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guries of Innocence" makes clear that a dove house is a cru
elty, in which, as its special feature, the animals have been 
tamed to the point that they no longer desire liberty. Like all 
the cruelties in the poem, it causes shock and revulsion, 
arousing the fierceness necessary to reform. 

Blake's couplet on the hare was one of a great many con
temporary attacks on hunting for its cruelty. That the tear
ing of brain fibers may be apocalyptic would hardly have 
been apparent to Blake's contemporaries. But they probably 
knew more about hares and hunting than Blake's modern 
readers, and might have registered more strongly than we 
can the horror that Blake alludes to. Obviously the refer
ence to tearing fibers can be read as a displacement, since it 
applies to the brain what is actually being done to the hare 
as the dogs attack it. With this displacement, the brain be
comes the hunted animal. Moreover, the "outcry" of a hare 
in extreme danger resembles that of a terrified baby.39 William 
Somerville, in The Chase (1735), describes the final moment 
of a hare surrounded by dogs: "with infant screams / She 
yields her breath."40 Thomas Bewick tells that as a boy he 
"caught the Hare in my Arms, while surrounded by the Dogs 
& the Hunters, when the poor terrified creature screamed 
out so pitously, like a child, that 1 would have given any thing 
to save its life."41 Thus the "outcry" of the hare suggests the 
more strongly that it is an innocent, a child. Even hardened 
and joyous hunters were disturbed by the hare's scream, as 
though the animal they were killin g had transformed itself 
into a baby. 
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M Henry Tegner, Wild Hares (London: John Baker, 1969) 36-37. 
40 William Somerville, The Chase (1735), Book II, lines 271-72, in 

The Poetical Works of Joseph Addison; Gay's Fables; and SomcrviUc's 
Chase, ed. George Gilfillan (Edinburgh: James Nichol, 1859). 

" Thomas Bewick, A Memoir of Thomas Bewick Written by Himself, 
ed. Iain Bain (Oxford: Oxford UP, 1979) 6. This Memoir was published 
posthumously, in the Victorian era. 

T i e "Blake Digital Text Project" ( h t t p : / / 
w w w . e n g l i s h . u g a. e d u / w b l a k e) originated in 

1994 with the desire to create an electronic, online, interac
tive, enhanced version of the long out-of-print 1967 Con
cordance to the Writings of William Blake, edited by David V. 
Erdman. A simultaneously growing acquaintance with 
hypertext led to reconsideration of Blake's best-known work 
in that light and prompted the "Songs Hypertext." Both of 
these exercises, then, arise from possibilities opened by the 
manipulation of text in digital form, and so prompt the 
project's rubric, which denominates an effort unrelated to 
any attempt at an "archive." 

The enabling circumstance for the concordance comes in 
a letter of 14 March 1995, which conveys the permission of 
the copyright holders David V. Erdman and Virginia Erdman 
to use freely David Erdman's edition of The Complete Poetry 
and Prose of William Blake (1982, rev. 1988). Such generos
ity is characteristic of the vital political and intellectual com
mitment of a life devoted to making Blake more accessible 
and permits a fitting conclusion for a work which originated 
in Erdman's preparation of a text for the 1967 Concordance 
(though the difficulty of that task resulted in Keynes's edi
tion being used). 

The initial text file was created by unbinding a copy of the 
Erdman edition and scanning the text with optical-charac-
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ter recognition software. The resulting file of just under 
50,000 lines was as error prone as such output is wont to be 
and required several proofreadings to begin with. The file 
was then reorganized into a roughly chronological sequence 
so that any search output would follow in that order (also 
more or less the order of Erdman's Concordance, if not his 
edition). As the file was to be processed using Perl, which in 
its simplest mode reads a file line by line, it was quickly evi
dent that processing would be facilitated by each line's hav
ing its own unique identifying information, so this was in
serted in semi-automated fashion. In this file, then, one line 
appears like this: 

J83.73 ;  E242 I  Weavin g th e Web o f  lif e 
fo r  Jerusalem ,  th e Web o f  lif e 

In order to effect a reduction of the text file size and, con
sequently, processing time of about 20%, blank lines were 
then removed and replaced with "<P>" tags at the end of 
the line preceding the empty line. 

