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Abstract’
\“ A . ) BN .
Images of the child form an important pattern of C oL

imagery in Dylan Thomas s poetry. As Thomas develops as an = *

artist, his depictlons of childhood becomé less«self—
regarding and more objective. Thls thesis examines various
‘evolving perspectives of the child in the context of the
romantic literar;,traditionu which extends from Blake and

" R . Y
Wordsworth to Yeatd-gnd Auden.

s

~The Introductlon outlines the obJect;ves of the
\thes1s, and gives the rOmantic background to Themas's

02&

child, fOCU51ng on descriptlve examples of the four
dominant romantic views of the ch11d: highly sentient
being, mon;rch living at the centre of his forld, a quasl?_

d1v1ne creature, -and innocent victim. : _ -

Chapter I reveals that in The Notebooks, the child

limagery, although often complex, tends to be self-obsessed.
-In the early works, the womb is a central env1ronment,\and
the:affirmation of faith in the creative 'self is an

] ’ " .

important goal.

Chapter'II points out how inthe Collected Poems the

fetus enclosed by the womb is superseded by the
1mag1nat1ve ch11d s exploratlon of the external Morld
Adapting romantic models for hlS own purposes, Thomas makes
his portrayals of chlldhood_more intricate, obJectlve, and ,
.believable. But although the significance of self

diminishes, the poet's faith expands. Thomas's last poems

<

v
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INTRODUCTION .

h)

@
Keats oﬁép held that a poet "has no identity -- he is

continuailyg. ... £illing some other Bod;'—- The Sun, the

Moon, the Sea aﬂdlﬁen and Women."1 Dylan Thomas asks, "Am

1 {::\father, too, and the adc;nding boy,/ The boy of woman

and the wanton starer . . . ?" The Welsh poet chose often

to fill the‘child's\bggy. His child became legion; the

poetry offers a hosf - f fetching portraits of children,
drawn from the prenatal.period to prepubescence.

A e ‘
Frequently, Dylan‘Thomaszresents the child as a victim --

of time, of sin, and/or of violence. Je -also explores the

. child's experience of death, sexuality|, and aggression.

More positively, Thomas depicts the chY{ld as a quasi—divine

creature, a vital monarch living at the| centre of Fhé

world, a possessor of heightened sentie and a kinetic

being. As well as portraying theée views of the chilf?“ghe
poet expresses the significance of the child's real and
imagined environments, such aé the womb, the island, the
garden,- and the park. In these spheres of childhood,

parents and guardians are often important figures. Also,
. ' A\
fascinated by children. Thomas investigates their behavior,

including their aggreésive acts and displays, mischief, .

questioning, role-playing, and "naming." Thus, he
kY

considers and communicates the child's imaéinatigg -- ‘even

+

its attraction to colour, movement, and metamorphosis. In

fact, the author complicateé_ﬁis image of the imaginative

| ' 3
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child until the child ii, at times, not. just a figure of ’
the romantic poet, but an émblem of the artifact, the poen,
This thesis will delineate some ;f the kaleidoscopic
patterns of Thomas's child. And, in order to trace the .
evolving variations of these patterns, hy'thesis will |

examine the poems in a more or less chronological order --

from The Notebooks to the Collected Poems. Generally, as

the poet matures, ch$ child is depicted with greater
objectivity as an active creature. A basic dual vision,
’encompassing the .ironic adult's meditative point of view as

well as the impulsive child's perspective, emerges about

mideoint in Thomas's career, becoming“more cleverly
integrated in later poems. Uhlike‘thé énclésed embryos of
the earlier poems, the ascending children of the latér
works‘interact intensely with the external environment --.
the world withodt the womb -- becoming enhanced expres;dons
of thglboet's faith, his commitment to art and life.

To understand the implications of the child imagery,
however, we must examine the influence ofbthe'romantic
literary tradition. Peter Coveney informs us:

With Blake's The Chimney Sweeper and )
Wordsworth's Ode on Intimations of Immortality
from recollections of Early Childhood, we are
confronted with something essentially new, the
phenomenon of major poets expressing something
they considered of great signifjcance through the
image of the child. . . . Within the course of a -
few decades the child emerges from comparative
unimportance to become the focus of an o= s
unprecendented literary interest, and, in time,
the central figure of an increasingly significant’
proportion of our literature.3




»
% . ) A “

The literary historian adds that "It seems 1n%fcapab1e tifmt
the appearance of the modern literary child was closely

related to the revolution in sensibility which we call the
4

'romantic revival.'" A continuation of this romantig
revival, Thomas's work was deeplf infiuenced by the ..
romantic tradition that extends from Blake and Wordswaqrth
" to De la Mare, Auden, and beyond. Other critics have

declared Thomas a neoromantic and nbted the impact of

1

nineteenth cehtury‘writings on qufte‘a number of his

x

individual works; but, apparently, a sizeable study of
specific patterns of Thomas's, child imagery -- in the

context of the romantic tradition -- has not yet been

L]
-~

published. Thus, a major aim of this thesis is to indicate
how many of the'characteristics of Thohas's child were
promoted or intimated by earlier romantic authors. And,
occasionally, as a corollary to its explorat{on.of roman;ic
influences on Thomas, this thesis will consider the effect

of-nursery rhymes and fairy tales, which were collected a:i\;J////

circulated widely during the nineteenth century, the age of
6 ,
romanticism. To a great extent, the concerns and views of

. P » ,
romanticism characterize Thomas's multivalent child.

~ .

Before Eeginning to discuss Dylan Thomas's poetry, I
strongly-delineated nom@ztlc perspectives of the child.
Basically, the romantics ‘present the child as a highly
' sentient being, a vital monarch figure living at the centre

of the world, a quasi-divine creature, and/or, in contrast,



o Hra

an innoceng victim. ‘ o >

Extraordinary sentience and a related remarkable
“r \ R , h
- intuition are important traits of the romantic child. Of

«+

the prominent romantic$, perhaps Rousseau is most
. . '
restrained, declaring Th the "Preface" to Emile that =
"Childhood has ways of seeing,xthinking. and feeling
7 :

peculiar to itsedf." For Thoreau.‘"thé senses of children
. 8 ¥ . ' '
.eare unprofaned." A later romantic, Yeats, praises an
- * . :
ancestral garden because there "Childhood" is free tg¢

-

realize its capability to experience "a de
9 i
senseé." Thoreau idealizes the ¢

for every’ }

. I3 /
bilities even

fuxther when he declares:

v .
I suspect that the child plucks its figgsfzzzber "
with an insight into its beauty and significance

which the subsequent botanist never retains.l10

! Ané1ﬁlake insists, "Innocence.dwells with Wisdom, but never

: 11
\\ with Ignorance." According to the romantics, ‘the child's

perception remains holistic until analysis is learped.
Wordsworth goes so far as to refer to the preschéoler‘gs an
"Eye amoné the Blind."12 Once schgoled in analytical \
.thouéht, "We murder to dissect" ("The Tables Turned," 28).
The poet believes, h?wever, that the Glissful condition of.
childhood is not forever lost to a sensitive grtist because
a remnant of heightened sentience remains with the |
impressianable adult. Very aware of this Belief, Harold

Bloom argues persuasively that,}for Wordsworth, 1if ﬁfhe

apocalyptic power of hope" is jo'enduré, if the poet is to



§ ' o
Y

regain the joy of the childhood state, "a synaesthetlc :

‘blend of seelng hearlng must returnm, as once it existed for
13 E o }
the young child." ~ Hope persists because of the intensity

of the innocent vision. = Coleridge writes, "I saw in early
youth as 1n a drean, ‘the bqui.of the planets, and my . eyes
beheld as one [31c] what the understandlng afterwards
divided }ntop[many].

,This'heightened sentience is obserued by artists
other‘than'iiterary romantics. ’Yehudi Menuhin, a
twentleth century 1nterpreter of that most transcendental
,oﬁ arts -- music --.and a former Chlld prodlgy, comments'b

"Nature-is still full of mystery. we see but we
don't see . . . . To be creative, we need to ]
regain a Chlld s way of seeing --‘'with eyes that
are not blasé, not blinkered by habit, not
bllnded by concepts, notlons, interpretations. 15

A narrow intellect'prevents creat1v1ty. Menuhln s
statement leads us qu1te naturally into the next view.of

the child -- as 1nnocent and unself- consc1ous klng. And

(G

such pure sentlence certalnly makes a spec1a1 relatlonshlp
¥w1th the environment for the child.

Intlmateiyrtbnnected with the world by his senses, the

romantlc ch11d becomes a kind of monarch 11v1ng exuberantly:
at thew?éntre of hlS world. Wordsworth proclalms that "Our_

‘chlldhood e 31ts ‘upont a throne/ That hath more power
16 -
than alI‘the elements. .Whitman~pronounces that Earth

)

YVevolved for his enJoyment.

¢
- -

o Before I was born out of my mother generatlons
. © guided me,
My embryo has’ never been torpld nothlngchuld

?g‘ B DA
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Fof it the nebula cohered to an orb,
Thevlong slow strata piled to rest it on,

| . .
|

A%l forces have been steadily employ'd to complete
,and. dellght me,17  °

Adm1r1ng the activities of his three year- old son,

'Colerlnge exclainms, "he moves, he lives, he finds impulses

_ffrom ﬂithin & without -- he is the darlTEE of the Sun and
i .. .18 . ,
of the b:eez‘é!" In Shelley's Prometheus Unbound, a child-
S 19
iSIQhQ Spifit of the Earth, a d1v1ne king figure. This .

]

view,df the child, however, may be most poignant‘in ngke's
"Laughing Song" where the entire landscape reverberates
with laughter-initiated by‘children:

"When the green woods.laugh with the voice of joy-

And the dimpling stream runs 1augh1ng by, "~ :
When the air does laugh with our merry wit ‘ /
And the green h111 laughs with the noise of it. /ﬂ

/

Accordlng to Northrop Frye, Blake believes that "the ctyid

is born c1v1llzed " fhat is, the ch11d "assumes the wqud
7he is born 1nto has a human shagg and meaning and W?S
probably made for his beneflt; In a way, these/
 romantics—gained insight into ; beli®f that’cognihiye
psycholoalsts verified decades later Jean Piaget |
established that "before the age of eight, the majerity of\
chlldren belleve that the sun and the stars follow them'
‘the SWISS psychologlst 1dent1f1ed thlS bellef as
warticipation of action and purgpose." 21 Such i helief

.‘characterizes what Sylvia Anthony calls the child's

"solipsist position"; "things exist only to the extent that
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, - 22 | .,
they are percelved by the perceiver. Indeed these

commentaries of psychologlsts and critics are 1earned but

the "solipsist position” is best expressed by the romantic

Tennyson:
’ ’

The baby new to-earth and sky,
What time his tender palm is prest
Against the circle-of the breast,
Has never thought that 'this id I':
But as he grows he gathers much
And learns the use of 'I' and
And finds 'I am not what I see, S
, And other than the things I touch':23 \\‘yﬂ'; K

|me|

oThe unconscious egoism of the infant is preemlne

lords oVer all because he experlences everythlng a

h1msq§f

More exalted than tﬁg\regal egoist, J‘he div,néﬂﬁf_f* ‘QQE?
child expresses sanctlfylng falth and the 1deal |
'f relaélonshlp w1th the cosmos. Writers such as Wordswoffﬁ

‘Emerson, Schlllgr,_and Blake all elevate the Chlld -
transforming him into an emblem of holy falth'and/or h
divinity.“Florqnce Marsh;@gjntéins that. in Wardsworth's"ﬂ§f7
poetry, especially in the e;rly verse, hthe child is a

“supreme symbol" of‘";he life of the spirit"; the child
becémes 'an agent of redemption. 24' According to Emerson,
"Infancy is the perpetual Messiah which comes into the arms
of fallen men, and pleads with tham to return to

25

‘paradisg. Thus, the Emersonlan infant redeens and

~

: ' - <
reconciles. Schiller, the German romantic, argues that

~"The Chiid is . . . a lively representatlon—. . . of the

)



‘ 26 , o
ideal et The,po;§ adds, "To a moral and sensitive
27

"

person a child wllk be a sacred.object. . . . . In "The 
Lamb," Blake asserts that Chrlst who "calls hlmself a Lamb

became a little child"'(l& 16). Blessed by God,

u}»

innocent ch11d and lamb are exemplars of faith; the poem
‘&eflects a rqmantlc interpretation of Mark 10:15-16:

Whosoever shall not receive the kingdom of God as
Y a little child he shall not enter therein. And
he took them up in his arms, put his hands upon
them, and blessed them. . :

Lond’Demause, the famed psychohistorian, argues that
Chri¥t's action of ble331ng the children is actually "the

customary Near Eastern practice Qf_exorc151ng by laying on
of hands, which many holy mempdid to-~remove the evil

. 28
inherent in children.". William E. Lynch's commentary on

this passage is also illuminating: =

In rabbinic teaching the child was almost
despicable. In Roman law a child is without
rights. Neither by nature nor in the Jewish
(\)' thinking of the time was a child truly elther
- simple, humble, docile, "innocent”" or "pure.!
- Only maturity could win these virtues .
. Jesus saw the lack in a ch11d as good example of
the ahauim, the "poor," the "needy" person of the

0ld Testament.29

According to the evidence of the previous paragraph,
the view of tte.child as divine and/or paragon ofivirtuohs,/
faith sgéms to be a romantic construction rathér than a
Biblical tradition. Bﬁt perhaps, in depicting the childﬂas
divine, the romantics éxgtess a profound, althougﬂ

paradoxical truth, which is expounded by Jung:

It is a strikihgbparadox in all child-myths that

the "child" is on the one hand delivered helpless
. ' g ) . .



into the power of terrible enemies and in
continual danger of extinction, while on the .

. other he possesses powers far exceeding those of
ordinary humanity. This is closely related to
the psychological fact that though the child may
be "insignificant ! unknown, "a mere child," he is
also divine.30

Before Jung began dissecting dreams, the romantics were
portraying the éhilduas divine -- and also as victimized.
The viaetim is the most emotionally-charged depiction

of the romantic child. Coveney maintains that the

romantics discovered that "In childhood li%)the perfect

image of insecurity and isolation, fear an{ bewilderment,

: : 31 o Y
vulnerability and potential violation." = Coleridge calls
: - : : : 132

a crying baby "Poor stumbler on the rocky coast of woe."

Shelley describes Mw the ancient EgypEiaps, howliﬂé

“"hideous praises to their Demon-God . .+, tore from the
. ~ o

mother's. womb/ The unborn child" (Queen Mab II, 150\151).
) b \‘\\ .
He documents how under the despotic pharoahs children we?e\\

pressed into building tombs, ﬁyramids;v Thus, "The choicest
days of lifg".(l 7) were ruined. Inl“London,"'Biéké
protests against a pitiléﬁs society that oppresses innocent
léhildren. Here, the "Charter'd street" (L) is not designed
to'accommodaté innqcencg;'infants are full of te;for:,not
~delight; ydung boys are pressed_intb service as Chimney—
sweepers. And, host terribly, in this "midnight" city,

"

the youthful Harlot's curse/ Blasts the pew—bofn Infant's

’V’N\Rtear" (13-15). Social disease ravages the innocent. &K

[

Basically, Songs gﬁ Expe%ience as a whole portrays the

child as a victim, supplying the contrary to the vision of

‘

»

~
-

~

~—
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the child as divine that dominates Songs of Innocence.

Wordsworth also views the child as social victim. In the

Prelude (1805-6), he ad;its that he.

recoiled
From showing as it is the monster birth
Engendered by these too industrious times,
Let few words paint it: 'tis a child, not child,
But a dwarf man; in knowledge, virtue, skill.

(V. 292-295)

Corrupted by formal education, the boy's‘"discourse moves"

like a "prison door"; "Rank growth of prooositions
overruns” his "brain" (V. 320-324). -Paraphrasiné the
English poet's position on education, Emerson writeé.
“Schools do no.good. Tuition is not education."33 Shelley,
hearlng a schoolmaster abuse his charges, complalns that - v
such instruction were but one echo from a world of woes -~ ° 4

/ The harsh and grdting strife of tyrants and of foes"

("Dedication," The Revolt of Islam,'26-27). More

disturbing strlfé occurs w1th1n the family. 1In at least
one poem, Words rth portrays the Chlld brutallzed by his
father: "Provoked" by "a simple freak of thoughtless play,"

the father, "As if each blow were deadlier than the last,/

Struck the poor'innocent" ("Guilt and Sorrow," 472-475).

. The child,. according to Wordsworth, also falls prey to

-

Time:

.

Heaven lies about US in ouf/infancy!
Shades of the.prison-house begin to close
Upon the growlog Boy.

("Intimations of Immoftallty," 66—68)
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Most histrionically, Barrie announces, "[Age] Two is the

beginning of the end."” "The power of teririble enemies"

endures. Vicissitude eludes these ‘victims. |

\

Like the . other romantics Thomas does not restrict

himself to exposing the suffering of childreﬁ. 'In the«

" manner of any reputable artist, he paints from the

imaginatiop, As well as fromslife. He attempts many
studies of'wbrks_by the romantic masters; and
eventually, he produces art that is- unmistakably his own.
Nevertheless, if a critic is to understand the Welgh poet's
work, he must examine Thomas ] portraits of the child in
the‘lightuof'the romantic school. — |

The ascehding>boy rises from the ranks of romanticj
childrenf Remarkablx; his emergence parallels the
development of the artist. As Thomas'becomes'mdre able to
adapt romantic models for h%ﬁ;qwn purposes, he 1ooseﬁ‘ the

links his child imagefy hae with”the’hother, the womb.

Thomas's child grows more'tbmplex, involved, and

independent, more lordly in time and space. But never can

)

his origins be denied. He belongs to a romantic

n

aristocracy. ' ‘ “ Lo

g



Chapter I

THE MUTABLE dHILD OF THE NOTEBOOKS

v“ .

As Thomas devélops as a poet, his child imagery
beéomeq more multivalent and inclusive. The poetry begins
with self-pbsession, and moves toward greater objectivity.
We can see the beginnings of these trends by\examining The

Notebooks. In this'early work, the womb is a central

environment, and the "assertion of a distinct, creative self

is a key theme. SuchfégoiSm puts Thomas in the mainstream
of the romantic tradition; Ball argues that "id particular
the [romantic] poets are very ready to serve the phenomena

of the creating éelf,"  But although the notebook poems_

tend to be self-obsessed, book by book, from the unrefined .

studies of thec1930 Notebobk to the "nearly-polished"

pieces’of the August 1933 Notebbok, Thomas displays a

varied, vibrant treatment of the child.

i

1930 Notebook A

" In the 1930 Notebook, the child has nét yet emerged as
an important figufe. Here there. are . only two poens, "ﬁased
upon themes from Mother Goose" and "Ohj'the children run
toward the door," that feature some‘brominent child
imagery. N

"Based upon themes from Mother Goose" offers three

creative selves, a trio of poet figures, who propel the

|
!
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%
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theme of creative identity. The major influence on thege

selves, as well as on the poem as a whole, is announced by

‘the poem's very title. "Mother Goose" is a formative

influence on the self-promoting poem and the poet himself.
inlé written repi; to one of a graduaée student's
questions, Thomas disclosesbthat nupsefyuthymes were
crucial in the development of his poetic %ensibility:

The first poems I knew were nursery rhymes,

and before I could read them for myself I had
come to love just the words of them, the words
alone:-What the words stood for, symbolized, or
meant, was of very secondary importances what
mattered was the sound of them.2

"Based upen ﬁhemes from Mother Goose" is replete with

¥

references from these "first poems." o \
. .
One series of lines is especially vivid:
*
Beat the white sea thin,
Little miss,

Flatten the planted waves, . ) \
Plane them fiercely,
Be felt,

Mary, Mary, chop them with your garden axe.3
"Little miss" echos "Little Miss Muffet"; but Thomas's
little lady is instructed ébt to be timid -- not to be
anxiéus about arachnids ~- and is pressed to be aggressive.
Taking arms against a sea of troubles, she cannot be
labelled é\Blakean innoceﬁt; She does not keep a little
lamb. But although his Mary is obviously anti-pastoral,
Thomas borrows the phrase, "Mary, Mar;," and adapts the
gardgﬁ'hettiﬁg from a delicate nursery rhyme:

‘Mary, Mary, quite contrary,

How does your garden grow?
With silver bells and cockle shells,



\')

. setting of the rhyme, insisting that Mary assert herse’

~ yoking sea and garden imagery violently .together.

LA I ¥

And pretty maids all in a row. -

Still, Thomas departs from the .gentle questioning and&-

#ore0ver,‘he urgeg_Mary to be contrary to the point &‘i
savagery. OShe would harrow to destroy. not to cultiv

: . v
A monarch, she must not concern herself with mere{'

shells." According to The Oxford Dictionary 4

A

Rhymes, "popular tradition has it that the.orig;nal Marf"gwf
the nurséry rhyme w#s.Mary Queen of Scots" (p.v301). In

his poemy, however, Thomas may be recalling an earlier

qqeen, Mary Tudor, who earned the appellation, "Bloody
Hary," by oz}ering the systematic executions of

Protestants. He values energy over passivity. Hds Mafy.

' uses an axe, not a child's hoe,

lige her "Bloody namesake,’
as her instrument, pitting the self against the cosmos,
suggested here byltthe sea. Combatting the elements, she is
an image of a rebellious romantic poet{ the sort who would
advocate, "Sooner murder an infant in its cradle than nurse

unacted desires" (Blake, The-Marriage of Heaven and Hell,

Proverbs of Hell," 67).
A more obvious poet figure is the poem's speaker, who,

we may assume, is youthful in age or spirit because he

"alludes to nursery rhymes. His creativity has aggressive

‘qualities: "The lion fruit goes from" his "thumb" (1). A

monarch, he stands at the centre of his cosmos, where he

calls on HMary to declare herself. A master, he controls



his creation, symbolized By the "peacock chained" to his

"wrist" (19). v \

| This masterful speaker borrows much of his imagery \
from nursery rhymes. The first wonder of one rhyme is \
seeing da peacock with a fiery tail” (p. 342). In fact, B

the whole lyric brings to mind the peculiar visceral yet
cosmic egoism Of “Thomas's work:

saw a peacock with a fiery tail
saw a blazing comet drop down hail -
saw a pismire swallow up a whale

saw a raging sea brimfull of ale

- 4

saw the sun even in the midst of night
saw the man that saw this wondrous sight.

- -

btber ﬁursery rhyme allusions and associations cluster
around Tom, the third poet figure, who is less glérious
than the speaker, and more past?ral than Mary. The editors
of the ODNR observe that "'Tod@iﬁas, apparently, long been
the familiar name for pipers" (p.409). I have enough space
to cite only ;ne exampleé |
Tom, he was a piper's son
fom wigh{hi; pipe made such a noise,
That he pleased both the girls and the boys
And they all stopped to hear him play,
'Over the hills & far away.'
(p. 408, 11. 1, 7-10)
The piper can be equated with both bard and poet.
W‘But the bipé; is not a simplistic character.

Addressing him, the speaker in Thomas's pdzm'says,

If you snatch the flashing spow,.
Or the foam of the golden sea, }



Or the forests from the brown soil,

You accomplish the great and the good

Like a god from the stars

Flying their angled flags,

Tom, Tom.

What is the body of a pig

Compared with the body of the earth )

Which gives you water, and sweet fruits to eat, .
Whichlloves you in return for a little love? (43-53)

Tom, the poet, is a quasi-divine earth-worshipper.
Analogous to a star-god, he is drawn irresistibly, like a

shooting stér. to earth., But Tom also seems to be a thld

derived from a nursery rhyme' "Tom, Tom, the piper s son/

: : C
Stole a pig and away he run" (p. 411). Dylan Thomas also

addresses the bard in himse@f, the Tom in Thomas:
Hammer your verses

On the grounds dark crust,
Print them on the sky's white floor.(54 56)

~

The poet becomes a Vulcan figure; his power, his
imagination forges words fhat inform both heaven 'and earth,
,skyﬁand gtound. This haﬁmering, along ;ith the earlier
snatching, expresses violent energy that allies Tom with
Mary. |
This aggressively creative enéréy, an important part
~

of Thomas's early poetic, is akin to Blake's depiction of

creative furnace-force. :In The First Book of Urizen, Los,

the frustrated blacksmith-artist and figure of imagination,

struggles toJrenew fallen creation'by'hammering an
"Incessant beat" (IVb, 17).

All three poet ﬁigures comgine to champion the cause
of self-fuelled creative energy. Deeply affecting the

depiction of this power at work, Blake and nursery rhymes

16
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are integral influences on "Based on themes from Mother

’

Goose." ' .
Contrasting with the dyhamic force bf "Based upon
themes from Mother Goose" is the poem, "Oh the children run
toward the door," in which elfin energy if'released in an

‘exuberant celebration that rechIs a number Ff Blake's -
Songs of Innocence, including "Laughing Sgng}" Like
Blake's Songs of Innocence, this poem is very lyrical, and
traces the shadows of experiené¢e -- a most poignant threat
-~ looming near bright innocence.

