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20n Europe 4, see my "The Presence of Cupid and Psyche" in Erdman and Grant, eds.,
Blake's Visionary Forms Dramatic (Princeton: Princeton Univ. Press, 1970), pp. 218-19.

Allen Ginsberg. ALLEN GINSBERG/WILLIAM BLAKE: "SONGS OF INNOCENCE AND EXPERIENCE"
BY WILLIAM BLAKE, TUNED BY ALLEN GINSBERG. With Peter Orlovsky, variously accom-
panied. [MGM "Verve" FTS-3083 $5.98.] Side 1, Songs of Innocence: "Introduc-
tion," "The Shepherd," "The Ecchoing Green," "The Lamb," "The Little Black Boy,"
"The Blossom," "The Chimney-Sweeper," "The Little Boy Lost," "The Little Boy
Found," "Laughing Song," "Holy Thursday," "Night." Side 2, Songs of Experience:
"Introduction," "Nurses Song," "The Sick Rose," "Ah! Sun-Flower," "The Garden of
Love," "London," "The Human Abstract," "To Tirzah," (and in addition) "The Grey
Monk,"

Reviewed by Morris Eaves, University of New Mexico

This is a full stereo package in the new style of providing a single disc in double
covers (as the record companies used to do for two-disc sets on]y?, leaving room to
reproduce some of the plates from the songs outside, pictures of Ginsberg and Orlovsky
inside, along with an extra sheet of lyrics, and--unusual these days--a whole page of
very densely printed liner notes. Mr. Ginsberg has very kindly allowed us to reprint
the liner notes here (see "To Young or 01d Listeners" in commenTarRY following this re-
view, pp. 98-103).

I

I shall begin with a long and more or less "theoretical" digression and come back
to the performances later., The reader may want to skip from here to Section II.

There are two ways of thinking about Blake's work in illuminated printing. One
is Blake's way, and the other for convenience I shall call Jacob Bronowski, Stanley
Gardner, and Harold Bloom's way, recognizing however that Bronowski, Gardner, and
Bloom have said out loud what many others have silently believed, and that neither
Bronowski, Gardner, nor Bloom has extended his argument as far as I extend it here,
It may be fairest for the reader to regard my "Bronowski," "Gardner," and "Bloom" as
straw men. At any rate, the two ways of thinking about Blake's work in illuminated ’
printing, theirs and Blake's, head off in opposite directions.

Blake asserted that "Poetry Painting & Music" are "the three Powers in Man of
conversing with Paradise which the flood did not Sweep away" (vza, in Erdman's edition
of The Poetry and Prose of William Blake [hereafter ], p. 548). He was obviously
proud of his ability to combine the first two Powers in his invention of "I1luminated
Printing" (Prospectus 1793, £ 670) and hoped that the public would find his combina-
tion an improvement over the separate arts: "If a method of Printing which combines
the Painter and the Poet is a phenomenon worthy of public attention, provided that it
exceeds in elegance all former methods, the Author is sure of his reward" (£ 670).
Although in illuminated printing he could not easily combine the Musician with the
Painter and the Poet, Blake nevertheless liked to think of music as being there to
make a third with poetry and painting. He called attention to the presence of music
in the Songs simply by naming the collection, and later, to the presence of music in
all poetry by speaking of poetry as "sounds of spiritual music" with "accompanying
expressions of articulate speech" (pesc cat 1809, E 532). Blake's belief in art as
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the best way of improving "sensual enjoyment" (muz 14) made combinations of the arts
especially appealing to him, Improving sensual enjoyment is improving spiritual pleas-
ure because the senses are "the chief inlets of Soul in this age" (mum 4), Only when
man is "tremblingly alive all o‘er," to use Pope's hyperbole (an Essay on Man, 1.197)
and pervert his intention, can man say with Blake's Isaiah, "my senses discover'd the
infinite in every thing" (mam 12). Blake used a battery of analogies from sex (sensual
enjoyment), religion (miracle, Last Judgment), and chemistry (corrosives) to suggest
the cooperative, upward-striving, all-involving sensual dynamism of the artistic ven-
ture that aims to cleanse "the doors of perception" (umz 14), One way of understanding
"fourfold vision" is as a recommendation to the artist to combine the arts, and there-
fore as an advertisement for Blake's own medium, which made it possible for the reader
(hardly an adequate word) to perceive poetry, painting, and music simultaneously.

Bronowski, Gardner, and Bloom's position with regard to illuminated printing is
based on a reverse line of thought. As I gather it chiefly from Bronowski's william
Blake and the Age of Revolution, pp. 24-27, from the Preface to Gardner's Blake in the
Literature in Perspective series, from the Preface to Bloom's Blake's Apocalypse and
from his essay "The Visionary Cinema of Romantic Poetry" (Partisan Review, 1968; re-
printed in Rosenfeld, ed., william Blake: Essays for S. Foster pamon), the position
is essentially this: Blake's illuminated books are performances of his poetry, as a
movie is a performance of someone's screenplay. Bloom says in effect that he doesn't
like Blake's film, but that the screenplay is sometimes the best poetry since Milton's.
One implication of this view is that someone else might do a better job of performing
the poetry than Blake. Ginsberg, Benjamin Britten, and Ralph Vaughn Williams, for
example, each of whom has set some of Blake's poems to music, are simply readers, like
you, or me, or Blake himself, directing their versions of the screenplay that Blake
provided. The composers happen to have chosen a medium other than illuminated print-
ing in which to perform, but their choices and their performances are as legitimate as
Blake's and should be judged on the same basis. Since this kind of logic is offensive
to one's critical sense, one tends to prefer the negative alternative, which is to re-
gard all performances as equally illegitimate. This accords with Bloom's incredulity
at Blake the illustrator's having isolated an image that Blake the poet had better
sense than to isolate ("Visionary Cinema"): all performances (the argument implicitly
goes) have an aspect of interpretative bias. To get rid of the bias and free the read-
er for his own imaginative effort, Blake's poetry must be stripped of all accompani-
ments (a word that follows from the point of view), even of those provided by Blake
himself. This quintessential Blake is to be found in the printed editions, where the
"poetry" is least biased by an interpretative aspect that may be labeled "performance."

