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scanted here as much as the l e t t e r : M i t che l l ' s 
giv ing the Blakes a ch i ld for his own purposes is 
one th ing , but the spectacle of Blake bui ld ing 
Jerusalem on the moon instead of in England's 
green and pleasant land gives one pause. 

As the stance of the show is de l iberate ly 
" a n t i - i n t e l l e c t u a l " —that is to say, anti what 
Adrian Mitchel l mistakes fo r being i n te l l ec tua l — 
i t should be emphasized that Tyger's weakness is 
not i t s contemporaneity. In "a celebrat ion" one 
is prepared to enjoy a Klopstock own cu l tu ra l 
master-of-ceremonies, especial ly as g lee fu l l y 
pranced by David Rya l l . The scene in which Si r 
Joshua Rat lectures on C i v i l i s a t i o n on the pub tv 
while Mr. Blake mutters annotations (though ad-
mit tedly precious few of them) is genuinely funny; 
even Scof ie ld 's appearance as the bouncer is mi ld ly 
funny; but when Blake holds Scof ield o f f wi th the 
coal s c u t t l e , one gets the fee l ing that something 
has been l o s t . Again, there is an amusing scene 
before the Arts Counci l , three Negations who give 
10,000 pounds to Evelyn Graze, t ransvest i te mod 
ed i t o r , but who are put to sleep by Mr. Blake's 
reading from Jerusalem. Best of a l l , perhaps, is 
the episode in which Scofield tempts Blake to p i t y 
by abusing an ingenious mechanical dodo in a super-
market shopping car t . This is Mitchel l at his 
best, but there is much more of Mitchel l at his 
worst. When our hero advertizes for lovers, he 
gets three kinky dames in black leather who seem 
more an answer to Leopold Bloom's prayers than W. 
B . ' s ; and the Blakes' mari tal c r i s i s is solved by 
a hunt through an anatomical d ic t ionary , culmina-
t ing in the discovery of—the c l i t o r i s ! This, in 
addit ion to portraying Blake as a sexual nincom-
poop, manages to evade what Blake himself t e l l s us 
about his mari tal problem and i t s solut ion—but to 
ta lk about Sacr i f ice of Self in the West End in 
the year 1971 would cost a man his l i f e , or at 
least his reputation for trendiness. 

In Act I I most pretense to any re la t ion 
between Tyger and Blake is abandoned. Eight of 
the twelve songs are by M i t che l l , but th is is mere-
ly an ind i ca t i on . A large part of the Act is a 
var iety show in which f igures named af ter poets 
appear: a nondescript Chaucer, Shakespeare with 
six-guns, Mil ton wearing a "Paradise Now" sweat-
s h i r t , to be joined by a bunch of swingers named 
Wordsworth, Coleridge, Byron, Shelley, and Keats. 
Then come "the late Victor ians" wearing white 
ducks, s t r iped jackets , and straw hats—one of 
these f ive is "Walt Whitman"! Al len Ginsberg 
alone appears at home. The s i l l i ness of a l l th is 
is rel ieved for a short time by a conversation 
between S i r Joshua and Mad King George the F i f t i e t h . 
Mad King George, as i t turns out, loves nothing so 
much as to see, cause, ruminate on, and enjoy the 
prospect of chi ldren being beaten. The trouble is 
that as the conversation goes on, one becomes more 
and more aware of the prototype of Mad King George 
- -not Nobodaddy but Jar ry 's Pere Ubu, a der ivat ion 
that B i l l Fraser's b r i l l i a n t performance seems to 
recognize and bu i ld on, cocking the head and 
s t r u t t i ng while de l iver ing sad is t ic sententiae. 
Perhaps Tyger may be followed by a celebrat ion 
cal led Merde, but meanwhile one can' t help re-
f l ec t i ng on how much more daring and more talented 

Jarry was than M i t che l l . 

In the las t part of Act I I , we actual ly get 
back to Blake, and here alone (with perhaps the 
exception of sl ides occasionally shown) a Blakean 
prop is used—the winged ark of Jerusalem 39. Mad 
King George having decided to get r i d of Blake by 
sending him to the moon ("A B r i t i s h rocket w i l l 
never come back"), Blake agrees provided he can 
subst i tute his own landing vehicle and name his 
own f l i g h t con t ro l l e rs . The l a t t e r are Henry 
Fuseli (portrayed for some reason as a generation 
younger than Blake) and Samuel Palmer; the landing 
vehicle is the moon ark. For a few moments, as 
the ark is opened and Jerusalem s tar ts a-bu i ld ing, 
aided by (ostensibly) Lunarians while Isabel le 
Lucas beau t i fu l l y s ings, one feels close to Blake 
--but as with everything else in th is product ion, 
the moments become minutes, many, many minutes, 
and then even a f te r the curta in c a l l s , the scene 
goes on and on to Mike Westbrook's unutterably 
banal music. 

