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THE STATES OF PLATE 25 OF JERUSALEM
Deirdre Toomey

Plate 25 of Blake's Jerusalem exists in three
states. The Preston Proof Plate, the British
Museum copy, the Rinder copy and the Cunliffe
copy are all in the first state. The Harvard and
Mellon copies are in the second state. The Pier-
pont Morgan and all posthumous copies are in the
third state.

When one compares Plate 25 in the British
Museum copy [11lus. 1--see the front covers for
all five illustrations] with that in the Harvard
copy [i1lus. 2], major differences are immediately
obvious. In the background of the Harvard copy
additional fibers are present under the central
female's right arm. Small horizontal lines have
been added between the right-hand female's head

Deirdre Toomey ie writing her doctoral thesis
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with Morton Paley an article on the visual sources
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in the Newsletter.

and hands and above the central female's left
hand. Similar lines, though wavy, are present in
the space above the right-hand female's lap, in
the text between "bosom" and "Evermore Amen" and
to the right of the central female's head. The
rocks are slightly stippled and roughly cross-
hatched, as is the ground in front of Albion. A
Tine is present along the edge of the square stone
block. A considerable amount of anatomical detail
has been added to the figures. The right-hand
female has received the most attention. A whole
series of details has been added to her back,
shoulder, upper arm, thighs and calf. She has also
received an additional lock of hair in the small
of her back and a line clarifying her jaw. Her
left eye has been redefined and two tears have
been added on her cheek. Albion has received four
delicate Tines on his upper chest and two small
lines on the inside of his right thigh. From my
point of view the most interesting change is that
to the central figure, who receives a clearly

marked pudendum reminiscent of the Rosso Tre Parche.!

1 See Morton D. Paley and Deirdre Toomey, “Two Visual Sources
for Plate 25 of Jeruealem," Hlake Newsletter, 5 (Winter 1971-72),
185-90.

(Butlin, continued)

c. 1819, and "The Body of Abel found by Adam and
Eve" and "Satan smiting Job with Sore Boils" of
c. 1826, are all signed "WBlake" in full. The
Dante illustrations of 1824-27, when signed, bear
a simple "WB" without "inv." The great exception
to this rule is the first, Butts set of illustra-
tions to the Book of Job in the Morgan Library,
three of which are signed "WB inv" in Blake's
standard monogram (but perhaps, as I suspect for
stylistic reasons, these date from much earlier
than is usually thought, though 1805-06 is even
earlier than I would otherwise have placed them).
Absolute consistency cannot, however, always
be hoped for and, even if only two of the three
candidates match those at Boston in the form of
their signatures, all three match them in style.
As compared with the earlier series the figures
in the Boston watercolors are marked by a much
greater degree of finish and monumentality: their
heads are larger in scale, their bodies less
elongated and more firmly modeled. Exactly the
same development is found between the three other
large designs and their prototypes in the 1807
set. In particular, it is impossible, looking at
the two watercolors of "Satan, Sin and Death"
side by side in the Huntington Library,? to imagine
Blake painting the larger one before that from the
1807 set; in every way it is an improvement, in
the opposition of the two main protagonists, in
the weight of the figures, and in the compactness
and power of the design as a whole. On the other
hand it certainly cannot date from as late as the
three illustrations to Paradise Loet done in 1822
for John Linnell, perhaps as the beginning of a
complete set.’? These are typical of Blake's late
style in their soft modeling and subtle, broken
coloring, having a grace and sensuous quality com-
pletely different from Blake's works in the first
decade of the century, whereas "Satan, Sin and
Death" is typical of the firm modeling, restricted

coloring, and wirey outlines of the middle of that
decade.

