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BLAKE AND THE NAMES DIVINE

n his later works, William Blake occasionally

fails to maintain his usual sharp distinction

between the God who brought about the fall
into matter and uttered the Ten Commandments and the
Divine Humanity who manifests as Jesus and 1is
immanent in each individual. What, for exAmple. are
we to make of the couplets on plate 3 of Jevusalem,
which announce that he who spoke on S1nni inspires
the vp1c. or of the Prologue to For the rea: The

madiee, which informs us that Jvh0udh

hivinq w11ttpn the Decalogue, repents and inters it
under His Mercy Seat?

Some commentators have recognized the problem
which arises from such passages as these. Sloss
and Wallis complain that "Throughout the later
writings confusion arises from Blake's use of the
terms God, Jehovah, and Jehovah Elohim"; Milton
Percival, discussing Blake's treatment of the
Incarnation, regrets that "The divine names are not
clearly differentiated from one another"; and
Kathleen Raine confesses that Blake does not always
employ the name Jehovah consistently. Harold Bloom
tackles the problem by distinguishing between a
"humanizing" and a “"Urizenic" Jehovah but does not
specify the relations between them. Probing more
deeply, Jean Hagstrum sees Christian love transform-
ing Jehovah the tyrant into Christ-Jdehovah the
compassionate Father, yet we are left to wonder
about Jehovah's origin and ahout h!s pre-Christian
furunencss of Cain in The Ghost of Abel. Anne
Mellor's suggestion that Jesus th@ Imagination
absorbs the reasoner Jehovah, reconciling his law
and energetic wrath with love and mercy, faces the
same objections and makes a puzzle of Jesus' abundant

energy in "The Everlasting Gospel." Bo Lindberg
locates the inconsistency in Jehovah Himself,
claiming that he favors his sons Satan and Jesus
alternately but overlooking the fact that it is Adam,
not Jesus, who is Satan's brother in Blake's myth.
Finally, Thomas Altizer's argument that Blake's God
and Satan have an underlying identity depends heavily
on what he admits is "a single symbolic image,"
namely the Seven Eyes of God, and, as Ronald Grimes
points out, he blurs the distinctions between God,
Satan, and Urizen.!

The question at issue should not be confused
with two related but distinct problems--the conundrum
of who created the cosmos and the puzzle posed by
certain statements in Blake's annotations to Watson's
Apology for the Bible. It has long been recognized®
that from The Book of lUrizen (179&} onwards Creation
has two aspects in Blake's system. On the one hand
it is "Error" (E555/K617), a degenerate state into
which a portion of Eternity falls in a process
described in the first chapter of Genesis; on the
other hand it is "an act of Mercy" (E553/K614), a
limitation imposed on the Fall to make redemption
possible. Thus Blake can denounce Creation (the
Fall) as the work of the Devil,?® yet praise Creation
(the 1imitation of the Fall) as the achievement of
Los, Jehovah, and Jesus."

Once, in 1798, Blake goes beyond the defense
of nature as a merciful ]1m1tation on the Fall. In
annotating Bishop Watson's dAm A r the %fff:.
a riposte to Thomas Paine's Deist LfaCL The f
eason, Blake states that the Bible tells hlm that
hﬂd created nature perfect and that its imperfections




result from Adam's sin; he also endorses the sixth
commandment when he condemns Joshua for breaking it,
and contrasts lethal "Natural" disasters favorably
with Joshua's "Unnatural" carnage describing the
Lisbon earthquake as "the Natural result of Sin"
(E604/K388). In these notes Blake is attempting to
defend Paine at his weakest against Watson at his
strongest, for the Bishop is attacking the Deist
claim--already refuted by Hume®--that a flawless
creation reflects the perfection of its Maker. Blake,
as Mark Roberts has pointed out,® takes refuge in the
traditional Christian doctrine of the Fall. In his
anxiety to vindicate Paine, he retreats from the )
position which he otherwise maintains early and late’
that the God of the first chapter of Genesis is a
corrupted spirit and he assesses even post-Adamic,
fallen nature with its destructive qualities as less
morally deplorable than are wicked men.® Towards the
end of his annotations, Blake momentarily steps out
of his role as a defender of Paine and exclaims,

"The Bishop never saw the Everlasting Gospel any more
than Tom Paine" (E608/K394). The phrase "the Ever-
lasting Gospel" (from Revelation xiv.6) was, as A. L.
Morton notes,? a term used by seventeenth-century
English antinomian sects to denote their doctrine,
and Blake appropriates it for his own version of
Christianity, which is closely related to theirs but
equally alien to the orthodox and the Deists of his
age.