The theatre program should be added to the 
l i s t of Blakean ephemera. I t includes a page of 
select ive Blake chronology, two pages of anecdotes 
and quotat ions, a reproduction of the 1821 L innel l 
p o r t r a i t , a page of "Quotes by Blake," fu l l -page 
reproductions of the f i r s t and twen ty - f i r s t Job 
engravings, three photographs of one of the l i f e 
masks, and a page and a ha l f of quotations headed 
"Blake and Slavery." 

Ruthven Todd. WILLIAM BLAKE THE ARTIST. 
Studio Vista/Dutton Pictureback. London: 
Studio V is ta ; New York: Dutton, 1971. Pp. 
160, i l l u s . £1.80 hardbound, 80p paper. 
$2.25 paper, U.S. 

Reviewed by David Bindman, Lecturer in the 
History of Art, Westfield College, University 
of London 

Ruthven Todd has been something of a legend to 
students of Blake, and th is book is his most 
lengthy contr ibut ion to Blake studies fo r many 
years. Most people who have been lucky enough to 
get hold of his long ou t -o f -p r i n t Tracks in the 
Snow treasure i t as one of the few classics on the 
subject of English Romantic pa in t ing , pa r t i cu la r l y 
on the painters of the Sublime, of whose company 
Blake was proud to regard himself a member. 

The present book is an excel lent i f unconven-
t ional in t roduct ion to Blake, for i t concentrates 
not on the in te rpre ta t ion of the Prophetic Books, 
but on Blake as a craftsman working wi th in the 
l im i ta t ions of his s i tua t ion as a penurious en-
graver. The book fol lows the career of Blake year 
by year, and a p ic ture of the man emerges, not j u s t 
as a v is ionary, but as a proud and even def iant 
craftsman, prepared to take on any engraving work 
to give himself time to work on his v is ions . Even 
in his las t i l l ness nothing persuaded him to put 
down the large f o l i o in which he was making the 
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Dante wateredors , and in cer ta in years, in p a r t i -
cular the year 1795, the amount of constructive 
and experimental a c t i v i t y was breathtaking. The 
author is at pains to show what was actual ly i n -
volved in the making of Blake's Prophetic Books and 
color p r i n t s , and he puts in to perspective Blake's 
innovations in r e l i e f p r i n t i n g . 

The most useful parts of the book for Blake 
scholars w i l l be the regret tably b r i e f accounts of 
Blake's stereotype and co lo r -p r in t ing processes. 
Mr. Todd has carr ied out his own experiments, and 
has provided a convincing account" of Blake's solu-
t ion to one of the most obvious d i f f i c u l t i e s i n -
volved in combining tex t and design on a copper 
p la te : get t ing the l e t t e r i ng the r igh t way round. 
What s l i g h t l y worries me is how Blake stopped the 
n i t r i c ac id , which must have covered the plate for 
some length of t ime, from eating away under the 
le t te r ing—or was some simple method known at th is 
time of preventing i t ? The problems of Blake's 
co lo r -p r in t i ng processes are harder to fathom, and 
i t is to be hoped that Mr. Todd w i l l devote a much 
lengthier work to the whole problem of Blake's 
p r in t ing techniques i n the near fu tu re . 

Some mention should also be made of the excel-
lent choice of i l l u s t r a t i o n s . They are hardly ever 
the most obvious examples, and English readers can 
be pa r t i cu la r l y grateful that he has not reproduced 
works from the Tate when less fami l i a r ones w i l l do 
One is g r a t e f u l , for example, for reproductions of 
the Minneapolis Nebuchadnezzar, the Metropolitan 
Museum Pity and the Edinburgh Heoate. With well 
over 100 i l l u s t r a t i o n s the book seems to me to be 
an excel lent value, and i t s modest format makes a 
refreshing change from the bulkiness of many recent 
books on Blake. 