Unaware, at fi(st, of any threat, the children shout,
"Clap Handsl Clap hands! Father‘hasvcherries/ And mother a
violin" (6-7). Similarly, the bard of "Laughing Song"
cries out: | Y |

™  When the painted birds laugh in the'sﬁade

Where our table with cherries and nuts is spread

Come live & be merry and join with me

To sing the sweet chorus of Ha, Ha, He.

Blake's lyric expresses a giddy, gleeful atmosphere of song
and sensation, feasting and merry festivities/ kead in
isolation, the Yision'of sensory celebratidh in Thomas's
"Oh! the childrén fun towérd the door" may seem to be
Absplute:
. "Each glass 1its note,

A corner's sound,

Full for their throats, ]

And for their ears,

The cherry and the violin
_ - That eat and play in one (21-26).
However, forces of darkness -- salamanders -- appear tﬁ';

-- /

§
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.lmprison innocence. Aspects of experience == shape and

guilt -- ruin the'vision:_"the violin/ Has made the wine-
glass fall/ Up;n the unpi;rced earth in shame" (30-32).
Bounty 1is banished, harmony unstrung.

"Along with "Little miss" Mary, the salamanders and

mole are quite contrary to Thomas's Blakean innocents, the

children. Maud, considering The Notebooks as a whole,

finds this Blakean dualism to be a distinguishing feature:
Itldglld not be far wrong to say that Blake's A
notions of "Heaven and Hell" and of "Innocence
and Experience" have acted as authority for
Thomas' dualistic view of the world and his
antithetical mode of expresding it.S
The influence’of Blake was early and, as we will see,
enduring.

Despite Blake's influence. the presence of child

imagery in the 1930 Notebook is limited anq undeveloped --

as the final poem in the“manusc:?pt indicates, "How shatl
the animal" does not cdnvey the sense of an energetically
kicking fetus or force of self, unlike the revised version

of 1934, "How shall my animal," where even the shift from
the article "the" to the possessi;e "my" connotes personal
inyolvement. Moreover, the draft lacks the gripping and
clarifying conclusion: "You héve‘kicked frdm a da}kfden,
le;pingﬁup the whinnying light,/ And dug yourvgraée in ﬁy ’
breast" (43-44). The notebook vgrsion trumpets "the
animal" as an expressionvof a dark ph;llic art, without

communicating a definite child Tmage. 1In 1930, Thomas

still needed to intensify his art; including the vital
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the eQOIVing"arfiStic ehfidi |
'£930-1932 Notebook
L1ke the ear11er exerc1se book, the 1930 1932 Notebook

has little child 1magery. ‘And when thxs 1magery does occur

--.in "The humchback in the park" and "Children of | "

darkness, ;—~_it is neither precise nor polgshed. The

notebook version of "The hunchback in the park, ".uhlike:the
‘}ully achiéved‘"finisheﬂ_produet, ' does not communieate the

dramatit ambivalengce OF the truant boys.® In "Children of
'fdarkness;" the epithet, "cwiidren of darkness" applieslto‘

"ordinary"men",(iZ) who, fraught. w1th des%re, skuik_about

in a nlght of: despalr This phrase does not create an | | 2

1mage of chlldhood but°suggests an adult condltlon of .

deprivation;_ Sincelth@se.ordinary men got-hovw1ngs (1), s

no romantic powers of imagination, they afé unable te" |

tranqcéng‘thei(faisenable existence. hd

. . \,
\. In one poem of this notebook, how%&er,‘child imagery

is central, aftesting to a romantic legacy. The chifdren

A‘of’"Being‘hut men, we walked into the trees" have

heightened sentience; moreovet , they possess the

imaginative capacity that adults (except for poets,

//presumably) have lost

, , P
If we were children we might cllmb
Catch the rooks: sleeping, and break no tw1g, Y

PO
ey 2
. ;
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these children, Thomas insists that their way of moving

. [ ) . L
o . . . B e

. : ' B 4
Thrust out our heads above tﬁ% branéhes ‘
To wonder at. the unfalK&ng stars (6-10)

e

,Sen31t1ve caretakers of nature, they "break no’ tw1g Such
children are akin to’ Wordsworth s juwenllesg;"Nature s
priests.” Also, in these 11nes of verse,-the_ciarity of .
the imagery, the relaxed rhythm, andﬁemp@asis on wonder

suggest the influence of De la Mare:

Green in llght are ‘the hllls, and a calm wind
flowing

" Filleth the void w1th a flood of the fragrance of

Spring

Daybreak is come; and life from the darkness of
being - ‘ .
Springs, lie a child from the womb, when the lon: -~

one calls.b6 ;
G L I

These lines exemplify what Daniel Jones discovers, in the

- i

early poetry, and commends as "the simple lyricism

7

reminiscent of . . . De la Mare." Singing in praise of

“about the world’promises harmony instead of cacophony:

Out of confusion, as' the way is,
And the wonder that man knows,
Out of the chaos would come bllSS (10-11)

Trag;cally, the way of wonder that becomes "the aim and the /ﬁ

(16),'a kind of ex;stentlal Alpha and Omega,~is

shunned\bykfﬁuéts, who have lost the spontaneity,

receptivity, and quasi;divinity‘of youth. Adults may

recognize wonder and "lovliness" [sic] (14), But are

“Afraid" (2) of these emotions and the blissful world of .
innocence, "a world of wings and cries" (5). The blnnt

final sentence, which repeats the opening line, intimates



. 21
that adult fear and experience have enélosed, repressgd,
eten trapped childhood innocence. And the separation of -
this concluding line -- "Being but men we walked into the
‘ . ' -

trees" -- from the rest of the stanzas reinforces the

notion of adult isolation..

.. . , iii

ngruatyf1933 Notgbook

" In quite a number of the poems of the February 1933

No®ebook, the child imagery is as important as it is in
"éeing but men, we walked into the trees." Admittedly, the
imagery of childhood is not: developed in the dotegook
version of "Afger the Funeral"; but poem$ such as "Ligﬁt, I

Know, treads the ten million stars,”" "The first ten years

- b

in school and park," "Pass through twelve stages," and

"Ears in the turrets hear" offer child imagery that’
. .

-

contributes significantly to the poetic message. The

perspectives that are éxplored here include the‘child as

victim -~ of time, original sin, sexual "abuse, and

generally, the world of experience. And these views
: , ?
reveal, in one poem, a pessimism more puritanical and

profound ,than that suffered by earlier romantics. In other

~poems, hpw%ver; Thomas dLLies himself with other romantics
by protesting vigorously against ."false religion" aﬁd other
agencies of repression. Also,'the child's fear of darkness
-and death is inyvestigated; and juvgnile.behavior including.

. role-playing and sexual impulses receives attention. But

.y
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although Thomas reveals an interest in the whole span of
the self's development -- from womb to tomb -- his major
concern remains the fetus and child.

"the phenomena of the creating self," and

~employing child imagery to highlight emotion, "Light, I
know, treads the ten million stars" deals with’th; fear of

the dark -- the unknown and the unconscious. - The poet

declares, "I am a timid child when ligﬁp is dead./ Unless fj)
learn the light I shall go mad (11-12). Basically, he - %
states that as a poet he must gafﬁ some syrt of contr};_,/(
err the dark aspect of’life, the uncohscious, or iﬁ Qill
overwhelm him, dri&ing him mad. He "must 1e;rnvto lové"
_ .o )
fhé‘"night's terrors" (13) to be a true artist Unable to
exploﬁ& the unconscious, he cannot be touched by poetic
Ainspiration; 'lunar light will not glow in" his "blacknegg"
(22); To éxpféss this deadness of‘imagina;ion, Thomas
"4 i employs tﬁﬁ syhbol of "a tiny éorpsé" that "Turns to tﬁe
;roof a hideous grlmace" (24-25). "Tiny c?rpSe"'suggeSCS‘a
dead a?lld, an emblem of exhausted imagination. Hope of
artistic enlightenment and/or reJuvedﬂglon lies in the
anonsc1ous; Thomas refers to "night' s ligh; (30).
Perhaps this poem can be read as anticipating the poet's
rémarks about the influence,of Freud on‘his work:
] P@etry, recdrding the stripﬁing of individual-
. darkness, must, jnevitably, cast light upon what
has been hidden for too long, and, by so doing,
make clean the naked exposure . . . ., Benefitting

by the sight of-the light and the:knowledge of
the hldden nakedness, poetry must drag further

( A~



into the clean nakedness of light more even of
the hidden causes than Freud could realize.8

A poet cannot illuminate darkness without exploring it.

"Light, I know, treads the ten million stars" is an early

“'survey of such exploration.

This pdem may also remind readers of Thomas's early
h)

- story, "In the»Garden." At first, the boylprotagonist of

the story is "mdr% afraid of the dark gatden,than of
, 9 :

anything else in the world"} ‘but  he overcomes his

‘ - .
fear and becomes fascinated by the colours of vision.
i

Although "Light, I know, treads the ten million stars" uses

child metaphor -to disclose potential threat and

diminishment, the child remains a metaphor for the artist

-- as. it does in Thomas's early story. N

The éhild is much more mdre than a metaphor fog,t
artist in "The first ten years in school and park." In
this recollectibn pf childhood, ;eaders'discérn an evolving
vitally creativelself. an'aggréssively imaginative role
player. The poem should be read,asAThomas's brief, semi-
autobipgraphical poetic discussion of "the growth of the
poet's mind" over the first twénty years. And, considering

: ' : Iibisbe }
this interest in the growth of a poetic sepsibility, the
discovery of echoéS’and influences from Wordsworth should
nof surp;ise us.

Thomas continues the Wordsworthian sensitivity to the
child's‘vitalit[. Although they do not echoAWordsworth ‘,‘G

directly,.the opening lines exhibit vigorous activity: "The

ta
fa

#
5

2‘3 ~

e
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b r
“first ten'years in school and parkéuheept like a ball from

1ight‘[and}‘dsrk"'(1-i). Apt because\it suggests an
orbit;ng microcosmic sphere, the vael 'eehcentrared world
of childhood the ball simile alse implies the persistent
energy of memory -— 35_1t does in the prose piece "A:

Child's Christmas in Wales": @ B B
All the Christmases rbli’down toward the two-ﬁh “fg;
tongued sea . . . ., In goes my hand into .that B
wool-white, bell tongued ball of holidays 10

[

For Thomas, a source of energy and 1nsp1ration, ‘a model

0

worthy of emulation, is found in Book,one of The Preludea
v : g

(1850), where Wordsworth describes how he, a five yéar s

—_—

.child" (285), behaved "as if" he "had b%eh&born/ On Indxam'
plains, and‘fromh his "mother's.hut/ Had -run abroad in
wantonness"'(297—299). Then the English romah?ic\provides
illustrative examples of various reckless act1v1t1es that
 he had engaged in.before he "had told/ Ten birthdays (306- ;
. :
307), such as when he had "hung/ AOove the raven's nest by
knots of grass/ "And half-inch flssures in the sllppery rock‘
(330-332). For Wordsworth, such ac;1v1t1es are an B
’important pare in the "Grewth of a Pdet's Mind,"'beth the =
poem and the process; if these?actions were insignificant,
ehey wouid not hare been ineluded'in the aurobiographical o
eork. Following Wordsworthfs 1ead; Thomas rediscovers "
sense o | N
on the coal tips near the engines"
Where children played at Indians, scalps

?Littered the raven Alps. There was meaning in this.

(15-17)



The Prelude is not the only potential literary

presence in the lines just quoted Referring to. Thomas ]
own storLes enlarges the reader s understanding of lines
fifteen to seventeen. These.lines are’part of the scene

surveyed by the confused poet Marlais -- of the short
)

atory xh}he Orchards -~ who sees "a circle of coal table-

hills where the chlldren played Indians," continuing his
11
search for meaning. But meaning exists 1n,bhe

\"

notebook poem because childten play so exuberantly Full

‘of self- abandon, these possessors of helghtened sentlepce

-learn as they llve, play and be. In a way, "Their whole
body is one sense." Part of th% meaning,'hbwever,;
-derives from learniné about the bndj -- its adrenalin- )
driven force -- which urges an identity in life and art.

At greater length, Thomas describes this t%pe of discoJéryf‘

in an autobiographical story:

"I felt'all my young body lie an excited animal
surroundfng me, the torn knees bent, the bumping

_heart . . . the blood racing# the memory around
and w1th1n flying, jumping, swimming and ready to
pounce. There, playing Indians in the evening, I

was aware of myself in the exact middle of a
living story, and my body was my adventure and my
name. 13
According to Thomas, the bndy expresses itself by releasing
creative energy through”role—playing_actdvity sucheas
playing Indians. -
This recognition of aggressive role-playing

corresponds*with a passage written by Twain. Like the
; vy

children of Thomas's poem, TomVSa%yer's gang pretends to be

25
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ignoble savages: I

)

By and by they separated into ‘three hostile
tribes, and darted upon each other from ambush
with dreadful war-whoops, and killed and scalped
each other by thousands. It was a gory day.

Consequently, it was an extremely satisfactory
one. 14 . -

_Fof both Tyain and Thomas, boys' imaginations can be .
brutal. As we have seen, "The first ten years in school
and park"” contains a nunber of echos from nineteenth-
century works, and promotes attitudes popularized by
: 3
nineteenth-century authors. Also, Thomas refers to Blakea&
‘cqntraries'whén diicdssing "tke next fiveqyears" which ‘
"Hung between hell and heaven,/ Plumbed devil's depths,
reached angel'; heights"&(18;203. The poem, concluding at
age twéhty, pronounces that "this year/.Haé found a cure"
in art, "New music; from‘néw'and loﬁd, sounds on the air”
(64 66) . Undoubtedly, however, the music of the poen
involyes some dynamic variations on old nlnetg%pth centur;
thémes. Melodlc subjects advanced by earlier romantics are

r

reworked conscientiously and effectively by Thomas in "The
first ten years in school and park."
In contrast with "The first ten years in school and

" deals with conception,

park," "Pass through twelve stages
prénatalvdevelopment, and b}rth; The seif restricted_aﬁd
then expelled by thevwohb is the fiéure of interest. And
“‘arguably, the poem betrays a.puritanical and détermiﬁistic

outlook, a dark augmentation of the romantic view of éhe.

child as victim.



Y

The stanza focussing on the prena:§1 period and birth,
which evolved into the second stanza of "If I were.tickled
by the rub of love," introduces the despéndent mood:

Shall it be male or female? say the cells.
The womb deliberates, spits forth mapchild
To break or to be broken by the worlg,

A body cursed already by heredity: (15~18)
. ‘ i

A world of experience destroys any innot&nce evident in the

child. Moreover, the child is the "Victim of sire's vices"
(30)y the sins of the father are visited on the son.

Original sin overwhelms all; our inheritidnce consists of

(o

W corruption.

Obviously, this extreme view of the chjild A»ias victim
polluted by sin ——‘is at oddé with the Ehage of the child
as’quasi-divine, which is common elsewhbete jipn Thomas's
canon. Rather than mining gold, the poelt picks a seam of

black coal. Thomas worsens the pessimish of his romantic.

[

antecedents by concentrating here on a ddomed, degenerate
\ . '
state of childhood; "Pass throufh twelve stages" belongs to
v : o . ; :
the &Hadowy strain in romanticism, which 1s documented by
. ado . n .

Clubbe and Lovell: N
Shelley in Prometheus Unbound has wdn pimself
responsible for the evil Jupiter, vhom he

empowers and thus in effect creates. Tne Triumph

of Life depicts a defeated and fallbn race,

without an effective Saviour, and the 'curse

imposed on Adam'.lives on in A Defehte of Poetry,
where we also learn that there is 'an

inexplicable defect of harmony in the

constitution of human nature.' Keats's Vale of |
Soul-Making letter describes a 'System of

Salvation' for 'a World of Pains and troubles'.
obviously in need of it. 'Man is originally "

a
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poor forked creature" subject to the same
mischances as the beasts of the forest.'l5

Thus, Thomas's pJ;m counters one of the most powerful
figures of romanticism: the child pure in heart and spirit.
The purity of the romantic child is exemplified by

.Wordsworth's "Address to My Infant Daughter,"”" in which the
poet refers to his ogfspring's "sinless progress"” (46);
and, extending his comparison of her to the moon, states
that- "both are free from stain" (51). Furthgfhore, in
"Epigaph," a poem commemorating a dead child, the English
romantic writes: "Six to six years added he remained/ Upon
this sinful earth, by sin unstained (1-2). -
A ;harp contrast to Wordsworth's idealism, Thomas's

emphasis in "Pass through twelve stages" on original sin

should be seen as part of his Puritanism, as well as an

N

extension of his romantic perspectiveﬂof the child as

victim. His wife Caitlin observed. that "there was a very

16
strong puritanical streak in him." Also, according to
. ' 17
Brinnin, Thomas once pronounced, "'I am a Puritan.'"

This severe side of Thomas portrays the world as a sphere
of debauchery in which sexual abuse, parental neglect, and
time ravage the child?

A one legged man ascending steps )

Looks down upon him with regrets

That whips and stools and cistery sex

Have yet to add to that that mother strips
Upon her knee and shields from metal whisper
0Of wind along the cot,

Sees cool get cold and childmind{ darker

As time on time sea ribbon round

Parched shires in dry lands. (20428)

28
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Then, using Eliotesque understatement (cf. "Grishkin is

18
nice" ), Thomas notes the sexuality of the child: .

The child on lap is a nice child,
Has learnt, through cold, to love the heat,
On female knees takes a warm seat (38-40)

Earlier, Blake applauded infant sexuality as avéﬁgn of
innocence: "Infancy! fearless, lustful, happy, nestling for
delight/ In laps of pleasure: Innocence!" (Visiens of the

—

% ©
Daughters of Albion, Plate 8. 4-5)., The austere, immature

Thomas, in contrast, believes child sexuality to be an
indicator of corruption thrndgh.ariginal sin, evidence that
the child is "The victim of graadfather's/ Unwi;e desires,
or even earlier's" C&é—430.' Like’the infants of Blake's
"London," this child isiﬁiagued by social disease: "Unclean
Round Robin" (46) ;ontihugqito canker. Clearly, however,

such absorption in the child as_vitiated'victim does not

T

"~ sever the poem from the romantic tradition.
Despite this conspiracy of the cosmos, the child has

grounds for. faith. Thomas's poem ends on a note of hope.
"

Somehow the child may "find wings as airman,"

transcend the
' stigma of sin, "And parachute old.scabs and branded spots, "
'marks of the pbk (48-49). Soméltyﬁe”df sélQafidp'éppears
té be possible. But characteristically, the édolescentg
poet does not -or cannot provide details Sf'a 1iberating
creed to his readers. . |

" the note of hope is

Likewise, in "From A Play,
delayed~until the poem's end. A malevolent deity, a ."God

of Carnage" (15), persecutes humankind. Into ‘the sin-
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“heartless Sky-god:

condemnations. - Although not as broadly censuring as

30

ridden world, "the fingers from the sky" descend and
"Strangle the little children in their beds" (43-44).

Through (Ehe mother's voice, the. poem speaks of the terrible

trauma of still-birkh, the legacy 6f God-cursed Eve: "Since

the first womb spat forth a baby's corpse,/ The mother's

cry has turned about the winds" (50-51). Infants pay the

wvages of‘ﬁereditary sin with their lives. And their

R

~mothers' sorrows multiply. Throdgh the maternal voice,

an doctrine but cannot deny it
~
fully. This voice is as tormented as that of Shelley in

-

The Kevolt of Islam; there Shelley records "a mother's

Thgmas protests against Pur

C—

desoldte wail/ O'er her" dead "child" who‘Was "polluted" by
tyranny (743-744). But near the end of "From A“Play,"
Thomas's heroine invokes the deified earth rather than the

~
'

Palm of the earth, O sprinkle on my head

That dust you hold, O strew that little left.

Let what remains of that first miracle

Be sour in my hair. That I may learn

The mortal miracle, let that first dust .

Tell me of him who feeds the raging birds. (58-63)

These lines should be 1nterpreted as a reactlop against a

cruel, Puritan God, and a romantlc promotlon of mother

* e
: earth." Like "Pass through twelve stages,' th%s poem

-

concludes with more than a glimmer of hope.
In "Matthias spat upon the lord," Thomas's poetic
S
approach to religion is far more savage. His protest

appréaches the intensity of Blake's and Shelley's

»
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Shelley, who, in‘ﬁHymn to Intellectual Beauty," complains

that when a bdy he was hoodwinked into calling upon
"poisonous namee‘with‘which our youth is fed" (53), Thomas
does launch an incisively satirical strike ageinst "false

religion.”" And, as well castigating hypocrisy, Thomas

P

attacks the sexual abuse of children carried out under the

-

« P

guise of love:

The Reverend Crap, a holy pimp,

Reads the bible and loves children,,

Loves to pat a choirboy's rump,

And, following the band of hope,

To stroke the girls behind the organ. (8-12)

Blake's "Infant Sorrow" makes a similar protest:

My father then with holy look
In his hands a holy book
Pronounced curses on my head

- And bound me in a mirtle shade

Like to holy men by day
Underneath the vines he lay
Like a serpent in the night
He embracd my blossoms bright (21-28)
These perverts, promulgators of "false religion,"
' | S
in the name of love. Furthermore, in. both Blake's and

|
corrupt

Thomas's poens, thelchild imagery repreeents innocence
threatened by experience, and depicts the child as victim.
"Matthias spat upon the Lord" evince® an energy of protest
in keeping with the concerns of Shelley and Blake

The child as victim is also a major concern in
"Children'e-Song." But the enemy here is not "false
religion" but the inevitable force of death. A child

speaks lyrically and simply:
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I think of a night when the owl is still

And the moon is hid and the gtars are dim, —

And that is the night when death will call

And the night when I must fear him.
We enter the child's -mind. The tendency to personify
natural forces and objects ~- an inclination shared 5y
children and many poets -~ 1is evident; tke child refers to
death as "him."’ Because Death becomes such a manifest f
threat, the child speaks a kind of prayepfulvlyric te_keep
his fears at bay. The poemvserves as a "childpen's‘soegﬁ; v
it can be gronounced by any timid child Qho feers death 1is
soon to have dominion over him. Read in the conte(f o£ the
whole/poem, the ending suggests the chil@'a affempt to
negate death by uttering a verbal denial.of it: "Death
shall not enter in west wind and rain,/ Let the wind blow.#
Such faith in the power of words to distance @eath‘s threat
will be elaborated and developed in later peems such‘ae AT

, - p

Refusal‘te Mourn." At this stage, howeve;, the adolesgent
poet leeks the maturity to produce an‘extensivg meditation
on the deaeh-defying power of words. Thus, the refutation
of mortality made in "Chiidren’s Song" cannot be very
eonvineing. |

wbeath receives:diﬁferent treatment in "Thggfis
remembered when the hairs drop'put.J\ Accopeing'to this
poem, death cannot be denied' ib'is ineiorable The child
becomes victimized by time -- in a Wordsworthlan sense thatf
maturation involves increasing forgetfulness‘l"Half is

i

forgot;en since your mother's milking,/ And half the span
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‘ of threescore years and ten" (25-26). Thomas implies that
'the most precious memories are prenatal. And, when it ls ¥
almost/toollate, 1n olg age_"whenlthe hairs‘droo out;"'one-
recalls the first wo R (8). Such memories;areVCrucial

because one is closest to the experience of creation during
B

~the prenatal period. Closely aSSOC1ated w1th creat1v1ty,

the child becomes both th@ Word and the, wOrd "In the

beglnnlng/ Wes the word" (34 35) (see John 1:1). 'And like .

the comlng of a’baby into the worbgy ‘the birth of the word:
- o

Qgpnnot be predetermlned it arrives accordirdg tokthe rhythm
of 1ts,own clock: "the word began/ In sleep no ¢lock or

calendar‘cduld'time (35-36). Here,.the noun "sleep" is

g

~ambivalent, connoting both the swift "sleep" of genegation

("sleeplng with" someone) and the endless slumber of death
WOmb and ‘omb conere. The old man, however, cannot

recapture the purlty of prenatal ex1stence'—~ through
k.'

memory or otherwise;p Although half is remembered,*half
"remains forgotten. The closing unrhymedtcouplet, whlch

conveys the turbulence of birth, implies, in the conteXt of

~the poem as a whole, thatmthe precarious postnatal llfe
cannot compensate for the securlty of the tranqull womb

- "Half is remembered since your halfhand' s,knocklng,/ And
ten t ered ingers bored the womb" (32-33)."Inevitably,

& i

-all are thrust or pulled from the womb and all must enter

"the darkness of‘the grave'" ("Intimations," 118).
4 . N - - )
In "This is remembered when the hairs drop out," "ten

teredo fingerS"<éﬁiije the ‘birth canal, aiming to seize the

L
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fetus and dragdt into the deathly world. The hands of the
"deliverer" aré also very threamening'in "Ears in the

turrets hear" where the hands 'grumbla on the door (2) 6f

the womb. Féqrfully, the fetus asks, "Hands, hold you

poison or grapes?”" (9) Cozy and comfortable ‘in its idyllic

environment, the getus is reluctant to be bhorn. Clearly,

the womb-world is ideal. The house, a womb metaphor,

~intimates comfort. Its white colouring connotes innocence

and'puriby. *;

In contrast, the‘other metaphor for the‘womb, ghe
island -- ﬁEars in this island hear" (16) -- seems rather
péeqliar at fiist.f But.beéause of the.associations this
imége éarriegﬂfrbﬁlthe romantic tradiﬁion, it is
particularly apt. The romantic conceg}ion of islaund
éugéests an idéai retreat. Shelley's "The Islet"'is.quite
edehic: |

There wéé a little lawny islet
By anemone and violet,

Like mosaic &aven
And its roof was flowers and 1eave£ (1-4)

Tennyson writes of "Summer isles. “den lying in dark-

purple spheres of sea" ("Locksley Hall," 164). 1In Tom -

Sawver, Jackson's Island is a haven for boys seeking escape

from regimentation and respdnsibilitiesl To Tom and his
cﬁm?anioﬁs, "Tt seemed‘gLQriohsfsport.to\be~feaSting in" a
"wild free way'in the virgin forest of an unexplored and
uqinhabiﬁed island, far”fromvthe haunts/of men" (p. 102).

s

The boys,‘moreover,‘move uncomfortably close tq their

34



blazing campfire -~ although "they could have found a
cooler place" -- because "they could not deny themselves

such a romantic feature as the roasting campfire"” (p. 102).