The common-sense solution, even in the case
of Blake, is sometimes the best. In 1807 Blake
did twelve illustrations to Paradise Lost for the
Rev. Joseph Thomas. The next year he repeated
the set (with one change, replacing “"Satan spying
on Adam and Raphael's Descent into Paradise" by
"Adam and Eve Sleeping") for his most important
patron Thomas Butts, as he was also to do in the
case of his illustrations }o Comus and On the Morm-
ing of Christ's Nativity.l{ Of twelve designs
similar in style and dimensions, all but two dated
1808, and all traceable to the Butts collection,
three have by chance become separated from the
other nine, but to disprove the obvious it needs
more than an a priori theory about Blake dropping
his illustrations to the first two books of Para-
dige Lost in order to begin his series "with the
Son's offering of himself as Redeemer," thus re-
flecting the way that he "casts off his early
Satanism as he apprehends the Christocentric char-
acter of Milton's diffuse epic."?

9 Or conveniently juxtaposed in C. H. Collins Baker and
Robert R. Wark, Catalogue of William Blake's Drasings and
Paintings in the Muntington Library (1963), pls. 2 and 3; the
rest of the 1807 set is repr. pls. 1 and 4-13.

10 "Satan watching the Endearments of Adam and Eve" and "The
Creation of Eve" are in the National Gallery of Victoria, Mel-
bourne; "Michael foretelling the Crucifixion" in the Fitzwilliam
Museum, Cambridge. See David Bindman, William Catalogue
f the Colleation in the Fitswl]liam Museum, C ige (1970),

Pp- 44-45.'tﬁé last-named reﬁ}; pl. 36,

n See Parris, my n. 2 above.

12 Joseph Anthony Wittreich, Jr., "A Note on Blake and Fuseli"
in Blake Newslatter, 2 (1969), 4, no. 2, and Wittreich in
Calm of Mind, p. 101.



It is interesting to note that nearly all the
changes of the second state are anticipated, in
the British Museum copy, by 1ight grey wash shading
in the relevant areas. This anticipation is par-
ticularly exact in the areas above the central
figure's left arm and in the text between "bosom"
and "Evermore Amen."

The Mellon copy [i1lus. 3] is clearly in the
same state as the Harvard. Despite the tendency
of the wash to obscure etched details, the grain-
ings on the rocks and in the foreground show
through in the orange-brown printing ink, as do
some of the anatomical changes. The Cunliffe copy
can be safely assigned to the first state for the
same reasons. In it no grainings show through on
the rocks or the foreground and, more convincingly,
no wavy lines can be discerned in the margin of
the text, where the wash is extremely light. A
few additional changes have been made in the color-
ing of the Mellon copy. The lock of hair that
floats over the right-hand female's lap in all
other copies has been covered with wash and extra
fibers have been inked and painted over it. More
roots have been added, in ink and wash, to the
right-hand side so that the whole design becomes
more symmetrical. The sickle moon on Albion's
thigh has been rounded, and the sun's face has
been altered.

When Plate 25 in the Morgan copy [i1lus. 4]
is examined it becomes clear that, after printing
the Harvard and Mellon copies, Blake again altered
his plate. The changes previously made have been
carried further. The horizontal lines between
the right-hand female's head and hands have been
extended so that they fill the whole of that space.
Similar lines appear under the central female's
left hand and the lines above this hand have also
been increased. The small wavy lines apparent in
the second state to the right of the central fe-
male's head have been elaborated so that they can
be read as part of her hair. The stippling and
cross-hatching on the rocks and the foreground
have been greatly increased, and several small
lines appear in the left-hand corner below the
rocks. Again the figure most altered is the
right-hand female. Muscular details have been
added to her back, shoulder, thighs, calf and arm.
Some delicate lines have been added around her
eyes, forehead and nose. Her hair has also been
altered, small wavy lines being noticeable in two
of the floating locks nearest to her head and in
the hair next to her face. These last alterations
are interesting because they are clearly examples
of white line engraving. The lines print white on
the dark mass of hair. This is one of the few
simple methods of altering a relief etching. Blake
has simply cut into the relief mass of the design
with a graver, and the lines, being incised, print
white. The drapery that appears on the right-
hand female's inner thigh is, I am reasonably sure,
only an ink addition. A rudimentary form of this
drapery appears etched, though faintly, in all
copies, and is present in wash in the British
Museum copy [i1lus. 1]. Another set of small lines
has been added to Albion's torso, this time lower
down on his left side. This last change is anti-
cipated by a wash shading in the British Museum
copy. Curiously, in this state two of the Harvard
changes disappear, namely the tears on the right-
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hand female's cheek and the central female's pu-
dendum [see i1lus. 2]. I shall return to this
Tater.

