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the second state of the engraving. In the last 

analysis the irony in the inscription redounds 

on Solomon's head: in the end the Vanity of 

Cynicism is the greatest Vanity of all. Consider, 

for instance, the example of "our friend Diogenes 

the Grecian" mentioned in MHH 13 and epitomized in 
his famous encounter with Alexander the Great and 

Aristotle in front of his barrel; this is depicted 

in Night Thoughts no. 469 (IX, 51). Diogenes was 

supposed to have been a Cynic but Blake knew him to 

be a prophet, one who did not have to read a book 

to understand that Solomon's kind of wisdom must 

have been uttered by a sage who had grown weary of 

life. Nevertheless, Blake was careful to show us 

that, though Diogenes had abjured almost everything 

else, he had not given up books. 

If one will lift up his eyes to the good book 

of the heavens, though it be opened by the sober 

wise figure of Night, who resembles Melancholy, he 

will see a goal for regeneration—as in Night 
Thoughts no. 501 (IX, 83) [fig. 14]. This is what 

Milton does in the end in II Penseroso 12, as he 

looks up and sees the starry heavens humanized 

while a center opens beneath the pathetic, futile 

vanities that are unable to rise above the surface 

because they want to fly before they have learned 

how to benefit from the companionship of Melancholy 

14 Night Thoughts 501 (IX, 83). Reproduced by 

permission of the Trustees of the British 

Museum. 
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Blake's Exhib i t ion and Catalogue Reconsidered: 
On the Occasion of The F i tzw i l l i am Museum 
Exhib i t ion and Catalogue, 1971 

Reviewed by Duncan Maomillan, University of 
Edinburgh 

The publ icat ion of the Catalogue of the Blake 
co l lec t ion of the F i t zw i l l i am Museum, Cambridge, is 
an important event for Blake students. The range 
and quant i ty of the museum's holdings of Blake's 
works and of Blake material is wel l known, and th is 
publ icat ion adds one more to the f i r s t class cata-
logues now avai lable of the major B r i t i s h Blake 
col lect ions.-^ The new catalogue includes as an 
appendix the entr ies from Sir Geoffrey Keynes' own 
catalogue, Bibliotheea Bibliographioa, fo r the 
items in his co l lec t ion that w i l l come by his be-
quest to the F i t zw i l l i am. Though we hope th is w i l l 
be in the far d is tant f u tu re , the publ icat ion of 
the appendix gives us a measure of the importance 
of the promised bequest. I t i s , and w i l l always be, 
a reminder of the great debt that we a l l owe in our 
knowledge and understanding of Blake to Si r Geoffrey. 

David Bindman has done an excel lent job of 
ed i t ing the F i tzw i l l iam catalogue. I t contains 
s i x ty - fou r items of which the f i r s t f o r t y - f ou r are 
Blake's own works. Of the remainder, numbers 45-56 
are p o r t r a i t s , though th is includes the l i f e mask 
by J . S. Devi l i e , and at number 56 that cur iously 
personal r e l i c , Blake's spectacles. Numbers 1-55 
are f u l l y i l l u s t r a t e d . The remaining items, num-
bers 57-64, are a small co l lec t ion of commercial 
engraved work by Blake. The f i r s t f o r t y - fou r items 
are arranged chronological ly . They cover the whole 
of Blake's productive l i f e , from the early Joseph 
designs to the v i s i t i n g card for George Cumberland 
which was one of the las t things that Blake pro-
duced. Although a chronological arrangement always 
presents d i f f i c u l t i e s , as used here i t makes good 
sense. The i l luminated books,for example, are 
placed by the i r dates of conception, not by the i r 
much more problematic dates of execution. 