[

" On this unspoiled island, Tom is free to observe "The

‘marvel of Nature shaking off sleep and ‘goingeto work" (p.

[23

106). Yeéts's "The Lake Isle of Inniéfree" may also be

included in this tradition. And jn "An Island," De ia
Mare portrays a dying mén's visionary dream of "An island,
.lit\with beauty" (5) According to the dreamer, it seemed
"to be "A heart, all innocence aﬁg innately wise,/
wellspring of very love" (9-10). But the nurse of this

poem, caught up in the world of work and duty, does not

.M{@§We time to attend to her patient's.revelation. De la
e <

Mare would, have agreed with J. M. Barrie's cautionar} words
to adults that although they "cantstill hear the Sound -of

the surf," they "shall land no more" on the réef-ringed

f

island of childhood make-believe (p. 20). "Barrie also .

declares that "the Nei:rland,"’thé ideal childhood place of

fantasy and play, "is 8lways more or less an island" -- an
. ¥

L : ‘ y> :
ingnd off limits to §?ulbs, The only adilt trespassers,

it séems, on this type of dreamﬁ!’sle.@re'romantics.

&
-~

Thomas is among these elect intruders. Obviously

overcome- by the romantic resonances of words and images{)he

e

exclaims in a letter, "What beautiful words are 'legend' &

_ 19 :
"island.'" The fetus's sphere in "Ears in the turrets
. .
hear" is a variation of the romantic island. «



~Within ghe islahd—womb, the fetus is secure but the.
external world is alien, thevreaim of "the stgapger" (29~
‘32). In romantic literature, the island, whenvembaematic /\\j
of éhe_externél world, takes on ambivalent qualitieé.
Thomas's poem is no exception: an unknown, menacing isléndf
lies beyond the mother's "thin sea of flesh" and "bone
coast" (10—115. Its inhabitants offer poison or, perhaps,
grapes. This tension ﬁetﬁéen contraries is' consistent with

the romantic outlook: childhood can be marvelous or N\

miserable; the romantic child is bOph victim and monfrch.’

o -

As easily as he promoteé the island as the ideal childhood

- ambience, Barrie takes thékcontrary perspective in his

introduction to Coral Island: "To b¢ born is to be wrecked
20 ' o ~

on an island." And De la Mare uses the island etabﬁor

to intimate the isolation of innocent childhoo
. . e .
the seething sea of adult experience%{:

Py

mories in

U’

And again we are reminded of the treasure :
[childhood] bey®nd price that is sunk beyond “
salvade in the submarine valleys of the ocean of
the forgotten of which such revivals are merely /
islanded peaks.2]

However, the richness of imagery in "Ears in the turrets

»

_hear," as well as in the Februarv 1933 Notebook as a whole,
prove that Thomas recovered quite a bit of this sunken

argosy.

Indeed. the poems from the Februarv 1933 Notebhook
‘revive precious childhood experiences.’ But, as we have
seen, many of these experiences; ruled by the view of thF‘

child as victim, are pessimistic, rather than precious.



o
And, developing such imdgery of the child, Thomas does not
work in isolation. He is not an "island unto himself" but

" is part of a romantic archipeiago‘of artists.

iv

August 1933 Notebook

S

Of Thomas's Notebooks, the last extant one, the August

1933 Notebook, is most obsessed with the womb.

\ Nevertheless, the contents of this notebook develop the

~child's relationship to the out31de world with greater

comp}ex;ty and intensity than the earlier poems do. And it

is not surprising that the depiction of the child as

monarch figure becomes more frequent, when we consider this

—

emerging 1mportance of the larger env1ronment Also, the-
o,

child's relatlonship w1th the universal life and death

process becomes more_81gn1f1cant. Indicative of the

~
- ‘ N

increased attention paid to this.process is the use of the
Christ child in several poems. Thomas, however, reJects

faith in the otherwdrldly, abstract spiritual and invests

37
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belief in the body,-the'physical. But his faith is neither

small nor trite; it remains expansive, inclusive and

o

It is religious and transcends religion, it is
universal and concrete, it is infinitely variable
and always the same. Faith is an essential
possibility of man, and therefore its existence

. is necessary and universal.22

And insistently, this faith intensifies the view of the



child as artist and artefact.

-

The child represents the poem in the second wark of
¥ . : .

the August 1933 Notebook. The opehing sentence ‘indicates

an artistic process:

Let for one moment a faith statement
*Rule the blank sheet of sleep,

» o The virgin lines be mated with a- circle (1-3) <
"Sheet" implies paper as well as bedding; ﬁ1ines" suggests
verse and, "mated," "the lineaments of grétified deiire."
Here, Thomas is playing with what he refers to in a‘iegker -
as "the womb of the pen." Words such as "@atéd} (3);
‘Qﬁspins; (4), and "ggghtseed"’(S) also connote both creation
and proérehtion. Féith'in the artistic prdcess becoﬁes /

0

"~ crucial if "virgin lines" are to cohere into an unity, a

whole, if raw "nightseed" material is to "curdle" (5) into
. .
a concrete artistic product. Through-this process, the

artefact, the chglg testifies to the holistic nature of
. , ,

ﬂreaiity; he "fells;;whén the trembling cord is cut,/ God

-

shall be gods and many deaths be death" (14-15). With the

poet as midwife, the poetic offspring is born complete and

L3

independent. Thus Thomas's mind expresses poetic images
."of the type that Freud termed 'transference upward': as
the woman give b1rt4>from the womb, so the father from his

y 24 -,
brain."

%

The sixth poem, "Shiloh's seed shall not be sewn,"
develops the notion of "God shall be gods," claiming that
] N

Christ is born and reborn everywhere. Maud inforams us:
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Surely it was after reading Blake's epigram "On
the virginity of the Virgin and Johanna
Southcott”™ that Thomas wrote poem Six on 29
August 1933 . . . saying that Christ is not to
be born to one person but everywhere.25

The critic adds:

Thomas's own footnote refers us to Johanna 't/
Southcott (1750-1814), a domestic servant who
‘identified herself with the "woman clothed with
. the sun" of Revelations. Although sixty-four she -
*" promised to give birth to a son, the Shiloh of
Genesis 49:10.26 :

For the- record, Blake's epigram reads:

Whateer is done to her she cannot know

And if youll ask her she will swear it so
Whether tis good or evil none's to blame

No one can.take the pride no one the shame.

Both Blake and Thomas deny theJexcldsiveness of. the divine

. . G,
incarnation. Thomas writes: : -

s Shiloh's seed shall not be sewn
In the garden of the womb
By a salty dropsy sipping. (1-3)
Rather than being a deity-made incarnate once in history,
_Christ, being‘reincarnated berpetually,‘is always incarnate:

"From the meadow where lambs frolic/ Rises every blade the

Lamb" (8-9). Like Blake, Thomas affirms that "every thing

that lives is Holy" (The Marriage of Heaven and qellL
Conc.). Moreover, if we view this divine force as the Word
or the word made flesh, we may assume that art. exists
everywhere.*'ﬁnd,this raw art is refined into the purity of
a poem, | |

According to Maﬁd, "Before I knocked and flesh let

enter," the next poem, "is even more audacious, depicting the
r - L 2 27 -

gestation and ®irth of the actual Christ." =~ But tragically,
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a “ !
"born of flesh and ghost," this being“"was neither/ A ghost
or man, but mortal 'ghost" (43-44). This.alien was never a
true child. He was alienated from the very beginning, before

conception: "

As yet ‘ungottén, I did suffer; ™
The rgck of dreams my lily bones

Did ist into a living cipher, . .
An lesh was snipped to cross the lines -

Of gallow crosses on the liver -
And brambles in the wringing brains. (19-24) -

An outsider, he remains thirsty, unable“to drink from "the
well" of physical 1ife("where words and water make a mixture"
(32-33). Four_iines were omi éd from the final

published yersion:

A virgin was my sad-faced dam,
.My sireywas of wind and water.

Get thee behind me, my blood's tempter,

I cried out when the blood was dumb. (49-52)

Maud makes some additional helpful observations:
The spiritual ("wind and water") joins the animal
("dam") to make a Christ in conflict with his own ’(\\i
physique, a conflict climaxed by the temptation
in the wilderness. Perhaps another literary
ancestor D. H. Lawrence (of "The Man Whao Died"
and "The Risen Lord") is behifid this concept:,
that Christ was wrong to starve his physical
body. His "blood was dumb" -- implying that the
body warted té respond fully to the temptation.
Thus, Christ is to be pitied in that, taking on a
body, he did not really become a man.28

)

As I pointed out earlier, he did not fea11§ become a child

either.  And although victimized by time, this Christ is
more of apvictimizer; he ”double—crosgeﬁ" his "mother's
womb" (72) by not accepting his own physical nature.

b

Clearly, Maud's interpretation -- which I have adapted



and extended -- is meaningful. But the embryo carries
other associations. ‘Stating that the father who swings the
phallic "rainy hammer" (11) is "a kind of god, in this
case, Jupiter Pluvius,”" Qodsworth implies that the ehbryo
{s one of the sons of the gods, not necessarily Christ
and/or The éhosen One.29 Also, this metal worker may haye
some link with Blake's Los, a figure of imagination, who,
by hammering away at fallen creation‘(including man),
attempts to restore it but shapes mental chains:

The Eternal Prophet heard the dark bellows,

And turn'd restless the tongs; and the hammer

Incgssant beat, forging chains new & new.

(The Book of Urizen, Chpt. IV(b), 15=17)

Los's pounding leads only to stronger fetters; the
metaphysical father's hammering is also futile. It
produces a mutan£ creature who betrays the flesh -- and
thus, in Thomas's scheme, art, th% product bf imaginatiqn.
The Christ figure receives afvery différeﬁf king of
treatment in "Take the needles and the kniVes" where %tiis
1inked with thé Mother, physical reality. Agd notably, the
influence of.Blaké is even more prominent.
K’prophetic voice dominates the poenq:
Takedthe scissors and the pan,
Let the tiny armies lap,
And the heéralds of decay,
At the labyrinthine pap, (9-12)

The brophetic world is wild; within“it, birth becomes

death:

L
“r

41



And a child might be my siayer,
And a mother in her labour
Murder with a cry of pain. (17-19)
30
The child is a potential murderer. Equally disturbing,

the mother delivers death.
‘This prophetic voice seems to be influénced by Blake.
The diction, rhythm, and tone are Blakean:
In the w1lderness they go
Flesh and spirit, babe and dam,
Walking in the evening's cool

With the leper and the lamb. (29-32)

'ﬁAlthough exact cdrrespondences cannot be made, this stanza

is written in a style similar to Songs of Innocence and

Experience: !

Farewell, green fields and happy groves,
Where flocks have took delight.

. Where lambs have nibbled, silent moves

- The feet of angels bright;

. \ -
e, ("Night," 9-12)

Tyger! Tyger! burning bright
In the forests of the night

Did he smile his work to see?
Did he who made the Lamb make thee?

 ("The Tyger," 1:2,19-20)

—

T stanza also® contains qontréries -~ "Flesh and spirit,”
"the leper and the lamb" -- which Blake insisted were
) ¢ i \ ' : )

necessary for "progression" (The Marriage of Heaven and

-~

Hell, P1. 3). And, like Blake, Thomas voices prophetic

M

~

concerns that are cosmic -as well as personal:
In the darkneés dam and babe'vA
Tremble at the starry stain,
And the ruin of the sky;
. Darkness is the. dam of pain (29 32)

»



Heard as a pun on damn, the word "dam" hg}ghtens the sense
of impending doom. Also, the word "starry" is one of
Blake's favoufite adjectives used to spééify dogm—dealing
Urizenic Eorce.. "A Sbng of Liberty" describes how Urizen,
the jealous "starry king" (8) "hurl'd the new born wonder
thro' the starry night" (10), the debased N;wtonian

universe. Clearly, the prophetic voice speaks iﬁ,a’Blakean

'

manner.
Although the speaker of Thomas's poem 1is prdphetic, he
distinguishes himself from God: %§§d and I will pay- the
sniper"” (24).v Nevertheless,  he seems to be a son‘of God:
"And my father was the lord" (44). This voice belongs to a

o -

Christ f{gure -- but one tied to the Mother, the physical

principlé, rather than to the Faﬁhef,‘the metgphysical
presence. The tree of Jesse.turns inté the "Mother root"
41). -In this poem, the messignic fiéﬁre is not nailed
helplessly to.a tree but»is 1inked‘orgénically to one:
"Mother r6ot tha£ sho; me forth,/ Like a greeﬁwtree through
the sward"'(dl—AZ). Still; this figure prophesizes his
dea;h:."Slay me, slay the-god of loveé GodAis slain in many
ways" (55-56). . ' - | i | | d

But death can Be defeated. To do so, faith in the~
physical is essential: o = { | .

'iQueStion::When shéll roet-dam die?
Answer: When her babe denies her.’

Question: When shall root-dam grow?

Answer: When the green leaves prize her. (61-64j" T

~ The dominion of death can be circumscribed by the expanse
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of faith., Birth -succumbs to death bnly to succeed it, . The :
K cycle caf be perpetual; progression'occurs because of faitw
in the physical contraries of birth and dé:th.al
According to Thomas".tpis féith must be invested 1in
the physical. Poem Pwelve, "Our sun burns the mprning,"
concludes: "For the price of Christ is paid in pain./ And a
labouring mother pays twofold" (14-15). The poetidénies
~;he ccncépt of the fortunate fally which holds that the,
fall was a Hlessing in disgu}se because it re;hlted in the
coming of Christ. For Thost, supposed metaphysical reward
. cannot compensate for physical pain -- especi&lf} that of

a

the woman in labour who, because of the curse recorded ‘in -
Genesis, will "in sorrow . . . bring forth childreq""(Cn..
3:16).. Without metaphysical coﬁpensation, the;physical

Yecomes the centre of value, the Alpha and the Omega.

~

Poem Nineteen, "The girl, unlacing,trusts her breast,"”

advanges this maﬁérial value, declaring that belief in the
physicai-ié fﬁhdaménﬁéi,on’soth the human and cosmic
1ével§. Such belief changes the environment into a
material sphere, one similar to those‘;égﬁfiSed by -
Wordsworth and Shelley.
- : For the girl's body to remain real and ﬁndgfiled, shé
‘must believe ih.it: "Faith in he; flesh maintains its
. sﬁapé/ From. toe to head" (3-4). Bu; if she should doubt,

.« "a-sailow ring/ Would rim her eyes and sphere her breast"

©(9-10). ‘The same law governs celestial bodies:

-
-~
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If the mqonvdopbts. her dew is dust;
~¥f day lacks faith, it turns to night,
(i) : And light is done, (13-15) :

He;e, Thomas supports Blake's claim that "If the Sun & Moon
should’ doubt/ Theyd immedi;tely Go'ouﬁ" ("Auguries of
Innocence," 109—&&0); In Thomas's pbem. mistrustful
creation becomes subjec; to the ravages of time; death
- gains aséendancy. And the girl, part of creation, cannot

be exempted from the dife colsequences of skepticism.
Should she lose éonviction, her faithless "chéek" will Hg
scarred by "time's venom" (17-18). Betrayal of the body,
the physical, is unforgivablé. ,Imp;acable Time will not
be dodged.
Trms;. ih contrast, maintaiﬂsxa promised land, a

paradisal bounty of milk and honey:

Trust, in the first, the desert hills,

And milk will flow along their udders;

Let the hilly milk sit sweet

Upon the tongue, ’

And honey quiet every gut. (25-29)
As well as alluding to the land of Canaan (sée Ex. 3:8,17;
13:5; 33;3); this passage describes a fusion of topography
and lactating breasts, an ideal mateénal world. Such a
beheficent sphere sustains innocence -- as Wordsworth's
Nature and Shelley's fanciful earth do. Shelley plays w}th
a metaphor similar to Thomas's iﬁ the secéﬁ&mpart of "The

Daemon of the World." There, "the fertile bosom of the

earth gives suck/ To myriéds" (345-6). 1In "Intimations of

P
{

Imnortality,"” erdsQorth states thagp~farth has "something

Vi

N L2
of a Mother's Mind" (80) and is a kind of "Nurse" (82).



]

poet -- figures of innocence. And however the 3lory of

“innocence is dimmed by Time, faith in renewal shines on.

. "
} .
. ‘\ i N
v , b
- A . ki i
' {
1

Thomas's domain of innocent fatth, which'nourishesxits
trusting children with aliments of life; should bevviewed
as the contrary to the world of ererience that~ﬁoisqns
mother and child with "the food of death" ("From a Play,"
31). .
| Given this\zi;ion of faith, youthful”physical

innocence 18 retained. Even if the body fails, even if
"the flesh falls" (32), "Lips shall be smiling, diways
young" (31). The éaithful one becomes united eternally

with the creative cycle: "The g#rl, unlacing, trusts her

breast:/ Forever shall the give milk" (33-34). And

ending with an image of an ' c ehission, the poem
insists that physical indulgence leads to metaphysical
status:

You who believe the stony hand,

And, groaning, trust the needles' stroke,

~Shall be star-fathered on the air

And Jack of Christ. (37-40)

When trust is placed in the physicél, sensual atts are

sacred, and the initiators are divinely innocent. In Poen

Nineteen, the proﬁ{sgs of the physical do not disappoint.
Like Poem Nineteen, "From love's first fever" is

preoccupied\:ith environhént, innocence, and faith.

Analysis of "From love's first fever" reveals that here the

child is depicted as king, extremely sentient being, and

32

|

From conception} "the soft second" (1), to weaning,

<+
e

A
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!

"the hanging famine" (5}; the child lives at. the centre of

his world. This crown prince is doted on by an ‘intensely
B ¢ o ' .
‘Maternal‘envinpnment: "All world wa¥% one, one windy

.

nothing,/ My world was christened in stream of-milk" (5-

‘

‘and sky" appearv as one airy hill" (8), Wthh ‘may also be a

breast, and "The sun and moon shed one, white llght" (9), a
sign of innocence aqd unity.
; Soonl however, this bfecious innocencé diminishes.
The fall occurs when the.child bégins to actively explore
‘his én;ironment —— "From the firét pfint,:f the unshedden
'f;ot" (10) iWith the fall, the child;stworldﬁbreaké up
into contraries: "The sun wés red,,the moon was grey" (1&).
The sun s-f;re burns; the moon' s has burnt out AndT |
contraries collide: "The earth and sky were as two ”
-ﬁquntains meetlng' (15) |
_— Still, the chlld retains helohténed senttence ' This\

[V

" boy is receptive to theAsynesthe31a”of sensory input from

[

the fallen world: | T
' o - : ‘ 7 :
v And the four winds, that had long blown as one,
Shone in my ears the light of sound, . . ~y
Called <n my eyes the sound of light. (19—21) -

The naturalnes’s of the boy is exenpllfled by the reference
" to him as "Ihe plum" his "mother picked" (25), the same
-' i 1 o
. metaphor used in "If I was tickled by the rub ;gi}QVE"
."Shal},it be male or female?:sayvthe pells;/ And drop the

plum like.fire:from‘fleSh“?(8—9)'of‘the womb .

v
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6). Even tﬂ%;coémos seems to bow down to the child: "earth



- |
- This naturalness shifts tolmore of an aesthetic
T,lnterest in stanzas flt? and six. Here, the fetus
5 represents the poet: "And from the flrét declen31on of the .
| flesh/ I learnt manfs tongue, to twist the shapes of
’thoﬁght"‘(31—32).‘ And:La creative poet, he reconciles
deathzahd life, findingvhis cal}ing as he learns "To shade
énd‘knit anew the patch of wor@s" (34). But not only must )
he come to terms with death, he must also déal with the
unconsc?oué} after‘all, "Theléode of night tappéd on" his
?tOngue"b(40),« ’

conscious of unity ("One womb,

<

i A poet the fetus is
i
one mlnd" [42]) contrar%es ("From the divorcing sky I

i

-

’1ea;nt the double" [44]),nand-pultip11city ("The'tWo—ffaméd

31bbeﬁﬁnat épun into a score" [45]): But most importantly,

Rilké writes, "Never believe fate's more than
. : 33
the cgdensatlon of chlldhood Thomas concludes:

. : =3

°‘.Youth did condense, ;he tears of spring g
DlSSOlVed in summer and the hundred seasons;
_One Sun, . one manna, warmed and fed. (48-50)

31,

h‘may fade into old age and oblivion; but one ruling

— . LoD
sun- promises new life.

'éf

A1l things are reconciled under tﬁebsun.~ "From love's
first fever" pronounces the poét's confideﬁcé‘in creation's
asility to harmonize and unify. Despite the challeénge of
Time,‘innOCence endufes.' , | . *\g;\‘JN;F; .

- In "From love's first fever," we discover a child;ﬂﬁ,,’,

who, although experiencing the outer world from the’womb,
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-

is deeply involved with'univgrsal forces. Increased

intimacy with the outside world, of course,‘is a trend in

the August 1933 Notebook, and the Notebooks as a whole.
Such intimacy with_ the external énvironment-requires

commitment -- faith which Thomas invests in the physical.
. L

Throuéhout this trend, the romantics continue to insgiﬁe,i

/
mplexit%‘of

and influence Thomas, encouraging greater co
. P L4

. W .
ychild imagery, further_variaﬁions of the creative self.

&) .
¢



) Chapter II
] ~ THE PROTEAN CHILD OF THE COLLECTED POEMS

In the Collected Poems,iThomas'sfpbsession with the

-

womQ diminishes and is replaced by an exploration of the

outside environment., The chALd figure and voice indicate
‘ s

this trend; the chi}dﬁ

energy mark this process. Thomas S focus beglnb to shift
from the embryo enveloped by the womb to the imaginative
child interacting fréely’and often fiercely with an

Py exﬁérnal landscape. Gradually,’thé poet starts to speak

' gore as a thoughtful adult and parent, rather than merely

ecreating the convoluted world of himself as embryo.

o~

Thomas's portraits of the child become .more complex, more

.objective, and, arguably, more convincing. Dépicting a
“ o ) L4

gamplex child at home in the outside world requires trust
v k3 - . ‘ . ‘ B

in-that world. Consequently, the fact that thg poetic
‘ N : \ : o : .
concept of faith initiated in The Notebooks stays important

”does not come as a surprise. -And this theme of belief

PN

becomes more powerful and profound with the shifts ian focus

&

from womb to outer world to, eventuéfly, an external sphere

<
Y

charged with a mystical Presence. Romantic models are

édaptéd to promote these shifts; Thomas's‘art becomas more

assuredlyv his own. But despite these changes,xThomas's'
Y o '

child remains quintessentially romantic. In the Collecter

Poems, we discern:an unique line of evolutlon-for the
“dts S

romantic child, and the -unique maturation.of a poret's.mind.

