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Full Text: 
[(essay date summer 1986) In the following essay, Linkin analyzes the speech patterns of the narrators of the individual poems in Songs.]
Like the eighteenth-century grammarians who view discourse as a template of the human mind, Blake correlates syntactic structures with patterns of thinking.1 In Songs of Innocence and of Experience, individual patterns of speech--or idiolects--reveal how characters organize their thoughts.2 The many conjunctions marking the innocent chimney sweeper's speech or the inverted logic of the experienced sweeper's statements constitute linguistic habits that demonstrate cognitive differences: grammar reflects the perceptual limitations of speakers locked in partial views of reality. Even as he establishes these linguistic patterns for the voices in the lyrics, Blake disrupts them to prevent our easy acceptance of his characters' stated beliefs: verbal discrepancies produce an ironic tension that encourages readers to look beyond the idiolectical points of view for larger truths. Critics who have previously commented on the function of point of view and context in the Songs (notably Frye, Gleckner, Bloom, Adams, Gillham and, more recently, Wilkie)3 rarely comment on idiolectic variation among Blake's speakers, concentrating instead on symbolic and metaphoric language. I propose to examine (1) the individual syntactic structures some of these speakers employ, (2) the manner in which grammatical deviations implicate limited perspectives, and (3) some larger classes of linguistic variations that differentiate disruptions in Innocence from those in Experience.4
Of the many techniques Blake uses to defamiliarize his speakers' assertions, two stand in direct opposition: voices in Innocence surprise us by parroting the more sophisticated grammatical rhythms of experienced speech,5 whereas voices in Experience deliberately omit bits of language or information readers anticipate hearing. Blake's linguistic strategies reinforce a kinetic view of these states: just as innocents gain knowledge in entering Experience and simultaneously lose a sense of unity in leaving Innocence, the language of Innocence expresses presence where the language of Experience signifies absence.6 When the chimney sweeper concludes his narration of Tom's dream with a neat moral tag, he utters sentiments we expect from an intrusive beadle of Experience: "So if all do their duty, they need not fear harm" (l. 24). The new or echoing voice present in this final remark contradicts the dominant vision of Innocence by radically shifting the verbal pattern of the preceding twenty-three lines. In Experience voices often delete valuable portions of their commentary to avoid responsibility. The carefully indignant language of the speaker in "Holy Thursday" condenses the more immediate perceptions of his innocent counterpart to unhelpful abstractions; caught up in his own rhetoric, he ignores the specific situations that reduce babes to misery, and only expresses a generalized anger that removes the potential for action.7 In addition to self-conscious omissions and reductive abstractions, the language of Experience often displays reversed causality through inverted clauses: when the speaker of "The Human Abstract" asserts "Pity would be no more, / If we did not make somebody Poor" (ll. 1-2), his sentence construct mirrors his transposed thinking. Self-victimized speakers in Experience hide their complicity, verbally denying or contorting what they already understand; innocent speakers merely pipe back darker visions of Experience through their inherent lack of knowledge.
"The Chimney Sweeper" of Innocence exemplifies Blake's technique of disrupting a speaker's habitual speech pattern by inserting words outside that speaker's grammatical range. Although the narrator's voice relays the words of three distinct figures--his own, Tom's, and the Angel's in Tom's dream8--Blake characterizes the narrating sweeper's speech through a surplus of conjunctions that connect primarily indicative, declarative statements. The linguistically circumscribed world of the narrator, who weeps when trying to advertise himself as a "sweep," discloses the dimensions of one idiolect in Innocence when a second, conflicting voice intrudes at the end:
And so Tom awoke and we rose in the dark
And got with our bags & our brushes to work.
Tho' the morning was cold, Tom was happy & warm,
So if all do their duty, they need not fear harm.
(ll. 21-24) 
Like many young children, the narrator systematically employs a great number of conjunctions: in addition to using "and" fifteen times within six stanzas, he also connects his clauses with "so," "thought," "for," "if," "when," "then," and "while." The prevalence of conjunctions in the narrator's speech pattern suggests a way of creating at least minimal order among potentially disparate truths.9 Although the narrator's life is full of disjunctive moments--his mother's death, his father's desertion, his rising in the dark to work in coffin-like chimneys--his language offers a source of cohesion absent in his world. Tom's dream complements the narrator's comforting language pattern in suggesting a positive end to the sequence of events in a sweeper's life: shorn like lambs before slaughter, thrust into suffocating work spaces, the young boys succumb to death only to be liberated by one of God's angels.
