in 1843, Wordsworth rises to become a Poet Laureate
who makes an influential arbiter of taste in rural scenery, and to be opposite of railborn industry and urbanism. For J. R. Watson, Wordsworth has an extra ordinary
ability to foresee the current problems of the age. The transition of society from an
agricultural society to a mass society that tends to put restrictions on individuals’
freedom makes him devote himself and his poetry to fight these restrictions. His use
of poetry as a device to express his belief in individual happiness in a good society
makes him a central poet of the modern tradition. His preoccupations are those which
lie at the heart of human nature and human feelings in the industrial society (167).
His power of perception originates from his extraordinary power of awareness.
Carlos Baker’s “Sensation and Vision in Wordsworth”, argues about the poet’s
genius. He says “to trace the action of his unique incommunicable faculty, that
strange mystical sense of a life in natural things, and of man’s life as a part of nature,
drawing strength and color and character from local influences, from the wells and
streams, and from natural sights and sounds. That is the virtue, the active principle in
Wordsworth’s poetry” (99). He distinguishes true elevation of style from the
restricted methods employed by eighteenth-century poets, and he denies the frozen
artifice of perception and expression (99). His sensation leads him to break through
the conventions of the Age of Reason for writing poetry and to create his own style
which is characterized by clarity, vividness, freshness, and striking imagery. He is a
proponent of “low” and “common” and he emphasizes them for poetry. He believes

56

that through the remarriage of poetry to things, the knowledge is gained because it is
not merely an abstraction and rules but a way of life empirically learned (102).
M. H. Abrams, in The Mirror and the Lamp, describes Wordsworth as the first
great romantic poet who makes feelings central in the process of writing poetry. He
makes a transition from the eighteenth-century view of restricted feelings and
passions to the view of free feelings and emotion in perception. He believes that the
human mind is creative, and that the nature of man always and everywhere is the
same. Wordsworth depends on the assumption that “human nature, in its passion and
sensibilities no less than its reason, is everywhere fundamentally the same; and it
educes the consequence that the shared opinions and feelings of mankind constitute
the most reliable norm of aesthetic, as of other values. Through the faculty of sense,
the mind creates its own perception and knowledge”(104).
Wordsworth’s poems are regarded to initiate the Romantic Period by
emphasizing feelings, instincts, and pleasure above formality and mannerism. In
addition, many of his poems are involved with the lost glory of the past as in his
sonnet London 1802, and the lost dreams of childhood as in Tintern Abbey, Ode:
Intimations of Immortality. These two poems deal with the subject of childhood as an
important aspect for inspiration, as well as the subject of childhood’s connection to
nature. Wordsworth’s images and metaphors are associated with natural scenery as in
the sonnet It is a Beauteous Evening, Calm and Free, in which the evening is
described as being “quiet as a nun”, and it reminds of the poet’s rustic childhood
with its cottage, hedgerows, orchards, and other places where mankind comes
together easily with nature.
Wordsworth is regarded as the poet to institute the archetypal image of the
child into the spirit of the Romantic Age. For him, the child is “father of the man”,
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and like Jung, he deals with the child in a highly symbolic way which investigates
the great mysteries of life, and, by the use of the power of imagination, he moves
from the literal to the symbolic, from the conscious to the unconscious. Jung’s
concept of pre-conscious and post conscious is reflected in several of Wordsworth’s
poems such as Ode: Intimations of Immortality from Recollections of Early
childhood which is based on “the Platonic myth of the child’s immortal nature”
(Byrne 45) and The Prelude which glorifies the immortal powers of the child. The
theme of immortality of the child reveals a special significance in Wordsworth’s
poetry that treats the death of child with a sign of continuous presence as in We are
Seven, and Three Years She Grew in Sun and Flower.