The distinction between the accusing, lawgiving
God and the Divine Humanity (or Poetic Genius) is
essential to Blake's Christianity from the early
1790s onwards. In The Marriagé of Heaven and Hell
(c. 1790-1793), he identifies Jehovah, the Poetic
Genius, with Energy, and Satan, the Accuser of the
Book of Job, with Reason. Although emotionally
Blake leans very heavily towards Energy, he admits
that "Reason and Energy . . . are necessary to Human
existence" (E34/K149), for he is adapting Boehme's
notion of a division of the primal unity into two
Principles as the basis of creation and also the
source of evil. According to Boehme (in Blake's
time known as Behmen), the two Principles can be
represented as Wrath, Fire, or the Power of God and
as Love, Light, or the Heart of God, and they are
identical with the Father and Son of the Christian
Trinity--"The Father," states Boehme, "is the
eternal Power, or Virtue, and the Son is the Heart
and Liaht. . . . " When separated from the Light or
Love, the Fire or Wrath becomes the flames of Hell,
yet on that Fire the existence of every created thing
depends. Without the Fire, Boehme asks,

where would be the Mobility, Kingdom, Power,
and Glory? Therefore we have often said, The
Anger is the Root of Life; and if it be without
the Light, then it is not God, but Hell Fire;
but if the Light shines therein, it becomes
Paradise and Fulness of Joy.

Either of these Principles is incomplete without
the other:

Indeed 427 is from one Eternal Original, but

it severizes itself into a twofold Source; a
Similitude whereof we have in the Fire, and
Light; where the Fire is painful and conswming,
and the Light meek and giving; and yet the one
were a Nothing without the other.'®

Blake was acquainted with Boehme's work many years
before he embodied in The Marriage of Heaven and Hell
a distortion of his doctrine, making the primal
division between God and Satan instead of between
Father and Son; many years afterwards he remained
Boehme's ardent admirer.!! His treatment in later
life of the lawgiving and redemptive aspects of the
biblical God and his use of the names Jehovah and
Jesus show signs of Boehme's influence, but he had
by then come to follow Boehme in associating the
First and Second Principles with the Father and the
Son.

The Marriage of Heaven and Hell is a bravely
anti-dualistic work, but a year or two after
finishing it Blake adopts a semi-Gnostic dualism
making the egregious and tragic Urizen his demiurge.!?
At this point his interest in the Trinity, evident
in The Marriage, seems to lapse to reappear during
the lengthy period, beginning not later than 1797,
in which he composes Vala, later renamed The Four
Zoas.'? In this epic, he makes Urizen share the
blame for the Fall with Luvah, Vala, and Man himself.
Later, in Milton and Jerusalem, Urizen (an individ-
ual) fades into the background being displaced
respectively by Satan (a state) and the Spectre of
Albion (who is also Satan), in whom the forces that
work against a return to the prelapsarian unity are
focused: in these poems Satan--the Accuser as
distinct from the Miltonic rebel--confronts the
Trinity.

The earliest sign that Blake is recovering his
interest in the Trinity is a reference to the Holy
Spirit (E604/K387) in his annotations, dated 1798,
to Watson's Apology for the Bible--annotations which,
with their allusions to Blake's professing himself
a Christian, to the Everiasting Gospel, and to the
forgiveness of sins--adumbrate much in his later
work. A second mention of the Third Person occurs
at the end of his letter of 30 January 1803 to James
Blake (E696/K822), and in a late or relatively late
addition to Night VIIA of The Four Zoas Enitharmon
laments, "Such is our state nor will the Son of God
redeem us but destroy"!® (E355/K331). In 1807,
Blake represented all three Persons of the Trinity
in his painting The Fall of Man.'® His many
subsequent allusions need not be detailed.

In Blake's fully developed myth, as in Boehme,
the primal division is not the gulf between God and
the Accuser but a separation within the Godhead
Itself. The perfect harmony among the Eternals, who
are at once a multitude and a single being,!'® does
not always prevail even between the Father and the
Son, and there are signs that each can be imperfect
when sundered from the other.