L ¥
,g?kynt questioning and augmented

-
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°

R{ facilitate an orderly discussion of the Collected .
Poems, \the poems selected for critical attentionrin tHis

chapter will bé divided into five sections: p%Fmé of
!eneré%H poems of twansition, poems of dualities, "Fern
Hill," and poenms of intensified‘faithf Of these groups,
the poems of energy are ﬁhe most preoccupied with the
child's Qorld, queét, and point of view.. Parental
perspectivesventer,strpngly in the two poems of transition.
Poems of dualities'are_usually characterized by a "double-

vision"‘of adult and child,-and/or a tension between

|

contraries effected by keen observation. Thomas's

: Y
consummate work, "Fern Hill;¥ reconciles and balances

{

dualities most ingeniouslﬁ,“:Lastly,Athe two poems of
* 4

intensified faith advocate an expanded belief -- trust in \
R b . . \
ultimate love and visionary order. But dggpite the varied \
. . D \

- v \

A

foci of \these groups, scrutiniziﬁg'the poems proves a basiﬁti\
developmentzbf Thomas's child imagery -- from én excitable
fetus fixed %n an uterine‘retreat, t; a doomed boy king
sgnsitive only to the self and splendid offerings of his
domain, to thé sléeping daughter served with a myétical

summons.

i
“Poens of Energy )
"+ Five early poems -- "My world is pyramid,"” "Why east

wind chills," ™Altarwise by owl-light" (iv),‘"How shall my-

s
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animal," and "Today, this insect"s~- all portray children .,
as eﬁergetic creatures. These children are, for the most
part, vociferous questioners, seeking knéwledge about
largerltruths such as mortality. And, arguably, ghey are

more inquisitive than the'lordfy children of later poems =

‘such as "Fern Hill." Furthermore,; here, as in the August

< , .
1930 Notebook, these children often make their inquirié;

from the réelative security of Fhe womb. Many of the
questions deal with aesthetics; indeéd, the child ofg&n
r@présents'an‘arteféct, the pbeh. ‘And, becausé various
contraries are also igvestigated by.these questioners,
idéntifying'the impact of Blake becomes an important
onecti;e, Finally, to back up my assertion that'Thbmds's
treatment of the child becomes more 6pjectiv§, I will’

present examples of conscientious distindctions made by the

poet between himself and the subject, between the author

and central image. ct

"My world is pyramid," a poem Maud estimates was
, ‘ 1
written between April 1934 and December 18, 1938, raises

questions about the external environment. In part one of

“the poem, the poet speculates about mortality and

adsthetics. The embryo's "queries, in part two, are based

. 4 : ,
"".on the same themes but deal with vivid Blakean contraries.

~ Through his dynamic language, the fetus reveals himself to

be a king and an artefact. Also, the embryo's questianing,
which marks his first forays beyond the womb, has,.by its

nature, an aggressive quality that helps assert an

ot
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n,

independent'identity. Canetti affirms rather bluntyg that
’ 2

"All questioning is a forcible intrusionv" _ .
The poet does the questioning in the first part of'the

‘poem, "What colour is glory? death's feather?" (25) Then,

~apparently, he declares that glory and death

Al

A tremble
The halves that pierce the pin's point in the
" air '
And prick the thumb-stained heaven’ through the
thlmble (25-27)

_Given the references to mortallty - "death's feather" --

2

and resurrection -- "glory" -— one could assume that these
‘que stions are anxiety-ridden, potentlally futlle ct!&s
reflectlng &“mlnd troubled by the odds and condltlons of
precarious'survival. Caﬁetti comments on this

disturbing type of inquiry:

Perhaps the most important question of all is

¢" aboug the future; certainly it is one charged
with tremendous urgency. But the gods to whom it
is directed are not obliged to answer.3

o

On another level, however, the quéstions posed by the

, .
poet are concerned with aesthetigs. I interpret "colour"

)

to mean, roughly, "artistic quality,"

following the

apparent meaning of the opening 7nd entitling line from

another poem, "Once it was the co.»ur of saying." ‘For
Thomas, such colour can imbue a wo-'d4. And glory is the
end of the artist., Falling from t:e -oulting body,

(o]

"de ath s feather implies the inevi¥s _e, although perhaps
ephemeral, loss of imagination. It is as emblematic as a

plume from Icarus's wings. The line, "The halves that

’

-



pierce the pin's point in the air," suggests artistic as

-well as biological conception. As an unit and

indepehdently, these aesthetic and inquiring lines explore

and emerge from creative ferment.

But relentlessly, conception leads to degeneration.
Alluding to the children's fairy tale, "The Sleeping
Beauty," Thonas adds;that tﬁ; agenéies that inspire the
"halves" tolc;ﬁbine to form a whole also "prick the thumb-
stained heaven through the thimble">(27), (There is no
invu;nerable guard against death. But the quasi-comatose
princess of ﬁhe fairy tale regained life. Through tﬁis
qllusion, Thomas, thé neoromantic and friend to fantasy,
intimates the possiblity of renewal. And perhaps the poem
could be a sleeping beauty ag;yp'awakengd by an attentive

reader. : e

. . : )
Death and life continue to be contrasted and combined

v

in the second part of the pdem. Korg argues that the

second section "identifies conception with death . .
' , 4
through the speech of the embryo. Since, on one

level, the child represents the poem and art gencrally, the
t . .
poem speaks 'in a very dramatic way to the readers. Tais '

éestheticointerpreta;ion becomes more meaningful when we

‘remember»that"in a letter of 1934, Thomas refers to "the

e

“ . 5 4@:
womb of the pen," and that his romantic predecessor,
6

Shelley, likens art to "3 éhild in the mother's womb."

Aesthetic and ambivalent language opens the second

\

54
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part. \ The embryonic .poem pronounces, "My world is pyrémid"

”Py}amid," of course, means tomb; Shelley calls his
son's gravé a "pyramid" ("To William Shglley" [1819], 6).
But the word élso implies eternity. Also, its very shapeJ
suggests creative or "phallic" energy. A sort of womb-
fbmb,vthis pyramid brings to miﬁd the ambi?alent Egyptian
"monument that preserves a kind of life-in-death. And
housed in this structure, the fetus establishes himself as
mortal/immortal pharaoh, a sacred kiﬁg.

Ensuing 1iﬁes add to the ambiguity, exhibiting Blakean
contraries. Line thirty-four, "My Egypt's aramour butkli&g
'in its sheet," is particularly well-handled. "Buckling"
carries the“duél meanings of "failing apart" and»"jo{ning
together," degeneration and union. "Sheet" intimates bage,.
bedding, and burial wrép. Insinuating amorous as well as
martial arts, "armour" bolsters the line's ambiguity. The'
values ofﬂVenﬁs, Mars, Pluto, and Vulcan intertwine.- An
aggressive generative fpfce combats the“coﬁtrary power of
-decay.’ Simply, the infiuence of that master of cﬁhtraries;
William.Blage, can be read in'abword, "starry" (35) [see p.
42 of this thesis]; but ;he most balanced line of Blakean’
contraries is "My world is cypress and an English valley"

(37). Cypress suggests death; English valley, as womb

1 1

symbol and image of '"green," implies fertility, new life.
The "dead house garden” (45) maintains the symbolic
. value of the cypress: death. Ironically, however, this

garden, connected to a house, also'symbolizes the wonb.
[e]



Also, like Eden, it seems to be placed at the centre of a
larger world. But ZIthough irrigated by "the érossing
Jordan,/ The Arctic scut, and basin of the South"l(43—44).4
this environment is not'rejuvenated.. Death has entered the
garden, makiné it:a "grave" (43). Entombed in the womb ,
the child cries out.

Inéerpretediaesthetically, the garden metaphorris not
- as pessimistic:%it intimates the withdrawal of the
imaéinatiod-fpgﬁ theipoem. As‘the parental imagination

"dies,"

its oﬁfsprihg, the work of ért, is being born. A
poem, like ajcﬁildg must stand oﬁ its own. And, .to help
support this type of interpretagion, I should point out
that elsewhere Thomas granted an agsthetic'value'to his
garden metaphor, such as in the early short story, "A

1

Prospect of the Sea," where the boy has a marvellous dream:

"the pages were gardens, the b;ilt words were trees, anid
.Eden grew above him into Eden.

Still, life persists; ‘the embryonic artefact's
questions reveal its energy: "Who blows death's feather? ¢
What glory is colour?" (55) Questioning, the child
prepares to m@ye‘from womb—toﬁb to out;ige world, which is
also vulnerable to death. Similarly, Ehé poetic process is
poised on ﬁhe point of completion§ a sort of death, that
may also bring a kind of perpetuity as a&work of art. This
balancing of contraries -- death and life, old eﬁ?ironment

and new condition -- continues right up to the end of the



57

poem: "The secret child, I shift about the sea/ Dry in the
',halﬁ—tracked thigh" (59-60). In "My wo®ld is pyramid," the
cpild's energetic questioning leads to an apprehension of

difficult contraries. /f

Questioning is also an important theme in "Why east
wind chills," a po;m w;itten on December eighteenth, 1930,
but revised extensively sometime in 1936. Unlike thé
embryo of "My world is pyramid," however, tﬁe children of
"Why east wind chills" live outside the womb -- and their
questioAing seems futile. Only all-immolaﬁing death -- not
life. -~ offers some sort of answers to crucial questions:
"Why east wind chills and south wind cools/ Shall not be
known till-windwell dries" (1-2). Also, the concern with
aesthetics found inr"My world is pyramid" is nﬁt apparent
here. The childre;is questions deal more witﬁ the natural
forces that affect natural phenomena: "Why silk is soft and
the stone wounds" (6). But the main point of the poem may
be that childhood remains a time of intense inquiryé "The
child shall question all his days" (7); S | o

One query -- concerning mortality -- is particularly
powerful. .The children\aék: "When cometh Jaék Frost?" (7)
This reference to Jack Frost, an autumnal figure of death
present in nursery rhymes, makes’ the éttema£ to reproduce
the childish imagination more convincing. ~And, like
Hopkins writing tenderly of youhgrﬂérgaret grieving over,
falling mundane leaves and fallen moftal self,8 Thomas

enters into the darker preoccupations of childhood.
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et

Posing a felated question, Thomas wonders if the
children can or will control their 6wn destinies: "Shalljt
they clasp a comet in their fists?" (11) But the N
possibil;ty of them detepginiag\their'future appears to be
highly‘conditional. Emphasizing the dependent condition is
the prominent placghent of "Not tillﬁ'at the beginning of
line twelve. l

Indeed, the poem's vision of the hereafter seenms
‘dubious at best, illusionary at erst: ,

Not till, from high and low, their dust

Sprinkles in children's eyes a long-last sleep

And dusk is crowded with the children's ghosts
Shall a_white answer echo from the rooftops. (1 -15)

It has much in common with Tom's dream recorded in one of
Blake's Songs of Innocence, "The Chimney Sweeper™:

And by came an Angel who had a bright Key,

And he open'd the coffin & set them all free.

Then down a green plain leaping laughifg they run

And wash in a river and shine in the Sun.

Theh naked & white, all their bags left behind,

They rise upon clouds, and sport i% the wind.

And the Angel told Tom if he'd be a good boy,

"He'd have God for his father & never want joy.

(13-20)

%

) ¢
The irony of both Blake's and Thomas's lines is that the
children must die to supposedly "gain" some kind of answer.

This irony suggests that answers about reality discovered

lack the vital force of life necessary to preserve
knowledge for itself. A dying self has thedpower to "know"

only briefly -- while in transition from existence to

»

s

through death would be meaningless since a dead self would”

-



death. In both poems, the visions of the afterlife are . v
delusory. The "white answer" (13) is notAa'trium;ﬁ%Ft ¢
: o affirmation of sacred innogehce but a beguiling distortion o
. of the "black reply" (9), the reminder of the reality of
~death, Negation cannot berbypassed@ The ”y?ite answer"
should be viewed as an illusion as deceptive and damaging
as Tem's-dream of the "naked & white" (17) resurrected
chim;ey éweepers. |
A note of optimism does.séem‘to enter Qith the third
;tanza: "All things are known" (16). But Thomas qualifies
this statement drastically, intimating that knowledge of
pérSOnal fate and cosmic consequence cannot be preserved or

used in any lasting way. Enduring knowledge, like the

fires of remote constellations, hurns beyond our reachﬁﬁ:g- L
;,g :

sources have explred PerHaps Thomas uses thlS tidﬁhtf £o®

message
Though what the stars ask as, tHey round
Time upon time the: towers of the skies
Is heard but little till the stars go ou!

- CA

These are not stars to wish or worship by but m.,.fbf'ila

illusions of illumination. Thus, nothing is truJ

The message is subtle -- certainly more ambigud

theme of cosmic malevolence present in notebo&%

at




»
as "Take the needles and -the knives,"

The lines cited above are indeptéd to a bleak,romant{c
outlook found in the work‘of varioug«authors. including
Dickens and Ffost. Such a gloomy attitude is revealed
briefly and powerfully by young Pip, whose creator Dickens

.

maintains his peputation as a "greht master of child's

vision." Great Expectations, presumably one of Dickens's
. 10
novels "to which" Thomas was loyally.devoted," contains a

very startling reflection by the narrator:

[ looked at the stars, and considered how awful
it would be for a man to turn his face up to them
as he froze to ﬁgath and see no help or pity in
all the glltterlng multltude 11

The sentiment is as dlsturblng asrthat evoked by Frost in

"Stars"
. .
And yet with neither love nor hate,
.Those stars like some.snow- whlte“
"Minerva's snow-white ‘ayel
Wlthout the gift of sxght 12

-ngtaré leave us with agonizing questions:

A voice said, Look me in thesstars
And tell me truly, men of earth,
TIf all ‘the soul-and- bod, Sc4ars
Were not too much to pay for birth.13

For the romantics, creation can have a most callous face.,
Not only is heaven iandurate, according to "Why east
wind chills," but the terrible question -- about fate, about

future -- remains unanswerable. Df%solving into various

J\l' -

echoes, the message darkens: § &

’_\ -y z
And 'know not answer' and I Xnow

No answer to the chlldren 3 Ccry ’

Of echo's answer and the man of frost _

And ghostly comets over %ﬁe raised fists. (23-26)

-
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hb nforc1no the reader s .experience of ‘echoes are: the

- L won

“repetition of the phrase, "know no answer" the homophones

"know and "no"; and the long "¢" sound that extends'’

a$ Y

v
- ‘r

?throughhthese'lﬁnes.‘ Subject to time and bewildered by
Ot R ” A o € ,
"deafh;‘these children dq not receive(significant’replies to
. . B Y . - S ' : o ‘
their most searching.quest@ongq fEach‘"Child shall question

REUETE N A .
'all his days." Even their counterpart, the inquisitve agd,

imaginative poet, cannot enlighten them. ' v (
“The concern with aedthetics, absent in "Why east wind

S e 4

, : _ S : o , N .
chllls‘"‘retuyns-in the fourth poem of theé sonnet sequence,

v

"Altaryise by owl-light." Hefg}nthe child's questions'also

raiée other issnes., Tindall infers that "young Thomas -

L

'troubies mother w1th embarr3581ng questlons about sex and

P 14

"obstetric:."‘ ‘ Dearh la yet another contentious toplc

= >

The persona, the boy Thomas, Opens wlth a query about
13

cart: "What is the metre of the~d1ct10nary?" The next*two

v
‘

qnestions deal1with &onception and sex: "The size of

'éeﬁgsis?'the'short spart's gender?" And this talk of -’

neratton is lated tog}he notlon of poetlc conceptlon.

’

\l nounn suih>joxlno maxjgf more. evident™in the fourtn lide

SIS -
of the“sewenth sqnngt -- sGenesis )n the root, the ,
T [ ‘
: N
scarecrdw word" -- It is.present in the earlier poem. For

. ’ M ~ : . s

Thomas,; '"we-esis'™ implies all aspects of creation.. And in
7 . : 3 )

2

~ sonnet .four, as in otfher works, meditation on genesis leads

2
— ©

=tohmorb?g thought: "Shade without shape? the shape of
Pharaoh's echo?" AR // e o
. o . ! - A ‘ ‘

o
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The fourth line of sonnet four is even more puzzling

Y]

"'shape,o%ﬁage' must be four or fivé by
"'wounded whisper' seems mother, ;oundéd byﬂyearing’Thoqgs
“and his questions" (p.Q133). Also, "woundeéwwhisbefm
Suggeéts the "hwysh hush" oéia haréssed parent“triing

‘to dissuade a‘vociferoﬁs boy fro@‘proloﬁging his
interrogatibn. éut the'mothér cannét.stifle\the child's
aggres%in questioning, his dynamic exploration of reality

(A2 f g ¢ . )
-- including genesis and aesthetics. Eventually, his

questions, in their search for answers, become "hunchbacks
‘ o /

to the poker marrow," pregnant with. conceived meaning,
the spark :of life. i / ‘ ’ [

‘/,The‘queétions continue to accumulate, leading to the

h

. . “ R /
assertion: "My camel's e¥e will nFedle through the shroud.”
Gifted with heightenedfseqtiénce/and a zealous desire for
. " r/ ‘ : .
'truéﬁ, the boy Thomas searches for answers. A Biblical
: o : , . / . ‘ e
allusion -- "it is easier for a/camel to $o through the eye

/tq enter into the kingdom

f= S

of a necedle than for a rich ma

L

“of God“ (Ar, 19:24) - énhanceé the idea of rarefied

Sy

. 1 )
perception. And’the references to photography, thaticlose
the poem, seal the general impression of young Thomas as a

sensitive artist who is intrigued with the broad essential
" issueds of - art/reality: creation and disintegration,

3 ¢ < v .
‘ - L . N T N :
Clearly, the boy is a creatot. Tﬁkwcggtkﬁwnf language
. ” . -, R " . . ‘v L
in this sonnmet,. including harsh-sounding whrds such as .~
: ’ ' o & e '
"nagging," J'needle," and "snapped," stgengthens the

&
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communication of the aggression manifest }g the ‘boy's

pursuit of knowledge. Such aggression indicates the surge

~and impulse of creative energy. @ .;

&

Similar creative vitality overfllows in "How slall my
animal,”" a poem based on an early notebook draft but ‘
revised extensively in 1938. Here, whe environment is the

m(oa, the womb, 'and a-lair simultaneously; but the poen

concentfates on the energetic movement of the animal from

i . . . ) . . . &} ) . ‘ )
interior shelter and origin to -exterior environment and K

expression. A child,lof course, is an aoimal;dthis animal,\
however, also represents thevpoem. The question impldicit ‘ _
in the poem s first two llnes make thlS aesthetlc value

evident: "llow shall my anlmal/ Whose w1zard shape I trace

in the cavernoue shell . .. . ?" Thomas declares that his art,

: » . ’
7. e

thiebpoem; this animal, "should be furious" (6). It should

~be exploring the exiernal world, ?Roaring";ahd "ecrawling" .

(8); it ought to qu@;rel/ With the ouqﬁ#ﬁe weathers (93.

1 ., ¥

’Instead, the poem is burled " nder the spelllng wéll" (4)

. "y..' B
lost in the labyrinths of the brain. And, as the lines of 5

| _ | ™
poetry accrete, the fact of poetic birth cannot be deniedt
Thomas's poetic beast-child arrives, screaming and %icking:

"You have kicked from’a dark den, leaped up the whinnying ¥

!

light" (43). Butfineyitably, a violent birth becomes ani

onmen of death; bﬂ the next (and final) "line, the'aoimal'has

i
|

"dug" its "gravejin"'the poet's "breast'" (44).
"The pdetica{’ehild~assumes the metaphofi;al shape of a

¢ ) ¢
A



beast in "How shall my animal™; but the transformation of

the child of "Today,ﬂthis insect" is even more remarkable

-- it metamorphoses into an arthropod. Analysino this

poem,

Tlndall states that 1t contlnues the author s

"constant theme: the parallel creatlon of world, chlld

poem

\J

-- here eSpecially the 1ast of these" (p. 90).

Founded on Tlndall s basic 1n81ghts, my argument also

and,

‘like "How shall my animal,

v . i ’ - I3 i 0 0
" indicates a division

between poet and product.

.t . N ’ 4
Tindall provides a meaningfud entrance into this po

and”®

points out how this poeh-reflects the influence of Blake,.

em

eth-rough the key imdge - the insect. His exeggs%s tefers

)

taw

to other poems:

Also,

This insect is the problem. Thomas's "wooden
insect” ‘["I, in my intricate image," 28],
"tlmeless -insect" [Here in this sprlng," 16], and
"sorcerer's insect'" [™It is the sinner's dust-
tongued bell," 23] suggest that insect is poem;
for wood is word, poetry is bejond tlme, and the
poet is magician. (p 90)

"the ifisect is an intricate‘imagg, articulated, -

[

segmented . . . the result of metamorpﬁosxs' (p. 90). K

«offers a similar view:

~ possible to see the insect i

If we take the subJect of the fipst: Ewo btdﬂ?db'
to be the process by which thg.Bibie elevate
ordinary tales intao re1101ogs,paqﬁb‘es,_it is

i'ch was, in the
earlier version, a butterfl,)’as a symbol of this
metamorphosis. The images 3f the shell and the
chrysalis in the setond stanza parﬁlrlpatp in
this theme. (p 92)

e
L

‘.ndall and Rorg concur in a perspectn;pé @f tho insect as

- symbol of a literary process. But Thomas s emphatlc'use

Ty ,

of‘
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, the first persoh pronoun,_"I," which occurs three times in

the . first five lines, and the posse531ve adJectlve,~" "

Ry
kn line’ two, indicates that ‘the poem 1s about a personal

poezic process. The openlng line encourages such an

1n§prpretation, insisting on a partlcular time, "Today," a

parnicular poem "this inqect,' and a partlculer
environment of a partlcular poet "the world that I
breathe" (11). And this poetic process is centred
symbollcally on the matamorphlc insect. . : .-
0

The poeté%%ﬁs, however, separate himself from the
poem, tﬁe 1%;ect. AlthOugh "This story's monster," the
iﬁsectri"hae aﬁserpent caol" (10), Thomas refu%es to
i&%neiff-himself with fhe_ggbryo. Rather, he is more of a
m1dw1fe.phe knows how "to nudge the sentence" (4) io;o
creati?e&liﬁe. Distanc1ngshtmself from his work, he hes
"dividedﬁsénse (5) Bot not surpisingly, the c0nvoluted A
1930 Votebook version of this poem does not make such a =~ - = »

'

dxstlncuaon between poem and poet. Most’ telllng 'is the
G
absencernf the "insect." #or Thomas, clarlty and

[

“objectiyity improve as he matures.

more objective, Thomas also accentuates

'contrajﬁ{ When the'poet'initiatesnthe,poetic process
the "Wurﬁer of Eden and green genesis" is the grave result.
But although "The insect . . . is the, plague of Eablos
(95, thie ertvis not merely destructive. It destroys to

renew. A "monster" with a "serpent caul" that "breaks" its—

"shell" (13), it "blows Jericho on Eden" (17) to establish



e,

"

a new‘Eden, itself. Therefore, "The insect fable is the
certain promise" (18)-of contrariegl—- death and renewed
life. The.,growth of the poem, the insect's metamorphosis,

spells death ‘for earlier literary works including Don

Quixote ("An air-drawn windmill," '20), The Ilidd ("a wooden

"horse," 20); and the Gospel of John and/or Book of

,on his

FRLL L g

Revelation (mJohn's beast," 21).. Fiﬁally. "the ageless

voice" (22) of the poet enters directly, and‘promises -

"

rejuvenétion. His madmen's love is endless'" (23)." Hung

’ ) e * . ve
"'cross of tales'" (26), he sacrifices himself

“through his poetry. Thus, directed by the author, poetry,

'symbols has not yet been gathered!. J.Jti
. Y oy

and, more specifically,-"this" barticular'"insect,"
constitute the renewal.

Rufther elucidation of the parallel creation theme
takes place when co;resp0ndénces between "Today, fhis_
insect" and poems by Blake are considered. Tihdail, l
presumably, WOuld»support my effof;: "1t the insect is

a child, Othér'interprétationslof creator, creature,
reality, g%d myth are pOSSibléV (p. 91). Blakean

. . w ] N
interpretations are encouraged by Ruthven Todd's assertion

- o

that "Thomas not only read Blake deeply but read S. Foster
R 15
Daman's study of Blake's ideas and symbols as well.™

‘Admittedly, substantial and convincing evidence that { Jﬁiﬁ

Thomas's work-reflects the subtleties of Blake's ideas and
¢ 16, '

a

will establish bgtween "Today,

st



poetry suggest that Thomas consciously crafted a poem about

‘the artistic process, and particularly, the expression of

romantic imagigiﬁion.

~In Blake's works, the child-insect figure is not .~
- .
uncommon. The frontispiece engraving to For The Children:

The Gates of Paradise depicts a child-larva mutation.

Plate" four of -The Book of Thel contains a similar
17 N
engraving, illustrating the text: ' 7

Then Thel astonish'd viewed the Worm -upon its
. dewy bed.
. Art thou a Worm? image of weakness. art thou
but a Worm?

‘T see thee like an tnfant wrapped in the Llllys
: leaf:

Is this a Worm? I see thee lay helpless & naked
weeplng, . )

And none to answer, none to cherish thee with
‘mothers smiles (III, 1-3,5-6).