The Fitzwilliam copy [i1lus. 5], despite cer-
tain differences, is, I think, in the same state
as the Morgan copy [i1lus. 4]. The differences
are not consistent with a change of state. The
area of detail around the right-hand female's eyes,
which appeared for the first time in the Morgan,
is missing. So is much of the finer detail on her
back, shoulder, thighs, calf and neck, as well as
the Tock of hair in the small of her back. Some
of the horizontal lines in the space between her
and the central female and above the latter's left
hand are absent. There are three possible explan-
ations for this anomaly. First, that there are
four states and that the plate was again altered
after the printing of the Morgan copy. Second,
that the details not present in the Fitzwilliam
were only ink additions to the Morgan copy. Third,
that they were present on the plate when the Fitz-
william was being printed, and that Tatham's no-
toriously bad inking is to blame for their omis-
sion. The first explanation is the most unlikely.
If Blake were going to alter a relief-etched
plate--a complex operation--then it would seem
likely that he would make a good many changes to
justify his pains. This is true of the other two
sets of changes. What is more, this would be a
totally negative change of state. Blake would
have removed details without adding others. This
is again inconsistent with his previous behavior.
This explanation can, I think, be dismissed. The
missing details are either only ink additions, or
they have been missed in the inking of the plate.
At this point a close examination of the Fitzwil-
liam copy proves useful. If details were present
on the plate but were missed in the inking then
their impression could be visible on the paper.

In Plate 21 of the Fitzwilliam copy many details
present in the Harvard copy are missing but their
imprint on the paper is clear, especially that

of the ragged cloud. This tends to support the
bad inking theory. When Plate 25 in the Fitz-
william copy is examined it becomes clear that,
not only is it messily and unevenly inked with a
good deal of smearing, but that some parts of the
design have been missed entirely. The lines above
the central female's right hand are only half
printed, and so are the lines in the space between
the two figures. The impression is there but the
ink is so badly applied that only a smeared out-
line is printed. In other places there is no
trace whatsoever of ink, yet the impression of
the metal on the paper is clear. This is true of
the missing details on the body of the right-
hand female, particularly those on her thighs and
jaw. Some of the detail around her eyes is, I
think, faintly visible as a blank imprint. The
greater part of the missing detail can thus be
safely ascribed to bad inking. However, one of
the most cogent arguments against the Fitzwilliam
printing's being an accurate representation of
the final state of Blake's plate is aesthetic.
The Fitzwilliam Plate 25 [i1lus, 5] is ugly and
unpleasing. One can hardly imagine that Blake
could ever have produced such an unbalanced de-
sign, in which the heavy work on the rocks is at
odds with the lack of detail in the upper part.
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A "NEW" BLAKE ENGRAVING IN LAVATER'S PHYSTOGNOMY
G. E. Bentley, Jr.

Increasing interest in William Blake has been ac-
companied by, perhaps has caused, the discovery of
a number of previously unknown engravings signed
"Blake". Six were found in The Seaman's Recorder
(1824-27),7 two more in James Earle's Practical
Observations on the Operation for the Stome (1793,
1796, 1803),7 and yet another is in Henry Emlyn's
Proposition for a New Order in Architecture (1781,
1784).% A11 these are in recently noticed and ob-
scure books. Doubtless more such backwater-books
will be found with plates by the poet in them.
Blake made engravings for some seventy-seven
books, and all except those named above are well
known and have repeatedly been pored over by schol-