3.2. The Use of the Child Image in Wordsworth’s Ode: Intimation of Immortality
from Recollections of Early Childhood

Wordsworth’s Ode: Intimation of Immortality from Recollections of Early
Childhood is by many critics regarded a great lyric in English language. It consists of
203 lines of irregular verse in 11 stanzas of unequal length, which were composed
between the years 1803 and 1806, while the poet was living in Town End, Grasmere,
and was published in 1807. As his other works, it is a poem about the eternity and
destiny of the human spirit. The poem depicts the poet’s philosophy and belief in
instinctive knowledge, and in the power of nature to sustain and console the spirit of
man. Wordsworth used the last lines of “My Heart Leaps up” as epigraph for the
Ode: Intimation of Immortality from Recollections of Early Childhood. In both of
them, the dominant theme is the legacy left by the child to the man. “My Heart Leaps
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Up” or “The Rainbow” which is written a day before the Ode, provides him with a
motto to continue writing on the same issue.
The Child is Father of the Man;
And I could wish my days to be
Bound each to each by piety.
These lines are Wordsworth’s statements about the influence of childhood
memories of nature in the adult’s mind.
Ann Wierda Roland’s work, Romanticism and Childhood, argues that
childhood operates along with imagination and nature within romantic discourse as a
third autonomous power immune to any external pressure. Wordsworth believes in
the mind of the child as a “sanctuary or bank vault of valuable but socially
endangered psychological powers: idealism, holism, vision, animism, faith, and
isolated self-sufficiency.” (25) , and this is the process of creating the ideal child as a
version of the ideal self. In this act of self-fashioning, the figure of the child is
particularly appealing to the romantic authors because of its claim to natural state and
its capacity to evoke an interior, remembered existence. Adults see children and
childhood through the memories of their own childhood that represents the ideal self
and through the figure of the child an act of privileging the life of feeling and
memory constitutes the self (26). Thus childhood is a crucial period that shapes the
character of the adult and for this reason “The Child is Father of the Man:” (line 1).
The figure of the father is omitted from Wordsworthian formula because the ideal
child is the ideal man rather than the father. The child keeps a collection of qualities
from heavenly or divine powers which are still invested in the outer world. These are
the “recollections of early childhood” which are to Wordsworth “intimation of
immortality”. The concept of immortality suggests a cyclical form of reality, that is
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to say, naturally a child grows into adulthood and symbolically an adult develops
into childhood.
The word Ode is derived from a Greek word which means to sing.
Wordsworth addresses Plato’s belief in the immortal soul that exists before and after
death and he replaces it with his own convention that children have a divine power
that adults no longer possess. Wordsworth differs from Plato in that the ancient
Greek philosopher believes that when the soul begins its earthy journey all
knowledge and eternal powers are lost while Wordsworth believes that the new born
child in the world with a vision of its celestial origins that gradually “fade into the
light of common day”(line 76) can be obtained again. That is to say the child’s
memories can be obtained again by the adult through his/ her own childhood’s
experience. In The Mirror and the Lamp, M.H. Abrams explains Wordsworth’s Ode
as:
employing with dazzling success the familiar optical metaphors
of light and of radiant objects-lamps and stars. His problem is
one of a loss of “celestial light” and “glory” from meadow, grove
and stream. The solution inheres in the figure (not uncommon,
as we know, in Neoplatonic theologians) of the soul as “our life’s
star,” “trailing clouds of glory” at its rising, but gradually, in the
westward course of life, “fading into the light of common day”
though leaving behind recollections which “Are yet the fountain
-light of all our day”. (67)
It is hard to fully decipher the poem unless the reader perceives it as a whole. It
is based upon the poet’s line of thought and emotion. The poem is about gaining
knowledge and growing of the mind. Lionel Trilling, in his work The Liberal
Imagination, describes the poem as it is chiefly about growing of human mind. It is
initially a poem about visions and then, inevitably, about knowledge. It is concerned
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with ways of seeing and then with ways of knowing. Ultimately, with Wordsworth,
Knowledge implies liberty and power (133).
Both formally and in the history of its composition, the poem consists of two
main parts. The first part is composed of four stanzas, states an optical phenomenon
and ask question about it, “Whither is fled the visionary gleam?/ where is it now, the
glory and the dream?” (line 56-57). The second part which consists of seven stanzas,
answers the questions in the first part and it is divided into two parts in which the
first part is despairing and the second part is hopeful. Although the first part has one
direction that leads to these questions it has three modes before the climax of
questions is reached:
There was a time when meadow, grove, and stream,
The earth, and every common sight,
To me did seem
Appareled in celestial light,
The glory and the freshness of a dream.
It is not now as it hath been of yore;Turn wheresoe’er I may,
By night or day,
The thing which I have seen I now can see no more.

(1-9)