‘The Blakean worm-child requires a doting mother, namely

‘Imagination, to nurture if; Thomas's insect needs similar

.

attention -- by the caring poet -- to achieve its

metamorphosis into a complete work of art."Metamofphosis

a key operation in The First Book of Urizen, where

on, "Felt a Worm withia her womb" (Chap. VI, 20).- .
i

oPentually, Enitharmon,‘in travail, VProduc'd,a man
Child to the light" (Chap. VI, 40). We recall that Thomas

writes that'"?h;s;story”s monster," which "has a serpent's

| i .
. T o
‘caul” (10), is identified §§pter, wheén transformed as a

chlldren s plece (16). ﬁfﬁomas s_creature follows Blakeanv;

0.

patterns of transformatlon’ﬁ‘ R ééﬁ;“ S
£ R m . T i ' ' 2o
Bla&e s humam 1nsect &p%

ndwln thé&epk *wor&s‘JeTusaII

Ve MUY (IR N T
: STy T . »
. . o N
il h - Coe
1
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and The Four Zoas also may have had some impact on "Today,
" . / . .

this insect." Most succinctly, Rose paraphrases Blake's

.

message:
Man the human insect can never escape the womb-
tomb he has woven round himself in the nightmare
sleeﬁ‘e ‘space-time and history, can never be
hatchedSfrom the mundane egg unless the artist
broods over that womb,:qu egg in order to bring
R forth the winged life gcgording to the image of
¢ imagination or divine vision.18 .

o If man does not respond to the mental or visionary life, he

g

is spineless: "The Human is but a Worm" (Jerusalem, Pl. 64,

12). Unimaginative "Man.is a Worm" (The Four Zoas, ix,
18

627). Thomas, of course, does not equate his insect or

sefpent with un}efined.man, but these symbols stilt
represent something c;uge and unachieved -- namely,
unfinished products of the unfulfilled imagination. For'*
Thomas, like Blake, the artist must "awaken," enli?en his
work so it will realize its potential.as "an image of

. ihagination." When in "Today, this insect," Thomas affirms

the poet.as a redemptive force, as the overseer of
imaginative metamorphosis, he is following "the path of
.19
Blake."
" Clearly, in "Today, this iasect," the poet# as

overseer, cannot be identified with the poem, "the iasect."

As we have seeh, the artist also is pointedly separated fron

the artefact in "How shall ay animal," "Why east  wind
hﬁ3A f" chllls,'«and even~"MY'wqxldyls“pyrdm1d." In "My world is
" the adult ‘poet's voice is assigzned to part one,

gpyramld,




. ]
=~about to fall" verifies the social tragedy of the child

(.

and the voice bglonging to the child, who on one level
represents the poem, dominates the second part. Throughout
"Why east wind chills," the poet documents the mortal cry
of the children -~ who are not emblematic of anything as
lasting as art. And thevpoet_of "How shall my animal," as
creator and owner of the bestial child-poem, strugglés to
hold himself apart from the anarchic creature. The battle,
in the end, is not successfui; eventualLy; the beast digs
itsv"grave" in the ;uthor’s chest - (44). Indeed, mHow shall

my,aninal™ exemplifies Thomas's laborious progress toward
y , p prog

hat

'6bjectivity. As the energetic questioners of these poems

of energy seek to break free of the womb and discover the
contrary outside world, so Thomas, the creator of these
. Il

interrogators, attempts to escape the shackles of

subjective art and learn a more studfed, impartial poetic.

ii

Poems of Transition

~"A saint about to fall" and "If my head hurt" are both
poems of transition. In these two poems, Thomas, now a
father, tugs free of self-obsession. The rialvtoncerns of
the parent override the fénciful‘fixations of the cr%;;ive

self. Thomas recognizes the most severe menaces to4

i 1

3

war and poverty. Abstract threats are absent. "A??aint

i

victim. And in "If ay head hurt," a loving relitionship

between parent and child becomes the inspiration necessary

'°§%‘child:

o



- .

fo;icombatting'the cruel conditiéns in the world and for
a@éiiorating the %mage of the child.

The concerns&bf a poet -- and those of a parent -~ are

reflected in "A saint about .to fall." This poem, however,
- is more about Thomas's unborn child Llewellyn than about = -
itself; it was once entitled "Poem in the Ninth Month"

(Tindall, p. 170){1‘Written in October, 1938, in a year

i

plagued by economic”depression and ominous with signs of

approaching war, the poem expresses Thomas's anxiety about

I

his child's futpre. 'The image of the child as quasi-

%divine, as saint secure 'in the heavenly womb, shatters here

‘as the child falls into the impoverished, war-torn world.

. ' . ! ) .
He is victimized by:violence, drawn into "A thundering ‘

bullring" from his “sileqt and girl—circled island" (51).
Updeniably, Thomasfs'art.has evolvéd; Here the external

d's thréat is apparent, unlike the illgdefiﬁed*"menace"
of the outside sphere in "Ears in the turrets hear." A

more mature poet, Thomas comes’to terms with the climate of ///

Ve
/

anxiety and poverty while continuing a romantic pessimism

like that voiced by Emerson: "When each comes forth fron
: _ 20
~his mother's womb, the gates of gifts close behind qim."

. -The Welsh poet does not retreat from reality.
Increased realism is also -evident in "If my head
hurt," written in March, 1939, about two months after

Llewelyn's birth (Tihdail, D- 173). Although the poen

consists of a highly-stylized and rhetorical dialogue

¢ o
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between fetus and mother, it is still faithful to reality.

It recognizes the pain endured by the mother in labour-as
' . .‘ [

well as the shock suffered by the child being born,

avoiding the almost hySterical reaction we find in the

notebook poem "From A Play." Tindall points out that the

portrayal of the mother in "If my head hurt" "is a step’

forward -- from impersonal organ to person" (p. 173). Also

dra;ing attention to the maturity.of the poem, Korg
declares that this work "has a realistic moment not at all
typical ofﬁ the earlier womb poems when its "embryo offers
to forgo entering the 'clouted scene' of the discordant
household, and adding to" the household's "problems" (p.
106). |

As well as being empathet%c, the embryo is playful and

energetic. Emphatic.rhythm, alliteration, and repetition

reinforce the sensation of energy. Spondees or near-

~

spohdges dominate the first sentence: "If my head hurt a

hair's foot/ Pack down the downed bone."

Conveying the
fetus's fretful voice are the alliterative phrage of "head
hurt a Qaif's," and "b" alliteration extending from "bone"
at‘the end of the opening sentence to the "ball," "breath,"
"bump," and "bubbles" of the second sentenée, as ;ell as .

the repetition of "It," "my," and the "down" root. The

unborn child's playfulness may be most evident in its

paronomasia such as the fowl puns in the second stanza:

"game phrases," "cockfight," "comb," "peck," and: "duck."

Replying, the mother speaks in the taut, compressed

»



|

style of Hopkins -- a styl% that complements and helps
comhunicate an idea of arduous self-sacrifice. Lines‘and
phrases including "No. Not for Christ's ddzzling-bed" (16),
"there is none, none, ‘none"-(19), and "To the anguish and
carrion" (22) recall phrases from thetJesuit pogt/s

"terrible sonnets,"

such as "Not, I'll not,-car%ion
comfort" ("[Carrion Comfort]"), "there is none" ("No
Wqut; there is none"), and "CHriSt not near" (TTb éeemh
the strahger"). Most willing to give fully of herself,
this woman lives for her offspring. Also, she does not
attempt to deceive her child about the dfsrever unfree"
(22) ‘state that comes with birth, but offers futur; refuge
"At the" lactating "breast stored with seas" (27). .She is
able to console and comfort the "fallen" child.

Considering this dedicated nurturing by the mother, as
;ell as the vitality of her child, thoughtfulareaders
should.expect that the fetus, despité the pain of birth,
will enter the world insistently and energetically,
undaunted by "the endless beggnning" (30). Althoug.
.suffering ig inevitable, it can be_overcome through
.exuberance. Yes, Tindall is correcé to éaLl this poem "a
.celebration of child ﬁﬁd mother" (p. 173). Both voices are
vital and compelf;ng. 'And, through the mogber's devoted
car;, the child becomes an initiate -- not’ﬁgyictim -- 6f
Fes

the outside world.

"A saint about to fall" and "If my head hurt" should

-~
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be viewed as transition poems. Korg asserts that with

these two poems ' " 4

Thomas begins the descent to eartihly subjects s ,
found.in "After the Funeral," in most of the

poems of Deaths and Entrances, and in most of his

later work ‘generally. (p. 107) ”

It should be pointed out here that "After the Funeral" N

underwent radical revisions in March, 1938, before the

Py ”»

transition poems about Llewelyn's birth were written, ’
Also, the poems discussed thus far in chapter two show

W

tha: "the descent to earthly subjects,"

especially the

intensification of the child's relationship with the

.

external environment, fégins earlier than Korg maintains.
Still, as we will see, a different kind of perry emerges
with the revised "After the F&neral." And "A saint about to
fall" and "If m} head hurt" certainly signal -- and
reinforce -~ a shiﬁtvof priorities in Thomas.'s poetic.
Mature perspective begins to master the provocétive self.

Objectivityksupercedes obsession.

iii
Poems of Dualities

L 4
About the poetry "following" the two pivotal works,

Korg argues that "visible realities rival cosmic vision as
sources of truth" (p. 107). Stephens;comménts on a related
‘binary quality of these later poems, namely, a "double;
vision ghqt2§nites 'child' and 'adhlt,' innocence and

.experierce. "But in spite of uni:y, a marked tension of

N

~a
e
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 ambfva1ence often remains; Pival realities contend.. This

type of tension, however, is not a sudden and 1nexp1£cab1e
literary phqnomenonﬁp In earlier poems, the double-vision -

exists in-a moge primitive form., The cultivated division

[
P

\
between the adult poet and the child-poem’found in the ' "
poems of energy comes first to mind. More récenﬁly.,the -

a X
dialogue of "If my head hurt" presents .a double-vision

since the two speakers are united by edpathy.' Therefore,? .

with the exception of the latter poem, sthe dwval perspective

is not managed‘fifectively by'Dylan Thomas until the 1938 o

L

rev131on of "Af;er the Funeral And despite dualities

- . 4
’

such as the increasc@of contrary vision, correspondences
K
mLth the romgntlcs continue. Focu31ng on the child image
Iy )
Uf selebted'later poenms, I will elucidate romantic

o

“@ “

Ly

1nfluences as well as 'the blnar( quailities.

SteﬁhEns g;oﬁxd@s the most’ meanlngful introduction to

4 .
5

‘"Aftgr cheunneral a poem that, he calls "a key

. 110 { . y ‘n‘--

1llustT&tLon of the dual v151on
,;,Q'Th ‘I' of tHe poem cohtains both *the boy and his
\{1d10mn gnd the adult poet and his. But they are

:  ~subt1y inter-involved, as is the boy with the

4;_'adugt. the past with tHe pres°nt, in the

' “'.cﬁntlnulty of exherience. The 'monstrous’ images.
logk:both ways, Mack to the wide- eyed
extravaganzas of the childiish imagination, .

Forward to the deliberately used but checked T

*FhECOFlC &5f the adult.22 o

Korg maintains that the poem is "a dialogue which artrives

.“at a working agreement between the realistic and the cosmic

iméginations" (p. 108). Basically, the poeam consists of two.

alternating perspectives or imaginations -- one f&nciful N
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"ané chlldﬁﬁh the othef more factual and adultl But

~ -

" whether &he two 1maglnat10ns are harmon zed or not remains

..a crltlcal question. : -

’acute that these memorles haunt hls sleep and aduléhood

s
13 L

.
T

. »
LS 8 . , )
.

The Chlld s sen31b111ty animates the flrst nlne llnes

«ﬁ&hlbltlng helghtemed sentlence, youno Thomas noticed the

Yoo

~shape ef the mule s ears, and the tappldo and amack of the _
e W/

burlal spade. 'His apprehension,of seusory'deta:ls was 80

-
.

:

Becahqe'of the ch:ld s hyperactlve 1ma01nat10n, however,
[}

‘:bhe llnes dre phantasmagorlcal as well’ as factaal muffle—

"_toed tap/ Tap happlly of one’ peo in the thlck/ hrave s

.

/‘whlch th% poet medltates. : |

-

‘ puerlle per)

B n
foot" (2 4)
4.

: »..."'\'
Rnom 1Qnes ten to twenty, the poet vacil ates from the

ectlve to. a matter of fact outlook Lines

eleven to thlrteen are a factual appraraﬁl of the room in- //),
- . 7 ( “ v . : . " g ; »

. s : K] ', .

In-a roonwith a stuffed fox ‘and a stale f&sn,

I stand, for ;h;s memorial's sake, alone

> In the snivelling hours with dead, humped Ann. !

o

e A

. The drab ornaments of that dlsmal rooi re@lect and

LR ®

" reLnEOrce the comnonness of Ann s‘death and corpse We

B

\

musb accezg’fhe neallt] of Ann s death But this sober
b -

pOndbrlng 1nf1ates lnto an151pn/of her heart at a fountaln

- m N - .
flogdanWahzarid dalés (14 13) Th en,.ln parenthe31s, the

v <

4
more temperate.adult voice 1nter3ects and aileoes tnat the

\(F I . - v . " o
W&datlﬂg heart of Ann 'is gbmonstrous lmage bllnd%y/ o
’ Magnl-‘,fx,edr___vou-t-of_ pral%ﬁ.}(lé“h)l-- The adjective, *  “w

IR ORI B ol ' vl T "
D, 7 ,}. : :& B ,“. ; o - !
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"monstrous," however: 1s not‘Fntlrely negathe. Like the

reference to the aesthetlc 1nsect as JThls story s monster"

the.adJectlve 'monstrous"

o Co
connotes the 1dea of artistic energy, the creatiVe quality

-(10) in "Today, this insect,'

of metamorph051s, as well as the concepts of dlstortlon and .

w

destruct;on; olmllarly, although the adult «oice claims P

~

that Ann's."death was a stlll drop (17) rathe;‘thaﬂ’b "“” V*” -

s W -

""holy/ Flood" (18 19), it does not -deny her 51gn1f1caﬂ'c'e. *;,n, LA

‘1nﬂfact, she stays 51gn}f1cant because her death was$ qu1et»{
& _.andfgrdinar;l unayoidably reai, and, in a way,\sacred.
.Atte: all./ih A Réstal to Mourn," Thomas dlscbvers ) i
‘hollness 1n_"the round/ Zion of the" water bead" (7§8) To

T see eternlty in a drop of water is not 1mprobable. For -
e 23
‘Thomast.the commonplace can be transflgured)through art.
@ A
Transﬁaouratlog%gccurs fm ,nes twenty—oge to twenty-,‘r 2
. - 3 , ' O
51x when the young bardlc Thgmas invokes creatlon to
. o ’ . .
fcelebrate Ann. As the 1nvocat10n 1nten51f1es, the imagery ~

-a

. v . . L ]
*%xpands outward. The dangy room ornaments metamorphose .

1nto ﬁferned d'foxy‘uoods (24); ngh flying blrds bless.
. Aniil AL N

- dbm death of Ann._ ;, : S bﬂfi s € : .
A - The gext elght 1Lnes check the rhetorlcal Qnslaug?; - .
) '~;\ _ Thomas contrasts t e :nctlfled Ann w1th the actuaﬁ woman° o
| ;i"w" - ;THnrABIesh wag- meek as mllkrﬁut thls skyward ’T N
S - statue . - v o Tl oy
, - With the’ wild breast and blessed and glant Qkﬁéi;_ S
) , ‘“Is carved from her in a room w1th . wek w1ndo al Y
S ’ P v v, ) : N o
- SR U,f'_ ;v B N ‘ . <o(27 29) >

| o 1;,;1gg>‘.\4_ g : : B A
L MQSt comp’hling and'dire@k is’' the image of'Annﬁs hands» ¥
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. . ‘, . , ‘ ‘ .

. "her sCrubhe$ and sour humblej%ands"'(3l). Seized with

rigor mprtis,fthose hands "Lie with religion in their

qgramp (32)" "Lie," here, is a "lpaded" word. A witty
' pun, it questlons religious consolatlon and the, sacrosanct

o N aspect of. Anﬁ» Thus, adult ifrony brlngs Ann down to earth.

L4

For 1ts tonc1u51on; however, the poem returns to a

‘rhetorical/ rapturous mode. Ann:is establlshed as grandly

statuesque., Her hands become moWumental - .cloud—soppe "

'»and "marble" €36). This image of Ann assaults the poet/s
‘senses until mundane QbJeq;s are transfloured by the-

1mag1nat10n, un&ll/ The stuffed lung o the fox tw1tch and
3

- cry Love/ And the strutting fern lay seeds on the black

sill" (38-40). Like. the Blakean "Seeds of Beauty . | /'

(Jerusal*. 85, 9), these spores 1nd1cate t‘le “.
¢ ‘ "

!gesurgence ofmimagihative life. Through Thomas s two-fold- i&
ﬂ‘v f.:_ . : U . : : ' . k.
agination, Anm%s‘death becomes an oceasion;for the birth
¢ ) ) Y. B
of exuberantly elegiac arﬁ . ‘
‘. ' , . o
' The danger Lhat remalns, however, is that with the
G

'highly stjlized conclu31on, the Qeath of Ann may appear to
. be but an event explo;ted faf‘tne promulzaticn of the
"1 Afx' w11d1y crietlve self. - Thus,: the elegy would end|up‘being ,

} : .
\\\ Jmst anothes poet;cal pldtform for a puerile artist.
DA | o
carelessly magnlfylng reality beyond. the range of decency

-

v " and pralse But this-eoocentriC'endino 1ay Simpbg be the

lenacy of the. Tebruary 1933 ver31on of the poem, whlch %aud
24
calls "a coldly oenerallzed refusal to mourn. There is

a cold quality to the-polished'poem's'rhetoric.» S@%}l, t%e,%ggjs
o ) | ' . ' ﬁm 2
O . o . » g to . v »Q:\be
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poegm has very admirable‘qﬁélities, most notabf{f the
v double visiﬁﬁ, which,.although not completely ‘unified,
aliafs both qdult énd child points of view. The notebook\ ’
- version, in contrast, foers Qn{y é;rather snide adolescent

voice, mouthing*some quite vague and ignorant platitudes

4
-

such~as,‘"Deathfhas rewarded him or her for living,/'Wighf
ﬂ“ .h ' ) . ) ) .

generous hands has slain with little pain" (14-15). ' Also,

nabogt a month before coqpbsingathe hbtebook poem, T#omas,

9

I3

thinking idly abeut his dping aunt, wrote: SR

- She isidying. She is dead: She is alive. 'It is i
also the sanme tHingﬂng. . There must be .

, something lacking iffZRM#%. I don”t ¥eel worried, or
‘hardly ever, about G¢R#¥r people. It's self, self,
all the time.25 ‘ ‘ ’

)

Pul

of W38 h “6me a long way. No longer is it

) 4 et . . e
self all the ;img." Through memory, Thomas reaches

The Thonm

"self )
: (S
~ &

| ¢ ¥ X ' ) N - .
back o fkcreate an Ann with the loffiness of Stature which
" ' | . .
he, when a child,,believed she*had; and, with an observant
» . . _

L]

eye, he documents her QOmménffortitude, evident even in *

¢ ..

. dea?ﬁip In the revised ?é Refusal to Mourn," thﬁ;idult and

chidd perspett}ves altérnate tidally, one seeking ever

s

: - T
higher levels, the other pulling back. .

-

v Like "After the Fung%al,"_"The Hunchback in the Park"

~r

was recovered by the poet from pis NoteWboks.

'

' rn the

: revised,ﬁﬁﬁsion of July, 1%1, Thomas, now a keen, more
- T e ) v - ! ' ) .
4%bje¢tive"observer,«éxhibits the aggression of school "age

> * o

“children, prodycing a'fdndamentalftension between contrary
X PP . . . . - Y B -
views of the child. Here, the pure yet pitiless "truant

RER
-

»¥
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boys from town"' (16) tease the slow and ponderous‘buggast;

' Essentially,.these boys a;é‘like Barrie's children: "gay @,
and innocent and heartless" (p. %20).' According to the .
mature Thomas}'as"well és Ba;rie, innocence and*hostility
are both major qualities of’thé cHild's‘ps}che. ‘Pure

gaiety and heartlessness are combined in the child.

;i3 . - W
Actions expose these traits: 9 ‘ -

‘ . . -

And ghe wild boys innocent as wberries =
Had followed the hunchback ?; ’
To His kennel in the dark. . (40~ 2) . ot
El - ‘\
- Thes nocdhts are not on a mlssion of mercy And,
. :
because the boys are gﬂﬁges of real’ chlldren, their-

e

)

antagonlstic stalking 13 aﬁ% the more dlsturblng Moreover, &
i ¥ . |
Thomas probes the dark 51de16¥ the . JuVeni$£ mlnd "The

reference to the boys méklng the tlggrs Jhmp out &f thezi

e

eyes/ To roar. o\ the Arockery stones" (28-29) sug St,. ‘the %
i?géressive fantasies common among childten.““‘ N ' S
.Thé view of the child as.éggrqésiv%,bhoweven; should .
RN , SR,
bevéﬁnsidered in the context of the fomdntic'@radition. o «

EE (S

Earlier romantics sdghjas Coléridge and Wordsworth
N AN .
somet1me> commented on aoore3510n in chllfren bat rare y
Ty y o . ‘

focussed on it;”’ Cole rldoe sr"Fears .in Solltude states
4

-

fhat:"a qﬁﬁid" will "Pull bff'an‘iqsect's leg" (105—106){~5

" bhut ‘the poet does not poiat out any causal ‘relationship.
betweén‘tﬁisvﬁehavidr and war -- the'bloody Qﬁfair of

natiOns that he prote%;s agalnst at such length. In‘one T
‘_poem, dordsworth ppaxldes psych01001cal insight into . -

Juvenlle,belllgerence --»that_chlléren are taudght to be -, o+
R - ] . . .

L3 ¥ e,
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‘ S 80 :
: - y L ,

violent and are not born assailants. The author deduces B

that the boys- ofy the brutish Mr. Jones "Will all be trained .

to waste and pillage" ("And‘rew%bnes." 31-32). And, in- ‘ S

Book One of The Prelude (180}-—06); Wordsworth recalls, “' \ .
. . . - . 7 “
-~ almost i.n passing, that when indulging in bir‘d catching,
. e |
"ere" he "had seen/ Nine symmers," he "was a (eljl ey
“\\w » ‘; ‘~'V if

destroyes" ln "thought and’w h" (310- 311 g
| ~ 2 o

’

~Auden, g modern romantic, 1s more direct, .
-~ M w y ) : ;'
Blakea meta%r of’preda't'io 24§13 ar to th;at ' 4 Dy . "Ihomas \,

.in line twenty :eight of "Th S

‘.

ack in the Park"‘i "At
26 ‘

garden." llence, |

five you sprlnh, already af «

» { . .o
“Auden, a modern, shakes off

v

istic romantjcism to the
*

' . L "“ < . :.
: ,’ntbthét he'returns to the rdfalism of A;J-gustine. an

iwe v S 'S .
. expounder of origi‘_nal‘ sin, who obse.rve’d\\that "if babies are,.\‘(

ihnocent,flt is not for- lack of w111 tw harm, but for
27

13ck of strennth
N /.1,‘*5.'