The Angel's reported promise provides the first linguistic surprise in the poem; instead of more assertions bound by simple conjunctions, the Angel utters a compound-complex sentence in the subjunctive mode: "And the Angel told Tom if he'd be a good boy, / He'd have God for his father & never want joy" (ll. 19-20). By offering the promise of hope via Tom's dreaming imagination, the Angel's words set a linguistic precedent for the grammatical shift evident in the narrator's final remark: "So if all do their duty, they need not fear harm."10 Copying the verbal pattern of the Angel, who uses a conditional to elicit good behavior from the children, the narrator parrots the subjunctive mode to voice a beadle-like threat: dutiful work promotes the absence of abuse.11 While the narrator voices a grammatical structure a step beyond his usual conjunction-bound assertions, the new voice in this last line horrifies the reader by extending a photographic negative of the Angel's hopeful words: promises turn into threats.12 Blake emphasizes the change by generalizing pronoun reference in these final punitive words; unlike every other line in the poem, the last line obscures specific reference in using "all" as a primary subject. Of course the sweepers themselves have much harm to fear from the doing of their duty; ironically, the very Church intimating salvation through Tom's Angel sanctions the child labor ultimately culminating in "coffins of black." The greatest harm lies in the children's internalization of their world's false logic. In parroting the limited views espoused by Urizenic authorities, they learn to accept the limitations of a fallen universe. Whether the narrator parrots the words of a beadle in Experience or actually stands on the edge of Experience himself, the voice of Experience blasts the framework of Innocence, manifesting itself in verbal cues that suggest a world beyond that acknowledged by the speaker.
When Blake gives the reader a version of "The Chimney Sweeper" in Experience, he not only reworks the sweeper's idiolect so that it reflects his new mental state, but also moves from the reported speech of Innocence (where the sweeper tells us what Tom and the angel say) to a real dialogue between two distinct figures: the sweeper and the nameless interrogator (sometimes identified as the Bard). Because the two speakers use common phrases (while the interrogator says "among the snow" and "notes of woe," the sweeper says "among the winters snow" and "notes of woe" [ll. 1-2, 6-9]), Wilkie believes the interrogator actually reports--and retells--the sweeper's side of the dialogue (125).13 Perhaps the shared phrases indicate a more artful mode of parroting, confirming how the sweeper's speech mirrors the perspective of Experience: the increased sophistication of his sentences move beyond ordering events with simple conjunctions to describing actions in a relational system:14
Because I was happy upon the heath,
And smil'd among the winters snow:
They clothed me in the clothes of death,
And taught me to sing the notes of woe.
And because I am happy, & dance & sing,
They think they have done me no injury.
Grammatically instituting causality, the sweeper implicates society for inverted logic in condoning chimney sweeping by helpless young boys. Essentially, the sweeper posits two analogous ideas: first, his innocent happiness qualifies him for a life of pain; and second, his ability to persevere in good nature justifies the first social condition. Despite his justifiable castigation of society, the sweeper himself participates in the mindset he decries: beginning his sentences with the subordinating conjunction "because," he calls attention to his acceptance of the reasoning framework of Experience. Instead of using the innocent formulation "I am happy, and they think they have done me no injury" or the intermediate "They think they have done me no injury, because I am happy," he leaps ahead to the tremendously sophisticated "Because I am happy, they think they have done me no injury." Unlike the innocent sweeper, who unwittingly repeats the words of his oppressors, the experienced sweeper empowers a corrupt system by operating within its linguistic and logical confines.
The childish voices in Songs of Innocence also copy the logic of adult speakers. In "The Little Black Boy," for example, the child not only echoes his mother's rationalization of racial discrimination, but also accepts her faulty reasoning to derive further misrepresentations. The mother's attempts to dispel her son's growing unease over racial differences fail when she describes her son's relationship to God in a confusing metaphor involving light and color.15 Her son absorbs the message and similarly confuses his identity with the presence and absence of light:
My mother bore me in the southern wild,
And I am black, but O! my soul is white;
White as an angel is the English child:
But I am black as if bereav'd of light.
My mother taught me underneath a tree
And sitting down before the heat of day,
She took me on her lap and kissed me,
And pointing to the east began to say.