The first stanza reveals a mode of yearning that there was a time when all
nature seemed dreamlike to him and clothed in “celestial light” (line 4) and that time
is the past. Trilling thinks that the celestial light and visionary capacity mean
something different from ordinary, earthly, scientific light and vision which children
have been noted to obtain. It is the light that shines even in the darkness (133).
The second stanza goes on this mode. Speaking of the ordinary, physical kind
of vision; “The Rainbow comes and goes”(line 10), the moon looks around the sky
with delight, “Waters on a starry night/ Are beautiful and fair;” (line 14-15). The
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poet still feels at pain because he senses that he cannot see or sense the real beauty of
the objects any more. He can deal with the delight of the moon when there are no
competing stars in the sky. He speaks of the sunshine as “a glorious birth” (line 16),
but he knows that “That there hath past a way a glory from the earth” (line 18).
In the third stanza, the poem begins to express the poet’s grief. While he is
listening to “birds thus sing a joyous song” (line 19), and the lambs leaping and
playing, he realizes the change in himself and the loss of his vision. A thought of
grief comes to him, but this grief is not for long duration because “A Timely
utterance gave that thought relief,/ And I again am strong:” (line 23-24). This implies
that the poet has sufficient time to allow for the development and change of mode
(Trilling 134). For Wordsworth, the loss of visionary gleam and the dream are
compensated for him later. He is convinced that by hearing “Thou Child of Joy” (line
34) “Shout round me, let me hear thy shouts, thou happy/ Shepherd-boy!”(line 3536), he can recall the memory of his childhood which offers him a relief and brings
with it nearly a kind of regain to the lost innocence and the power of imagination of
the past and, then, “ I have heard the call” (line 37), “I see”(line 38), and “My head
hath its coronal.” (line 40) because the child who is descended from heaven, is fresh
and provides all natural objects with the light that never exists on the sea or the land.
Hearing the child’s call, the poet restores his power of vision, but at the same time he
wonders what has happened to his “visionary gleam?/Where is it now, the glory and
the dream?” (line 56-57) because for Wordsworth, they are the sources of his poetic
power.
The second part of the poem begins with the fifth stanza and this part is divided
into two large sections, each of them gives an answer to the questions with which the
first part ends. According to the speaker, in the first section the vision is gone,
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whereas in the second section it reappears, but it is transmuted from heavenly quality
to earthly quality and from this contradiction, comes much of the power of the poem
(Trilling 135).
The answer of the first question which exists between stanza 5 and 8, tells
where the visionary gleam goes. In the fifth stanza, the speaker states that human life
is simply forgetting that human beings live in a purer glorious realm “From God,
who is our home :”(line 65) before they enter the earth. The speaker is convinced that
“Heaven lies about us in our infancy!” (line 66). Children still maintain some
memory of that place, which causes adults’ experience of the earth to be observed
with its magic, but as the infant passes through youth into adulthood, that magic
disappears. In the sixth stanza, the poet says that “Earth fills her lap with pleasures of
her own;/ Yearning she hath in her own natural kind,” (line 77-78) and this unique
pleasure causes the adult to “Forget the glories he hath known” (line 83). Trilling
writes on this part of the poem:
The first of the two answers (stanzas V-VIII) tells us where the
visionary gleam has gone by telling us where it came from. It is
a remnant of a pre-existence in which we enjoyed a way of seeing
and knowing now almost wholly gone from us. We come into the
world, not with minds that are merely tabula erase, but with a kind
of attendant light, the vestige of an existence otherwise obliterated
from our memories. In infancy and childhood the recollection is
relatively strong, but it fades as we move forward into earthly life.
(142)
In the seventh and eighth stanzas, the speaker describes the life and the
capability of the child as he/she is the ‘best Philosopher’ (line110), “thou Eye among
the blind,” (line 111), and “Mighty Prophet!” (line 114) of a lost truth on which life
lays upon the weight of custom, and who can read the riddles of universe.
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Unfortunately, this mighty prophet of the immortal soul “Full soon thy Soul shall
have her earthly fright, / And custom lie upon thee with a weight, / Heavy as frost,
and deep almost as life!” (line126-128). Trilling says that “Nothing could be more
poignantly sad than the conclusion of this part with the heavy sonority of its last line
as Wordsworth addresses the child in whom the glory still lives” (143).
The answer of the second question comes directly after the answer of the first
question, in the ninth stanza, which is; “That nature yet remembers/ What was so
fugitive” (line 131-132). The second section of the second part of the Ode depicts
what has happened to the visionary gleam. Trilling comments on the visionary gleam
“it is not wholly fled, for it is remembered. This possession of childhood passes to
the child’s hair, the adult; for the mind is one and continuous” (Trilling 143). The
adult does not entirely and forever lose the light and the memory; s/he has the
transcendent moments of revelation when the spirit dives into the depth of the true
reality, and as a compensation for the loss of the early glory, the adult comes to a
deeper insight into the meaning of nature through childhood’s experience.
Linda M. Austen in her essay “Children of Childhood: Nostalgia of
Romanticism and Legacy,” comments on the childhood of Ode as “Viewed
retrospectively, childhood becomes the period in which everyone’s genius seems to
have glimmered. Almost certainly it is only genius or unlimited possibility
discovered in hind sight; nonetheless, the childhood of the Ode is every man’s and
woman’s memory of endless potential and emotional spontaneity” (83). It does not
much matter what kind of childhood’s memories or experience “Be they what they
may” (line 150) because they become “the fountain light of all our day, / Are yet a
master light of all our seeing;” (line 152-153) ( 84). Wordsworth’s glory is different
from Coleridge’s glory who in his Dejection: An Ode describes glory as the
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childhood’s joy. Wordsworth believes that childhood’s memory is the guiding
heritage and his gratitude is not for “Delight and liberty” or even “hope” (line 136138), but for “those obstinate questionings/ of sense and outward things/ Fallings
from us, vanishings; / Blank misgiving of a creature/ moving about in worlds not
realized” (line 141-145). Wordsworth believes that light and glory exist in a world
which is not yet made real, for he uses the word “realized”, and that world can be
heavenly world where spirits live in eternity. On his note on the poem Wordsworth
writes to Isabella Fenwick that “I was often unable to think of external things as
having external existence, and I communed with all that I saw as something not apart
from, but inherent in, my own immaterial nature. Many times while going to school
have I grasped at a wall or tree to recall myself from this abyss of idealism to the
reality”( quoted in Abrams 336). This naturalistic way in which Wordsworth talks of
his experience of childhood denotes that he believes in the notion of pre- existence,
with which the experience is connected as an evidence of immortality.
For Trilling, in addition to the experience of childhood, the poet is also grateful
for “those first affections, /Those shadowy recollections,” (line 148-149) that refer to
a later stage in the child’s development which like the earlier stage, leaves effects on
the development of the mind. These recollections become “the fountain light of all
our day/Are yet a master light of all our seeing.”(line 151-152). Supported by these
recollections, “Our Souls have sight of the immortal sea” (line 163) (144).
In the tenth stanza, the speaker states that although he has lost some part of the
glory, he will take consolation in the ‘Strength in what remains behind; / In the
primal sympathy’ (line 180-181) of memory which keeps adult united with the
universe and from being depressed and exiled. Trilling says “to have once had the
visionary gleam of the perfect union of the self and universe is essential to and
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definitive of our human nature, and it is in that sense connected with the making of
poetry”(149). There is a tone of sorrow in this stanza as the speaker says “In the
soothing thoughts that spring /Out of human suffering; / in the faith that looks
through death,” (183-185). It is the inevitable sorrow of giving up an old habit of
vision for a new one. In shifting the attention from nature to human beings to the
field of business, morality, and politics, Wordsworth fulfils his own perception of the
three stages of the adult. He calls this shift in his attention the development of “the
philosophical mind” ( line 186) (Trilling152). Becoming older, he gains a new
power for if sensitivity and responsiveness of youth are the poetic powers, then, the
“philosophic mind” increases the power to comprehend life on earth and to know that
this life is like a race as soon as it ends, another life begins in another place.
The clouds that gather round the setting sun
Do take a sober colouring from an eye
That hath kept watch o’er man’s mortality;
Another race hath been, and other palms are won.
Thanks to the human heart by which we live,
Thanks to its tenderness, its joys, and fears,
To me the meanest flower that blows can give
Thoughts that do often lie too deep for tears.

