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John Todhunter 's 

In January 1960, through the generosity of the 
poet's son, some of the literary manuscripts of 
John Todhunter (1839-1916) were presented to the 
University of Reading. Best remembered as a 
friend of John Butler Yeats and later of his son 
William Butler Yeats, and as one of the first poets 
to adopt the "programme" of the "Irish Renaissance" 
by the use of Celtic myth in his volume The 
Banshee (1888), Todhunter was also a member of the 
Rhymers' Club. More than an accomplished minor 
poet, Todhunter was a dramatist who, if not 
successful was at least adventurous: the range of 
his work extends from pastoral to the Ibsenite 
"problem" play. ys a critic, he was as adventurous 
and more gifted: he anticipates Yeats in promoting 
non-naturalist drama; while his Study of Shelley 
(1880) has been warmly commended by Professor 
Harold Bloom. 

ymong the unpublished manuscript material at 
Reading are four lectures on William Blake: MS 
202/4/3. This altogether consists of fifty-five 
leaves. 

Lecture VII (12 leaves) dated 31 October 1872 
Lecture VIII (13 leaves) dated 5 November 1872 
(incomplete) 
Lecture XVI (24 leaves) dated 10 March 1874 
Lecture XVIII (6 leaves) dated 12 March 1874 

In the text I give here, ampersands have been 
expanded, spelling has been normalized and editorial 
punctuation is enclosed by a square bracket. 

These lectures form part of a cycle on the 
English poets delivered at ylexandra College, 
Dublin. Of this cycle, only the lectures on Blake 
appear to have survived. 

ylexandra College^ had been founded in 1866 
by R.C. Trench, ynglican yrchbishop of Dublin, 
friend of F. D. Maurice and Tennyson, jointly with 

Lectures on Blake,! 

the remarkable Anne J e l l i c o e , pioneer in modes of 
t ra in ing women fo r sui table employment. Alexandra 
had been preceded in the "higher" education of 
ladies by Queen's (1848) and Bedford Colleges, 
London. I t was an "Ascendancy" i n s t i t u t i o n closely 
l inked to T r i n i t y College, Dubl in. I t s primary aim, 
indeed, was to persuade T r i n i t y to admit women to 
degrees and i t s e l f to become an associated College 
of the new bisexual model. In th is i t was to be 
oddly disappointed: women were admitted to T r i n i t y 
in 1904 but Alexandra College, despite an admirable 
academic record, was l e f t to i t s own devices. Those 
involved becoming a grammar school, even i f an 
extraordinary one. Alexandra's ambition accounts 
fo r the d i s t i nc t i on of i t s lecturers and the 
demanding qua l i t y of the i r lectures. In the 1870s 
lectures were given by, among others, J . P. Mahaffy 
and Edward Dowden and we are to ld that Dowden^s 
Shakespere: His Mind and Art was f i r s t given in the 
form of a series of lectures to the ladies of 
Alexandra College. The series i t s e l f formed part 
of the "Saturday Lectures" given between 1869 and 
1877 in T r i n i t y and by T r i n i t y s t a f f . 

Todhunter had been appointed Professor of 
English L i te ra ture at Alexandra in 1870 and is 
shown also as an Examiner for Cer t i f i ca tes of 

1 I am much indebted to Miss Honor S tuar t , L ib ra r ian of 
Alexandra Col lege, fo r fu rn ish ing me wi th in format ion and w i th 
l i t e r a t u r e , p a r t i c u l a r l y Alexandra College, Dublin, Jubilee 
Record 1866-1916. My thanks are also due to the Todhunter 
fami ly and to the L ib ra r ian of the Univers i ty of Reading. 

I l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l I l l I l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l l 

Ian Fletcher, Reader in English Literature at the 
University of Reading, is currently Visiting 
Professor at the University of Illinois. He has 
published monographs on Raters Beaumont and 
Fletcher, and Swinburne; edited two collections 
of essays; and edited the poems of Lionel Johnson, 
John Gray, and Victor Rlarr. 
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Education in the Calendar f o r 1874.
2
 I t seems 

unl ike ly that the Blake lectures formed part of 
the "Saturday" or any other formal ser ies . More 
p laus ib ly , they come under the rubr ic fo r the 
English L i tera ture Div is ion and would have been 
given in Alexandra i t s e l f at 5, 6 and 7 Ear ls fo r t 
Terrace, Dublin: 

a series of Lectures on the h is tory of 
English L i te ra ture from the ea r l i es t times 
to the present, the l ives and wr i t ings of 
the more important and representative poets 
and prose w r i t e r s ; the successive var iat ions 
of our l i t e r a t u r e in connexion wi th national 
h i s t o r y .