As in "The Chimney Sweeper" (Innocence), Blake systematically presents the speech of children as being characterized by compiled conjunctions. In "The Little Black Boy," the mother also employs a conspicuous number, implicating both mother and son in using childish language to construct a willfully, wishfully alternative version of reality. Contradictory statements undermine their efforts at definition and understanding, however. Unlike her son, the mother does not suggest that the soul is white, but unwittingly implies such by comparing their black bodies to a shady grove interposed between the light of God and their souls. In calling her sun-burnt face (full of light) a cloud (lacking light), she defines skin as that object which traps light and prevents its passing through to their souls:
And we are put on earth a little space,
That we may learn to bear the beams of love,
And these black bodies and this sun-burnt face
Is but a cloud, and like a shady grove.
(ll. 13-16) 
Blake emphasizes her inaccuracy by altering the tight rhyme scheme to include an off-rhyme (love/grove) in this central stanza.
Because she does not define her blackness in terms of white skin but only her soul, the mother conveys a confusing if plausible image of grace. Her son adopts the metaphor only to translate it into an analogous relationship that reveals error: if a black skin prevents God's light from passing through to the soul, a white skin thereby fosters the direct passage of God's light. The little black boy's misguided understanding results in his opening statement: he is "black as if bereav'd of light"--although readers recognize that black skins handle the rays of the sun more easily than white skins--but his "soul is white." He compounds this initial error at the end of the poem when he perceives color even in heaven. Despite his hopeful assertion "When I from black cloud and he from white cloud free, / And round the tent of God like lambs we joy" (ll. 23-24), the little black boy believes his still-present skin will protect the little white boy's easily-burned skin from God's heat: "Ill shade him from the heat till he can bear, / To lean in joy upon our fathers knee" (ll. 25-26). Although the cloud enabling humanity to bear the beams of love passes away when we enter heaven, the little black boy always perceives his blackness: for him it lies layers beneath the skin.
The illumination accompanying the poem reinforces Blake's irony by presenting the little white boy resting upon God's knee, while the little black boy (who still appears black in most of Blake's illustrations, though they are now "round the tent of God") is "bereav'd of light" through the interposed body.16 Because the little black boy's imagination actively accepts his mother's logical inconsistencies, he dooms himself to an eternal reality of black and white. In some ways the poem demonstrates a breakdown between questions and answers: although the mother explains why she and her son have black skin, the little black boy really wants to know why skin color is a source of hatred. Like the innocent chimney sweeper, who automatically accepts a moral dictum beyond his own verbal acumen, the little black boy parrots his mother's reasoning to arrive at a scenario where the little white boy "will then love me" (l. 28).17
Blake expands the theme of discrimination presented in "The Little Black Boy" to apply to a larger population in "The Divine Image," making the gradient of difference not color but the presence or absence of a Christian orientation to the world. Once again, verbal disruptions mark the confines of an idiolect in Innocence. The childish speaker in "The Divine Image," presumably a Christian, carefully develops a logical set of equations to explain the presence of his God in all human beings; because we are made in the image of a God composed of "Mercy Pity Peace and Love," human beings embody those same attributes:
For Mercy has a human heart
Pity, a human face:
And Love, the human form divine,
And Peace, the human dress.
(ll. 9-12) 
Although the child's logic works perfectly, Blake's careful semantic choices in the final stanza reveal a larger framework governing humanity's love for the human forms of "every clime":
And all must love the human form,
In heathen, turk or jew.
Where Mercy, Love & Pity dwell,
There God is dwelling too.
(ll. 17-20) 
By parroting the charged language others use in their derogatory identification of the alienated elements of an essentially monocultural Christian society--the named heathen, turk, and jew--the child unwittingly reveals how incorrect his statement of hope is.
Humanity loses its Christian spirit when confronted with perceived aliens. Though the child rightly asserts the moral imperative that "all must love the human form," the world we inhabit effectively denies the presence of God in "heathen, turk or jew." In using "must" instead of a less forceful modal (such as "do"), the child implicitly undermines the surety of his position. Like the speaker-subject of "The Little Black Boy," this speaker asserts a false view of the world, unaware as yet that the words he mimes connote the jaded perspectives of Experience. Those three words shock the reader out of any complacent reading by jarring the otherwise gentle Christian rhetoric. Blake uses at least two of them elsewhere in a satiric verse that similarly antagonizes a certain kind of Christian: "The only Man that eer I knew / Who did not make me almost spew / Was Fuseli he was both Turk & Jew / And so dear Christian Friends how do you do" (Poetry and Prose[The Complete Poetry and Prose of William Blake. Ed. David V. Erdman. Newly revised edition. Berkeley and Los Angeles: University of California Press, 1982] 507). Blake's attack upon these "dear Christian Friends" (originally "sweet Christians")18 lacks the subtlety of "The Divine Image," but provides the reader with a standard of measurement in that the Swiss Fuseli was ordained a minister at twenty (and later left the church).19 In "The Divine Image," readers rely on idiolectical variation to detect irony at work. Blake adds a clue in the final stanza by omitting one attribute of the divine tetralogy: "Peace" drops out of the litany when applied to the named human forms divine, sometimes slaughtered in a Church-sanctioned "just war." He also neglects a final period in this otherwise heavily punctuated lyric, suggesting more open-endedness than the structure of the lyric supports. The verbal disruptions in these last lines pierce the lovely equation recited by the innocent narrator, directing the reader towards Experience.