G. E. Bentley, Jr., recently edited and awotated
A Handlist of Works by William Blake in the Depart-
ment of Prints & Drawings of the British Museum
for the Newsletter. He ig the editor of Blake's
Vala or The Four Zoas (1963) and of Blake's Tiriel
(1967); eompiler of The Blake Collection of Mrs.
Landon K. Thorne (1971) and, with Martin K. Nurmi,
of A Blake Bibliography (1964); author of The Early
Engravings of Flaxman's Classical Designs (1964)
and of Blake Records (1969).

ars for their Blake significance. However, in one
of them, John Caspar Lavater's Eseays on Physiog-
nomy , there has lurked, undetected, a plate not
only perfectly characteristic of Blake in form but
signed, minutely but legibly, "Blake se" [illus. 1].
The reason why the design has been so long over-
looked is quite simple: the signature is not in
the normal place, below the design, but is in a

gap in the foliage near the foot of the right-hand
old man, and it is so small (c. 0.4 x 0.05 cm.)
that it is very difficult to find and almost impos-

1 "Byron, Shelley, Wordsworth, Blake, and The Seamuw's Re-
eorder," Studies in Rommitieiem, 9 (1970), 21-36. Sir Geoffre
Keynes "defend[s] his [Blake's] reputation against . . . [thisﬂ

mistaken attribution” in "Blake's Engravings for Gay's Fables,"
Book Colleetor, 21 (1972), 60. 1 agree that the "Blake" whose
name appears on the Seamai's Recorder plates often exhibited
lamentable craftsmanship there. The crux of the matter appears
to me to be that the poet William Blake is the only engraver
known to have been signing "Blake" to plates at this time--the
writing-engraver William Staden Blake (f1. 1770-1817) is not
known to have worked so late (see "A Collection of Prosaic
William Blakes," Notes and Queries, n. s. 12 [1965], 172-78).

2 Leslie F. Chard, "Two 'New' Blake Engravings," 8ilake Studics
(1973). This and the next essay were generously shown me by
their authors in draft.

3 William A. Gibson and Thomas L. Minnick, "William Blake
and Henry Emlyn's P position for a New Order in Architecture:
A New Plate," Blake Newsletter 21 (Summer 1972), 13-17.

(Toomey, continued)

The other problem to be considered is that
of the absence in the Morgan and Fitzwilliam
copies of certain details present in the Harvard
copy. These are the tears on the right-hand fe-
male's cheek and the extra lock of hair in the
small of her back, the central female's pudendum
and the extra lock of hair to the left of her
head, and the line drawn across the square block
of stone., Have these details been added to the
plate and then removed or are they simply ink
additions? This can only be decided by examining
the Harvard copy itself. However, I would Tike
to think that one detail, the pudendum, was
etched rather than inked, for it shows Blake
returning to his prototype, Rosso's Tre Parche,
in reworking the plate.

Blake's two sets of changes follow much the
same pattern and a consistent aim emerges from
them. First there is a continual attempt to
render the surface of the plate more interesting,
hence the grainings on the rocks and the back-
ground hatchings. There is also a tendency to-
wards decorative elaboration, hence the increase
in the fibers and the reworking and elaboration
of the hair. There is also a concern with ana-
tomical detail, evident in the additions to the
right-hand female. A11 these changes make for
a more interesting and lively plate. Some of
the changes relate to the Rosso design, for
example the addition of fine horizontal lines to
the background, and, of course, the questionable
pudendum. The changes also help to make the plate
more solid and intelligible; flesh is distinguished
from stone, figures from background. Most of the
changes are, as I have pointed out, formal. They
do not in any way alter the iconographic content
of the plate. Unfortunately, the only change that

does 1n any way affect the content is one that
disappears after the second state, namely the
tears on the right-hand figure's cheek. However,
even if this is only an ink addition it is worth
considering. The addition of the tears gives
Plate 25 richer interpretative possibilities. In
the Cunliffe copy the absence of the tears and
the blood-red coloration of the fibers and entrail-
string combine to present a scene of simply un-
qualified cruelty. In the Mellon copy the softer
russet coloration of the fibers and the entrail-
string and the clearly delineated tears on the
disemboweler's cheek qualify the cruelty with a
suggestion of mourning.