For greater i n t e l l i g i b i l i t y the chronology is 
subdivided in to the f i ve main periods of Blake's 
l i f e : (1) the Early Works to 1789; (2) the I l l u m i -
nated Books and P r in t s , 1789 to 1797; (3) Thomas 
Butts and Felpham, 1799 to 1808; (4) the Years of 
Obscurity, 1809 to 1818; (5) the Last Years and the 
patronaae of John L i n n e l l , 1818 to 1827. Each of 
the subdivisions is preceded by a b r i e f explanatory 
out l ine of the s ign i f t can t events of the years that 
i t includes. The two other sections of the cata-
logue are also s im i l a r l y prefaced. The indiv idual 
entr ies are clear and f u l l throughout. David Bind-
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man steers a s k i l f u l course through the rocks and 
shoals of Blake scholarship to produce an admirably 
luc id and accessible work of reference. 

The publ icat ion of the catalogue was marked by 
an exh ib i t ion of the F i tzw i l l i am 's own col lect ions 
of Blake and of Blake mater ia l , together with a 
number of addit ional items from various sources. 
These included, as wel l as a p o r t r a i t of Mrs. Blake, 
s ix por t ra i t s of the a r t i s t himself to add to those 
already in the Museum's co l l ec t i on . Brought togeth-
er these likenesses made a s t r i k i n g and memorable 
experience. Through the various renderings of his 
face and person the image of the man came across 
very strongly to confirm his essential humanity, so 
strongly expressed in G i l c h r i s t ' s Life. I t was a 
del icate gesture on the part of the organizers of 
the exh ib i t ion to remind us in th is way of Blake 
himself , and i t is salutary to be so reminded at a 
time when the humble indiv idual is in danger of 
disappearing under a mountain of scholarship, some 
of whose relevance, or even meaning, he might be 
hard put to understand. 

Wil l iam Rossetti wrote in preface to his l i s t 
of Blake's works as i t was published in G i l c h r i s t , 
that his descr ipt ive catalogue was a humble t r i bu te 
to the soaring genius of the author of A Descriptive 
Catalogue. The F i tzw i l l iam Catalogue and exh ib i -
t i on inev i tab ly recal l Blake's own Catalogue and ex-
h i b i t i o n of 1809. A comparison between the two e-
vents re f lec ts a d i s to r t i on that has crept in to our 
understanding of the a r t i s t ' s work. Perhaps i t is 
not serious or fundamental, but i t is nevertheless 
worth making a small attempt to correct . 

The most important paint ing in the F i t zw i l l i am 
co l lec t ion and the one to which the Catalogue gives 
most space, both of text and i l l u s t r a t i o n , is the 
picture known as "An Allegory of the Sp i r i t ua l Con-
d i t i o n of Man." This seems to date from the years 
immediately a f te r the exh ib i t ion of 1809; and w i t h -
out entering in to the problem of i t s meaning, the 
p ic tu re 's s ize , and the evident complexity of i t s 
subject, l i nk i t to the kind of paintings that 
Blake produced for his exh ib i t i on . Nevertheless, 
hung with so many smaller works of a somewhat d i f -
ferent character the importance that th is kind of 
p icture had for Blake himself is l o s t . His domi-
nant ambition was a f te r a l l to be an a r t i s t in the 
way that his contemporaries understood the term. 
His early association with the c i rc les that i n -
cluded Flaxman, Fuse l i , and Barry was not merely 
casual but shaped some of his most basic ideas. 
That these others regarded him as a conventional 
visual a r t i s t l i ke themselves is demonstrated by 
the suggestion recorded in a l e t t e r of Flaxman's 
that a subscript ion should be raised to send Blake 
to Rome, the goal of a l l aspir ing a r t i s t s in the 
la te r eighteenth century.