Blake encodes many innocent voices with idiolects that fail to contain the disruptive knowledge of Experience; sometimes these idiolects go beyond the simpler conjunction-bound speech of childhood (or the faintly catechistical structure of "The Divine Image") and model themselves on literary genres. In "Holy Thursday" an anonymous speaker describes the mandatory annual visit of charity children to St. Paul's in terms more suitable to a fable or Biblical narrative. Opening with the charged contraction "twas," "Holy Thursday" borrows familiar fairy tale constructions like "wands as white as snow," but hints at the shift to come with the more frightening language of arks and floods in "walking two & two":
Twas on a Holy Thursday their innocent faces clean
The children walking two & two in red & blue & green
Grey headed beadles walked before with wands as white as snow
Till into the high dome of Pauls they like Thames water flow.
(ll. 1-4) 
Midway through, the language of the poem assumes a more Biblical or prophetic intonation, invoking the hymnal voice the children raise:
The hum of multitudes was there but multitudes of lambs
Thousands of little boys & girls raising their innocent hands
Now like a mighty wind they raise to heaven the voice of song
Or like harmonious thunderings the seats of heaven among.
In the concluding line Blake varies form a third time, disrupting the narrator's patterned speech by introducing a stern conditional: "Then cherish pity, lest you drive an angel from your door" (l. 12).20 Like the final line of "The Chimney Sweeper" (Innocence), this final conditional elicits an unexpected moral that finally transmutes competing literary forms into a fable. Just as this last line contains the only element of punctuation, a comma signalling a moment for thought,21 its linguistic modulation punctures our passive acceptance of the image before us: the beadles actually use their "wands as white as snow" to prod their impoverished students into a command performance expressing piety and gratitude.22 Presumed kindness on the part of the beadles--"aged men wise guardians of the poor" (l. 11)--evaporates in the face of the moral; they do not offer true hospitality (as Biblical prophets do their angels)23 but "drive" their charges before them in locked rows of "two & two."
Just as the larger category of mythopoeic language governs the imagination of the speaker in "Holy Thursday," the language and values of medieval chivalric tales color the speech and thought of the narrator in "A Dream." Anachronisms like "methought," "wilderd," "wight," and "hie" provide linguistic keys that unlock the narrator's benignant view of nature:
Once a dream did weave a shade,
O'er my Angel-guarded bed,
That an Emmet lost it's way
Where on grass methought I lay.
Troubled wilderd and forlorn
Dark benighted travel-worn,
Over many a tangled spray
All heart-broke I heard her say.
O my children! do they cry
Do they hear their father sigh.
Now they look abroad to see,
Now return and weep for me.
Guarded by angels, the narrator extends the shadow of his protective dream to a natural world that rarely demonstrates the benevolent co-existence he envisions:
I saw a glow-worm near:
Who replied. What wailing wight
Calls the watchman of the night.
I am set to light the ground,
While the beetle goes his round:
Follow now the beetles hum,
Little wanderer hie thee home.
Like the knights of old, ordered on quests by their kings, beetles perform an additional task in their rounds, guiding home emmets under the direction of all-seeing glow worms. Although experienced readers know that insects eat each other, despite the presence of angels (whose power is severely qualified in "Night," where they receive the spirits of animals killed by wolves and tigers),24 the narrator models his view of reality on the chivalric code. In "A Dream" and "Holy Thursday," shifting literary codes expose speakers' points of view.
Blake linguistically characterizes Innocence through inclusion, having speakers parrot voices of Experience or generic models to reveal the limitations of their perspectives. In Experience, exclusionary verbal tactics enable speakers to avoid responsibility; they seek absolution from their sins through omission. The speaker of "A Poison Tree" disrupts his own idiolect to exonerate his actions in relation to an enemy's death. He not only grows a poisonous tree through repressed emotion--"I was angry with my foe: / I told it not, my wrath did grow" (ll. 1-2), but also represses the words that would signify blame. Like the innocent chimney sweeper, the speaker uses a superfluity of conjunctions; in Experience those "and's" create a tree with the power to kill.25 Because some lines lack his habitual conjunction, the absence of an expected "and" indicates places where the speaker prefers not to acknowledge causal developments; delivering a step-by-step account of the tree's construction, each phrase soldered with an "and," he neglects to insert an "and" between the fourteenth and fifteenth lines:
And it grew both day and night.