There is abundant evidence, both visual and
textual, that Blake in his later phase conceives of
the Father divorced from the Son as possessing cruel,
tyrannical, and destructive attributes. To begin
with the paintings, on the left (the sinister side)
of the Father at the top of the Epitome of James
Hervey's "Meditations among the Tombs,” 7 a late
work, he inscribes the text---non-biblical though
related to Deuteronomy iv.24 and Hebrews xii.29--
"God out of Christ is a Consuming Fire." In Christ
the Mediator (c. 1799-1800),1% a pale glow round the
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head of Jesus makes a Boehmean contrast with the dark
flames radiating from the Father, and the latter
holds the scepter of worldly power which Satan bears
in The Great Red Dragon and the Beast from the Sea
and The Number of the Beast is 666 (both c. 1805).12
Between the fourth and fifth of the Huntington set
of Blake's illustrations to Paradise Lost (1807),%°
the Father undergoes a change. In the fourth paint-
ing, Christ Offers to Redeem Man, the Father, who
embraces the Son, is wingless and, judging from the
vacant space on the left of his right hand and
forearm, beardless; light radiates from the place
where the heads of the Father and Son meet and, 1ike
the 1ight in Jacob's Ladder (c. 1805),%! it progres-
sively darkens as it travels down the picture away
from the eternal realm. In the fifth painting,
Satan's and Raphael's Entries into Paradise, the
Father, now cut off from the Son, has become a winged,
bearded, Urizenic god hovering over Raphael.?? The
sky again grows gradually darker towards the bottom,
but though there is still radiance from the Father
it is much paler than in the previous illustration
and, except for a narrow area immediately above his
head, it is streaked with dull yellow-green stripes.
This winged figure descends from the image of Urizen
which Blake incorporated in 1791 (before he had named
the god) in his engraving The Fertilization of Egypt
based on a rough sketch by Fuseli.?® It has a
successor in the drooping-deity who presides over
Blake's ninety-seventh illustration to The Divine
Comedy (1824—182?).?“ A comparable contrast may be
present within a single painting, The Fall of Man
(1807),25 where Death--seated in the cave between
Sin and Hell, the figures being identifiable from
Blake's description (E662/K441) and from one of his
paintings of Satan, Sin and Death (c. 1808)2°--could
well be a degenerate form of the Father above. The
latter has spiky hair like that of the deity in plate
2 of Blake's Illustrations cf The Book of Job (1825)
--spikes which, as Bo Lindberg has noticed,?” turn
out to have been a sign of the bearer's Satanic
character as they develop into the hideous pro-
jections from the Devil's head in plate 11. If the
Father has indeed fallen to become Death, he has
acquired in his descent stylized wings and an iron
crown, and his beard has shrunk, but his hands and
outstretched arms retain their pose (the Urizenic
pose of their counterparts in The Fertilization of
Egypt), his left foot remains a little in front of
his right, and his head still inclines to one side--
now his right instead of his left. In the complex
pattern of the painting, the Father is separated from
the Son, the rebel from the heavenly angels, mankind
from Paradise, and Paradise from the earth.

Verbal references to the degeneration of the
Father when He is cut off from the Son are also
plentiful. A famous passage in "A Vision of the Last
Judgment" caustically declares:

1 Blake, The Fall of Man (1807).
Victoria and Albert Museum.

Courtesy of the

2 Blake, Epitome of James Hervey's "Meditations
among the Tombe." Courtesy of the Tate Gallery.
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Thinking as I do that the Creator of this World
is a very Cruel Being & being a Worshipper of
Christ I cannot help saying the Son 0 how unlike
the Father First God Almighty comes with a
Thump on the Head Then Jesus Christ comes with
a balm to heal it (E555/K617)

The repentant God of the Prologue to For the Sexes:
The Gates of Paradise®® now falls into place--he
writes the Law after he has degenerated, but, reunited
with the Son in the Christian dispensation, he
repents. Similarly, we need no longer be surprised
that the lawgiving God should be identified with the
true God, Blake's inspirer, in plate 3 of Jerusalem.

The names Elohim, Jehovah, and Jesus appear in
the list of the Seven Eyes of God which is given in
pach of Blake's three epics (E366, 106, 202/K351,
494, 686). 1t is widely agreed that the Eyes--
Lucifer, Molech, Elohim, Shaddai, Pa(c)had, Jehovah,
and Jesus--constitute seven historical (and reli-
gious) periods.?? Though they seem to be individuals
from the viewpoint of the Eternals who commission
them as guardians of the fallen world, they turn
out in Milton (32:10; E130/K521) to be states from
mankind's standpoint and to be subject to corrup-
tion.3% The first six shrink from the self-sacrifice
necessary to redeem the fallen, the self-sacrifice




3 Blake, Christ Offers to Redeem Man (1807), fourth
illus. of Paradise Lost. Courtesy of the Huntington
Library.

4 Blake, Satan's and Raphael's Entries into Paradise
(1807), fifth illus. of Paradise Lost. Courtesy of
the Huntington Library.