2 

I t is clear that in 1809 Blake's decision to 
hold an exh ib i t ion was not merely a gesture of 
despair, but the resu l t of f a i r l y long meditation 
on his pos i t ion as an a r t i s t . The seriousness and 
fulness of A Descriptive Catalogue should be ev i -
dence enough of t h i s . From his l e t t e rs while he 
was at Felpham we can see that at least part of 
Blake's d i f f i c u l t y with Hayley was that he wanted 

Blake to take the conventional road to a r t i s t i c 
success, but that Blake could not or would not make 
the compromise necessary to fol low Hayley's prompt-
ing . Nevertheless A Descriptive Catalogue and the 
exh ib i t ion show that Blake agreed with Hayley's 
main po in t , and even i f Hayley's advice were super-
f luous, both agreed that Blake could and should suc-
ceed as a painter . The argument was over the i r 
ideas of what a painter was, and the kind of 
painter that Blake should become. What his ambi-
t ions were as an a r t i s t is set out in A Descriptive 
Catalogue, although as so often the combative 
language and the hyperbole obscure the comparative 
straightforwardness of much that he. is saying. One 
thing that is clear to any careful reader is that 
the t rad i t i ona l explanation of both the exh ib i t ion 
and Catalogue as prompted by his quarrel wi th 
Cromek and Stothard is simply inadequate. Blake 
was far too i n t e l l i g e n t to waste his energy in such 
a way. The entry in the Catalogue fo r the Canter-
bury Pilgrims is the longest of the en t r i es , but 
only one th i rd of i t has anything at a l l to do with 
e i ther Stothard or Cromek. 

Blake's status as an engraver-painter was not 
unique in his per iod. The greatest of a l l his pre-
decessors, Hogarth, was a f te r a l l nothing else. He 
was trained as an engraver, and l ived by publ ica-
t ion of his works, usually engraved by himself . 
James Barry too, although a painter , l ived in his 
la te r years largely on the sale of his own pr in ts 
from the paintings in the Society of A r t s . James 
Ward was a s l i g h t l y younger contemporary o r i g i n a l l y 
t rained as an engraver. Thus as an engraver t ry ing 
to establ ish himself as a painter Blake was not a 
fo r lo rn outs ider , but doing something that nobody 
would have regarded as except ional. Nor in the 
pictures that he painted and the ambitions that he 
set himself in his Catalogue was he so far out of 
his generation as is sometimes thought. His views 
on ou t l i ne , for example, were shared by Cumberland 
and Flaxman, and were not very remote from the 
ideas of Ingres, o r , as far as we can see, that 
somewhat nebulous contemporary group in France, the 
P r i m i t i f s . What he says about o i l - p a i n t re f lec ts 
the great controversy of the 1790's over the 
"Venetian secret , " the idea that there was a p a r t i -
cular kind of paint or varnish that the Venetians 
used and on which the i r e f fects depended. This 
and s imi lar th ink ing had led to disastrous exper i -
ments in technique in which Reynolds in his l a te r 
work had been pa r t i cu la r l y prominent. Blake's 
p i c tu re , "The Goats, an experiment P ic tu re , " "1 a-
boured to a superabundant blackness" and therefore 
especial ly "worthy the at tent ion of the A r t i s t and 
Connoisseur" is a h i la r ious comment on th is kind of 
a t t i t ude to the old masters.

2
 Barry too had been 

vigorous and outspoken in res is t ing contemporary 
fashions for impure techniques. Although some of 
Blake's own experiments have not fared too w e l l , 
when one sees what has happened to much of the 
paint ing of his contemporaries his absolute mis-
t rus t of o i l - p a i n t seems qui te reasonable.

4 

One of the most important facts about Blake's 
exh ib i t i on , although i t is often mentioned, in i t s 
true s igni f icance is also often ignored. Of the 
two most important paintings in the exh ib i t i on , 
one, "The Ancient B r i tons , " must have been enormous. 
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To accommodate three l i f e - s i z e ancient Britons the 
canvas must have been at least eight feet high and 
proport ionately wide. Seymour Kirkup wr i t i ng in 
1870 reckoned the picture was about 10 by 14 fee t .