Till it bore an apple bright.
And my foe beheld it shine,
And he knew that it was mine.
And into my garden stole,
When night had veild the pole;
In the morning glad I see;
My foe outstretched beneath the tree.
The missing conjunction signals the speaker's refusal to acknowledge how his nurturing activities engender the death (obliquely described as "foe outstretchd") that presents itself one morning after night mysteriously veils the pole. In the manuscript drafts Blake inserts a subsequently deleted line that names the speaker's guilt: after "Till it bore an apple bright" the speaker asserts "And I gave it to my foe."26 The final version absolves the speaker of murder in linguistically denying the bond between growth and death.27
"A Poison Tree" demonstrates the careful way one speaker filters reality through language to avoid bearing responsibility for his actions; in "The Human Abstract" another speaker describes the growth of a destructive tree in defining language and the external world as co-equal products of the human mind. Just as the speaker in "The Human Abstract" lists the more remote abstractions that arise from difficult human situations--the "Mercy Pity Peace and Love" of the innocent child's litany in "The Divine Image"--he removes himself from direct involvement with the tree's growth by delineating it in the third person:
Pity would be no more,
If we did not make somebody Poor:
And Mercy no more could be,
If all were as happy as we;
And mutual fear brings peace;
Till the selfish loves increase.
Then Cruelty knits a snare,
And spreads his baits with care.
He sits down with holy fears,
And waters the ground with tears:
Then Humility takes its root
Underneath his foot.
Soon spreads the dismal shade
Of Mystery over his head;
And the caterpillar and Fly,
Feed on the Mystery.
And it bears the fruit of Deceit,
Ruddy and sweet to eat;
And the raven his nest has made
In its thickest shade.
The Gods of the earth and sea,
Sought thro' Nature to find this Tree
But their Search was all in vain:
There grows one in the Human Brain.
Failing to offer a logical antecedent for the personal pronoun,28 the speaker reveals his own complicity in using a stultifying language of abstractions; only in the final stanza do we discover who grows this tree: a generalized "Human Brain."
Although conjunctions integrate the various stages of the tree's development, here they play no significant idiolectical role. The speaker of "The Human Abstract" shares linguistic habits with the experienced chimney sweeper: both reverse grammatical causality in underlining similar reversals in social reasoning. In the first eight lines the speaker describes the qualities of pity, mercy, peace, and care as parasitic attributes that feed on the negative elements of social existence--poverty, unhappiness, fear, selfish love--just as the caterpillar and fly feed on the poem's tree. His sentences mirror his thinking in borrowing--and inverting--the language of logical argumentation. He switches two "if A, then B" clauses to place consequences before probable causes. Further complicating these equations through negation, he makes it possible to reduce his words to disturbing mathematical formulas: "then no poverty, if no pity;" "then no mercy, if no unhappiness." Echoes of this initial linguistic inversion pattern the rest of the poem:
1 - Soon spreads the dismal shade / Of Mystery over his head
2 - And it bears the fruit of Deceit, / Ruddy and sweet to eat
3 - And the Raven his nest has made / In its thickest shade
4 - There grows one in the Human Brain.
Manuscript drafts again show Blake's deliberateness; in changing the last line from "Till they sought one in the human brain" to its current reading, Blake abandons an active, non-inverted sentence for one that emphasizes passivity (deleting the seekers), meaningless language (the grammatically redundant "there")29 and reversion. Transposing cause and effect, the speaker's idiolect reveals how abstractions reorder causality.
In an earlier version of the contrary to "The Divine Image," Blake similarly demonstrates how generalizing produces idiots by giving us a speaker thoroughly enwrapped in abstract thinking. Unlike the more sophisticated "The Human Abstract," the speaker in "A Divine Image" directly transposes the four divine and human attributes enumerated by his innocent counterpart into a horrifying vision of Experience:
Cruelty has a Human Heart
And Jealousy a Human Face
Terror, the Human Form Divine
And Secrecy, the Human Dress
The Human Dress, is forged Iron
The Human Form, a fiery Forge.
The Human Face, a Furnace seal'd.