The interesting case has recently been made that Unix is 
the operating system particularly congenial to literary folk 
and that the scripting language Perl is now one of its major 
attractions (Scoville); according to Larry Wall, its principal 
author, "Perl is above all a text processing language" (25). 
The heart of the initial Perl script employed to search the 
text file—the variable ( $ s e a r c h) to search for having been 
assigned—looks as follows: 

m / ( M A \ l ] + ) \ l (.* ) ($search) ( . * (<p>$)? )/ 

12 Blake/An Illustrated Quarterly 

or, to summarize: 

( 1 ) (-2-) ( 3 ) (-4—(-5—)) 

This goes through each line of the text file and applies a 
template of regular expressions, and in every line in which 
it finds (or rather, "matches,""m/") an instance of $ s e a r ch 
("$" is Perl's way of indicating a scalar variable, here named 
"search") is able to report that line broken into components 
of (1) the characters before the "|" (the line identifier-like 
"J83 . 7 3; E242"); (2) the characters (if any) before the 
$ s e a r c h; (3) $ s e a r ch itself (the value assigned to the 
variable); (4) the characters (if any) after $ s e a r c h, and 
finally (5) the tag"<P>"if present just at the end of the line 
(the second "$", not to be confused with the first, is Perl's 
way in this location of denoting the end of a line). These 
components can then be arranged for printing in various 
ways—in creating HTML output, for instance, $ s e a r ch 
could be wrapped with emphasis or color tags, or the iden
tifier could be displayed in a smaller font or indented on a 
following line. 

The electronic concordance thus offers several improve
ments over the computer-generated printed concordance 
of over 30 years ago, an age when "big iron" COMMUNICATED IN 
TELETYPE. Erdman's Concordance prints only words, and not 
all of those, as it omits very high-frequency instances such 
as articles and pronouns. The electronic concordance dis
tinguishes between upper and lower case letters and per
mits searches sensitive or insensitive to case—so it is pos
sible to compare easily Blake's more than 200 instances of 
"Eternity" with the 30-odd appearances of "eternity." The 
computer is just as happy to search for single characters, 
like punctuation marks, or all instances of any character 
combination—"-ing," for example—or combinations with 
"placeholders" (e.g., s.ng for "sing, sang, song, sung" [s.ngl 
would capture only those instances where a period followed 

the YD' 
Useful as such access may be, anyone familiar with more 

recent concordances will wish for the additional convenience 
of key-word-in-context (KWIC) format, not to mention the 
capability of Boolean searches. Processing the text file for 
KWIC output is more involved than merely identifying and 
printing lines which contain the search string. As the KWIC 
context can wrap from or around line breaks, these must be 
stripped from the file and the whole read into a single array. 
For processing the array, it has proved more feasible to sepa
rate the identifiers from the lines and associate them by iden
tifying each with the appropriate unique line number. So, 
for instance, we in effect find in the array: "31000 J o y' d 
i n t he many w e a v i ng t h r e a ds i n b r i g ht 
C a t h e d r o ns Dome 31001 Weav ing t he Web of 
l i f e f o r J e r u s a l e m, t he Web of l i f e 31002 
Down f l o w i n g i n t o E n t u t h o ns V a l es g l i s 
t e ns w i t h s o ft a f f e c t i o n s . < p >" With this ar
rangement we can return a specified number of characters 
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been required by the initial plan to offer annotations as in
visible "hot-areas" on image-maps of the stanza enlarge
ments—now the stanza sits in its own frame while another 
frame lists the available annotations which in turn are dis
played in a third frame. HTML also opened the possibility 
of presenting Songs as hypertext. 

"By'hypertext,'" writes Ted Nelson, who invented the term 
over 30 years ago,"I mean nonsequential writing—text that 
branches and allows choice to the reader, best read at an 
interactive screen. As popularly conceived, this is a series of 
text chunks connected by links which offer the reader dif
ferent pathways" (in Landow 3). Stuart Moulthrop must 
speak for many, however, in commenting that he's "never 
really understood what Nelson meant when he called 
hypertext'non-sequential writing" and then suggesting that 
"polysequential is a better way to describe hypertext" 
(Moulthrop). But whether one agrees with either of these 
definitions, or prefers instead to think of "text that is expe
rienced as nonlinear, or, more properly, as multilinear or 
multisequential" (Landow 4), there seems littl e dispute that 
hypertext is "best read at an interactive screen." From which 
it follows that such a reading best suits Blake's Songs of In

nocence and of Experience, given a re-cognition of that work 

as hypertext. 
Certain it is—excepting those select readers very deep into 

Songs—that few have ever read Songs of Innocence in any 
linear sequence published by Blake. It could hardly be oth
erwise given that the editions and facsimiles by Keynes, 
Erdman, Bentley, and Lincoln treat Songs of Innocence (1789-
1827) in terms of Songs of Innocence and of Experience (1794-
1827), and treat that work itself in terms of its last seven 
instantiations. So the order of a work published some 50 
times is determined by some 15% of its total. Even with re
gard to the entire Songs we find Blake in 1818 or later, some 
quarter-century after the first joint publication, specifying 
"[t]h e Order in which Songs of Innocence & of Experience 
ought to be paged & placed" (E 772) as a sequence distinct 
from the received order. In fact, none of Blake's separate edi
tions of Songs of Innocence correspond with the usual se
quence. 