(196-203)

In the final stanza, the lyrical I says that this philosophical mind, which is
derived from the conscious of mortality, and from the child’s feeling of immortality,
enables the speaker to feel the beauty in nature again, but from another aspect
because another relation grows up beside his experience of childhood’s memory that
is his experience with his fellows in the moral world of difficulty and pain. The
speaker gives up an old habit of vision only to obtain a new one. This new vision
makes even the smallest flower blooming in the field raise in him “thoughts that do
often lie too deep for tears” (line 2003).

66

The Ode: Intimations of immortality from Recollections of Early Childhood
depicts Wordsworth’s belief that life on earth is a shadow of an earlier, purer,
heavenly existence, recalled in childhood and then forgotten in the process of
growing up. Ultimately, the adult submits to the change, but at the same time, s/he
turns back with passionate nostalgia to the childhood that s/he is leaving. The process
of growth involves the two contradictory doctrines of childhood’s immortality and
adulthood’s mortality aided by virtue of memory of childhood. The process of
growth is the adult’s acceptance to progress towards death which means that
spiritually, the adult develops into childhood (Trilling 149).
In this respect, the cycle of human development in the Ode represents the
circular journey of the archetypal child which reflects Jung’s idea of the archetypal
child that the child symbolizes the pre-conscious and post-conscious nature of human
beings. The pre-conscious state is the unconscious state of early childhood; the postconscious state which is the state of maturity represents the concept of life after
death. In this idea, the all-embracing nature of psychic wholeness is expressed (
Jung134). There is unity in time- past, present, and future in the concept of archetype
of the child. For this reason, the child is considered immortal who expresses the
spiritual intellectual wholeness of human being. Wordsworth’s vision of the child is
that of a symbol, or an archetype that presupposes the psychic completeness of the
adult, a cyclical temporal movement from birth to the anticipation of a new life after
death.
In “The Unity of Wordsworth’s Immortality Ode”, C. E. Pulos claims “In
the final stanza, Wordsworth combines the experience described in the first half of
the Immortality Ode with the observations and speculations making up the second
half, achieving thereby a greater degree of self- knowledge.” Emerging from the
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child’s memory [unconscious] connected to her/his thoughts [the conscious], s/he
perceives the “master light” (line 152) becomes the “soothing thoughts”(line 183)
“the fountains light” (line 151) ) becomes “the faith that looks through death.”(line
185) A balance can be achieved to compensate for any deficiency occurred during
mental crisis (187). Jung’s mythical child helps to facilitate poet’s recovery through
manifestation of his imagination, and the image of child also works to promote this
recovery for the psychic of the poet.
The structure of the Ode is regarded unique for it is written in a lilting,
songlike cadence with frequent shifts in rhyme scheme. In addition, instead of
gradually examining a single idea from start to finish, the Ode jumps from idea to
idea, but always comes from closer to the central scene, yet, it often makes surprising
moves as in the eighth stanza where the poet begins to address the “Mighty Prophet”
(line 114) only to reveal through his address that the mighty prophet is a six-year old
boy.
Wordsworth’s linguistic strategies are considered exceptionally sophisticated
and complex in his poem, since its use of metaphor and image changes from the
register of lost childhood to the register of the philosophic mind. When the poet is
grieving, the poem presents joyous, pastoral nature images which in many cases
personified. When the poet achieves the philosophic mind and his complete
realization of memory and imagination, he begins to use much more subtle
description of nature, rather than joyful natural objects from the earlier parts in the
poem. Jolene Howard writes:
Wordsworth’s language frequently presupposes an eternal quid
instinctual to our very nature in phrases such as “ nature yet
remembers first affections” “high instinct” “primal sympathy”
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“man’s unconquerable mind” or “eternity of thought” and
“everlasting motion”. His language is not simply a device, but
a means of healing for himself and for humanity. For Wordsworth,
expression through language is a form of self-analysis much like the
psychoanalysis Jung practised with his patients. (11)
Though Wordsworth’s strong connection with nature, in the Ode, he expresses
his grief for losing his sensation to perceive the beauty and joy of that nature. He
believes that his unity with nature is lost because of his loss of divine power that
exists in child’s memory at birth. This divine power which includes feeling,
sensation, and intuition enforces the poet’s imagination to write his poetry.
Regaining this divine power, the poet can obtain a reflection to nature that enables
him to see the brooks “fret” (line 192) down their channels, just as the child’s mother
“fretted” (line 88) him/ her with kisses or see the child’s playing with some
fragments whether “from festival or from funeral” (line 93-94) earlier in the poem.
The result illustrates how, in the process of imaginative creativity that is possible to
the adult mind, the unity can be finally achieved between human beings and natural
things.