0 

This is not the only large picture that we know 
Blake painted. The los t "Last Judgment" was also 
evident ly very b ig . His ambition to paint on a 
large scale is qui te c lear ly set out in the De
scriptive Catalogue and should be taken at i t s face 
value. Blake's proposal to paint Westminster H a l l , 
even i f only ha l f -ser ious , is only one of a series 
of projects for big pictures in public places that 
began in the 1770's with the project for the de-
coration of St. Paul's in which Barry was involved 
and which eventually led to his paintings for the 
Society of A r ts . The ambition to paint monumental 
public pictures was inher i ted by B. R. Haydon, who 
almost cer ta in ly knew Blake,

0
 and i t was largely 

through his ag i ta t ion that the redecoration of 
Westminster Hall and the new Houses of Parliament, 
in f resco, j u s t as Blake had proposed, became a 
national preoccupation in the 1840's. 

In scale and subject "The Ancient Br i tons" be-
longed in a long l ine of s imi lar paintings that be-
gan in the 1760 's wi th Gavin Hamilton's monumental 
pictures from the Iliad. These enormous canvases, 
of which the engravings c i rcu lated very widely, 
were profoundly i n f l u e n t i a l on painters of the group 
to which Blake belonged. The idea of a greater 
heroic past preceding h i s to r i ca l ant iqu i ty was wide-
spread and was used in a var iety of ways by painters 
from Gavin Hamilton onwards. The idea is apparent 
in t he i r constant use of Homer and Ossian, and i t 
is also seen in Barry's assertion, of Lear's 
Bri t ishness in his paint ing of "The Death of 
Cordel ia," now in the Tate Gal lery. I t has in the 
background a kind of Stonehenge, j us t as Blake's 
p ic ture had, and is c lear ly an ancient B r i t i s h sub-
j e c t . I t provides a d i rec t precedent fo r the cen-
terpiece of Blake's exh ib i t ion . '

7 

The kind of antiquarian nationalism which is 
i m p l i c i t i n Barry's in te rpre ta t ion of Lear, and 
which appears in so many ways in Blake, was not new 
in Barry's p ic tu re . I t appeared with a Scott ish 
s lant i n Alexander Runciman's decorations of 
Penicuik House in 1772 wi th scenes from Ossian and 
the l i f e of St. Margaret of Scotland. Barry and 
Runciman were fr iends in Rome in about 1769 and the 
idea seems to have been a f a i r l y common one among 
painters of the i r c i r c l e . The more up-to-date kind 
of pat r io t ism that Blake expresses in his pictures 
of P i t t and of Nelson and in the suggestion that 
they should be the subject of a national commission 
to be executed "on a scale that is sui table to the 
grandeur of the nation . . . the parent of the 
heroes," also has several antecedents. In Barry's 
Society of Arts pictures "The Triumph of the Thames" 
takes a very important par t . Flaxman had proposed 
various gigant ic national monuments, one of which, 
the Nelson P i l l a r , was engraved by Blake. Benjamin 
West's "Death of Wolfe" had been the most popular 
and successful h is tory paint ing of the la te r e igh-
teenth century, and Barry had painted the same sub-
j e c t . In 1806 West had had another success wi th a 
s imi lar subject very d i f f e r e n t l y t reated. This was 
the monumental "Apotheosis of Nelson" [ f i g . 1 ] , a 
highly a l legor ica l paint ing of the death of the 

great hero of the day, which apparently at t racted 
large crowds when West exhibited i t at his house in 
the summer of 1806.° These crowds must have i n -
cluded Blake, for his own paint ing of "The Sp i r i tua l 
Form of Nelson," which he exhibited in 1809, seems 
to r e f l e c t West's composition."' In an Advert ise-
ment for his exh ib i t ion Blake actual ly describes 
his P i t t and Nelson as "Apotheoses," thus using 
West's t i t l e , although he changes th is in the Cata
logue. 