. ‘The portrait of the child as,aggressi‘fe also appear-s | ;-4

_in other ‘works by Thomas <As early as October 1938 Thomas —
: was u‘f%tlnmﬁout violent 1mpu1,ses among ac‘tual ch11dren.

utl%e young. rascals of "Once 1t was' the colour of saying"
stoned the cold and cuckoo/ LoveArs. ln a rjgho talk ‘ s

: "Rem1n1scences of Chllyﬁ'ood that was flrst br\o,adcast in uv .
19433 Thomas recalls -how -h carrled a wgooden rifle .in the

g/_rk and shot d sthe 1nv1p51b1e unknown enemy like a flock

. 28 (93
of wild birds." He ‘then proceeds to read all of "'I'he
! 2, k v * - o

Ca
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Hunchbackt*in the Park" to his audience.. Also Meditating on

L

childhood the father of "Lament" (1950) views hlS . _Qp

offspring as "Harpies ' (56) ag well as occa51onal "angels

(55).u Furthermore, aggression among juveniles appears in"‘u

Thomas's play for voices, gnder Milk Wood. Because littlelf

Dicky-reques to kiss Gwennle,’

" the ﬁhrill girls giggle agy master around him and
squeal as they clutch and thrash, and he blubbers .
.away downhill wdth: his patched pants falling, and
his tedr-Splashed bldsh burns all the way as the

p trtumphant bird-1like sisters scream: with buttons |
""in their claws.29 = | Sl

. . W
A child is vietimized by 'other childrel Dicky is
physically tormented by a. gang- of Frenzfpd "mini-maenads."
n ¢ ., . e - " ' o ‘
Thewboys, in contrast, restriit themselves to abusing him
. p . [
verbally, they ‘ . v

hoot after G?h his little nickaame and his S
mogher's shame and his father's wickednes% with "'
the loose wild barefoot women of the hovels of

¢he hills.30 P S

‘_:‘hd, ‘in a matter-of- fact tone,-the "Author s Prologue
.. (1952) - refers to "boysv Stabblng' (15) Ba31cally, r"ls

1n the later wrltlngs that Thoqas attempts . to depict

o &
a‘accurately the real behavior of’, é%;ldren, 1ncludlno their

.!
aggression. T comba}ave eneroy of children, from Thomas S,
ES o~ B \ e
earlier\poeMS, such as "Based on themes fron'Wother G@pse,

and even "My world is pyramld" and "How ;hall my‘anlmal,

suggests the v1talltg of the symbolical obeprlng, the
\

- roem\ more than the truculence of actual chlldre%’s

"Ceremony After a Flre Rald" (1944) deaig w1th a .

v

dlfferené romantlc conception of the chlld -- as quasi-
; . _

By

8t
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divine. (gzs poem’maw be viewed 3s an exrension of

W
WOrdsworth S treatment of the child as -iaP;eme eymbol"
of "the life of'the spirit»" - But unllke "After the

[
~ Funeral" and "The Hunchback in the Park," "Ceremony \fter a
’i‘,‘ o Fire Rald" does not offer a %*stélned realistics.
Fhg v - T o
perspﬂ$%1ve. It is. an 1mmature product weakened by 'a lack
>.¥oﬁ,iﬁbﬁﬁﬁfﬁgmﬁumgt Korg calls "the reallstic\
, lmaglﬁetion ' o ”
LAY i , ) A J ES
“Initially, death is a strdhg”preSegcgii Y

-

Amono tpe stréet burned to tireless deathas

A Chlld of a few hours

N With its kneading mouth,
d Charred on the black breast of the grave

e mother dug, and its arms full of fires. (4-8)

) * o

A grandiloquen ~Vroé!;e'of“renaissance, however, begins all

" too quickly.  poet,2in confusion, celebraees "Darkndss
kindled back into beginning" (12). Furthermore, Thonas
‘ennodnces'thae "the dust shall sing like a bird" (22); and
’-’ - ﬁhps dust- gurns into a harbinger of heliriess. Meaning is
. ‘abaéﬁqned‘in such logically indefiﬁite eIEhoqgh high-b

- sounding language. Here, Thomas's langyage lacks the

'h?v‘ =

prec1s;on of ﬂordsworth s p oclamation, "Dust a

the 1mmortzh.sp1r1t orows(;(The Prelqde (1850) I.

- B

Beforp contlnulng the rhetoric of renewal Thonas.

-

gayeqts the consequences of Adam and Tve s Fall:

) Adam an: tooether .
‘ . Lyinz in t I - ‘ i
.. Under the ‘breast of the head stone

. White as the skaleton
\ Of the oarden of Eden. (41~ &5’



Los, Blake's figure of Imagination, makes a similar

iamentation; "For Adam, a mouldering skeleton/ Lay bleaqh'd

g Pn the garden of Eden" (The Song of Los, P1. 7, 20-21).

‘ A ﬁ of

of the youth;

- who. was pr%p,,.“

Vulnerable to the effects of the Fall, Thbmas'é babe seems
to be one of the innumerable "dead 1nfants (49)%}— but

only momenﬁ'ify, . o

The poet 3ssért§ that his subjecttis "the one/ Child

qarvan&e"s(SO 51). Thls afflrmatiqp

% W

A~

child as gua§3ﬂ¢1vine, and recalls Wordsworth' s ce elebration

\d

conjunctioﬁf. ‘1mp11es ‘the infant's mystlc

: ncluqiveneg&gn Also, the d1v1ne aesthetic "Word" (52) is

contax:gd ﬂn the child's belng Celebratory c¢reation --
: Tk ot
R . : .
"Sihjer;*anﬂ tongue (52) -- resound in his skull. And

é'l t;hbnt

mglng crumbled back 1nto darmness (57), new

llfe em rges %4Fo express th1s ;esurrectlon, the ‘poem's

1 O
language bec&ﬁes llturolcal ceeating a fhytﬁm of falt\

S e '- - , . -~

o® i The, nassés of the
' The hasses of the
* The masses of th

\ -bearAng. sea. (71-73)

infaqt
And spftitual,déliﬁefance'ov:j)h ms all: ¢
Erupt, fountain, and enter to utter for ever;
Glory glory glory ‘ ”
The sundering ultimate kingdom of genesis' thunder.

Y (T4-76)
With. its crashing qadehces, the final line éhmmons‘up the

i

. \ \
flamboyant grand style Milton employs when describing the

1nserts ®his baby ff%mly 1nto ‘the romantic tradltlon of the

:V{ature s priest' .( 'Intimations;" 73); the:

83

*

"

I

Holy Ghost, the dynamic Spiritual, aﬂb”bright effldence of -

. iR
- A : i °
.



" . divine’) escapé%%recognftion through-unbelief." Indeed,

&

o . : ' v” ,‘.‘i e . \
. 32
bright essence increate." The infant is assumed into an

unseen revivified Eden; genesis succeeds apocalypse as the
poem ends with a surge sf the "cosmic imagination."

T, rqugh ;ﬁl rhétérlégl language of faith, Thomas hopes
to énsﬁgéage"belief in a radeeming life clycle. After all,

. . . iy o
‘as that ancient wvitalist ‘Heracleitus warned,."(MostJoE the
' - .33

£ :

" 'Thomas's art urges the recognition of regeneratioﬁ, But it
" is difficult for the readers of "Cerémony After a Fire .

Raid" to make the necessary leap of faith since, to propel

b

themselves hpward, they‘ﬂnﬂ:find a solid base of realism.

- -

No such foundation exists in this poem. Perhaps a more
sustained view of_thexchildfas victim would supply the

cructal contrary te rhetorical fancy, the essential =
. ‘ g
grounding in realism, which would allow readers to '

participate more fully in the poem. Nevertheless, readers
will continue to enjay "Cera2mony After a Fire Raid" as

B i
rhetorical liturgy if not as convincing poetic teBtimony.

- Faith in rqge%eratibn, andgthg image"f the <hild as
quasi-difiane are,not,as absolute in "A Refusal fo Moura."

The poet appears to deny the finaiity;of the yo%né girl;s

death: -2 R

T shall not murder ' "

The mankind of her going «pith a grave truth
“Nor blaspheme down the stations of the breath
"With any further . o
. Elegy of innocence and youth. (14-183)

i

Suggesting ner heightened status are the declarative pulpit

—

84

+

-

o
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) - &)
tone of "I s‘.ll not,' and the reiigious terninology. 9

85

"blaspheme" and "stations" (as in stat%%ns of the cross).
Thomas argues that*a veritable elegy'would desecrate her

passage, and.ahnihilate thelcherished‘sense of her living

presence in menmory aid creation. Somehow, she endures:
‘ Deep with the first dead Iies London s daughter,
Robed in the 1ong friends, o !
The grains beyond age, the dark veins of her mother, ..’
Secret by the unmourning water - =y .
¥ Of the r1d1ng Thames. (19-23) . h
» . b"b, . w R ) . - .
' Movinu water, bf course, connotes continuity, the flow of

¢

\
\

life} the eternal’cycle of ex1stence Tindall‘writes,
ol o . N .
"Here is water to put fire out and Brlng seed to life" (p. o

.. 182). But at the end of the poem Thomas does roduce a
‘puerilq{"Spell" ;pliouqeeract deaggges he.didh
"Childreh's Soeg‘" "4 Refusal eo ﬁourn" closed : .
amhivalently: "After the first death, there is ﬂo'other:‘%@w~’“““w
(24). Tindall's mpfentary clarifies the ‘contraries
4

cdﬁﬁensedsgn this’line: -

1

{ That Sthere is no other" death after the first

: -means,. as the context demands, that death is
followg¥ by perpetual life: Chrisgian heaveén or
natural rebirth in bird ‘or flower. In either
case "death shall have, no domiﬁion But, . .
whatever the demands of context and the elegiac
tradition, this line is ambigdous. "After the b

« first death, there ising other” can mean that

- death is degath. There is «no other because, once ‘ '
dead, you&‘.»dead for good. (p. 182) ) - v

"A Refuspl t Mduﬁn" preseats only ¢ qpalified faith in 9
renewai" but‘ he pﬁem s communlcatlon of the fundamental

% - s ~

tenblon betwedn the dEmands of death ‘and the prospects of
Far

hope should s rike,thé readers ae honest, granting them

]




‘ 86
faith in the poem's integrity.
This tension, as advanced by the two contrary¢views of
‘the child as both quasi-divine and victim, can be found in
works by earlier romantics‘such as Wordsworth, Shelley, and
. * l
Blake. In Wordswortn's "Address to My infant Daughter,
Dora,”" the baby is both an ihage of the divine, and gbvery
, ), ]
mortal creatare:
But what is time? What outward glory? Neither
A megsure is of Thee,” whose claims extend .
Through 'heaven's eternal year.' -- Yet hail to Thee,
« Frail, feeble, Monthling! (13-16)
The poet, a proud father, compares. his daughter to "The
second glory of the Heavens" (5); the moon: Ej{
paraIlels have risen, ' \
Resemblances, or contrasts, that connect, ‘ ‘
Within the region of a fathér's thoughts, . o
Thee and ‘thy mate and sister of the sky. - \
And first; -- thy senseless progessy,through a’ o \
world VY
~ By sorrow darkened and by qare disturbed,
" Apt- likeness bears to hers, through gathered
clouds )
, Moving uptouched in silver purilys ®.
And cheerlng oft-times their reluctant gloom. -
Fair are ye both, and both are freg from stain.
SRR | g (42-51)
And'%ttempting to overcode'his fears for young Dora's
health, and to deny’that his child may be. victimized, .

~as it is in Wordsworth's poen:

: U i "5
"Lifa" (69—700 - In SheLley s elegy,*"To Wllllam Shelley, ' agi

v g ) 0 . A k] 5
hordsworth declares that Dora's sm&les are'"Tranqu11

x‘ _,l .k s [

assurances that Heaven 51poorts/ The feeble motmons of her, ‘,Mg,i

Y

(1819), the teasion pxoduce& by these contrary outlooks is 'ié‘

L 3 - L

agonizing and not‘merelygan indication of parental unease



[
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if a thing divine S :
Like thee can die, thy funeral shrine ’ ’ i
“Ts ‘thy mother's grief and mine. (7-9) ,
The father strains to believe that his son still lives:
a . )
Let me think thy spirit feeds
'"With its life intense and mild,
The love of living leaves and weeds
Among these tonbs and r ‘ns wild. (11-14)

.

The struggle proves to be excessxve, and the poem is

_/,//”w

;tuncated,‘a cur flower. InE’Yplay between opposini’V&Qii;/

" however,” may be most dfnamic in Blake's song of innocence,
. e

"The Chimney Sweeper." Alicia Ostriker argues that there
= : 34 Ny , ’
are/ two contrary readings of this poen. " According to the
f . . »

¢ L T

flrst re&digt‘ society "enslaves children both physically

"and sp!rltuaily, promising heaven hereafter in etchange for

| 35 )
obedient. sufferipg hereg." The street-cry sweep is
. B 36 =¥
ironidely fore-sji®rtened tp. "weep." = These dMildren eat,
AN N "o [ B m
work, -and dream i 'goot. Soc1er denles childrpn s ‘.' ' :

innocence; Tom' s""head/ That curl' d like a 1ambs back,; was

shav d" (S 6). Bltterly ironical is the ending, "So‘if all
. -~

do their duty, they need not fear harm" (24). 'Duty

confuses and kills. Accciding to the second reading,

-
J

hoyever. the c1051ng line remains positive. The dutiful

!

cents recelve visjons of” JO] and salvatlon Through
PR v § B

atlon the chimn “ur* sC dtt 1 ol t .
. : QY a»qugﬁp anscen }% ma ev gn o

' 5 Pl
‘l&n* ',‘ - . . »
of ewpg§1ence' Coffbné eannot conta11 them. Th&s
' - 3
: PR A . .
hese unchlns are qu331 dlvlne as well as v1ct1u1zed AR

2 . , R | . S

" %modg the romant}cs chxldnpn inspire a!l t1thet1ca1

rerspectlves and intense art

< Y
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. Tension between death- and etern”ﬂﬁ 1§ also present in‘
| ‘) -
¥ R"Poem ia October’" ﬁxrtﬁdays. indeed are oft®actimes of

R 'jtension. Boswell''speculates that Samuel Johnson "disliked
. . . R ' : ( .
: having his birth-day mentioned" because '"it. reminded him of

1

his approaching nearer to death, of whicp‘he had a constant
’ 37 ' ‘

, dread« - Another elghteenth century man,: Pope, claims of a
[ 7 t’ ; 3 8
’blrth¢ay that "'Tis but the Fun'ral of the former year.

Eor the romantlc Thomas, however, the tension which -he

creates is far more fruitful‘——vano complete. Ile indulges

in the. saWT sort of thouﬂhts that Wérdsworth recofded 1n

Book One_df The Prz2lude (1330): N ‘
. : "Ere 1 hah told | _
' _ Ten birthdays, .when among the mountain slopes
¢« Frost, and the breith of frosty wind, had;snapped
© The last autumnal crocus, 'twas my joy T
With store of springes over .my shoulder hlung-
To range ‘the open heights where woodcocks run o /
. Along the smooth green turf. (306 312) ! o
> ~ As in*"Poem in October,”" the sweet summer of boyhood dnd /
the fall of earth coe%ist. Wordswortn,All&e Thonas, adm}ts
s : : - ’
cohtraries, into his world of childhood: "I grew up/ _ A
» ) , N . !
. Fostered alike by beahty and by fear" (301'302)', Althﬁtgh
i l ) ’ v / v
Thé‘P?elude and {'Poemn in October are nostalgic both works
. . ) ‘
. : nurture the or=eence of 00005105 fofces Truhy, erthddys

‘are not Slmﬁle ca lebratLOns And deSth° deatha’s thredt

'fzz',JhPoem~iH‘0cB§ber" does;not Lndlcafe a4 retreat ko the

onflnes of thé womb. Tlndall observes tHat 11 earller; 

»
)

poens Thomas - , S \ o
revisited Cwmdonkln Park (e.oﬂ "Esoec1ally when the -
October Wind," "Should Lanterns Shine") with its

-



.”before 1t" (184)

N

e

"star—geSthred" children, himself amodg_them. (p. 184)

‘"But " Tlndall adds, in‘"Pbem ia Octobér‘wiThomas "emerges

from the llnlts of that park as from those of the womb

v

"Poem in 0ctober," @ﬂveallng the po«er of contrarles,‘

|

'eYt01lb a v1ta11y real and ronantlc chlld who . rouses the

!

Jcoaetal country31de But althounh Thomas assumes the

)

Chlld 5. p01nt of view, he chegks tﬁls romantxu e&OLsm w1th

an adult appralsal of the child. The poet recalls a rebal

v1ct1m ' | ~o . '

A Christian apo‘oglst Sir Thomas Browne; called his

own lLife "a miracle of thirty yeares, which to relate, were
| ‘ 39

., not a history but .a peeéé of Poetry.“ .~ A romantic

.*cel brant of the sacred in self t{,and nature, Thomas.

proclalns hlS'"thlrtieth year to heaven" (l)iiﬁ‘quej iﬁ
Ogtobér.f fHéaven, for Thomqs, ﬁeans recréatiﬁg the
'maginativerliﬁe of‘childhood,;wﬁen hérons staik
sacerdotally (3-4) and water worbhlps (6). ‘Théﬂpoet
returns to the egoism of chlldhood Blrds "flylng “hi
"namé"\(i2), he becomes a monarch living at the centre of
his worfd;' When it*rains,7it‘is "4 shower of all" hlé

N

"days" (10) " Thus, Thomas continues the tradits on ‘of

romantic egoism e\emlefled by Vﬁltman s questlon, thr an

I, aﬁter all but a chiLQ,.pleas'd with the sound of my own

name?",(fWhat Am I After A11?, 1). And this sort of seif—

regard, of course, s also a trait of the child-like

‘poetlcal sen91b111ty explored in:Thomas 's earlier’poems,



_sea and’ follows "the‘filght of hls name.

be imminent: A

such as "Fron love S. first/fever ro her plague,' and early
!

stories, such'as "An Adventure from a’ Jork in Progress" «m

in which the hero rises/"llke a child" from- the original
40 ‘

B £8’
In "Poem in October/" however, this self absorptlon is

=

not consmmmate. Wlth ‘the ‘tide hlgh transition appears to

/ Ca

- . - /'

High tide and the heron dlved when I took the

road
[Over the border

And the gates’ ‘ 4 e

O@ the/ ‘town closed as the. town’ awoxe.m(lJ—Qgﬁ/”/
/ ’ \

The poetic self W8s dlsturhed d1v1ne creatlon ——ésymbollzed
R\ ;

by the heroba ~-and. wanders beyond the walls of th closed
/ .

human communlty *The birthdi} boy presents hlmself as an
o '\/ I . .

',out51der- €W1th1n ‘these 11nes, the first insistent tug_of

2 Black birds and the sun of October

thennenatlve contrary can be felt.

;/ @2-

'BUL the shift back to’ festivity is sudden§

A springful of lar\s id a rolllno
Cloud .and the road81de bushes brimming WILh
e wnlstllno -

Summery
On the hill's Slou‘der,.(Zl—ZS)

Here, "r¥. and® "1" consofance, alonngith the "ing'" sound,

esﬁeCLally the partlrlples intensifies the energv of _

1

nov51ent. ‘Lastly, the 1solat on of ‘the word 'Summerv

2
\

\ o -
focqses attention om the dramatlc_translormatlon. AN
\ (" R

atmo phe-e of eE{tasv establlshes 1tself ——*tedpo?arily.

With the complen1on of the sentence, Joy is CheCKEd
Thomag recalls . ‘ —
R

.



the rain wringing ) L
Wind blow cold : w '
" In the wood faraway under ne. (28—30)

The wind and the raim, desp01ling forces of the season,

* )

imply death. ' The next three lines build on this intimation
o?\mdrtaiity.‘ Reduced by the cg%mate of death,“therworld
‘no 1ohger is an expan51ve‘emp1re: "Pale rain over thev |
dwindlino harbodr/ And over the sea wet church the‘size of a
* gnail" (31-32). | | ‘
Soon, however, the sanguine sohere is restored with
all the gardeqs/ Of spring and summer A blooming in
the tall tales (35-26) of 1mag1hat1ve memory. Inspiration

does not recognize am& "border" (37) or limit. At will,

the mental traveller/crosses even the confines of ‘time.

-
.

And the weather of poetic memory continues to+"turn"

toward theupositive.
In the fifth stanza, the "double-yisien that unites.
child' and adult'" becomes apparent.,\The "wonder of

@ .
~sdmme(/ W1th apples/: Pearb and red currants" (43-45)

‘indicates\deiightedfabsorption in the sensory world
. ‘1‘\‘ ‘ ) ) ) " .
rhiiﬁhood By the 1atten half'of the stanza, however,

. 4
readere are quite conscious of an adult rerollectin6: "And
. T
I saw 1in the turninn'so clearly a thild s/ torﬂotten

§

moraings when he walxed with his mother (46 47) kf
\"{\ - .

past, aithounh clearly perteived is distant and som what

pnreal to the adult poet; after alll the child moyes
Through the parablés
Of sun light ' o w
And the legends of the green chapels. (53-50)



Nevertheless, like WOrdsworth discovering s pots of t1me
(The Prelude (1850), XII 208), the Welsh bard recalls and
recreates the innoeent ethos of ch11dhood a time suffused

with ﬁmagination, when oneATay play and be in "the exact

‘middle ‘of a living story.‘ K Moynlhan afgues that ?oem

k!

in 0ctober" depicts "the unfallen state or "Edenic" ' state

. ‘ 42
of childhood that -is-also celebrated in "Fern Hill." 2

4,

And, to many readers. the fallen adult voice speaks most

veloquently of d1spossess1on

The dual v151on is more un1f1ed in the penu1t1mate

stanza. Exchanging energles, contrarles are harmonlzed

The poet meets with his memory, recollected contraries,’

.,’

"the twice told fields of 1nfancy (51). are re- SN

92

experienced. Drawlng closer to the boy. the adult suffers '

childhood grief'about mutablllty'é— "his tears burned my

cheeks" (52) -- and presumably.-is surprised‘by joy --

L

"his heq;t moved in mine" (52). The/poet. Sustaining the-

’":wimagination, avows nascent ief in f

“ 11‘4 ’,}

-participation Creatlon reflec 3 the boy' s sense of

mystery (58) and "joy" (56); ' water and songb;rds"_(60)

_are among the boy's chorus of celebrants

But desplte these afflrmatlons of mystery and joy,
ch11dhood stays allve only in ‘memory; and th13¢ﬁ1gh1y .
conditloﬁgl ex1stence maintains the marked tension between
contraries'that runs through the poem. The v1ta1 boy is

"long dead"’(63). Time, and clim#tes -of world and m1nd



d

, '\4 .

‘ . .‘ﬁ 4 : ' : w . L
contlnpe 4 turn. The fervent wish that concludes the poem
is understood as being all the more urgent because

°

childhood‘survives only through the tacolléctiong of
; : S ‘ ;
poetical memory. . ' ' ,

¢

-0 may my heart s éipth
Still be sung L. ' :
On thxs hlgh h111 in a year'S»tur}ing.((68—7O)

_@rt captures and containsg taut contrarles.

,Exp101t1ng-contrarles, double—v1=10n,'and thé‘romantic

-
¢

traditidn iﬂ‘"Péém in Octo%er.(1945),"

Thopaé avoids the
static, highly artificial recollected'zorld of ‘earlier

works such ‘as "Espec1%lly when tHe October wind," a

blrthday poem 11 which. the author descrlbes hlnself as

"Shut . e in a tower. of words' (1). Then, his chlldhoo&

park was populated only by concepts -~ "The wordy 7ﬁ§;§? of
e ¥ .

women" and star oestured»chlldren (11—12). In this’

birthday poem of 1945, however, Thomas uses "the pfocessas

in’the weather of the heartuand eye"'to create a clear and

compelllng evoca&eon ‘of dynamic childhood.

\

Persplcuous v1ews of childh®od are b351c qualltles af

most of the poens which I :rouped under the heading, "Poems
.. , e

of Dualiries." Inproved c1ar1ty, However, alao ragults in

“greater complgxity. Ten31on between contrarles -—-

1nc1ud1ng juvenile attitude versus adult outlook, innocent

]
versus ‘antagonist, and child as quasi- divine versus child

as victim -- complicates and refines this poetry. lHere,
Thomas's romantic child id both comprehensive and ~

cpmprehensible.

e
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e : : "Fern Hill"
/l‘ : :
Thomqs urttes most clearly and”’ intricately of -

childhood in "Fern H111 Only in part does "Fern Hill"
fit the Shelleyan definition of a true poem as "the record
‘of'the bfst and happiest motients.” 43 - As’ in."After the |
Funeral" and "Poem in October,f a double vision is present.
Two bési% poihts of view -- the young Thomas—s and the ‘
experlenced adult s -- exist throughout the poem. Only in

‘the flnal ta za does ‘the adult view of the child as v1ct1m:"

seem to overpowver the 1nnocent perspectlve, §h1ch presents

i

1mages of the child as klng, role player, sentient being, .
and kinetic creature. "Fern Hill" recapitulates these
images from earlier poems by Thomas and from the romantic

tragltlon, but clarlfles and organizes them in an unique

——

way. -And, despite these contrary images and points of
view, the poem satisfies BlaRe's maxim: "Every Poenm must

necessarlﬁ? be a perfect Unity" ("On Homer's Poetry," P

771). Arguably, "Fern Hill" exemplifies. Coleridge's

"one

great principle . . . common to all" life and true art
since it has the "ever-varyingxbalance, or balancing, of
03 h -t . ’ . ‘ 3 3
images, notions, or feelings . .“.. conceived as in

v 44
opp051tlon to each other.” Achieving perfect unicy,

"Fern Hlll"_’jtef§53~eew poetic vision of falth in the

perpetual cycle thet’kills,'transtorms,'and renews

¢ '

childhood.
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Even in the'first'stanza,ve dégree ofmtension between
the child:s poiat of view and the eoult;s is apparent.‘
Fowler points. out that the first word‘of the poem, "Now,"
"establishes the immediacy of the childhood exper»ience.,l‘5
And the first line -- "Now as I was young and easy under
the apple boughs —-- introduces the sort of scene that

George Eliot contemplates in The Mill on the Floss:

. There is no ‘sense of ease llke the ease we felt

in those scenes where we were born where objects ¢ -

became dear, to us before we had known the labour

of choice, and where the outer world seemed only

an. extensio® of our own personallty 46 N 5
[ S

The poem s leiszfely rhythm and 1magery gulderus into the

. [}

innocent realm
/ .
sees, ruler oﬁ/all he reaches out to, the boy reigns

£ childhood where, sovereign of all he,

joyfully over/mis highiy responsive yorld. Like young
Wordsworth, the boy's "head hath its coronal"
b("Intlmatlops," 40); he crowns himself "primoe o&uthe apple
towns" (6).‘ He is a pastoral prlnce whose fiefdom consists
Af countrly orchards and fi2lds. Indeed, to thiS'noble |
"figure,/his.principality is an'extensioh‘of;himself:

/
/o
Ao

J . I lordly:had the trees and leaves
g Trail with daisi=2s and barley -
own the rivers of the windfall light. (7-9)

v
Tnus/ the younoer self's egotism and belief in the
p@fthlpat ion of action and purpose scenm to T, 1e the day“
'// But this ascendancy is not absolate or pegmanent. )
"Tntertw1ned" w1th the child's view and eVperlénce are

suggestions of an adult perspective, sucH as an ironical

echo:. . , ' ‘ .