The Human Heart, its hungry Gorge.
Even more so than the language of the speaker in "The Human Abstract," this speaker's unfailingly symmetrical form tempts readers to perform a series of mathematical equations; if we delete the few grammatically uninformative words (articles, possessives, and auxiliary verbs), we reduce the poem to the following:
	cruelty
	= human heart

	jealousy
	= human face

	terror
	= human form divine

	secrecy
	= human dress

	human dress
	= forged iron

	human form
	= fiery forge

	human face
	= furnace seal'd

	human heart
	= hungry gorge


The poem not only folds in upon itself, suggesting the kind of inversion that marks other lyrics in Experience,30 but also sets up an elaborate logical argument: if x + y, and y + z, then x + z.
Factoring out the y variable--all that is human--seals the connection between cruelty and the hungry gorge, jealousy and the sealed furnace, terror and the fiery forge, and secrecy and forged iron. Encouraging the use of mathematical abstractions, the speaker deploys the same deductive reasoning that marks the tenets of the first "There is No Natural Religion": "Man by his reasoning power. can only compare & judge of what he has already perceiv'd" (Poetry and Prose 2). When we accept the invitation to make a series of identifying comparisons, we inevitably demonstrate the validity of the corrective second "There is No Natural Religion":
II Reason or the ratio of all we have already known. is not the same that it shall be when we know more.***Application. He who sees the Infinite in all things sees God. He who sees the Ratio only sees himself only.Conclusion. If it were not for the Poetic or Prophetic character. the Philosophic & Experimental would soon be at the ratio of all things & stand still, unable to do other than repeat the same dull round over again.(2-3)
In "A Divine Image" the speaker is stuck at the ratio of all things, trapped in a cognitive mode that only prepares him to begin the same dull round over again. Lacking the subtlety of the more advanced reasoner in "The Human Abstract," he cannot warn us that abstraction begins in the "Human Brain."
The speaker of "London" does recognize the source of idiolectical restriction as the human brain, but seems unable to break out of the Urizenic mold that binds human perception with mind-forged manacles:
I wander thro' each charter'd street,
Near where the charter'd Thames does flow.
And mark in every face I meet
Marks of weakness, marks of woe.
In every cry of every Man,
In every Infants cry of fear,
In every voice: in every ban,
The mind-forg'd manacles I hear.
Again, syntactic inversion implicates the speaker as a participant in the general logic that results in social inequities. Using clauses that reorder more typical subject-verb-object constructions--the contorted "in every ban, / The mind-forg'd manacles I hear" or "the Chimney-sweepers cry / Every blackning Church appalls"--the speaker blames three institutions for corresponding social ills: the state for soldiers' deaths, the Church for sanctioning chimney sweepers (both employing them, and providing a Christian doctrine that fails to account for child labor), and marriage for harlotry (only when we authorize certain relations do others become unlawful). In the final stanza, the speaker lashes out at causality by collapsing the temporal connections that might order prostitution, marriage, pregnancy, and birth into the single moment of the harlot's curse:
But most thro' midnight streets I hear
How the youthful Harlots curse
Blasts the new-born Infants tear
And blights with plagues the Marriage Hearse
(ll. 13-16) 
Not only do children grow up to be harlots, but harlots also "blast" children with the blight of venereal disease.
Utilizing two meanings of "blast" (disease and wind), the last two lines complete a second linguistic pattern in the poem: doubling in language. Dualistic words signify a multivalence that supports Blake's belief in multiple perspectives and undermines the speaker's single-minded observations: charters both restrict and legitimize, cries take the form of tears and announcements, and bans indicate marriage bans, curses, or proclamations (banns). The chimney sweeper's cry appalls by demonstrating the horror of the Church's policies while the sweeper himself whitens its blackened chimneys. Even the soldier's haplessness communicates a level of duality: hapless young men become soldiers, but young soldiers become hapless through their bloody commissions.31 Because human minds create all the two-fold charters named in the lyric--emphasized by Blake's revision of the original "german forged links" to "mind-forg'd manacles"32--we turn questioning eyes to the speaker. He marks "Marks of weakness, marks of woe" by observing signs inscribed by his own limited perceptual system.33 Blake's illumination enlarges the linguistic range of dualism by illustrating two conflicting views: a stunned old man (perhaps Urizen) led through the grim streets by a green-clad figure of youth (perhaps Los), and that same young man warming his hands over flames that might forge new images of society. The choice is ours: we create the manacles or perceptual categories that mandate grim visions of existence.