Though the Nelson and the P i t t are usually re -
garded as a pa i r , the Nelson is a much f l a t t e r and 
simpler composition. Nelson supported on Leviathan 
is surrounded by a simple c i r c l e of f igures . The 
whole group seems to be supported on a cloud. There 
are no subsidiary scenes and no views in to depth as 
there are in the P i t t . West's composition is a lso, 
for a c lassical a r t i s t , surpr is ing ly f l a t , and, as 
in Blake's p i c tu re , the central f igure is surrounded 
by a c i r c l e of secondary f igures . Blake's composi-
t ion is much tauter and denser than West's, and he 
makes a feature of i t s f latness in a way of which 
West is incapable, but the basic s i m i l a r i t y is suf-
f i c i e n t to be s t r i k i n g . The most important point 
in common, however, is that in West's p ic ture 
beneath the cloud on which Nelson is borne appears 
Leviathan in the t rad i t i ona l form of a whale. 
Blake's composition would therefore appear to be 
something of a c r i t i que upon West's. He s t i l l owes 
something to West, however, in that by e l iminat ing 
the fau l ts in West's p icture Blake has himself 
arr ived at a much more sat is factory composition 
than his own ea r l i e r essay in the same genre, the 
P i t t of 1805. I t is clear that p a t r i o t i c a l lego-
r ies of th is kind were highly fashionable j us t at 
the time that Blake was pa in t ing. A few years 
la te r in 1815 a s imi la r al legory on the subject of 
Wellington was commissioned from James Ward a f te r 
a publ ic competit ion. I t was to be hung in the 
Chelsea Hospi ta l . When i t was completed Ward's 
p ic ture measured 21 by 36 fee t . In his wr i t ten ex-
planation of the al legory the a r t i s t enumerates 52 
d i f fe ren t f igures . Although Ward grossly exceeded 
the terms of his commission, even as o r i g i na l l y 
given i t was qui te as large and elaborate as any-
thing to which Blake aspired in his Catalogue. 

The elaborate symbolism and complexity of 
meaning of Ward's Wellington picture was not pecu-
l i a r to him, or shared only wi th Blake. West's 
Nelson has already been c i t e d , but the most ab-
struse and elaborate of a l l were Barry's paintings 
for the Society of Ar ts . These i l l u s t r a t e the 
c i v i l i z i n g inf luence of the arts on the progress of 
mankind, but in order to give his purpose in de ta i l 
Barry published a small volume of explanatory tex t . 
In spi te of the i r complexity his pictures were 
generally well received. Barry's las t major p ic -
tu re , "Pandora, the Heathen Eve," now in Manchester, 
is an enormous canvas packed both with f igures and 
with esoteric meaning. I t was intended as part of 
a series i l l u s t r a t i n g the h is tory of r e l i g i o n . 
Barry's obscurity and the over-burdening of his 
pictures was part of a widespread attempt to assert 
the moral and i n te l l ec tua l seriousness of a r t . 
Blake d i f fe red from Barry in his far greater power 
of creating e f fec t ive symbols, but not in the 
nature of his ambitions. He too was sometimes led 
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"The Apotheosis of Nelson" by 
Benjamin West, exhibited in 
1806. Reproduced by courtesy 
of the National Maritime Mus
eum, Greenwich, England. 

public understanding. He was working in an i n t e l 
lectual and a l legor ica l genre practised by other 
painters of his generation, in which obscurity was 
no obstacle, and a wr i t ten key was a per fect ly 
acceptable part of the p ic tu re . 