The changes in the plate are important be-
cause they show Blake's tendency towards elabor-
ation and refinement in progressive copies of a
single work, a tendency usually obvious in his
illuminations, but here seen in his attitude toward
the plate itself. Possibly, however, there would
have been far fewer changes to the plate had all
or nearly all of the copies of Jerusalem been
colored. Then Blake's refining tendencies would
have expressed themselves in the illumination
rather than in re-etching and re-engraving. 1
have, in the foregoing account, ignored the con-
siderable problem of how these changes were effect-
ed on a relief-etched plate. Apart from the one
example of white line engraving, none of Blake's
changes are technically comprehensible, as they
appear in areas of the plate which have been
etched away. The existence of the posthumous
copies rules out the possibility of reversing the
order of the series, so that Blake is wiping his
plate of superfluous detail. The only other
possibility that offers itself is the existence
of a second plate.
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1 Front cover. Plate 25 of Jerusalem,
first state. Reproduced by permission of
the Trustees of the British Museum.

2 Front ecover foldout. Plate 25 of
Jerusalem, Second state, Reproduced by
permission of the Harvard College Library.

ide front cover foldout, Plate 25
lem, second state. Reproduced by

T S S S e S . T N B TR e meeseses —




evge e T T .~y W
~

Fhrere was _AH-:J @ gt Lonerntn =3 cr f creleehe - @l Min Regrores
 Bewlal were raoved ix e tendder Bowels e meovel: co e, St

o 4‘4"! ..’

IVZey vl e t:-r/{t’ Ve Seance (J_ye Screy ..,4' y /x(_.u(.a.r(
/_--';' -__,r_ ey (JaA 7z (r.":.' Vas I rectrices (,u"‘e- /I/l{ﬁy ]('.f“g,{;
ey Cidrer 4,ru//uu£..7 becr VersSoarrce: Searercot ju cxlere

/J .r-G'r- ASares’ off A n frul’t’ o o Loceverse s S0 ru;') :n’c' T2 fJf"

1 sreer Lo Mo Lleivierre d.(. ..Jr.u'(t.h.u . WO x‘r//z"u WIET (Sras'e tiiar, 5 /‘ )
A7erre e’r"’ e _‘h(rf?‘ali’ C-'a! 2 SedTEr. i e whole Ul e Vel e n:v;‘. Sl eals0.
Lrr ru "ty e Searrrsts €. ety Fortieer ‘rr” Seoeowr rut fu’ » artcl Wee .

Fet Yorrero el o5 Che c!: SErCY T Grace & u’z:-u.r.m,u' e 8 Lasorn

OF" tha Lujrier, r'_n Inie s u: 094 .Urvm:e Loamb ty creelly stlag:

o FRUIE iy o) Ioameds of ot & fake away the r;ﬂ;ﬂ{!(rﬂ'lwt af .,51_:..

P33 ez Crealzor a:‘ ASeles c2 the deleverarie of Lrdividecals Lveroors / T

—

: '.rz s vl thay crn Bewlak (.!'x_?' 2‘;«:' P Flesinns af- A".‘vw-_—-““"" r
r Tr by doitbted & desparrid So tir '-N[r.ﬂ.’ ere, & IrgZ R L ousress;

”‘_6;-.54 lecaxds de ol CZ{U.JR‘.._.. u',f‘r

L prese Slept ¢r 09/ /7P
. ﬁf— ~ ’ﬂ . "_,-r“"".__-_.-.—f Y

permission from the collection of Mr. and
Mrs. Paul Mellon.

4  Ingide front cover. Plate 25 of
Jerusalem, third state. Reproduced by
permission of the Pierpont Morgan Library.

S Par right. Plate 25 of Jerusalem, third
State. Reproduced by permission of the
syﬂdms of the Fitzwilliam Museum, Cambridge.
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