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sistent with her husband not knowing of
the print. She continued to collect Blake
after her husband's death in 1861.

13 Harrison (active 1821-26) is named as
Thornton's agent on the 1821 Virgil title
page. The book was registered at
Stationer’s Hall on 12 Feb. 1821, the
“Property of Willm. Harrison” (Bentley,
Blake Books 628). Harrison may have
played an important, but completely un-
recorded, role in the initial rejection and
eventual acceptance of Blake's Virgil il-
lustrations.

4 Keynes, introduction to The Hlustra-
tions of William Blake for Thornton s Virgil
with the First Eclogue and the Imitation by
Ambrose Philips (London: Nonesuch P,
1937) 9, rpt. in Keynes, Blake Studies, 2nd
ed. (Oxford: Clarendon P, 1971) 137.

15 Michael J. Tolley has recently argued
that Thornton welcomed Blake's wood
engravings and included them in his book
quite willingly; see Tolley, “Thomton’s
Blake Edition,” University of Adelaide
Library News 10 (1988): 4-11. Following
Tolley’s lead, Ted Gott has claimed that
Blake trimmed the cuts himself to achieve
their “further rusticizing” and make some
of the vignettes “tighter and more dramati-
cally charged.” See Gott, “Eternity in an
Hour: The Prints of William Blake,” in
Martin Butlin and Gott, William Blake in
the Collection of the National Gallery of
Victoria (Melbourne: National Gallery of
Victoria, 1989) 136. These are challenging
and interesting views, but I do not find
them convincing. As Joseph Viscomi has
pointed out to me in correspondence, cut-
ting an end-grain wood block is exacting
work requiring a special saw. It is unlikely
that a publisher would allow an amateur,
such as Blake, to tackle the job since the
blocks could be damaged by a single false
move.

The Chamber of Prophecy:
Blake’s “A Vision” (Butlin #756)
Interpreted

by Christopher Heppner

rederick Tatham has long been re-

garded as an unreliable witness to
Blake's intentions, but his comments
on the drawings that passed through
his hands are difficult to ignore simply
because they often represent the only
information that we possess. Thus his
inscriptions on the drawing known as
A Vision: The Inspiration of the Poet'
(illus. 1) have been taken as appro-
priate guides to its subject, and what
little commentary there has been has
focused on the odd spatial sense car-
ried by the perspective of the drawing
rather than on its subject.?

But Tatham’s inscriptions need
fuller consideration in the light of his
known unreliability. In the case of this
drawing they read “William Blake./ I
suppose it to be a Vision/ Frederick
Tatham” and “Indeed I remember a/
conversation with Mrs. Blake/ about
it.” I have taken the texts from Butlin's
Tate Gallery catalogue, since this gives
a useful indication of the fact, evident
in the photograph, and noted by But-
lin, that the two inscriptions are indeed
separate. The note about the conver-
sation with Mrs. Blake was obviously
written in later as an afterthought,
being placed under and to the side of
the original inscription, which records
simply the vaguest of guesses at the
subject. The conversation may indeed
have taken place, but it clearly did not
help a great deal. We are pretty much
on our own if we want to make an
effort to understand the drawing.

The drawing is associated by Butlin
with the Visionary Heads drawn by
Blake for, and it seems usually in the
presence of, John Varley.? The size of
the paper used for the drawing (24.3 x

21 cm.) makes it impossible that it
could have come from the now dis-
membered small sketchbook, which
consisted of sheets of approximately
20.5x15.5 cm. There were also a good
many drawings done on separate
sheets of various sizes, and the present
drawing could conceivably be one of
them. As if to counter that possibility,
however, Geoffrey Keynes notes that
“most of the drawings remained in the
collections of Varley and Linnell, ™
Butlin’s catalogue confirms that state-
ment by showing that in virtually every
case the Visionary Heads either have a
note by Varley, or come from the col-
lections of Varley or Linnell; many de-
monstrate both forms of connection.
The only exceptions noted by Butlin,
other than the drawing under consi-
deration here, are Visionary Head of a
Bearded Man, Perbaps Christ (#758),
which has a note by Tatham reading
“one of the Heads Wm. Blake saw in
Vision & drew this. attested Fred*, Ta-
tham,” and A Visionary Head (#7591),
which has a note by Tatham that reads
“one of the heads of Personages Blake
used to call up & see & sketch, sup-
posed rapidly drawn from his Vision.
Frederick Tatham.” Both of these came
through the collections of Mrs. Blake
and Tatham. In addition, there is the
dubious case of #764, untraced since
1862, which Butlin suggests may in
fact be identical with either #766 or
#765, the former untraced since 1876,
and the latter bearing an inscription
thatis probably by Varley. It seems that
on the very rare occasions when Ta-
tham got hold of one of the Visionary
Heads, he was anxious to advertise the
fact, doubtless in the belief that this
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would raise the value of the drawing,
His identification of the drawing dis-
cussed here with the simple statement
“I suppose it to be a Vision” is a good
deal less confident and specific than
the notes added to the two drawings
described above, and could well be
read as implying considerable doubt on
his part as to whether the drawing was
in fact associated with the Varley series.
In addition to the unusual vagueness
of Tatham’s note, the drawing comes
from the collections of Mrs. Blake, and
then Tatham, and these contain very
few of the Visionary Heads,