3.3. The Use of the Child Image in Wordsworth’s The Prelude.

The Prelude manifests the poet’s attempt to comprehend himself and the
universe in a personal experience. It depicts the growth of the poet’s own
consciousness, and its subtitle which is Growth of a Poet’s Mind, An
Autobiographical Poem, confirms this idea by which Wordsworth is proved to
initiate modern poetry. Jonathan Wordsworth, in his essay “William Wordsworth,
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The Prelude” says that “ he has taken for his theme the human mind, a subject truly
modern, without earlier parallel” (191).
Concentrating on the development of the poet’s mind, and the complexity of
his own personality, the poem depicts the principles concerning the formation of
personality of the individual in the society that later takes a great attention of modern
critics and psychologists. Jolene Howard states that certain images and notions
transcend time and place in reading the poetry of William Wordsworth. The Prelude
becomes evident that he anticipates some of the key ideas later formulated by the
modern psychologists, including Jung, for psychoanalytical purposes. “Exploring the
psychological concepts of Carl Jung in the poetry of William Wordsworth creates a
more complete understanding of The Prelude, promotes a deeper self-awareness, and
generates a universal connection to nature and humankind” (9).
Although The Prelude was not published until 1850, after Wordsworth’s death
at the age of eighty, it was written between 1798 and 1805 to represent the first major
version of a longer work that Wordsworth refused to publish because he wanted to
continue editing it throughout most of his life. It is regarded as a continuous fragment
of The Recluse, that Wordsworth began to write in 1798, and of The Excursion which
was written between 1797 and 1814 that is concerned with man and nature. In Book I
and Book II of this epic poem, he chronicles what seems to be an idyllic childhood
that is spent in care of nature after his mother’s death. These Books depict
Wordsworth’s freedom to explore countryside with unrestricted passion. For the
child, there are no differences between a bird and a shepherd who all interact with
harmony towards the child’s joy in nature. Linda M. Austen recognizes that
Wordsworthian child resembles Wordsworth’s peasants before external conditions
desolate them or age turns their simplicity into clownishness. In the poem, the child
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is depicted to have a marvelous motion and imagination form the eternity that are
enhanced by primitive nature.
Wisdom and spirit of the universe!
Thou soul that art the eternity of thought,
That giv’st to forms and imagines a breath
And everlasting motion-not in vain,
By day or star-light, thus from my first dawn
Of childhood didest thou intertwine for me
The passions that build up our human soul,
Not with the mean and vulgar works of man,
But with high objects, with enduring things-With life and nature-- purifying thus
The elements of feeling and thought, (I 401-411)
In addition to the support, the pastoral portrait of nature also works as a
foundation for the child’s perception in formulating the human mind and personality
(85). Wordsworth chooses to create the image of child not only to represent the lost
potentials or unconsciousness, but also to retain some of the lost powers that help to
constitute the self (87). His mythological pursuit of the child who can capture the
essence of both his/her past self and his/her present self, is rendered in the following
lines from Book II:
Ah! Is there One who ever has been young
Nor needs a warning voice to tame the pride
Of intellect, and virtue’s self-esteem?
One is there, though the wisest and the best
Of all mankind, who covets not at times
Union that cannot be; who would not give,
If so he might, to duty and to truth
The eagerness of infantine desire?
A tranquillizing spirit presses now
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On my corporeal frame, so wide appears
The vacancy between me and those days,
Which yet have such self-presence in my mind,
(II 19-30)
To Howard, “the child becomes nearly god-like as “some other Being”(line
33) providing a sense of freedom from the chains of adulthood” (12).
The valuable lessons learned in childhood becomes ‘doomed to
sleep/ Until mature seasons called them forth/ To impregnate and
to elevate the mind’ (I 594-596) and to offer hope for the future
when “I might fetch/ Invigorating thought from former years;/
Might fix the wavering balance of my mind,/ And haply meet
reproaches too”(I 621- 624). In this respect, Wordsworth’s self
analysis encourages both his unconscious and his sleeping
memories to bubble up into his conscious mind, which in turn
helps to create a balanced mind at peace with the present. (12)
In Book III, Wordsworth attempts to find redemption by exploring the
connection between the collective inherent points of the archetypal child and the
memories of childhood in strength of Nature that every person obtains.
It lies far hidden from the reach of words,
Points have we, all of us, with in our Souls,
Where all stand single: this I feel, and make
Breathings for incommunicable powers.
But is not each a memory to himself?
And, therefore, now that we must quit this theme,
I am not heartless, for there’s not a man
That lives who hath not known his god-like hours.
And feels not what an empire we inherit,
As natural Beings, in the strength of Nature.
(III 187-196)
The next books successively show his residence at Cambridge, a Summer
Vacation, the return to Cambridge and his Alpine tour, his residence in London, his
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stay in France and his experience of the French Revolution, the disillusionment and
the final restoration. These books confirm The Prelude as a personal work that
reveals the growth of the poet’s mind. Thus he selects his thoughts which are “indeed
the representatives of all our past feelings” (Preface 301) as materials for mental
growth. He avoids what he has no need to use to stress on self-expression. For
example, when he expressed his attitude towards the French Revolution and the ruins
of the Bastille, in Book IX, he did not mention his relationship with Annett Vallon
because he thinks that this relationship will affect his political attitude and the unity
of the poem. Thus, the poem is depicted by Wordsworth’s egocentricity to make the
poet’s development seem to be a representative for individuals’ mental development
in general. The lyrical I of the poem addresses all human kinds and reveals much of
what signifies the human’s mind: thoughts and knowledge. Jonathan Wordsworth
says that with childhood memories, the poet obtains the ability to go on for exploring
the human mind, approaching a productive experience and finally coming upon what
is the great theme of The Prelude in all its stages and versions that is education (194).
In the poem, the growth of the poet’s mind passes through three main stages:
the first stage is childhood in which the external world is included. The child is
secured in his/ her mother’s arms which correspond with the Platonic pre-existence
in the Ode, where the child perceives everything with sensation and unity with nature
before depression and exile.
Blest the infant Babe,