95



"hépq?fas the gtass was green" (2) has the bgse
.. "happy as the day is long." A chilling irong,
this; for the day of grass is not long, and "as
for man, his days are\as grass." (Fowler, p. 231) »

;!h@’as well as implying that the boy will be victimized by
be per%etual l

~atihiCo AN

time, the reference to grass sugé?%ts

cyclical nature of reality in
o

his being; and intimates ag,image“of L A boy as qgj"L‘; 
“divine. This ﬁy@bolic value of grass -- the denotatio |
eternity - deﬁiveg.from earlier romanticgwsuch as Whitman, '

o -

who observes, "théismallest sprout —shows there is really no
-deatH" ("Song of Myself,” 126). In fact, playing with = : ‘,,‘

metaphor, the Améfican.fomantic claims that "the graés is ﬁ!
. . » . i v
itself a child" ("Song of Myself," 185%),, imaginative and
N - A

exuberant, an intimate part of the cosmos. Clearly, in the

context of the romantic¢ tradition, Thomas's reference to

grass is two-edged, COnngﬁgng contrary points of view and N
° ‘ A@ ) . .' ‘

imagery of the child.

. _, . : ] - .
Contrary values of eternity and death are further
advanced by the ambivalent terms, "climb" and "golden,"

-

found in lines four and five. The "eternal" vaiue is
broached by:Sister Joselyn:

. some poOwer beyond'temporal activity

becomes explicit in the personification of the

fourth and fifth lines, "Time-let me hail and

climb/ Golden in the heydays ofhis eyes."47
Also, climbing,.for Thomas, implies dying. Throughoug the

"Altarwise by owl-light" sonnet sequence, "The child that

sucketh long is shooting up" (II, 2) toward death;

»
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——mqreoveg]'Thomas‘warns of the "cliﬁﬁing grave" (EI;, 2).'
And to climb "Golden" i;'nbt‘fully fgdehptive. As well as
implying immortality, it insinuates_deétﬁ; the mowing of
hay; "we associate green with.growing‘grASS, gold with
maturq’hay" (Fowler, p. 236), rea&y to be reaped.
Reinf?fging this jnterpretation is the fact that "in, the
contexﬁ'hezdev ?egisters élso as.hay—days“ (Fowler, np.
256). .Still, for the time being, prepusescent Thomas, like
the ju;enile Wordsworth, retains his innocence and joy.

Wordsworth describes this state thus:

" Shadés of the prison-house begin to close
Upon the growing Boy i
But he
Beholds the light, and whence it flows,
He sees it in his joy;

("Intimations," 67-71)

Thomas's contrary "golden boy," who lives in the shadow of
y "g y |

»

Time, "beholds" his own "light."

Other contrary implications-of "Fern Hill" are

explicated byxgistef Joselyn: = €)7 e
The child'® happy actions whin he was "prince of

the apple towns" took place "once b2low a time,"
obviously a reversal of the fairytalish, "Once
upon a time." Here there is pernaps a sugiestion
that the boy's joyous life is no 7ore substantial
than the usual sort of things narrated after the
"Once upon a time" beginning.43 .

I disagree somewhat with the argument quoted ab&ve. -Rather
than making the chifd's liferunsubstgntial, this echo of 2
fairytale opening3 indicates the activizy of éhe child's
imagination. Also, it intimates that until, he 3rows to a

o

critical point, perhaps puberty, the juvenile, lordly in

(¢4
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\\his innocence, remdains beneath, untouched by, ravaging

Mpser |

cime. And the word "once" donnotes the limited duration of
the boy's innocence. Thus. to reassert my major ppint
about «the first stanza, ‘an. ironic adult view both ehecks

and complements the child perspective.

This checking of the 'greén and carefree" (IO) aspect

. by a gtxden, ironic outlook is maintained in the second

stanza. \Lines ten and eleven»establish the atmosphere of

innocence, of "singing as,the'fqrm'was home"™ (11). 1In this
. \ o

context, the adjective "carefree" recalls the mood and

A

language of Coleridge's "Sonnet to the River Otter" in

which thes poet, remembering "the sweet Scenes of

childhood," cries, "Ah! that once more:.l were a careless
£ . .
Child*“ But lines twelve to fourteen of "Fern Hill"
dispel this absolute amblence. Ve
P‘"‘*-c
In the sun that is young once only
Time let me play\and be
‘Golden in the mercy of his means.
The sun dies daily; and golden, as we have seen, is an
ambivalent state. Again, Thomas has expressed the
restricted timespan of the fetes and sallies of childhaod.
S L )
Lines fifteen and sixteen; however, link the pcem with

insightful romantic depictions of the _child as king -- a

controlling expression of the 1nnocent 1maa1hatlon at plaj

""And green and goldea I was huntsman and herdsman, the

calves/ Sang to my horn . . . ." Like the innocents of

Blake's "Laughing Song," the younz Thomas exhibits benign.

%gﬁa
5~
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~egotism and belief in pan@icipation. Echos of Blake's "The
Schoolboy" may also be present: ..

I love to rise in a summer morn

When the birds sing on every treé; -

The distant huntsman winds his hormn, . N
And the sky-lark sings with me. (1-4) =

Both poems have herdsmen and highly-sensitive

environments. Another such respohsive sphere is described

\

by Cythia in Shelley's -"The Revolt of Islam:

'"Woe could not be mine own, since far from men o

I dwelt, a free and happy orphan child, = ;
By the sea-shore, in a deep mountain-3len;
And near the waves, and through the forests wild,
I roamed, to storm and darkness reconciled;
For 1 was calm while tempest shook the sky:
But when the breathless heavens in beauty smiled
I wept, sweet tear, yet too tumultuously
For peace, and clasped my hands aloft in ecstasy.
' ' | | ' (442-450)
A monarch innocent and apart, young Thomas's state is
gizilar .to Cythia's. Young Thomas also feels reconciled
, ) ’
with his world, and, like Cythia, easily becomes ecstatic.
Summing up the romant1c position, Auden's "Alone,' which
49
was published four years before "Fern Hill" was written,
declares that "The child" takes "The universe for granted
as" his "own" (10,12). Clearly, part of "Fern Hill"
‘belongs to the romantic tradition that exalts the child as
a monarch who claims an edeaic world for h4is court.
Lines fifteen and sixteen, promoting the child as
monarchw convey his magnificent egnism and energy.

Employing the insights of Freud, Fowler-discovers a

connection between "huntsman's and cowherd's horns," and

9



interprecs the corresponding lings as "a nadly amused
recollection of/fﬁildish omnipotence" in which the child
can be "huntsman and herdsman" (p. 231). Fowler also
points out an echo of the Mursery rhyme;‘"Little Boy Blue"
"(p. 231). Even David Holbrook, a debunker of "Dylan.

singles out these lines for praise,.admiring the.

—"breathless feiicitieg of the rﬁythm" here "Where the line

break" between "calves" and "Sang” "enacts the breathing
50 ‘

into the horn." Through the boy of "Fern Hill," Thomas

verifies Huizinga's principle that "All poetry is born of

51
play," and celebrates what Shelley calls "the infant

spirit of melody°"52 v“ The play and melody here, howevet,
are expressed by a regél egoist.

The romantic child often chooses to.celebrate His
kingship through role-playing. And the types of role-
pleying illuminate the contrary nature of children. &
romantic child is a mi?etic értis;. a "little Actor" who
alyays‘"cong another paEt" in life's drama ("Ihtimations,"
103). ‘Both Barrie's "Lost B;ys" and Tom Sawye;'s gang
pretend to be pirates and Indians. Like Wordsworth,
Barrie, and Twain, Thomas reveals the imaginative(ﬁapacity
of the child to play roles. His prince caniplay.any part
he wishes -- huntsman g&tigkrdsman Also, like "the truant
boys from town" ("The Hunchback in the Park"), and Barrie's

~

and Twain's'boys, the holidaying child ex\fbits aggression
hN

in his choice of roles. But, as De la Mare instructs,
"Innocence is not only a passive but an active thing, both
~ 7
o S
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53 ‘
sword and shield" Innocence andeviolencp are not

. -

mutually exclusiwe. the innocent's acuivitieu, 1ncluding
role- playing, ar; oftén aggreasive. Before writin¢ "Fern
Hili," Thomas exgmined role playing - such as 1n the - .
notebook pd&wm, "The first ten years invgchobl anquark."

and the short story, "The Pé;ches" -- but iﬁ linés fifteen
and’ sixteen he communicates )his behavior mofe concisely

and eloquently. ’ -

.Because the noble, omnipotent role~player cavogts, his

sensitive domain is roused. Bl YWed by this high priesf.

the land becomes as sac the autumnal scene depicted «

» 54
in "Poem in Oectober:" TWe po ecalls how "The sabbath
. - .
rang slowly/ In the pebbles of] the holy streams’ (17-18).

A royal, quasi-divine boy transforms his earth, .
Another view of the child arising from the innocent

and holy imagination at play is the boy as sentient beihg;

The ways in which the poet portrays theschild's sensual

~

interaction with his'world suggest correspondences with

»

. . R : \
romantic authors such as Coleridge, Zmerson, Barrie, and,

- recently, Ethel Wilson. As discussed previously, Thomas's

déélaration,
-In the sun that is young once only
Time let me play and be
Golden in thermercy of his means, (12-14)

implies the "bright" qﬁalitiestas"wefl as the 1ixifg:§;;;:/ '
~ .

e

§ . '
of the "gréen and carefree" imaginationt A passage from
3 gin: A 3

Ethel Wilson's novell, Swamp -Angel, which Qaé ublished two
p

! ‘ 4
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-coloured and,shlftlno scented shoals."

i

years after Thomas's death can be used as-a kind ofhgloss,

~on llnes twelveaﬁo fourteen

A ch11d is st111 one w1th reallty Vothlno
intervenes: The lloht tha't falls on each day is
“the first llght that ever fell. ‘It has not even
a name but it¥is part of the world of hlS bright
senses. 55 a . .

Indeed,  the '"unprofaned" senses of the young Thomas are so

suffused with~sun110ht he becomes "Golden.'v

o . 56
"doted on" son Hartley, he is "the darllng of*the sun.
Woreover, he enJoys the magnlfled status’ extolled by

‘ P
Emerson " With a rhetorlcal flourlsh Emerson ‘insists

that Mthe sun 1llum1nes only the eye of man, but shines

1nto the eye and heart of the chlld

“As. well as explorlno the boy s relatlonshlp w1th

xlfght Thomas ‘continues the romantic. notlon of the chlld s

. dellght in brlght colours Accordlng to Barrle, the .

"

Chlld s 1deal world his "Neverland, alway§ hasv

astonlshlng splashes of colour (b 19).'bSeeking to‘evoke

a Chlld s experience bf a marvelous farm holIday, Thomas

wrltes of "the farn, like a wanderer whlte °(28), "the

whlnnylng gr een stable (35) the "sky blue trades" (42) of
‘childhood, - the children green andjoolden (44), thedlamb

whlte days"'(Aé); and the enervlzed world as Mfire. green as.

grass (ZZ)Lr Vot surpr151n01v, in one broadcast Thomas

°

e

”r‘refers tY ”the recollectlons of cnlldhood" as "those every-

58 ,
Emerson adds,
°« S 89
"Vature always wears the. colors of the 3p1r1t 'And the

‘hues here show vonder and joy- The' colour of saylno

- ':
#

Like Coleridge's

102
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* shouts. o ' T ' //A
spﬁere is | ;
///

also expressed throuOh physical action; movement and ‘
ThlS //

kinetic sensation are very dominant in "Fern Hill
"into" his kingdom: "Alff .

The child's intimate relationship with his

b01sterous boy races through and

"the sun long it was running, it was 1ove1y (19). Whi¥e -
S A ] ( . // ;
the boy climbs and calls, the farm house is "liltingy" (2)
i " (9). Through actioqilchiLd,'

and light flows like "rivers
‘and environment héfge. Such enérgy becomes irrqéistable,
: ‘ . / o . ’
spilliﬁg bvér into the realm of sLeep: "As I ?Jde to sleei
the owls were bearlno the farm away (74) de‘Thomas‘s‘
'inéistence-on the intensity of h15~younges/se1f'sLkinetié
energy recéllé Thoreau's assertion absﬁt child%en‘ "their

wholel body | is one sense, thev take a pHysical pleasufe in
/ 60 - .
riding on a rail, they love to teete 7&" The
L 2
romantic child's activities are very phvs1ca1 very
; ¢ '

-

’

limmediate, ' _
3

Although thé presence of the bhoy 1in "Fern Hill" is

immediate, a more detached perspective dominates the final

stanza. -Davies points out how syntactical usage of "and"

indicates the ascendancy of the adult:

‘The accumulative framework &6f the poem's thirty-
resurrects the child's hectic voice as

more than a notion. In -
which adult ’ -

9.

two ands
an experience, something
the final stanza, the only one in’
reflection is in complete control, and has beconpe
a tamer .link-word inside *hbvsentence whereas
throughout the first five .stanzas it has been,
ironically, a strenuous av01danre of the full-

stop.61 E
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The ideas expressed by the adult v01ce merit further
examinetiou. A mature evaluatlon of the boy‘as as casualty
of time overshadows the other images, of the Chlld. But
,‘whlle adoptlng the dlscernlng perspectlve, the poet is:
‘careful to insist that “although a v1ct1m, the child gains
some sort of etefnity'through'his pa;ﬁicipation ih the
continuous and controlling cycle oﬁftiﬁef;v e

More than earlier stanzas,

prepares the reader for fesolhti‘

‘the phrase, 'happy as the heart was Ion ;"replaoes

'day' with another sugoestf/h of mutablllty (pﬁ 231).
Also, although the sun 1s,"born over and OVer (39), "time

allows (42) comparatively My (43) moments of Joy

‘e

'Fhrthermore, a possible pun on the“yord moxnlng' (43)
discloses the‘adult's lament or mourning for his lost
: : . o .

childhood. Inevitably, "the children" trhnsﬁﬁé%ed-"gree;"

and eolden/ Follow" Time "out of race," climbing toward
golden/ . 8 ing

~the grave (43-45).

The active boy, however, is oblivious to this process.

Caught up in his energetic games, he "ran his heedless !

ways' (40).' The adudt voice recalls: "And nothing I cared,

in the lamb white days, that time would take me/ Up to the

-

swallow thronged loft by the shadow;of my hand" (46-47).
We remembet_Snn's work—hardened-hands, sighS'of theblabour
‘that leads to death, whith are described in "After the
funeral." Those arev scrubbed and sour hunble hands" that

“MLie with re11°1on in thelr cramp (31 32 ), and the "lie"

»
P

s

C
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of religion is the denial of mertality. With the
.assumptién of labour, the child 1oses‘his/}nnocenée.ﬂ-He
can no longer pursue hls sky Blue trades" (42);  A$,
haymaker worklng in the flelds of Txme, he reaps himsel fa)

“the persplratlon of hlS brow becomes the feverous sweat of -

death. By m00n—light he grows toward the shadowy lofe,

" "

entering the "climbing grave. Here Fowler instructs: "The
noon is 'always rising' inhthag the process of death is
contintous from birth™ (p. 235). Thus, the adult voice
conélddes that "Time" always "held" dominidn'over the boy
"Though!" the péeﬁic child "saﬁg in" his "chains like the"ﬁ
multivalent "sea'" (53-54). o
‘ The phrase, "Time held me," however, suggests care ﬁs

well as control. Fowler writes

For time in Fern Hill is not only a reapér he is

also. a father, who pe permits, has mercy, who

'allows,' who 'held me . . . dying,' who is

feared as well as loved. (p. 241)
More mature, the writer of "Fern Hill" has ¢come to teras
witﬁ mo;tality, unlike the sophomoric author of "Then wias .
‘my neophyte."  That early poem, written during the 1930's
recalls the "Child in" the "white blood" of innocence: (2),
"and concludes melodramatically, "i saw time murder me"
(43). 'In éontrast, "Fern Hill" exhibits an implicit trust,
fn the processes of time. Hﬁud's'interpretation of another
late poem, "In Countfy Sleep," also applies to "Fern Hill'":
"Oneksustaining faith is two—edgedﬁ life is givén security

62 -

by being bounded by death.™: Thomas has developéd his own
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. . .

variation of romantic "faith that looks through death" i

("Intimations," 186);hhe believes that the individual's o

¢

death is soon hegated and overwhelmed by the sempiterﬁal

~Ttycle of life.
‘ . o
The child stays crucial to this "eternal" |
NI understanding of the poem. Discussing general archetypes,

Jung claims: ' R
the  child symbolizes the pre-conscipus and the ~
post-conscious nature of man. His jpre-consciopus
nature is the H&conscibus state of earliest
childhood; his ‘post-conscious nature i's an -
anticipation by analogy of life afpg;ﬂdéd%h. In '

W, his idea the all-embracing nature of psychic . NJ
wholeness is expressed.63 o . ‘ '

™.

N

In the egoistical world of "Fern:HilI," psychic ;ﬁnlgneSS

means cosmic wholeness and continuity. Also, the conceﬁt\\

of .rejuvenation is bolstered by the reference to the 'sea, ™

—_— ~

which Jung calls "the fa?orite symbol gor the unconscious,
th' mother of ali that lives,"64 .Moreover, arsempitefnal
force, thé ocean wvas the original ;nvironment_for evolving
_~life.'\By affirming faith in qﬁe contiﬁuity of life, "Fern
Hill" clearly has left behind the doﬁbts énd“diéturbing
aﬁbiguities of the.early poems. The boy of "Fern Hill" was
not sécretive,'and.dih nét déﬁé{t about" like a guilty : P
thigm (MMy world is pyramid,'" 59). An exemplar of trust, -
—he sang and celébrated in?ﬁis "chains 1iké the sea.” - .
Art encourages sqéh‘sustaining faigh.; Thoreau
iAsistg;,"the 1anguage of poe;fy ;s.infantile. It canndt

talk."™ ° 4And much of "Fern Hill" sings with the green and

»

- ——
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» dying child.. Too highly-charged to-merely chat, it laments

i,

and Tilts, lifting our spirits. But "Fern Hill" does not’

encourage blind faith in an eternal child, The voice of
experiénce points out the’ 11m1tatlqu of the ch11d caught
in the all-encompassing cycle: of Time.

Clearly, this voice bellee-the wrongheaded contrast

-

Holbrook makes between“"Fern Hill" and The Prelude._

"Thomas bolts back,to .childhood on the steps of his rhythm.

/f Werdsworth maturely ponders, recol}ects in mature

tranquillity." Bayley, who believes tha; an "air aof
‘ 67
willed simplesse aqd wonder " pervades "Fern Hill," also

: : . ( . .
does not appear to have mediated on the adult presence in

the poem. Finally, the worldly view counters Rawson's
»
contention'thst in "Fern H?ll"‘"thegchildhood vision is
%N o
=3
nevertheless sentimentalized 1n a quite undordsworthldn
\/ 68 . R s\,,, I
way /" : ‘}" :

P

I " >
\7// In "Fern Hill," Thomas does not retreat or bolt bdck
: »
into chlldhood but reenters it 1mag1nat1ve1y and dlpectly,

reflects on it maturely, and conmunlcates it artfully and

intensely. An honest, balanced and sophisticated work,
- . ‘ S _

"Fern Hill" enhances the consolation of mehory praised by
Auden: ‘ L | -

Human béings are bles?}? w1th the power to
remember; consequently,\ to growv old means for us,
not to discard but to accumulate; in every old
man, there still liVes a child . . . .69

xlthough sequestered east of green Eden, the adult can gaze

- B

back into the garden through the blnocutars of art and '

it
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memory. George Eliot maintains: ' ' \

- \
Qur delight in the sunshine on the deep-bladed
‘grass might be no more than the faint perception
of wearied souls, if it were not for the sinshine
{ . and the grass in the far-off years which still
live in us, and transform our perception into
love.70

Such a transformation is recorded in "Fern Hi1l." With his

pastoral and nostalgic poem, Thomas takes up the challenge

of George Eliot's question: —_

—to

Is there anyone who can recheq&;he experience of

his childhood, not merely with a memory of what

he did and what happemed to him . . . but-with an _
intimate penetration, a revived consciousness of .
what he felt then . . . ?71 '

In the process, Thomas "participates in the eternal, the
P 7 5 g ' '
A A infinite, and the one." That pleasure and pain are

J .
intertwined is a romantic convention; Keats maintains that

. . 73
"bliss" has fowjmixs neighbour pain." ¥ John Shea declares

0 "

that "We turm our pain into narrative so we can bear it; we

' . 74
turn our ecstasy into narrative’'so we can prolong ic."
Poets convert feelings into poetic form. And poets ‘are
) R . .
consummate players. Huizinga propounds, "Frivolity and s
5 *75

ecstasy are the twin poles between Which play moves."
Evan‘if'the‘oﬁening of "Fe#n Hill& seens frivolous, too
"voung and easy," at first,'the ééding is indeed ecstatic.
Moreerr, Thomaé\does not ignore thé disenchantment and
disposseséion,suffeped ky the boy ascending into manhood.
"Fern Hill" t:ansfigures the pain of loss, and réeofds the
joy of recollection. We know the pain éxpressed by "Fefn.

Hill" to be very romantic. Harold Bloon contends that s
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"Romance is a journeéy towards home, the hero's home, thougn

not the reader's.™ A romance, Thomas's poem magnifies

the nostalgib journey of the poet-hero through memory to
his childhood holiday home. Grént tells us that

"'Nostalgia' 1tse1f derives from two Greek words, nostos

! H

(return home) and algos (pain); it 1nd1cates home~- SLCkneSS.

a kind of melancholia caused by prolonged absence from
» _ 77
where one belongs." We belong to innocence. Nostalgia

builds the ecstasy of romance which conducts us "singing"

falthfully "as the farm was home."

N

holds, "Fern Hill" makes the hero's home the reader’'s

Despite what Bloom

retreat. - —
£ ¢ o
In my discussion of Thomas's varied depictions of the:

heroic child, the impact of the romantic tradition has been

b

made evident. The influence of Wordsworth's "Intimations

”

of Immortality, however, debervea furtﬁer attention.
.

Fowler éffirms that this ode

L
-

was a primary model as many echoes in Fern Hill
_show. The Ode's "starry night" expands into
"night above the dingle starry," "The sunshine is
a zlorious birth" into "the birth of the simple
light" and "the sun born over and over." "The
young lambs" that "bound/ As to the tabor's
‘sound" rebound in "lamb white days" and resound
with calves singing to a horn. (pp. 240-241)

But Fowler's most significant point may be his assertion
O

that "whereas Wordsworth expounds the general idea of —

childhood from a remove, Thonmas delivers it directly and

. ! »
sensuously ".(p. 254). Arguably, %Wordsworth is

philosophically .opposed to the idea that the "divine"

109
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_sentiénce of childhood can be re-experiénced. 'Afte; all,
foT him, "the visionary gleam" has dimmed, "the glory énd‘
the dream" have dissipated ("Intimations," 56-57).
Essential perceptions of childhood remain closed to the
corrupted adult; thus, they cannot be reproduced in poefry.
‘NeVErtheless, througg the poetic imagination, Wordsworth
revives soﬁéghing of the world of childhood; he egperiences
the same soréﬂof feceptive environment that Thomas's boy

encounters: \
NN . oF

The Winds come to me from the fields of sleep,
’ And all the earth is gay;
. Land and’sea
Give themselves up:po jollity,
. And with the heart of May
S Doth every Beast keep holiday -- 4
v Thou Child of Joy "("Intimations," 28-34)

Wordsworth's art is more direct than both\he and Fowler
realize. | |
Other reasons for placing "Fern Hill" within the

romantic tradition can be evincgd By‘coqparing the
"romance" with Shelley's "Thé Daemon of the World." "Férn
Hill" contains con;réries of force and colour similar to
though mofe subdued, than those in Shelley's poetry. 1In
part one of the,%nglish romantic's poem, the Daemon —-whé
waves a "starry wand" (73) - holds sway, together with the
powers of death, over creation. The colour gold is
associated with ‘destruction. Brother to Death,

The Baby Sleep 1is pillowed:

Her golden tresses shade

The bosom's stainless pride,

Twining like tendrils of the parasite
Around a marble column. (43-47)



w

Part two, however, announces the ultimate triumph of a

ke Thomas. the

L]

(302) . . .