which only Jesus, the seventh, will consummate. The
third and sixth Eyes are Elohim and Jehovah,

"Elohim" being a Hebrew plural rendered as "God" in
the Authorized Version and "Jehovah" a faulty trans-
literation of the sacred name piously rendered as
"the Lord." Blake frequently employs "Elohim"--the
only name used for God from Genesis i.1 to Genesis
ii.3--for the "Cruel Being" who is "the Creator of
this World,"3! and in Night the Eighth of The Four
Zoas, where he first appears as the third Eye, he
creates Adam to endure the sacrificial death he
himself shuns (E366/K351). In Milton, however,

Adam, conceived as the Limit of Contraction, is
defined or fashioned by "The Divine hand" before
Elohim descends (13:18-23; E106/K494). In Jerusalem,
"Los who is of the Elohim" is Adam's maker (73:24-28;
E226/K713). The fourth and fifth Eyes bear the

names Shaddai (Almighty) and Pa(c)had (Terror),

which also denote the Hebrew God, and indeed Thomas
Altizer's observation that the first six are anti-
thetical to the seventh?? suggests that all six may
be aspects of the Father. Jehovah, the last of these
six, becomes "leprous," which recalls not only the
Urizen of the earlier America (16:3, 11; E56/K203)
but Jesus' threat in "The Everlasting Gospel" to

the Angel of the Divine Presence, who had written
the Law at Sinai:

My Presence I will take from thee
A Cold Leper thou shalt be (E513/K754) 33
Jehovah's leprosy is a consequence of his separation
from Christ, and one of his names when he is in this
state is the Angel of the Divine Presence, which in
Blake always denotes a corrupt being:3% he is the
God who covers Adam's and Eve's nakedness in the
painting The Angel of the Divine Presence Clothing
Adam and Eve with Coats of Skins (1803),3° the
spiky-haired deity in plate 2 of Illustrations of
The Book of Job (1825), where he is named in Hebrew
"King Jehovah," and the central figure in the Laocodn
engraving (c. 1820), where the Hebrew above identi-
fies him as "the Angel of Jehovah" and the Hebrew
below as "Jah" (an abbreviation for "Jehovah"), the
father of Satan and Adam.3® (The English phrase

"The Angel of the Divine Presence" appears on both
Job pl. 2 and the Laocodn plate.) In "A Vision of
the Last Judgment," Blake claims that people often
refer to this Angel--who became the patron spirit of
the Britain of the fallen world with her oak groves--
when they speak of “Jehovah Elohim," this being the
name translated as “"the Lord God" in the Authorized
Version (E549/K610).37

References to imperfection in the Son separated
from the Father are rarer than aspersions on the
Father separated from the Son, but however much
Blake, like Boehme, leans emotionally towards the
Son, as he leaned towards Energy in The Marriage of
Heaven and Hell, they do occur. In conversation
with Crabb Robinson, Blake stated that Christ was




wrong to attack the Government and to allow himself
to be crucified. On being asked how error was
consistent with Christ's divinity, he replied, "He
was not then become the father,"®® indicating that
the separation of the Persons had led to a temporary
lapse from perfection. On a later occasion, he told
Robinson that Christ was wrong to expel the money-
changers from the Temple, that he "took much after
his Mother And in so far he was one of the worst of
men,"3? and in Jerusalem Los says of him, "by his
Maternal Birth he is that Evil-One" (90:35; E247/
K736). It is part of Christ's sacrifice to assume
from his mother the corruption of the Natural Man,
which he must then put off before he can again
become one with the Father. The point is repeated
in "The Everlasting Gospel":

He took on Sin in the Virgins Womb
And put it off on the Cross & Tomb
(E515/K749)

In this poem Jesus, though dear to Blake, is not
flawless. The Father, Himself vindictive in His
separation from the Son ("Gods Mercy & Long Suffering
/ Is but the Sinner to Judgment to bring" %ES]E/
k753]),49 rebukes Jesus for his degrading humility:

And when he Humbled himself to God
Then descended the Cruel Rod
If thou humblest thyself thou humblest me
Thou also dwellst in Eternity
(E511/K752)

'v:.’ { r Wihien the r\ll"ll,ll}li wis Yol with e When sy Children 'Il ]

When God goes on to command "Thou on the Cross for
them [i.e. sinners] shalt pray," Jesus indignantly
refuses and confesses to past error:

I never will Pray for the World

Once [I] did so when I prayd in the Garden

I wishd to take with me a Bodily Pardon
(E512/K753)41

Even the Jesus who, as the seventh Eye of God, "Died
willing beneath Tirzah & Rahab" (E366/K351), though
glorious in self-sacrifice, is not perfect, for the
Seven Eyes have to unite with each other and with
the Eighth, the sleeping Humanity, to become "One
Man Jesus the Saviour" (Milton 42:11; E142/K534)--
the fullness of the Divine Humanity Itself.,"?