The other major picture in Blake's exh ib i t i on , 
and the one to which he gives most at tent ion in his 
Catalogue is "The Canterbury Pi lgr ims" now in Glas
gow, 'in the absence of "The Ancient Br i tons" th is 
is the most important of a l l Blake's paint ings. I t 
is represented in the F i tzw i l l iam co l lec t ion by 
Blake's engraving. I t is a d i f f e ren t kind of 
paint ing from those discussed so f a r , but there is 
one important point about i t that has bearing on 
th is discussion of Blake's posi t ion as a painter . 
Both in general conception and in some of i t s de
t a i l s i t is inspired by the sculptures of the 
Parthenon. The idea of the procession of horses 
seen both in l ine and in depth c lear ly derives from 
the splendid c la t te r i ng procession of cavalry in 
the Panathenaic procession in the f r i e z e . The 
Knight in his upper ha l f is the f igure from the 

into burdening his pictures with meaning beyond 
what they could express in a d i r ec t l y visual way, 
and therefore, l i ke Barry and Ward, led in to the 
use of an accompanying explanatory t e x t . We know 
that he provided such a tex t wi th the Petworth 
"Last Judgment," for i t survives. Explanation too 
was the primary purpose of the Descriptive Cata
logue to which the long account of the los t "Last 
Judgment" was evident ly intended as an add i t ion . 
David Bindman suggests that the key to the p ic ture 
that is cal led "An Allegory of the Sp i r i t ua l Con
d i t i on of Man" may l i e in some published t ex t , as 
in the case of the picture from Hervey's Medita
tions; but in view of the evidence i t seems even 
more l i k e l y that had he had occasion to do so, 
Blake would have accompanied his p icture with an 
explanatory text of the kind that Bindman recog
nizes may once have ex is ted. The same is therefore 
probably true of the Ar l ington Court p ic tu re . The 
obscurity of these paintings was not except ional . 
Blake was not iso lated in producing th is kind of 
involved a l legory , and his pictures are therefore 
not part of a del iberate id iosyncrat ic re t reat from 
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east pediment that used to be known, and was known 
to Blake, as Theseus.-

20
 The Wife of Bath is the 

f igure of Demeter from the same pediment, and the 
Host seems to derive his gesture from Persephone, 
though the rest of his f igure is from one of the 
horsemen in the west f r ieze reversed. The odd 
s t i f f f ron t legs of his horse appeared on a r i de r -
less horse at the extreme western end of the north 
f r i e z e . The standing f igures at the back of Blake's 
procession bear a general re lat ionship to four 
standing f igures who appear r i gh t at the back of 
the equestrian procession in the north f r i e ze . 
One of the f igures stands round the corner to l ink 
the north and west f r i ezes . As a group these 
f igures play the same compositional role that the 
standing f igures do in Blake's p i c tu re . Several 
other deta i ls l i nk i t to the sculptures. The main 
point here, however, is not a r t - h i s t o r i ca l source 
hunt ing, but that by th is connection we can see 
Blake being amongst the very f i r s t to react to the 
major a r t i s t i c event of the f i r s t years of the 
nineteenth century, the a r r i va l in London of the 
Elgin marbles. These were not unpacked u n t i l 1807, 
so Blake's reaction was d i r e c t . By 1809 perhaps 
only Haydon, Flaxman, and Fuseli could have shown 
themselves as fami l i a r wi th the sculptures as Blake 
does in his p ic tu re . The only person to beat him 
to a public comment on the sculptures in th is way 
was Stothard. I f Stothard took th is idea from 
Blake, Blake's anger with him is even more under-
standable than i f Stothard simply s to le Blake's 
subject. Ignoring the quarrel with Stothard, how-
ever, Blake's use of the Parthenon sculptures shows 
him being absolutely up to date in the most impor-
tant paint ing to survive from his exh ib i t ion of 
1809. His i den t i f i ca t i on of the Canterbury P i l -
grims with the Parthenon in th is way also i l l u m i -
nates what he says about Chaucer and about his 
pa in t ing , for i t creates a l ink with what he knew 
was one of the great archetypes of European a r t . 