(For with my best conjecture I would trace
Our Being’s earthly progress), blest the Babe,
Nursed in his Mother’s arms, who sinks to sleep,
Rocked on his Mother’s breast; who with his soul
Drinks in the feeling of his Mother’s eye!
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For him, in one dear presence, there exists
A virtue which irradiate and exalts
Objects through widest intercourse of sense.
(II 233-243)
For Trilling “the child does not perceive things merely as objects; s/he first
sees them, because maternal love is a condition of her/his perception, as objects-andjudgments, as valued objects. He does not learn about a flower, but about the pretty
flower, the flower that-I-want-and-that-mother-will-get-for-me; he does not learn
about the bird and a broken wing but about the poor-bird-whose-wing-was-broken”
(147). Trilling draws the attention to “Both The Prelude passage and the Ode
distinguish a state of exile from a state of security and comfort, of at-homeness; there
is (as the Prelude passage puts it) a “filial bond (II line 243)or (as in stanza X of the
Ode) a “primal sympathy” (line 181) which keeps man from being an “No outcast he,
bewildered and depressed:”(II line 241). The Ode makes heavenly pre-existence the
source; The Prelude finds the source in maternal affection” (148).
The second stage in the development of human mind is youth when the wonder
and intense sensation of childhood begin to develop into something bigger because
the sensational experience transcends into ideas. Sensation of the unconscious
provides the awareness of the conscious, that is to say, the unconscious perception
incorporates with conscious perception to form the mind. In this stage the boundaries
between the inner world and outer world begin to be blurred. The sense of “Bodily
eye” (II 349) “feeds the spirit” (II 357) to form “An auxiliar light/ Came from my
mind, which on the setting sun/Bestowed new splendor” (II 358-370) when “My
seventeenth year was come/And whether from this habit rooted now/So deeply in my
mind, or from excess/In the great social principle of life/ Coercing all things into
sympathy” (II 386- 390). In the second stage, the intuition still has a great influence
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on the individual perception embodied in vital impressions of “spots of time” (II 208)
which are considered key moments in the poet’s imagination. These spots of time
which resemble the visionary gleam in the Ode, are the natural devoutness that
connects the individual’s days to each other, the child to the youth and the youth to
the maturity. These spots of time which Wordsworth uses to describe himself in
boyhood as a hunter of woodcocks, a plunderer of birds’ nests, a rider of horses, and
a sailor of a stolen boat, form the unity and the greatness of The Prelude.
Accompanied with these spots of time, he talks about the youth and the discharged
solider, the dream of the Arab-Quixote, the memory of Winander boy, the blind
beggar, the night in Paris, Robesbierre’s death, and Snowden. They become “The
spirit of the past/ For future restoration” (XII 285-286). Ralph Alan McCanse regards
Wordsworth’s spots of time as:
moments of keen awareness of life, “scattered everywhere, taking
their data from our first childhood”(XII 225). But they are distinctly
valid in maturity: “The days gone by return upon me”(XII 277)
declares Wordsworth in The Prelude. In our minds are “remember
able things”, that are stored away cortically, physical, in what the
poet calls “the hiding places of man’s power” …These are “visitings
of imaginative power”(XII 203) recalled from the past, by them “our
minds are nourished and invisibly repaired”; they arise from:
“those passages of life that give/ Profoundest knowledge to what
point, and how,/ The mind is lord and master-outward sense”.
(XII 220-222) (203)
The mind is lord and master leads to the final stage in the development of the
poet’s mind that is maturity which represents a process that leads from perception of
childhood to feeling and from feeling to thoughts, and then, creates a unification of
all these faculties with nature and God because nature is the living spirit of God.
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McCanse claims that “The Prelude is a consistent exposition of normal mind growth
from sensation through physical paths which carry associated and associating ideasideas which later, as the mind matures, become the more “pure” (remote from the
peripheral) thoughts to which Wordsworth frequently refers.” (207).
In this respect, the poem depicts the synthesis of the whole individual and, at
the same time, engages what Jung refers to as the four functions of thinking, feeling,
sensing, and intuiting. Jung’s four functions help the synthesis of the psychology of
the individual. Howard mentions:
on Jung’s view, thinking supplies the rational reflection
needed the make reasonable conclusions-as “…a Power/
That is the visible quality and shape/ And image of right
reason” (XIII 20-22). Feeling furnishes hope and regret,
which in turn enables discriminating value judgmentsfaculties by Wordsworth’s “spontaneous overflow of
powerful feelings”(Preface 302). Sensation provides the
awareness of conscious sensory perception- “Those hallowed
and pure motions of the sense” (I 551). And intuition
provides the needed perception of unconscious
contents and connections-or what Wordsworth terms
the mind’s “native instincts” (III 99). (12)
Consequently, balance and wholeness can be achieved when Jung’s four
functions work in an integral way. These functions enable the individual to set in
motion the active imagination which is considered to be the supreme faculty of the
mind, for self-reflection. Recognizing the value of the individual’s imagination, Jung
presents the idea of active imagination which he believes to be a means of
psychological recovery. In his book, Encountering Jung on Active Imagination, John
Chodrow believes that Jung does not only describe the stages of active imagination
but he also links them with dreams and transference relationship (4). This
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transference in function fosters the development of self-reflection which works as a
healing power and recovery for the psyche of the individual. Thus imagination works
as the offspring of creative works and ideas (5). Active imagination makes forgotten
childhood memories of the collective unconscious work in harmony with the
conscious mind. Consequently imagination takes an active role in mental repair and
nourishment (95).
The self-reflection and self-recovery are achieved through restoration of
imagination in Book XII and Book XIII of The Prelude after impairment confined in
Book X and Book XI where the poet describes his mental crisis in rational society
after the decline of the French Revolution.
This was the crisis of that strong disease,
This the soul’s last and lowest ebb; drooped
Deeming our blessed reason of least use
Where wanted most: “the lordly attributes
Of will and choice,” I bitterly exclaimed
“What are they but a mockery of a Being
Who hath in no concerns of his a test
Of good and evil; knows not to fear
Or hope for what to covet or to shun;
And who, if those could be discerned, would yet
Be little profited, would see, and ask
Where is the obligation to enforce?