The different sequences of poems with their distinct jux
tapositions can create very different readings. Before the 
advent of hypertext, appreciation of this intrinsic aspect of 

14 Blake/An Illustrated Quarterly Summer 1999 
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often follows the"Introduction,""The Shepherd," might also 
be thought of as part of the front matter or introductory 
sequence once it is seen to work as a new Milton's Lycidas-
like veiled condemnation (following "To the Muses" by less 
than six years) of the "lean and flashy songs" of the 1780s— 
the saccherine "sweet lot" which delight the sheep herd of 
the public and their "straying" attendant but which the in
spired guide dismisses with "How sweet"! 

The argument, then, that Songs should be appreciated as 
depicting a series of stages or vignettes in the coming-to-
consciousness of language/the symbolic order/art (etc.) (see 
w w w . e n g l i s h . u g a . e d u / w b l a k e / S O N G S / b e g i n) 
becomes more credible with the realization that'Tnfant Joy," 
a logical starting place for such considerations after the in
troductory plates, does in fact occupy that slot (fifth in SI, 
sixth in SIE) as often (11 times) as it does its usual position, 
third from the end of Innocence as plate 25. The point is not 
to argue that one sequence is better than another-but as a 
pedagogical tool an idealized progression might be useful. 

The digital medium of the hypertext also makes possible 
the incorporation of audio into our experience of Songs, a 
capability appropriate for the work of an artist who com
posed his own melodies and whose work has frequently been 
set to music. From a pedagogical point of view, the musical 
interpretations are valuable for the ease with which they 
make obvious almost instantly the reality of different yet 
convincing interpretations. The musical interpretations also 
illustrate dramatically that reading itself is as much a matter 
of effective performance as the determination of some final 
truth. The presence of audio for a given poem is signaled by 
the image of the piper in the upper right; clicking here opens 
a list of versions available as streaming audio which can play 
while other links for that text are explored. The small "i -
icons" open information concerning the source of the ma
terial (much of which has generously been made freely avail
able by the artists Greg Brown, Finn Coran, and Gregory 
Forbes). The growing collection of audio interpretations 
seems promising both for use in comparisons to open the 
way to interpretation of a poem and as a prompt to new 
individual or group engagement with the text. 

The principal use of the"Blake Digital Text Project" in my 
own classes thus far has been the creation and development 
of the Songs hypertext. Over the past three years, students in 
three small graduate classes have focused some of their en
ergies on the preparation of bibliographies and annotations. 
This specialized use can now be expanded by providing a 
means to accept additional annotations from any scholar or 
class who may have something to add—moving finally, per
haps, toward a sort of commentary variorum. Contrihu 
tions are identified by the creator's initials which are in turn 
appropriately linked to the master list of names and con
tacts for all who have worked on the project. 
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M I N U T E P A R T I C U L A R 

Bernard Barton's Contribution to 
Cunningham's "Lif e of Blake": A New Letter 

BY JOE RIEHL 

I n 1824 James Montgomery solicited Charles Lamb for a 
contribution to his Chimney-Sweepers' Friend and Climb

ing Boys' Album to benefit "The Society for Ameliorating 
the Condition of Infant Chimney Sweepers." Though Lamb 
submitted nothing of his own, he suggested Blake's "The 
Chimney Sweeper," and sent Montgomery a copy of the 
poem, slightly altered. Bernard Barton (1784-1849), who 
also contributed to the Album, seems to have been intrigued 
by Blake's poem, and apparently wrote Lamb for more in
formation. Lamb responded in May 1824, describing "The 
Tiger" as "glorious, and Blake as "one of the most extraordi
nary persons of the age" (Lucas 2: 426). Barton, known pri
marily as a Quaker poet and as one of Lamb's correspon
dents, had begun writing to Lamb in 1822, complaining that 
conditions at Messrs. Alexanders' bank in Woodbridge, 
where he clerked, did not permit him to continue his career 
as a poet. In 1812, Barton had published Metrical Effusions, 
followed by Poems fry an Amateur (1818), Verseson theDeath 
of P. B. Shelley (1822), Devotional Verses (1826), A Widows 
Tale (1827), and A New Year's Eve (1828). In addition, he 
had published poems in London Magazine, including, in 
1823, a"Sonnet to Elia." Before striking up a correspondence 
with Lamb, he had also, since 1812, been in correspondence 
with Robert Southey. 

Six years after Lamb sent the Blake poem to Montgomery, 
Allan Cunningham's brief life of Blake was published in/./iv> 
ofthe Most Eminent British Painters, Sculptors and Architects 
(London, 1830), sometime before 6 February 1830, when a 
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