";enovated world" (326). For Shelley, &-

"reality of Heaven" is the "happy Earth'

»

Regemeration established, "hoary giant B

JPime" must "Render .

up" his "half-devoured babes" (3f9f14V). %he

L»ﬁting Mother

inhabitants of earth become children tol A
o

Farth, It is a world for peop#f
full of bliss™ (360). The sea ¥
harmony: "the placid ocean-deep . . . rolls/ Its broad

bright surges" (367-368). Although dramatic, renaissance

comes slowly; it is a "gradual renovation" (404). And, as
in "Fern Hill," at the centre of thié’concordann\gomdin, /
living as monarch is "a babe" -- who readily shares "with

the green and golden basilisk/ That comes to lick his feet,

his moraning's meal”" (381-383). Creation pays homage to a |
sympathetic sovereign. "Golden" connotes the lasting
fealty of this relationship; "green" intimates its ardour
and freshness. Truly, innocence has réturned to deny

experience. "Ruddy children," who wear "chaplets"” of

"sreen ivy and red wall-flower,” play among rusting "chains

and gratings™" of a ruined prison (435-439). Renewal

stimulates faith and hope ia the Spirit, symbolic of

v :
triumphant tife. And, as well as communicating the cycle

0of contraries in the way of "Fera Hill,” Shelley's poen

sronounces an abiding faith in love: "All things are

recreatad, and the flame/ Of consentaneous love iaspires

» ~
3

all life" (343).
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Poems of fntensified Faith \

~ . ‘
’ 3

Belief in a universal love .force is not unusual in the

"

_romantic'tradition. Clubbe and Lovell instruct us:

For a while during the summer of 1816, Byron \
viewed love as the great principle of the ‘
universe, and the narrator of Childe Harold III
learns temporarily to live not in himself but to
become 'portion' of that around him. With that
he can '"mingle' and therefore he is "absorbed'
(stanzas 72,73), even as Shelley's child or poet
in reverie feels as if he 'were dissolved into
tgﬁ/surrounding universe, or as if the
sffrounding universe were absorbed into' his
'being.' 'He is 'conscious of no distinction'
between the two experiences.’ Such visionary
union assumes a monistic universe, the essence of
which is love, Endypion's quest; or as Shelley
has the old man in 'The Coligeum' say, love is
the 'Power . . . whictt“intetpénetratest all
things, and without which this glorious world
were a blind and formless chaos.'78

.~

Also, Thoreau explains:

'ove is the wind, the tide, the waves, the

sunshine. Its power is incalculable; it is many

horse-pover. It never ceases, it never slacks; ' L,

it can move the globe without a resting-place.79
In later works such as "This side of the truth" and "In
Country Sleep,"” Thomas considers love as more of a personal
and forgiving presence than earlier romantics do. To his
children and readers, the poet communicates his faith in a
fatherly and exalted force of love.

Like "Fern Hill,!" "This side of the truth" and "In

. ° o

Country Heaven" encowrage a comprehensive concept of faith.

But these two poems ask for more than belief in the grand
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cycle of regeneration. "This side of the truth" enunciates
faith in ultimate love. As well as conveying love, "In
t . .
, .
Country Heaven" describes a mystical faith in universal =

order, a belief more declarative than the ideals promoted

in "Fern Hil1l," and far mote profound than the-physical
trust praised in the early poems such as "Poem Ninetcen"

, T
from the Augpust 1933 Notebook. Nevertheless, in both "This

. gide of the truth" and "InlCountFy Heaven," th!‘poefic
message }emains heavily affected by romantic images and
understandings of the child. An importanf change,rhowevef,
is the less self-obsessed intent of these two works.
Perhaps the fact that Thomas addressed these poems to his
children helps'exblain the more solicitoﬁs tone. During the
1940“21 Thomas started giying in to the gfavity of
paﬁz;thood, the objective tug oé reality and respon-
sibility. But this fall was fortunate. It led to a more

¢ . ¥ .
~meditative and mature faith.

"This side of tﬂe truth," like "Fern Hill," maintains
that the éhild in his innocence is not aware of the fall
and its most terrible consequence -- death. A romantic
king figure seized with egoism, the young boy cannot
"perceive this shadowy part of reality: .
This side of the truth,

You may not see, ay son,
Xing of your blue eyes
In the blinding country of youth. (1-4)

Hoodwinked with self-interest and self—regari in a world

which he believes was created for his pleasurable purposes,
_ ? -

Az
é
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this bdoy, as his‘father did before him, sees only "the
truth of his joy" ("Poem in October," 22). Such

extra&aganc ignorance marks the vaunted freedom of the

child.
However, as Thoreau.states, "Truth is alwrys
80 '
paradoxical." Grief must fouch Llewelyn Hﬁnce. Thomas

argues paradoxically that the oblivious innocent is not
free. Llewelyn merely does not k;ow that-everything is
deternined, and he too must die SOmeHay; Inevitably,
innhocence "is undone/ Under the unminding skies"(S-é). The
pristine‘state lacks permanence. ‘God, the unmoved Mover
existing outside of Tlme, does not "mind" or care. Here,

" the. heavens do

as in the early poem "Why east wind chills,
not grant guidance. And the boy's seﬁses and emotions are
of no assistance; he cannot escape.the deterministic
dictates of Time: "All is undone . . . Before" the bay can
"make/ One gesture of the heart or head" (5,8- 9) -
In another early poem, "Should lanterns shlne," Thomas
complains about.the uselessness of these faculties: "I have
been toli to reason by the heart,/ But heart, like head,
leads helplessly™ (9-10). 4As in "This side of the truth,hi
the poet anticipates sonme sort of continuity* some sort of
control over Time. He ad;ises reasoning "by[the pulse"
(11), that is, following the impuISes of blood instinct and

the sensations in orderqto succeed in "defying time" (14).

Through this primitive method, Thonas hopqs/to recover more

114
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. » ’
of the untainted ":ihéless" cond{tibnhof‘chiidhdod. Thpy
,conclusion to "Should lanterns shine" is a statement of

faith in the "pulse" proceqs} coltish energy, the child's

kinetic powers: "the ball T threw while playing in the

park/ Has not yet reached the grouhd" (18;19). .

»

The faith advocated in "This side of the truth" is
more sophiscicated Without declining into the purltanical <

pessimism of early work such as "Pass through twelve '
L]

stages" or succumbing to the reaction}ry romanticism of *°
juvenilia including "From a Play." Thomas points out that

the state of childhood is complicated b§ the gféects of the

.

_Fall. L Still, for the mature Thomas, his son's naive

egotism reflects "the wicked wish" (29) of pride -that ~

. .
corrupted creation at the beginning of Time. But although
the boy is born in sin, bound to disintegrat2 into dust, he
is not damned:

And all'your deeds and words,
"Each truth, each lie, =
Di2 in unjudging love. (34-36)

P

Because the six-vear-old does not comprehend evil, he ";
_cannot be condemned for his transgressians. -Neither God

nor Yis father will judze Yim. Actording o Taonas' s
l v

poetic doctrine of faith, a loving Presange forgives

“ . - ’ ) .

lie" (35). The poet raturns to the romnantic fnold;

"earh

essentially, like Wordsworth's offspriag in "Address to My
i , o ‘ '

Infant Daushter,” "is son is "sianless." Thomas has departed
(]

from his early Puritanism that presented the child as a

L

brutalized victim, and embraces positive romantic
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or frightening metamorphoses,- 'no googeherd or shkine will

conrebt*ons of the child. In "This side of the truth,”

"-Llewelyn is cherlshed by a beneflcent cosmlc force, not

v1ct1mlzed by time and sin. ‘The boy is held ‘not harrowed.

-t

Focu51nn on the flgures of the girl rldan to sleep

“and the 1nvadino Thlef M"In Country Sleep expands’falth to

a0

mystical proportions. -Such a demanding task is possible

{

. because: "Pelxalous language is not a spec1f1c language but

8

the specificiuse of any 1anguage4‘ In part one of the

"poem, Thomas uroes his daunhter to belleve that creatlon

and 1ma01nat10n dre holy, and 1ntroduces the amblvalent
= :
b,

Thlef Part two 1nten31f1es the message of part one,

Hofferlng v1ta112ed faith in- natural grace and cosmic order.

The poet beglns byﬂtelllng his daughter tma@ the world

)

ef dreams and 1ma01nat10n does not contaln any real

threats. The openlng phrase of the poem, "Vever and’
: v

‘never,' underlines the ﬁact tha@fthe sleeping cnlli is

o

xnuov1ng throunh the dream realm of 1mag1natlon, -a Veverland

: i
and emph351aes that falrytale characte??‘such as "the wolf
89 | . ,
in a sheepWhite hood" (5) cannot harm her. She is queen
_ " ‘ o : :
1

0f her dreams, a buddiing "green' poetess, a monarch. Thu's,

the "hearthstone tales" CZ) will not become horror stdriee.

Mistress of her imagingtion, 'she need not allow startling

turn/ Into a honeStall king'or hamlet of fire" (10-11).

‘Moreover, as queen, sne is protectei by tne

subjects of her realm, snlelded by fern and flower “of

g
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country sleeﬁ" (L7—18%§7‘Na;uné -- her sacred trust, her
R e ,
country —-- remains 5lsénciuary; "Out of a saint's cell/ The
nightﬁird Laﬁd; through &unnerieg aﬁd”ﬂomes of ieévgsﬁ (27-
28).“ It watthes.over he},‘prays &itﬁ the poet'for‘her:

"Sanctun séhctorum the a;imal eye of the wood/ In the ;ain

S

telling its beads" (30-31). The 1bving.presence in this .

"cou:&fy" of natural objects and creat .- dear to

childhdod, (the ferns, owls,.aqd foxe vo 11so found in

"Fern Hill") stresges the intimacy of t. . place. Thus, the

I3

_poet describes one of "the three main types of" most
,intimate.transcendental."experieHce" -- which Underhill

explicates in her study, Mvsticism:

The actual physical perceptions seem to gﬂ\\rv;

strangely heightened, so that the self percetves
an added 'significance and reality in all natural
things: is often convinced that it knows at last
"ihe secret of the world." In Blake's words "the

‘doors of perception are cleansed" so that
. "everything appears to man as it 1is, infinite."83

Thomas writes as, "A visionary" who '"creates or/gbells in, a
. ’ 84 ‘ ‘ .
hizher spiritual world." Within this domain, "the

¥

b f‘\fﬁzbjects of perception™ from what we call reality "have
, v : ok

becone transfigured and charged with a new intensity of
) 35 o ' _ '
symbolisna."  Father and author,; Thomas eaters the’

3isionarvaorli in which his duughter rzigns and rides.
The gir1>is gdardéd by an environaent Akin to what Yéats
speaks of as "the mystical 5rotherﬁood/ 7f sun and mooh and
,hoilow add‘wood/‘Aﬁd river and strean” ("Into the

. -«

Twilight," 10-12). - For the innocent, "every taing that’

slives is Holy" (Blake, "The Marriage of Yeaven and Heil").

—\\ . ’ Lo
c . !
T . ¢
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‘This chiidhobd world is\both fact anq fiction, both realiry
and fantasy, a sphere of true visionary 1ma01nat10n The
poet dlscloses that "the fables graze/ On the lord s-table
of the bowing orabs " (35). He blesses,‘exhorts, advlses,-
and comforts his dauohter w1th the words: |
' : Know the green good,

Under the prayer-wheeling moon in the rosy wood

Be shielded by chant and flower and gay may.you

Lie in grace. (40-43)
Surrounded by a host of glowing words and transfigured
objects, she stays safe. -

Within>ﬁer féntastic*world,‘Thqmds's daughter should
"fear-néither the wglfrnor‘the phallic "tuskéd prince" (37),
sexual predators wHo,cgaihing pgwer during‘pubescence,
would shatter innocénceL She is Qﬁlnerable only to the
Thief;‘and the sgmile, "as meek as the dew" (38)%“§Sggests
that he granté grace. We call to mihd‘Shelley'ﬁ\Ekaal'
that "the soul of all™ falls "from Heaven like deﬁ" ("Lines
‘Written Among the Eugaﬁean‘Hillé," ;16—317). ,No.matter’ﬁow
far she roams, she should know herself to be "held and
blessed" ¢43). In "Fern Hill," "Time held” the boy ,
ambivalently -- lovingly and aaahantly. It embraced him
with care and compiete éontrol. Likédise, the Thief, who
appears to move Time, is ambiguous. Aﬁd Thomas must
surrender Hlb cherished dauohter to the Thlef s 51ngular

grip; to the father, she will be a "1ost love' (53).

Inexorably, "the Thief will seek ‘a way sly and sure/ And

o



119

sly as snow" (49-50). Unstoppable as a seasonal force; he -
will claim the young'girl. The sibilant pattern in~the
lines just. quoted reinforces the idea of something
rélentlessly siniﬁter and intrusiv§.‘ But the phraée
completing line fifty, "ﬁeek‘as dew blown to the thorn,"
rgassects the notion of the Thiet bestowing\gﬁace;

Like "the thief of night“ (3) mentione /in the
notebook.poem "Twélve," and the "Grief‘th;- of time," this

L ' _ S

divine presence brings death. But in the work addressed to
his daughter, Ttomas develops the figure:to the point that
it 1mp11es that the 1nev1tab111ty of death augments faith.

We recall Maud's statement that "One sustaianing faith is

two-edged; life is given seturity by being bounded by

36 - . :
death." "Through the Thlef Thonas offers the éame sort.
of reassurance that Shelley supm11e>—1n "The Daemon of the
WOrld" "Fear not . . . death's disrobing hand" becaus?

dying is "but the voyage of.a darksome hour/ The transient
B

oulf dream of ‘a tarté&mg slsep" (557,560-561). The
Ehglish romantic proclaims:

Death a gate of dreariness and gloon,
That leadb to azure isles and "beamning skies
Aind hdopy reglons of eternal hobpe. (547—SA9)

Two other Llines add emphatlrally "Yeath is no foe to
k}
g

virtue: 2arth has seen/ Love's br‘ﬁﬁt»bt roses on thv

scaffo-d bloom" (564-565). For Thomas, like Shelley, -

~

o nmeither can death be a foe to faith in the continuity of

8 -

Y 9ife since death leads to love and hope, qualities thae do
. / P 1 3

not exi ~without faith, the first thenlongical virtue.

w’

Y/
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Faith is the.eseential gift brought‘by the deadly\Thief.', fiv

Thus, he, of all the characters in "the hobnail" andlholy ;
X \— : . W

"rales" (10), remains central. The bondsman, the taker of
life, the maker of living belief, he endures. And the tale
! ' '

of tpis comlng is crucial because "Myths are symbols of
87

faith combined in stories about d1v1ne human encounters."
|

Without the Thief symbol Thomas could not communlcate his

pa——

message "For there is no substitute for the use of symbols
and myths. they are the Hanouage of faith. 88 Because of
this divine flgure, the reader apprehends the poetic
message' the Thlef stimulates the cycle of Tlme, brlnglng
death "as the snow falls" (56),'and jus &% faithfully,
ihitiating life "as the wlnoed/ Apple seed 011des (60~-61).
And*undeniahly, this strange purloiner has sacred
qualitiee. Tillich affirms:

The nybterlous character of the holy produces an

ambiguity in man's way of expressing it. The

“holy can appear as creative and as destructlve 89
fParadoxicaLly, the elu31ye and ambiguous Thief provides
certainty. Life can be measured.h He should be trusted.

The powers of the Thief become morve apparent in part
two; and in the COntext<of the romantic/visionary
tradition, their siéhificance can be more easily verified.
h A new vitality enters the child's reelm,'mahihé it most

e B -

fervent and intensely fictive:’

o .
s
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Night and the reindeer Jn‘the cloud abgve the
haycocks :
"And the wings of the oreat roc ribboned for '
" the fair! ) e
The leaping saga ‘of prayer' . e (64—66)“ 5
&
"Tales of St. Nicholas and Slnbad are transformed “in a

v151onary night. The tone is almost as. apocalyptlc as the
second eplstle of Peter where it is wrltten that'"the day
of the Lord will come as a thlef in the night," amd that w

after cosmic destruction "new heavens apd a an earth" w111
result (II Peter 3:10,13). s Some sort of purgation seems to

o’

be taking place:

-« And high, there’, on the hare-
' Heeled winds the rooks
Cawing from thelr black bethels soarlng, the

* holy books” L
Of.birds! Among the cocks like flre the red fOV*‘
Burning! (66-70) 4 ' T

- »
We recall the myst1ca1 transport recorded in Xeats s "The
Cold Heaven." Looking with a vlslonary eye, he poet

viewed "the cold and rook—delinhtino heaven/ That seemed as

tHounh ice burned anﬁ was but the more ice" (1—2). As in

Thomas s poem,  "imagination and’heart were - drlven/ .
wild" (3-4).  Consequently, death ig not absolute. o
Visionary Thomas describes the "Hill of cypresses'" (75) as

being "surpliced" (73), decked in nystical raiaent,
, N :

spiritualized. In thisfthturous state, a reconciliation |

hetwe®n the opposites of death and life occurs which is not
found in early poems such as "My world is pyramid." An

C ) o . e
indicative line of that early work is "My world is cypress,

.and an»Enineh valley"™ (37). ©Not to be denied, the Thizf
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makes himself kncwn as the power behind this“travail and

transformation.“ The intensified v131onary 1andscape‘

~signifies his presence: "aA1l tell, this night, of him/ Who

comes red as the fox . . .'" (80-81).

Similar transformatlon, though 1ess sustained and

developed, happens in the seminal poeml"After the funeral"

where, transfiguréd by art afd Ann's bard, the "stuffed

fox" (11) of Ann's dingy sitting room cries "Love" (39)

In "After the funeral" and "In Country Sleep," faith in

r\

contlnulty actively changes the world As Tillich |

promises, "love and action are 1mp11ed in faith and cannot

90
be separated from ic."” Actively, through "Illumlnatlon,

of music!" (82), mystical understanding is being shaped im!c

"In Country Sleep." The Thief, lovingly messianic, effects

the new "M“SiS»Pf eleménts, that a miracle makes!" (86) In

5

the romantic/visionary traditioh, music and love are
1inked. Shelley describes the triumphant ideal state thus:
The inspired soul supplies
With its own deep melodies,
“ And the love that heals all strife
Cir¢ling . . . ("Euganean Hills," 364-7)

Thoreau claims, "In a world of peace and .love music®would

be the universal‘language," and insists thht music 1is
91 ’

"God's voice." . The music in Thomas's poem, however, is

o -

. -and transfiguring.

gquite tumultuous because the Thief is:abroad, eragicating

¢

At the eye of this. spiritual storm, Thomas's daughter

lies asleep. Maud writes, "Sleép'is-a small deggk, and
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_snow,/ And truly he/ Flows tdé the strand of flowers like
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confirms each night death's presence in the world."

Slegp; of course, carries a like symbolic value in the
fallen;world of Shelley's "The Daemon of the World": "Death

e

and his brother Sleep!" (2) And, in Thomas's poem, the

" ‘description of the child as "The haygold haired" (88) has

{ . s ) : — » .
the connotations of mortality and glorif%cation also found
' ’ A

in "Fern Hill." She remains a kind of sleeping beauty
, . \

lyiﬁg at the centre of an enlivened realm. And, as in part
N i : [} v
one, the poet maintains that she is "held ahd blessed"

&

(90). i
Her condition, however, is.not at all static. The
Thief will transform her creed along with her world. Both

determined and vital,."he coqig/to" her "like the designed

[y
!

the.dew's ruly sea" (96-98). Thomas insists that the Thief
is not anarchistic: "he/ Comes designed" (99-100). This
force  delivers a new kind of faith -- a consoling faith in

cosmic order and perpetuity. Thomas promises that

encounters with the Thief will result in mystical

illumination that revitalizes belief: "And you e,
‘from country sl;ep, this dawn and each first ¢ .«

faiéh as deaﬁhless as the outcry of the ruled xflh
will). His daughter will bé tranSfigured. But £ r= e

Thief must purge awa&.false belief. He must "steal" (€00)

the girl's abberant faith -that he comes only to destroy her

" or abandon "her in the 1awlesscsun" (105). Cleansed of



N

124

fear and false belief, the young girl will be able to Sleep
peacefully and wake renewed, altered by a new vital faith.

Her trust in order and cogtinuity will be confirmed again

A

and again. According to the mystical understanding, the
sun, a sign of universal order, is "ruled," not "lawless.
4 .
To his daughter, Thomas offers the same dynamic emblem

R i *
of faith that irradiates the declaratory conclusions of two

other mature poems. The last sentence of "Vision and

Prayer" reads, "The sun roars(gy'the prayer's end." 1In the
Q\’.*,/ .

L

penultimate stanza of "Poem On His Birthday," the poet

assures himself that "the closer" he moves "To death
The louder the sun blooms" (91-93). He has regained the
synesthetic sentience of a child. "With more triumphant
faith" (97), Thomas believes in the eternal transfornatién
of the world. The self does not come to nothing but enters
the on;going cycle of creation.

Thomas's sun symbolism resembles that used by other
romantics, such as Whitman, yho prdclaims that his doctrine

' and boasts,

of faith involves "saluting . . . the sun,’
"My faith is the greatest of faiths, the best of faiths"

("Song of Myself," 2000,1097). Wordsworth depicts an

allied experience in Book IV of The Prelude (1850):

The morning rose, in memorable pomp,

Glorious as e'er I had beheld - in front

The sea lay laughing at a distance; near,

The solid mountains shone, bright as the clouds,
Grain-tinctured, drenched in empyrean light.

(324-328)

To be such "A deaicated Spirit" (337) of transcendental



declaration, "Poetry is the mysticism of mankind."

~——

Nature, faith must be most intense.” Like Wordsworth and
Whitman, Thomas believed in the sunfs promise of renewal-
The chosen language of Thomas's faith throughout "In

Counntry Sleep," reflects a loving concern for Creation and

. ]
the daughter, rather*than the promulgation of selfhood. "

Given this concern, the Thief cannot be "a kind of ‘sexual
93 ’
incubus and reaper and raper of faith." NeitHer can he

be a mere destroyer like "the thief of night" ("Poem
Twelve," 3). The Thief of "In Country Sleep" is a

univérsal and personal force that removes false belief, anJ‘
provides a consoling, rejuvenating faith. Although a .
monarch, the ;oetic child retains tée fears of an a;tual

girl, who worries t%at fairytale characters will haunt her.

"In Country Slefp,"” the poem addressed to her, is an

.

. expression, r workedfpoetically, of a father's heartfelt

desire to comfort and instruct his daughter. Throughout
this poem, Thomas speaks with the voice of a caring parent,
and conveys the cénsolation of the natural, fanciful, and
mysticél Thief. ‘ o e
Because Thomas died at the early age of thirpf—nine,
any discussion of the potential further evolutionkof the
faith concept and_the chameleaon imagery of the child would
be pure speculation.u This thesis has little room for
Speculagion. It is enough to suggest that Thomas's child

would continue climbing toward Mystical concerns, and to

assert that "In Country Sleep" exemplifies Thoreau's
: 94
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CONCLUSION

o -~
Thomasfs imagery of childhood reflects the !

pomﬁiexities of romanticism. The readers of The Notebooks

% . D ,
and Collected Poems are offered romantic views of the child

-

as: extremelly sentient being, monarch reigning and playing

\ :
at the centre of his realm, quasi-divine creature, and:
. ¢ 1 '

f \ :
guileless victim. When we consider this literary

heritage, the gcuealqu of Thomas's boy becomes most

s »

impressive. The boy's roots are undeniably romantic

t

Notions of chlldhoéd promoted by romantics, including
Blake, Wordsworth Coleridge, Shelley, Emerson, Whitman,
Tennyson, Barrle, de la Mare, Yeats, ‘and Auden, were

PR
profound 1nf1uence$ on Thomas's poetry. Clearly,

correspondences with these authors are strongest-in The

#*

Notebooks; but as Thomas matures as a poet.'he exploits

3

romantic works to fu1f111 his own artlstlc intentions.

The maturatlon of Thomas' s art becomes evident when we

contrast the preoccupations of The Notebooks w1th the

. concerns of the Collected Poems. 1In The Notebooks, Thomas

Ls

seeks to establish belief in an actively inquiring and
~creative self.” This self, often represented by a fetus

trapped in the womb, is usually challenged by disruptive
1

n

external forces. Such "islandic egoism," however, does

not persist. The developing child cleQe his way out of the

convoluted womb of The Notebooks, moving toward the

emancipating light of the later poems. Certainly, the

1268

’



y

Collected Poems iniroduce a more confident and complex

child living in the ambivalent outside world. Although the
external sphere remains threatening; the child does not |
become, i;'an absolute geﬁse. a casualty of the cosamos.

The last poéms insist that trust in ulfimate love and
viéionary order sustains child-like|qualities in the adult,

offering a promise of regenerati

The ascending boy will

be reborn; hisg climb proves t )

N

be\cyclical.
Evidenply, Thomaé's artistic maturation and‘dsepening
faith result in the transfiguration of the various romantic
faces 6f the child. But despite thesé transfbrmations. the
romantic visagé of Thomas's child can always be rézognized

-- even in a tumultuous crowd of imagery.
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