By unveiling the limited perceptual range of speakers in Innocence and Experience through their grammatical idiolects, Blake uncovers a concrete means of demonstrating how human beings restrict the potential of their imaginations. His linguistic strategies in Songs of Innocence and of Experience enable readers to see beyond the self-imposed boundaries speakers voice: disruptions within each lyric force us to re-examine the validity of the lyric's version of reality. In The Marriage of Heaven and Hell Blake describes a myth of poetic creation that reveals how humanity reenacts the fall in language; though we possess the imaginative power to form social and linguistic realities, we enslave ourselves to those realities, forgetting they present one manifestation of eternity:
The ancient Poets animated all sensible objects with Gods or Geniuses, calling them by the names and adorning them with the properties of woods, rivers, mountains, lakes, cities, nations, and whatever their enlarged & numerous senses could perceive.And particularly they studied the genius of each city & country. placing it under its mental deity.Till a system was formed, which some took advantage of & enslav'd the vulgar by attempting to realize or abstract the mental deities from their objects: thus began Priesthood.Choosing forms of worship from poetic tales.And at length they pronounced that the Gods had orderd such things.Thus men forgot that All deities reside in the Human breast.(pl. 11)
Although Blake believes human language is a symptom of the fall, words serve as a medium of imagination by providing physical form. When a devil writes "How do you know but ev'ry Bird that cuts the airy way, / Is an immense world of delight clos'd by your senses five?" (MHH [Marriage of Heaven and Hell] pl. 7), he suggests our senses simultaneously close us out from a world of delight and enclose that world. Language similarly performs a dual role: circumscribing perception if we are weak enough to let reason restrain desire, but opening worlds of the imagination when "Writing / Is the Divine Revelation in the Litteral expression" (Milton 42:13-14). The language of speakers in Songs of Innocence and of Experience furnishes a path of entry into the less accessible environs of the human imagination, enabling Blake to realize the single goal that informs his poetic career:
Trembling I sit day and night, my friends are astonish'd at me.
Yet they forgive my wanderings, I rest not from my great task!
To open the Eternal Worlds, to open the immortal Eyes
Of man inwards into the Worlds of Thought: into Eternity
Ever expanding into the bosom of God. the Human Imagination.
(Jerusalem 5:16-20) 
Notes
1. Cohen provides an excellent history of how grammarians define language from the Renaissance through the latter half of the eighteenth century. One of the larger movements he traces is the shift from a seventeenth century belief in language as a sensible object that equates words with material things to the eighteenth century's classification of words as ideas, wherein syntax reflects thinking.
2. Defining aesthetic idiolects, Eco suggests a rearrangement of linguistic rules that results in a new code: "this new code is apparently spoken by only one speaker, and understood by a very restricted audience; it is a semiotic enclave which society cannot recognize as a social rule acceptable by everyone. Such a type of private code is usually called an 'idiolect'" (72).
3. Adams writes, "irony is often created by making manifest some divorce between the author's point of view and the focus of narration or perspective of various characters in the story. Blake's ironies are almost always achieved by this method, and he is capable of delicate variations of the distance between author and speaker" (6), and Gillham believes the reader should always wonder "if Blake is speaking in his own voice, or if he is presenting a possible attitude for our inspection ... none of the Songs can be taken simply as a direct personal utterance" (4).
4. In "Point of View and Context in Blake's Songs" Gleckner proposes general symbolic properties for each state: "gradually many of Blake's characters merge. The final products of these mergers are what I have called the major symbols. Kindred points of view tend to unite holders of those points of view; characters who are associated continually with the same or similar symbols tend to melt into one another; and a similar pattern of action reveals a fundamental affinity among the actors" (13). In a later article Gleckner focuses on adjectival differences to demonstrate how the language of Innocence participates in a series of equivalences while the language of Experience expresses disjunction ("Blake's Verbal Technique," 321-32).
5. In arguing that innocent speakers parrot experienced speakers, I am considering Blake's Songs of Innocence and of Experience a complete unit encouraging interreferentiality. Although Blake first printed Songs of Innocence as an independent work, and only later added Songs of Experience (never printed separately), he had already conceived of some of the lyrics of Experience: four Songs of Experience were included among the Songs of Innocence (Poetry and Prose 791). I believe Blake always set the states of Innocence and Experience in opposition, differentiating them in part through language. Wilkie lists this belief as a premise of Blake's Songs critics (120).
6. Although I am not specifically referring to the critical terms "presence" and "absence," they do apply. Speakers in Experience lose a sense of presence (or centering unity) and undergo absence (or decentering) when they pass out of Innocence.