The situation has now been compli-
cated a litde by the rediscovery of the
larger Blake-Varley sketchbook, with
leaves of 25.4 x 20.3 cm., bearing signs
that several leaves were removed early
in its history.® This is closer to the size
of the present drawing, but several
facts make it unlikely that the drawing
comes from this sketchbook. One is
that the paper size, though close, does
not quite match: our drawing seems
just a little too wide (21 cm.) to fit.
Another is the evidence of the water-
marks; Essick records that some of the
leaves of the sketchbook bear an 1804
mark, while Budin records that the
drawing is on undated paper marked
“RUSE & TURNERS,” and gives evi-
dence from G. E. Bentley, Jr., that paper
made by that company bore dates of
1810, 1812, and 1815.° Finally, the
drawing we are considering here bears
no trace of the interestin physiognomy
that was the starting point of the Blake-
Varley sketchbook. In short, despite
Butlin's association of A Vision: The
Inspiration of the Poet with the Vision-
ary Heads, the evidence, including
that of his own meticulous catalogues,
makes that association questionable.

We need not, however, attempt a
final answer to the question of the
drawing's origin before venturing a
hypothesis about its subject. As a peru-
sal of Butlin’s entries for the Visionary
Heads will demonstrate, virtually all of
even these apparently free-form
designs were illustrations of particular

people, mostly from either British or
biblical history, which means that the
subjects were not very different from
those of the rest of Blake's drawings,
though obviously their physiognomic
focus gives many of them a close-up
quality not found to the same extent in
Blake'’s other work. We can indeed
find a very likely candidate for the
subject of the present drawing in an
appropriately Blakean source, the Bible.

In 2 Kings is an account of how the
prophet Elisha used to be invited to eat
bread at the house of a woman of
Shunem. Perceiving that he was a man
of God, she said to her husband: “Let
us make a little chamber, I pray thee,

on the wall; and let us set for him there
a bed, and a table, and a stool, and a
candlestick: and it shall be, when he
cometh to us, that he shall turn in thi-
ther” (4.10). In return, Elisha, through
his servant Gehazi, called the woman
to him and promised hera son, in spite
of the age of her husband (4.12-16). 1
think it highly probable that the draw-
ing represents Elisha seated in his
“chamber . . . on the wall”; the odd
phrase “on the wall” expresses exactly
the relationship between the two
spaces in the drawing, making it im-
mediately intelligible.

Butlin interprets the standing figure
as representing “an angel . . . dictating
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William Blake, A Viston: The Inspiration of the Poet, Tate Gallery, London.
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toa seated figure writing,” but the pho-
tograph suggests strongly that what
Butlin has taken to be the wing of an
angel is in fact the shadow cast by the
standing figure, who comes between
the overhead lamp and the wall. There
is no trace of a wing on the other side
of the figure, and angels with only one
wing are fortunately rare.” If we look
again at the drawing with this
hypothesis in mind, we can see a right
angled line on the floor to the right of
the table, which seems to mark off a
space that could be interpreted as the
kind of sleeping mat Blake sometimes
shows, often in biblical contexts.? The
visual evidence is slender, but the line
must represent something, and the in-
terpretation 1 offer seems highly
plausible. If this is accepted, we have
all the elements mentioned in the
woman's account—the little chamber,
a bed, a table, a stool (Elisha has to be
sitting on something), and the candle-
stick. The fit between story and picture
is a good one.