5 

Todhunter c lear ly used the cycle del ivered in 
1872 two years l a t e r , occasionally rewr i t ing and 
cor rect ing. This would account fo r the cancelled 
beginning of Lecture VI (24 October 1872), which 
was superseded by two new pages of introductory 
matter. The whole now became Lecture XVI of the 
new cycle and was repaginated. The cancelled 
passage runs: 

Instead of g iv ing my intended lecture 
on the poems of Burns today, I think i t 
bet ter to introduce you at once to a 
much more remarkable man--William Blake 
whose name perhaps many of you may never 
have heard of before. 

This h i s t o r i c a l l y in te res t ing statement is 
substant ia l ly repeated on the f i r s t page of the 
new lecture (here p. 11). 

These lec tures , b r i e f though they are, 
document a d iscr iminat ing enthusiasm at a moment 
when Blake's reputat ion was s t i l l equivocal. Nine 
years had elapsed since the publ icat ion of 
G i l c h r i s t ' s l i f e of the "Pic tor Ignotus" and on 
G i l c h r i s t Todhunter depends heavily fo r his 

biographical mater ia l . R. H. Shepherd had 
furnished two edi t ions of the Songs of Innocence 
and the Songs of Experience in 1866 and in 1868 
respect ive ly , and in that l a t t e r year Swinburne's 
b r i l l i a n t essay had appeared. In January of the 
fo l lowing year, James Smetham, pa in ter , poet and 
associate of Rosset t i , published his long notice 
of G i l c h r i s t in The London Quarterly Review. Like 
the Rossettis and Swinburne, Todhunter's response 
to Blake was that of a pract ic ing poet; in his 
f i r s t co l lec t ion Laurella there are d i s t i n c t 
tinges of the Songs of Innocence and Songs of 
Experience. Two of the poems there had been 
published as af fect ionate parodies of Blake in 
Kottabos of 1871. But Todhunter's involvement 
with Blake goes back to his association wi th John 
But ler Yeats's "Brotherhood" in the las t years of 
the 1860s (E. J . E l l i s was also associated with 
the group) fo r the Brotherhood had i t s own cu l t 
of Blake. 

Occasionally profound in genera l iza t ion, 
Todhunter's main g i f t is fo r a judic ious closeness 
He compares favorably wi th his immediate contemp-
orar ies: Smetham is not without in te res t on the 
pa in t ing , but has a Methodist d i s t rus t of a l l 
Blake's poetry a f te r the Songs of Innocence. For 
Smetham, indeed, Blake is pa in fu l l y mad, almost 
in the sense of d iabol ic possession. Swinburne 
"kidnaps" Blake, f i n a l l y imprisoning him in 
s t e r i l e d ia lec t i c between Aestheticism and 
Puritanism. Todhunter's reading of The Marriage 

2 See pp. 18 and 28. Other Professors i n the e a r l i e r years 
included T. Kel ls Ingram, incongruously author of that famous 
n a t i o n a l i s t l y r i c , "Who fears to speak of N ine ty -E igh t ! " and 
G. A. Greene, l a t e r a fe l low member of the Rhymers' Club. 

3 See Alexandra College Dublin, Calendar for the Year 1874 
. . . . p. 29. 
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of Heaven and Hell is usefully conditioned by 
interest in Hegel and Whitman. His interpretation 
of Blake's paradoxes takes Todhunter beyond 
Swinburne into a synthetic view of Blake's moral 
vision, a vision that is certainly not that of 
the coterie poet. Blake is seen as prophet of a 
Whitmanesque "democracy" with the caveat that 
this "democracy" is a preparation for, rather than 
the realized, Kingdom of Heaven. Interestingly, 
Todhunter uses the word "modern" polemically, not 
as synonym for "contemporary" but to describe 
Blake's avant garde qualities. In reading these 
lectures, we ourselves experience the wrestlings 
and rewards of a sympathetic and acute mid-
Victorian reader of Blake, whose occasional 
insights are "modern" in his own challenging 
sense. 