The Ginsberg disc is not for those who take the latter point of view, In setting
The Songs of Innocence and of Experience to music, Ginsberg is conscious of having
taken his direction from Blake, who called this group of poems "songs" and is said to
have sung them himself, and who in both theory and practice promoted an art of expan-
sion to plenitude rather than one of reduction to purity. The Ginsberg recording will
allow any reader with Blake's attitude toward art and a copy of the Trianon Press fac-
simile of the songs to have not only the whole Blake, but an ultra-Blake amalgamated
of the trinity of primary arts.

But once those who choose to go so far are reading, looking, and Tistening at the
same time, the question will arise, I assure them: does this music deserve a place in
the Trinity? I fear that few will think so. I would go along with them to a point,
but then I'd have to confess that in my opinion Ginsberg's compositions are the best
of any yet written for Blake. Among the others, the compositions by Benjamin Britten
(with texts selected by Peter Pearsg and Ralph Vaughan Williams are the best known,
but I find those notable composers reading black where I read white, though they read
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very well in the conventional way. (The Britten-Pears songs have recently been re-
recorded by Britten and Pears on London 0S 26099; their performances are very fine,
The Vaughan Williams songs, written for the film The vision of william Blake in 1958,
the year of the composer's death, are poorly performed and recorded on Desto DC 6482,
the only available recording. There is a long but incomplete Tist of musical works
related to Blake--not in every case poetry set to music--at the back of Bentley and
Nurmi's Blake Bibliography, and some additions in the "Checklist of Blake Scholarship/
June 1969-September 1970" in the last issue, Fall 1970, of the Newsletter.)

Ginsberg is the first to put many of Blake's songs together with the forms of pop-
ular music (in which I am including rock, country, folk, and jazz), though the Fugs, a
New York group, once tried something similar with a song or two. Ginsberg places his
work in musical history as follows:

Ma Rainey, Pound, Dylan, Beatles, Ray Charles, Ed Sanders & other singers have re-
turned language poesy to Minstrelsy. As new generations understand & decipher po-
etical verses for gnostic-psychedelic flashes & practical Artistic messages, I
hope that musical articulation of Blake's poetry will be heard by the Pop Rock
Music Mass Media Electronic I1lumination Democratic Ear and provide an Eternal
Poesy standard by which to measure sublimity & sincerity in contemporary masters
such as Bob Dylan, encouraging all souls to trust their own genius Inspiration,

Actually, Ginsberg's own music resembles none of the musicians he names so much as it
does the Incredible String Band. At any rate, he is relying on the experience of a
generation that has taken its popular music seriously, more seriously than it has taken
any other art except the cinema, which, however, does not lend itself easily to the
same kind of popularity, since--to name only one reason--it cannot manufacture a port-
able environment in which virtually all one's business can be conducted., So Ginsberg
is "imagining" this music ("after 20 summers musings over the rhythms," he says) in the
terms of a generation that recognizes Bob Dylan and the Beatles, Ma Rainey and Ed
Sanders as honest-to-God artists competing for excellence with all composer-performers
in musical history.

But for the critic who wants to talk about them, the popular arts present a tre-
mendous problem that we have not begun to solve. Recently a reviewer for one of the
musical monthlies said that even though he is a professional reviewer of popular music,
most popular music cannot be discussed in "musical terms," only in sociological terms,
He couldn't see that what he calls "musical terms" are the critical vocabulary of conven-
tional music, and they are adjusted to its values., But the values of modern popular
music often seem to insult conventional values, and using the old critical vocabulary to
talk about the popular arts gives only a parody of music criticism. The closer the
popular music under scrutiny is to some form of conventional music, the more sensible-
sounding the criticism is apt to be: the rock music that is most like the jazz music
that is most like classical music is easiest for the critic to discuss. This has noth-
ing to do with the excellence of the music.

There are elements of popular culture (as it is sometimes called) in Blake. Take
the simplest of the songs, say "The Lamb" and "The Blossom." The innocent reader im-
mediately notices the resemblance of both to nursery-rhymes and to "Jesus Loves Me,"
and the student often wants to know just what is so great about poems that sound like
a Methodist Mother Goose with crude illustrations. The experienced reader, who can
talk at length about "London," is at a loss for words when he confronts "The Lamb"
directly, and so he resorts to explaining its meaning chiefly in its relation to other
poems in the collection. At this stage the progress of criticism has ceased, and no
passage from experience to a higher innocence has revealed itself to the critic. Of
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