DISCUSSION "With intellectual 

spears, & long winged arrows of 

thought" 

IRENE H. CHAYES: SILVER SPRING, MARYLAND 

A Rejoinder to John Beer 

I share the dismay of both edi tors and readers at 
the prospect of a ser ia l controversy, but John 
Beer's reply to my review of Blake's Visionary Uni
verse (Blake Newsletter, 4 [Winter 1971], 87-90; 
reply in 4 [Spring 1971], 144-47) does ca l l for a 
re jo inder. The aesthetic theory Mr. Beer begins to 
disclose i n the las t hal f of his las t paragraph 
(wher^ even Blake's concept of "states" is unrecog-
nizable) seems to leave no common ground for d i s -
cussion of "the larger points at issue" about 
e i ther Blake or Coleridge. Therefore I too w i l l 
l i m i t myself to what can reasonably be debated. 

I thought i t was clear from the review i t s e l f 
why, wr i t i ng for a special ized audience and with 
l i t t l e space to spare, I decided to consider the 
section of the book other reviewers would probably 
pass by. ( I am rather sorry Mr. Beer did not 
choose to defend his select ion of i l l u s t r a t i o n s and 
the special commentary as a miniature prophetic 
book, for organizing i t would have been one kind of 
response, concrete as well as "v is ionary , " to 
Blake's example.) I did ind ica te , too, that I 
found things to praise in the detai led commentary 
on the poems in the main t ex t , and on spec i f ic 
points Mr. Beer and I are in accord more often than 
he grants. We both have noted the re la t ion of "The 
L i t t l e Gi r l Lost" to Spenser's episode of Una and 
the l i o n , he in Blake's Humanism and again in 
Blake's Visionary Universe and I in an essay pub-
lished e a r l i e r . (See my " L i t t l e Gir ls Lost: Prob-
lems of a Romantic Archetype," BNYPL, 67 [1963], 
581-82; reprinted in Blake: A Collection of Criti
cal Essays, ed. Northrop Frye [Spectrum Books, 
1966], where the observation occurs on pp. 67-68.) 
More recent ly , we evidently have been coming on 
some of the same ar t sources for Blake, and the 
mutual corroboration is encouraging. But Mr. Beer 
is far o f f the mark in his charge that I think 
Blake was "more l i k e l y to know or ig ina l paintings 
than engravings a f te r o r i g i n a l s . " For one answer 
to his question about Blake's use of p r i n t s , I refer 
him to the essay c i ted in the review, my cont r ibu-
t ion to the new Erdman-Grant c o l l e c t i o n , Blake's 
Visionary Forms Dramatic. There w i l l be more on 
the subject of Blake's a r t sources and how he may 
have known them in the book I am now working on, 
which, as i t happens, w i l l give my own view of what 
occurred when Blake's " in te rp re t ing imagination" 
intervened between his sources and his designs. 

That an in tervent ion did take place, I agree 
with Mr. Beer. I d i f f e r wi th him on how i t took 
place, what was involved, and what the resu l t was, 
and the prel iminary explorations in the essay j us t 
mentioned w i l l show how profound these dif ferences 
can be. More immediately, Mr. Beer's recent ex-
ploratory remarks only widen the distance between 
us in the simple matter of looking at Blake's 
p ic tures. In a Blake design, even when the to ta l 
composition is b a f f l i n g , most of us see a great 
deal more, and more that is provocative, than a 
"s lant of the eye" or " th rus t of the forehead" which 
under certa in condit ions may be equated wi th one or 
another of Mr. Beer's key terms. When we are re -
minded of an ea r l i e r work by another a r t i s t , i t is 
l i k e l y to be something far more de f i n i t e than a 
generalized "v isual l ikeness" or a s i m i l a r i t y of 
"tone and atmosphere" that arrests the a t t en t i on , 
and no points of resemblance can be too obvious fo r 
comment. Mr. Beer gives a subordinate place to 
what he ca l l s "immediate visual memory," and he sets 
up as Blake's " in te rp re t ing imagination" a kind of 
admin is t ra t ive, a l legor iz ing f acu l t y , which might 
wel l have produced the polemical annotations, or 
some parts of "A Vision of the Last Judgment," but 
as i t is described could not have created a single 
drawing, pa in t ing , or etched design. In comparative 
groupings such as Mr. Beer reproduces, the evidence 
is t ha t , on the contrary, memory and imagination 
acted upon each other wi th equal fo rce , and " i n t e r -
pre ta t ion" did not necessari ly move in the d i rec t ion 
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