Lecture VII, 31 October 1872 

Songs of Innocence 

I daresay many of you who l is tened to my most 
meagre and fragmentary sketch of the l i f e of Blake 
on Tuesday,-

7
 taking i t in connection wi th the 

great admiration which I expressed fo r the man, 
thought that I was a l i t t l e mad myself, to say 
nothing of Blake. Today I hope to give you some 
grounds fo r th is admiration of mine, whitch no 
doubt appears rather extravagant. I must however 
declare at s ta r t i ng that I feel i t to be the most 
d i f f i c u l t thing in the world to give a lecture on 
Blake which shal l be at a l l sa t is fac tory to myself 
or i n t e l l i g i b l e to you. With other poets I assume 
you have some acquaintance but Blake is qui te a 
new discovery even fo r l i t e r a r y men. Other poets 
speak a language not very f a r removed from our 
ordinary speech, but he has a mystical vocabulary 
of his own, which no one has as yet thoroughly 
mastered. Other poets speak in metaphors which 
are more or less easy of so lu t i on ; but he speaks 
in dark myths which tax the highest imagination to 
read c lear . Besides th is Blake is constantly 
dealing wi th abstruse psychological ideas rather 
than the phenomena of the external wor ld. He is 
probably the most intensely subject ive of a l l our 
poets. You can easi ly perceive how hard i t is 
adequately to t rea t of the works of such a man 
in one or two lectures. The most I can hope fo r 
i s , that some of you may be induced to study him 
fo r yourselves. 

Let me f i r s t t r y to give you some idea of 
the posi t ion which Blake occupies i n our l i t e r a t u r e 
and of the nature of these psychological ideas 
which he is so constantly handling. I have cal led 
Blake a modern, and I daresay you are a l i t t l e 
puzzled by the term. To understand th is we must 
study a l i t t l e the ideas upon which we f ind the 
great poets most constantly dwell ing and the 
problems which most occupy the i r a t ten t i on . We 
may class these ideas under two heads v i z . the 
idea of the revo l t of passion against r e s t r i c t i o n s , 
and the idea of the revo l t of the ind iv idua l 

against social tyrannies. Every great poet of the 
las t ha l f century is loud in his demand fo r l i be r t y 
of passion and l i be r t y of action—freedom of the 
ind iv idual w i l l . But i f the ind iv idual be thus 
f ree , what guarantee is there that he w i l l not 
in ju re his neighbour and reduce society to chaos? 
The answer is that love is the harmonizer of the 
passions, and that large idea of f r iendship- - the 
universal brotherhood of democracy--the harmonizer 
of human act ion. But th is introduces the fur ther 
question how we are to a t ta in to these? And th is 
qives r ise to the endless Dractical problems 
which are constantly ag i ta t ing society—the 
re lat ions between the sexes, between peoples and 
the i r r u l e r s , and between nation and nat ion. A l l 
these problems have two sets of answers—the one 
prosaic and p r a c t i c a l , the other poetical and 
Utopian—the one belonging to the domain of mora l i t y , 
the other to the domain of poetry. I t is the 
di f ference between the Law and the Prophets. Hence 
arises the perplexing paradox that Art which is 
not moral (the r i g i d moral is t would say immoral) 
is yet a good and great thing—and the fu r ther 
paradox that poets who are constantly leaping the 
barr iers of moral i ty are yet our highest teachers. 
The fac t is that i f you want to become moral you 
must go to the mora l i s t , i f you want to be f i l l e d 
with divine aspirat ions you must go to the poet. 
The moral is t points to the stern path of duty, 
the poet makes your heart beat wi th intenser l i f e . 
But at bottom the two are in accord and are 
necessary to each other. Moral i ty r ises to i t s 
highest p i tch when through the impulse communicated 
by the poet duty becomes de l igh t . Love is the only 
perfect f u l f i l l i n g of the law. Moral i ty is a r i g i d 
law imposed from wi thout , love is the perfect law 
of l i b e r t y imposed from w i t h i n . The poet, so far 
as he is a poet acknowledges and can acknowledge 
no law from without—hence the moral d i f f i -
cu l t ies in which he is perpetual ly plunged— 
i f he does not a t ta in to love he plays the 
devi l wi th moral i ty and society which is based 
upon i t . We f ind th is antagonism between law and 
l iberty—which is in fac t u l t imate ly the antago-
nism between necessity and free w i l l — taking 
i t s highest phi losophical form in the antagonism 
between Science and Rel ig ion , science acknowledging 
nothing but the Reiqn of Law. Religion nothing but 
the reign of miracle. The progress of mankind is 
a struggle fo r the reconc i l ia t ion of these two 
principles—what Blake ca l ls the Marriage of Heaven 
and He l l . Poetry is constantly dashing ahead in 
pursui t of some golden imposs ib i l i t y . Moral i ty 
and Science come'toi l ing a f te r s t r i v i n g to make 
th is imposs ib i l i t y possible. Poetry revol ts 
against moral i ty and moral i ty against poetry. We 
see th is a l l through history--We see i t on a grand 
scale at the time of the Reformation. The Medieval 
Catholic Church was the incarnation of mystical 
poetry— the Protestant Church is the incarnation 
of prosaic mora l i ty . The Mediaeval Church in i t s 