(306-317)

Yu-san Yu claims that the progression of the poem is paradoxically a forward
movement written mainly on retrospection and contemplation that are based on
“spots of time” mentioned previously in the poem. Thus Wordsworth’s redemption is
achieved by returning to his former self, a resumption of his communion with nature
and what this communion leads to love of man. He uses his visionary experience to
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define and conclude his restoration of imagination after the crisis (126). Yu says that
“The restoration of the imagination, therefore, is truly a restoration in every sense of
the word; it is not only a recovery from mental crisis, but also, paradoxically, a
returning of the poet to his former self—that is, the self before the crisis” (127).
Wordsworth glorifies the faculty of imagination in a very vivid way in the poem.
One function, above all, of such a mind
Had Nature shadowed there, by putting forth,
'Mid circumstances awful and sublime,
That mutual domination which she loves
To exert upon the face of outward things,
So moulded, joined, abstracted, so endowed
With interchangeable supremacy,
That men, least sensitive, see, hear, perceive,
And cannot choose but feel. The power, which
(XIIII 78-86)
Wordsworth is convinced that nature has the power to restore any destruction
that is caused by human beings and through his connection to primitive nature he
regains his power of imagination for his soul recovery. He declares that imagination
is the glorious faculty of human mind and with its aid the individual manages to deal
with the whole universe.
Acknowledge when thus moved, which Nature thus
To bodily sense exhibits, is the express
Resemblance of that glorious faculty
That higher minds bear with them as their own.
This is the very spirit in which they deal
With the whole compass of the universe:
They from their native selves can send abroad
Kindred mutations; for themselves create
A like existence; and, whene'er it dawns
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Created for them, catch it, or are caught
By its inevitable mastery,
Like angels stopped upon the wing by sound
Of harmony from Heaven's remotest spheres.(XIIII 87-99)
For Wordsworth, through his contemplation in nature his spots of time mingle
with the images from heaven to from his imagination. His capability to connect with
his inner power and at the same time with the external nature, serves to inspire and
enhance his visionary power. He remembers how “ in those moments such a holy
calm/Would overspread my soul, that bodily eyes/Were utterly forgotten, and what I
saw/ Appeared like something in myself, a dream,/ a prospect in the mind”(II 349353).
Working with spots of time and innate capabilities in external nature for selfrecovery, Wordsworth’s imagination is influenced by the doctrine of associationism
which is a psychological theory developed by the empiricist David Hartley (17051757). Wordsworth makes a hint to the doctrine of associationism when he mentions
the aim of his poetry in Preface to Lyrical Ballads that “the manner in which we
associate ideas in a state of excitement.”(295). Wordsworth’s experience is the
overflow of powerful feelings and ideas associated with childhood events in nature.
Howard says that “Associationism began as a theory that all consciousness is
associated with sense experiences that combine in the mind, eventually producing
memories and imagination”(15).
Wordsworth always tries to connect ideas and feelings with memories and
imagination throughout The Prelude in which he makes tremendous efforts to show
that the individual’s soul and all other souls in nature have the same origin, and
imagination connects human being and nature to God. His approach of teaching
throughout his poetry provides a view on all aspects of the human beings concerning
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origin, spirit, birth, feeling, thought, mind, and life.

He does not mention the

spiritual in favor of the visible, feelings in favor of rational thoughts, or intuition in
favor of scientific knowledge; on the contrary, he writes a work that includes all
these aspects hoping that his experience will enlighten and inspire human beings in
the future.