The moment depicted in the draw-
ing is most probably that described in
4.15-16, when the woman has been
summoned and appears “in the door,”
Given the basic arrangement of the
design, it would be impossible for Blake
to have shown her actually “in the
door,” for that would have required a
view into an interior space that would
have been very difficult to convey with-
out fine detail and an elaborate per-
spectival scheme, neither of which was
a favorite device of Blake's. It would
also have been a space at variance
with the implications of the phrase “on
the wall,” to which Blake appears to
have given priority. It seems likely that
Blake would have chosen the key mo-
ment of the story, and that is clearly the
announcement by Elisha to the wo-
man that she will “embrace a son”;
though this son dies, he is subse-
quently brought back to life by Elisha
(2 Kings 4.32-37). Elisha is the in-
heritor of the mantle of Elijah, “the
Spirit of Prophecy the ever present
Elias” (Milton 24.71); the subject of the

drawing can therefore be identified as
the initiating moment of an act of
prophetic creation, the calling of life
into being. The hitherto accepted title
of this drawing, The Inspiration of the
Poet, was not entirely incorrect.

This newly focused interpretation of
the subject of the drawing also makes
possible at least a partial explanation
of its curious spatial organization.
Rosenblum cites the drawing in the
context of a discussion of the radical
“dissolution of postmedieval perspec-
tive traditions” that occurred around
1800 as part of the quest for “an artistic
tabula rasa’ (189). Rosenblum’s ap-
proach to the whole question of style
in the late eighteenth century is
founded on the idea that the most vital
currents in the changes taking place in
the arts of the period “seem motivated
by that late eighteenth century spirit of
drastic reform which found its most
radical culmination in the political re-
volutions of America and France” (146).
This is described as leading to a variety
of “regressions to what was imagined
to be the pellucid dawn of pictorial
art. . . ." (188), in an attempt to returmn
to a kind of pre-Renaissance innocence,
Since Rosenblum’s influential book was
written, several writers moving over
from the field of literature to that of the
visual arts have taken his ideas about
the art of this period further, and two
in particular have given close thought
to the relationships between style and
meaning. Both begin from Rosenblum’s
point that there are “many comple-
mentary and even contradictory cur-
rents” (146) available during this
period, and develop from that percep-
tion the further idea that the choice of
one style from the many potentially
available is governed by the desire to
communicate a particular kind of
meaning.

One of these writers is W. J. T.
Mitchell, who in an essay significantly
titled “Style as Epistemology” uses
Rosenblum’s insights to develop the
suggestion that romanticism should
perhaps be defined as “simply that his-

torical movement which, in inventing
the notion of a cultural history with
discrete stylistic ‘periods,’ gathered all
the possible artistic styles to its bosom
in an eclectic stylchaos.” From this
stance Mitchell, with the help of fur-
ther insights from Meyer Schapiro and
E. H. Gombrich, develops the idea that
a style is a “cognitive structure” (149),
and that Blake's particular forms of
linear abstraction should be read as a
kind of code, that style is indeed a part
of the specific content or “statement”
of a design (156), or, as Blake put it,
“Ideas cannot be Given but in their
minutely Appropriate Words nor Can
a Design be made without its minutely
Appropriate Execution . . . Execution
is only the result of Invention” (P4, E
576).10

More recently Norman Bryson has
suggested, in the course of a discussion
of eighteenth-century French painting,
that we need a history of painting as
sign as well as the more conventional
history of such painting as style. The
reason he gives is that “in France the
visual arts react not only towards and
against specific visual styles, but to-
wards and against the Académie and
the high-discursive painting promoted
by the Académie at different moments
of its history.”™ I would suggest that
this reason can be generalized; Blake,
for instance, is in an analogous situa-
tion, seeing himself as one of the brave
minority defending “high-discursive
painting” against an environment that
he interprets as supporting “bad (that
is blotting and blurring) Art” (E 528),
Bryson, like Mitchell, wants us to see
style during the romantic period as
governed by communicative desire, and
chosen from among the “unpreceden-
ted array of styles” available to the
painter at this time (240). Both critics,
using Rosenblum'’s original insights as
part of the ground of their argument,
end by asking us to read style as part
of the process of meaning production
rather than as an independent factor
operating withinits own closed system
of historical transformation.
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