7. Glen describes how the experienced speaker of "Holy Thursday" progresses "from the immediate, passionate response of the first stanza to a position of shocked withdrawal--a gradual rigidifying of stance which at length blocks out the possibility of any kind of fruitful interaction with the world" (53).
8. Harrison writes "The secret of the poem lies in the extraordinary multiplicity of viewpoints and tones of voice which the poet plays off against each other in the reader's mind," arguing that that highly individualized voice of the innocent sweeper makes the irony of the poem more devastating (2-3).
9. Several critics note how Blake deliberately evokes the colloquial language of a child; see Gillham (40) and Glen (37).
10. Wilkie similarly observes that the sweeper "translates and transmutes what he hears" (124-125).
11. In the critical debate on whether "duty" is to be taken as positive or negative, Williams argues for a positive understanding in that the sweeper expresses the only available form of compassion (92-96), Harrison suggests a negative interpretation, calling it "the authentic voice of totally corrupted experience" trustingly reported by the voice of innocence (2-3), and Glen insists on the useful ambiguity of the word, enabling both interpretations (44).
12. Speech-act theoreticians such as Austin or Searle consider threats and promises manifestations of the same general category.
13. I am more inclined to believe that the sweeper echoes words first uttered by the interrogator (given the order of their dialogue); Leader suggests the Bard half-creates the sophisticated syntax of the analytical sweeper (160-61).
14. Gillham comments "the innocent sweep looked forward in his story to results, the experienced sweep looks backward to motives" (46).
15. In "Blake's Little Black Boy and the Bible" Gleckner glosses the image of light in the lyric with those in the Song of Solomon, the first epistle of John, and Samson Agonistes. Although Gleckner agrees that the boy internalizes false knowledge from his mother, he suggests the boy has a higher intrinsic awareness of innocence that denies any implication of inferiority in the last lines: "Only the black boy himself knows (imaginatively, without rationalization) that his soul is white, that 'inward light' does put forth a visual beam" (211).
16. While not every rendition inks the boy as black, all show the careful positioning of the three figures. For a fine discussion of the poem as composite art, see Glazer's study or Leader (114).
17. Leader also condemns the mother for offering poor advice to her son, making an interesting connection between her words and what I consider the parroted words that end the innocent sweeper's narration (110).
18. Poetry and Prose 867.
19. Janson 467.
20. Gillham refutes the charge that this last line is a moral tag (195); Glen supports the assertion (48). Glen also comments that the speaker cannot be innocent and use the word "innocent" to describe others.
21. Although Blake's punctuation was unconventional and erratic, both Erdman and Keynes show some kind of break in the text here; according to Keynes Blake uses a semicolon (54).
22. Keynes 139.
23. In Genesis 18:2-8 Abraham evidences such hospitality to the three angels en route to Sodom.
24. "Night" undermines the purview of angelic guardians by showing how "When wolves and tygers howl for prey / They pitying stand and weep; / Seeking to drive their thirst away, / And keep them from the sheep. / But if they rush dreadful; / The angels most heedful / Receive each mild spirit" (ll. 25-32).
25. Associating the tree with the Genesis tree of knowledge of good and evil, Gallagher makes a brilliant argument for reading "A Poison Tree" as an intermediate, corrupt version of the fall that demonstrates what Blake describes as the origin of priestly poetic tales in The Marriage of Heaven and Hell plate 11 (246).
26. Poetry and Prose 799.
27. Gallagher also notes Blake's careful use of "it," and traces the way the pronoun replaces (and in some ways denies) the speaker's named "wrath" until the very last line, where the tree is finally named (239-41).
28. Although "Cruelty" personified takes the personal pronoun "he," cruelty cannot serve as the antecedent given the final stanza's identification of the place of origin as the human brain.
29. "There" fills the dummy slot, superceded by the more information locative "in the Human Brain."
30. Adams considers another level of inversion, where the common outermost is actually the innermost--the human dress--due to the "characteristic Blakean paradox of inner being outer. Because the world is mental the human dress is really the mental being" (249).
31. See Epstein (221-34) for a useful discussion of modifiers.
32. Poetry and Prose 796. Hilton (63-64) and Thompson (15) also comment on the effect of this revision in "London."
33. Glen observes how "mark" acts as both verb and object (59), and notes that society itself marks the world through the soldier's blood and the sweeper's cries (64); Thompson calls attention to the revision of "see" in line three to "mark" (11).
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