4. CONCLUSION

Within the framework of the analysis of William Blake’s Songs of Innocence
and of Experience and William Wordsworth’s Ode: Intimation of Immortality from
Recollections of Early Childhood and The Prelude, it is noted that as the two major
romantic poets who make a great contribution to the Romantic Movement, they
regard the image of child as source of inspiration centered on the archetype of child
that symbolically expresses intuition, imagination, instinct, and the unconscious
which are necessary to achieve self-reflection and integration or wholeness of
personality of human beings. In this respect, the two poets see childhood as an
important stage in the process of formation and consolidation of the individual’s
personality. Bearing the poets’ purpose in mind, this study aims to discuss and
analyse the poetry of the two poets in terms of the use of the image of childhood, its
textual and thematic representation.
The complex textual representation of childhood reveals its thematic concern
which forms a literary phenomenon in the Romantic Period. In this period, authors
depict a strong willingness to explore the external aspects as well as the innate
aspects of childhood. Wordsworth and Blake agree on the intensity of childhood as a
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possible state of the human soul, spiritual nourishment and self-reflection through
imagination. Although the two poets engagement with childhood differs from each
other, they depict the child in their poetry as obtaining eternal and divine qualities
that are later corrupted or vanished by external forces. In their poetry, the child is
revealed as an innocent, pure creature, closely connected to nature and virtue.
Although Blake and Wordsworth emphasize childhood as an important stage for
individual growth, they are aware of the fact that the childhood period is a period of
free play and joy, and it is just a stage in the individual’s life. So in their poetry; they
always reflect a nostalgic feeling or yearning for this period.
Blake’s poems show that the child seems to be ordinary, passive and victim of
the society. The child attempts to reassert some measure of power through a dream,
but still naïve and helpless. While in his/ her utopian world [dream], Blake’s child
lacks the power to manage the social norms as the sweepers of “The Chimney
Sweepers” or the black boy in “The Little Black Boy” Wordsworth’s child obtains a
compensatory creative power that makes him/her capable of coping the gloomy
seriousness of adult’s world as in the Ode where “thou Child of Joy/ Shout round me,
let me hear they shouts, though happy/ Shepherd-boy” (34-36).
Considering the relationship between nature and childhood, Wordsworth
identifies universe and nature with the spirit of God who is a generous spirit, and
there is no division between God, nature, and human being, Blake considers nature
everywhere fallen. It falls with man: the fall of man and the creation of the physical
world are the same events in his poems. Blake includes negative external elements
and reveals the child in a struggle with these elements as the chimney sweeper to
draw the attention to the society’s abuse of children in different ways. He shows how
the society spoils the purity, innocence and imagination of children and how it fails
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to fulfill their physical and emotional needs. The innocence of childhood juxtaposes
the corruption of society’s institutions such as the king and the church.
Unlike Blake, Wordsworth presents the child fit the world as in Ode he says:
“fit his tongue/ To dialogues of business, love, or strife” (97-98). For Wordsworth,
the child and nature are equal so the child can communicate with other objects in the
world because the world succeeds to fulfill its commitments towards the child.
Believing in the necessity of nature to the child [individual mind], Wordsworth
presents the joy of the child accompanied by the joy of nature in his poetry. The
harmony that child lives, in nature, makes him/her bear the burden of “custom lie
upon thee with a weight/ Heavy as frost, and deep almost as life!”(127-128).
Furthermore, the two poets do not only reflect the actual image and qualities of
childhood, but they also go beyond the physical representation by penetrating the
realm of the unconscious of the human mind where the child as an archetype is a
necessary element to explore the self, or to reach the unconscious of the mind. The
archetypal child of Jung is a symbol for explaining many things in the adult’s mind
and it is regarded as an essential experience for growth and development that the
individual can find by tracing the beginning of his/her personal history.
Like other romantic poets, Black succeeds in creating in his poetry the
complex image of childhood’s experience, and he believes in the importance of this
experience, but unlike Wordsworth who depicts a strong philosophical concern with
the experience of childhood in terms of the psychological development of human
mind, Black reveals another aspect of the psychological experience of childhood and
he does not focus on the psychological development of the individual mind. He
seems to have an interest in the internal negative forces against which the mind needs
to struggle in a quest to purify its vision. Blake’s poems reveal an extremity in his

82

emotional intensity focusing on the conflict between innocence and experience, or
between the conscious and the unconscious. His songs depict his complex attitude
towards terror, and corruption of adult’s experience towards childhood’s innocence
where the unconscious struggles to fulfill its desire for existence in the zone of the
conscious. For example, children in Songs of Innocence live through a vision that
makes them feel pleasure and free in spite of the attempt of rational adulthood to
frustrate them. In Blake’s poetry, there is a separation between rational adulthood
[conscious] sphere and innocent childhood [unconscious] sphere. In “The Chimney
Sweeper”, although children work in a very hard and cold weather, they feel worm
and delight “Tho’ the morning was cold, Tom was happy &warm” (line 23).
Unlike Blake, for Wordsworth, the two spheres are combined together as
equally important experiences of the individual mind, that is to say, the childhood’s
experience works as a psychological foundation for adulthood’s experience, yet the
adult cannot fully re-enter the psychological experience of childhood. Wordsworth
believes that the soul’s imprisonment in the sphere of the conscious is an inevitable
result of continuing existence, but, at the same time, the soul keeps a glitter from the
visionary power of childhood’s experience. He is convinced that at one moment the
child has its visionary power or eye; the next moment, or next year, this has gone to
be replaced by another power that can be hoped to articulate with the previous power
to produce emotion that actually exists in the mind. Here, the unconscious and the
conscious work together to form the individual mind and both of them support the
mind to get its power of imagination in motion. In both Ode and The Prelude,
Wordsworth expresses his grief for the loss of the visionary gleam or power of
imagination of childhood, but he later expresses his hope to regain it through
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consolidation between the present faculty of reason and spots of time or recollections
of intuition that can only occur in calm weather.
Blake and Wordsworth perceive the child as an essentially idealized, nostalgic,
and sentimental figure characterized by innocence, intuition, primitivism, and
imagination, the qualities associated with the Romantic Movement. Hence the poets’
concern with the theme of childhood emerges from their concern with their poetry.
They believe that they can perceive vision and imagination through a restoration of
childhood’s experience and feelings. Thus, the theme and the image of childhood
emerge as one of the most vital aspects of the Romantic poetry. This aspect survives
to become also an important theme in the Victorian novel and in the Modern
literature.
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