In his exh ib i t i on , in his Catalogue, and in 
the pictures that he painted around 1809, Blake was 
therefore up to date, even t op i ca l . He had every 
reason to expect that his attempt to establ ish him-
se l f as a painter would be well received, and that 
at least the more discerning publ ic would recognise 
that his aims as an a r t i s t were s t ra ight forward. 
Though Blake was highly o r i g i n a l , he was neverthe-
less w i th in the main stream of contemporary a r t . 
That people did not recognise th is d id not weaken 
the jus t i ce of his case, but i t has meant that 
since then our judgement of his a r t has always been 
lopsided. Because he f a i l ed to be recognised as a 
painter , we forget that th is is what he was by 
vocation. Our co l l ec t i ons , through no f a u l t of 
t he i r own, do not represent him as he sought to re-
present himself when he appealed to the public in 
his exh ib i t ion and Descriptive Catalogue. For th i s 
reason i t is appropriate to remember Blake's own 
undertaking in considering th is new catalogue and 
exh ib i t i on . I t is to the author of A Descriptive 
Catalogue that David Bindman and the F i t zw i l l i am 
have now, l i ke Rosset t i , paid a f i t t i n g t r i b u t e . 

NOTES 

�̂ The Catalogue of the Graham Robertson collec-

tion was published in 1952. Sir Geoffrey Keynes' 

catalogue, Bibliotheca Bibliographica3 was pub-

lished in 1964. Martin Butlin's new edition of the 

Tate Gallery Blake Catalogue has appeared this year, 

and the Handlist of the British Museum Department 

of Prints and Drawings Blake Collection is to be 

published in a forthcoming number of the Blake News
letter. 

2
The project of sending Blake to Rome to com-

plete his artistic education is mentioned in a let-

ter of Flaxman to Hayley, 26 April 1784. It is 

published by G. E. Bentley, Jr., in Blake Records 
(Oxford: Oxford Univ. Press, 1969), p. 27. 

^Blake's picture, though it makes a slightly 

different point, recalls Hogarth's "Time smoking a 

picture," a print in which he lampooned contemporary 

taste for old masters. Hogarth also produced a 

burlesque of his own "Paul before Felix," "designed 

and scratched in the true Dutch manner." The prints 

were soaked in coffee to give them a good antique 

finish. 

^Blake's understanding of fresco was probably 

no more eccentric than that of any of his contem-

poraries. The technique was virtually forgotten in 

Britain until the 1840's, when it was re-introduced 

for the decoration of the new Houses of Parliament. 

Even then some pretty disastrous things were done 

in the name of fresco. 

^Letter of Kirkup to Lord Houghton, 25 March 

1870, quoted in Bentley, Blake Records, p. 222. 

^The evidence given below that Blake knew the 

sculptures of the Parthenon very soon after they 

were first visible in London suggests that he and 

Haydon must have come into contact. By his own 

account Haydon was in practically constant study 

of the marbles at that time. It would be a nice 

irony if Blake by strengthening Haydon's ambition 

had helped to inspire the redecoration of the Houses 

of Parliament, in fresco, with scenes from the lives 

of British heroes, including in an enormous paint-

ing "The Death of Nelson" by Maclise, though neither 

Blake nor poor Haydon lived to see it done. 

^Ancient British subjects of one kind or 

another had been fairly common from the 1770's. 

The indefatigable Angelica Kauffman produced pic-

tures of this kind. Flaxman's drawing of Hengist 

and Horsa might be thought comparable to Blake's 

"Ancient Britons." This kind of subject was matched 

by the current fashion for Druidry and the appear-

ance of dolmens and menhirs in various contemporary 

parks. Alnwick Park in Northumberland, for example, 

has menhirs for milestones. 

^Farington's Diary for 2 July 1806. 

5
Miss Jane Mackenzie first suggested this 

analogy to me, but it is also considered in Morton 

D. Paley's Energy and the Imagination (Oxford: 

Oxford Univ. Press, 1970), esp. Chap. 7. 

-^Palmer quotes Blake's opinion of the Theseus 

in a letter to Gilchrist of 23 August 1855, quoted 

in Gilchrist, Life, 1880, I, 320. 
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