Blake uses "the Names Divine / Of Jesus &
Jehovah" (E266/K771) in two ways. Sometimes--as in
the Prologue to The Gates of Paradise, the Laocodn,
and the second Job engraving--"Jehovah" denotes the
Father separated to a greater or lesser extent from
the Son. More often, this sacred name is reserved
for the Divine Humanity, who can manifest as Father,
Son, or Holy Spirit, but in whom the Father and Son

5 Blake, I'ilustrations for The Book of Job (1825),
plate 2. Courtesy of the Tate Gallery.

6 Blake, I'llustrations for The Book of Job (1825),
plate 17. Courtesy of the Tate Gallery.
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are contained. (Since the Holy Spirit, according to
the Western tradition, proceeds from the Father and
the Son, there is no question of its becoming cut
off or incomplete.) It is Jehovah the Divine
Humanity whose Covenant is the fnrgiveness of sins,“3
whose Spirit is the Divine Mercy,"" whose visions
inspire the poet,“5 and who, as the Father, "maketh
his sun to rise on the evil and on the good, and
sendeth rain on the just and on the unjust."® In
the fragmentary illuminated manuscript of the early
chapters of Genesis that Blake prepared in his last
years, he tries to distinguish the fierce, fallen
Elohim from the merciful Jehovah. He inserts each
of these names once, and only once, in the King
James text, making the serpent promise Eve "ye shall
be as Gods (Elohim)" (iii.5) and making Eve acknow-
ledge after Cain's birth, "I have gotten a man from
Jehovah" (iv.1). Jehovah also appears, standing
opposite Christ, on both versions of the title-page
preceding the text, where the Holy Ghost strides
over their heads emphasizing the balance between
them. However, some of the drawings (often indis-
tinct) which punctuate the text show the Elohim--
the Father separated from the Son and often accom-
panied by two angels--creating first the universe
and then, probably, Adam, from whom he splits off
Eve. The final sketch seems to depict Jehovah, the
Divine Humanity, kissing the brow of Cain, over
whose birth He presided and on whom He now places,
as Blake's chapter heading tells us, the mark of
forgiveness."

Occasionally, as in "The Everlasting Gospel,"
Blake employs the name Jesus for the Son severed
from the Father, but usually he indicates by it the
Divine Humanity, in whom all the Persons are in fact
comprehended. Thus Blake's rendering of the Lord's
Prayer can begin "Jesus our Father who art in thy
Heavns call'd by thy Name the Holy Ghost" (E658/
K788), and in plate 3 of Jerusalem he speaks of
"Jesus our Lord, who is the God of Fire and Lord of
Love"(E144/K621) showing that in this Jesus, as
Morton Paley observes, Boehme's First and Second
Principles c0a1esce.hé Marrying word and image,
Blake uses the quotations from John x and xiv in the
Jower margin of his seventeenth illustration to Job
to show that within the Father who appears in this
and the four preceding plates the Son also is present.
In the Rosenwald drawing of the Last Judgment (c.
1810), some of the divisions represented in The Fall
of Man are healed: at the top of the design human
beings, as Blake tells us (E552/K613), are again in
Paradise, and the Father is reunited with the Son
in the person of Jesus sitting on Jehovah's throne."?
In conceiving the Godhead thus, Blake is following
Swedenborg, who condemned conventional Trinitarianism
as tritheistic and held that the three Persons were
all present in Christ, whom he regarded as the
incarnation of Jehovah.3?

Being a poet and artist, Blake thinks primarily
in images and is less concerned with strict con-
sistency than is a philosopher. Nevertheless, when
he is first overwhelmed by the horrors of Experience
he begins a long search for a coherent solution to
the problem of evil. Passing through non-dualism
and a quasi-Gnosticism, he reaches his final position
about 1800. Confronted with an apparent contradic-

tion at the heart of this position, a grossly in-

consistent use of the name Jehovah, critics have
tended to be evasive or perfunctory. However, an
investigation of the problem reveals that Blake
develops a daring theology rooted in Boehme to enable
him to sustain with equal fervor a passionate
devotion to the Trinitarian God of Christianity and
an unremitting protest against the life-denying
cruelty of the moral law and the created universe.
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