1 This refers back to the cancelled opening of Lecture VI 
(29 October 1872), which has not surv ived, now at the top of 
f . 3 . [ f . l . ] of Lecture XVI. 
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decay gave b i r t h to Jesui t ry and the whole system 
of immorality of which the Sale of Indulgences 
in Luther 's time was the culminating po in t . 
Protestantism in decay gives b i r t h to the whited 
sepulchre moral i ty of modern societv--against 
which the poets are in revo l t . 

Now the ideas which I have j u s t been 
endeavouring to put in an i n t e l l i g i b l e form are 
emphatically modern ideas. They underl ie a l l 
l i t e r a t u r e of course, and in the Bible they are 
constantly recurr ing in various forms—but formerly 
they were the mystical secrets dimly understood by 
a few, now they are the discoveries of the whole 
race--seen in a l l the i r length and breadth by mere 
thinkers as wel l as by poets. They are the very 
essence of Blake's Philosophy. In his "Marriage 
of Heaven and He l l " he uses Heaven in the sense 
of Law and order, and Hell in the sense of passion 
and energy. In the marriage of the two, the 
l i be r t y of perfect law and the perfect law of 
l i be r t y become one. 

To descend from these perplexing abstractions 
to pa r t i cu la rs , Blake is emphatically a modern in 
several of his favour i te ideas and feel ings which 
we shal l come across in due course in considering 
his poems. In speaking of these, I shal l confine 
myself almost en t i re l y to the "Songs of Innocence 
and of Experience", which are to be had separately 
fo r a few s h i l l i n g s ;

2
 but before going to them l e t 

me say a few words about Blake's mere poet ical 
s t y l e , which in i t s e l f is such a remarkable 
phenomenon in the 18th century. As i l l u s t r a t i o n s 
of that I shal l take a number of poems pref ixed to 
the Songs of Innocence in G i l c h r i s t ' s L i f e . One 
of them was wr i t ten before he was 14, and while 
perhaps reca l l ing some of the Chatterton poems in 
general form, is qui te unique as a piece of poetic 
imagination and melody of ve rs i f i ca t i on (How sweet 
I roamed etc. p. 8 ) .

s
 Others of these poems are 

qui te Elizabethan in character (one cal led "My 
s i l k s and f ine array" and Song p. 9 ) . Others again 
seemed to have been inspired by Col l ins but are 
much more spontaneous and imaginative than his 
poems. (To the Muses (p. 10) contains such 
expressions as these 

"The chambers of the sun that now 
From ancient melody have ceased" 

and 

"Or the blue regions of the a i r , 
Where the melodious winds have b i r t h " . 

To the Evening Star , To Spring, and To Summer—also 
surpass Col l ins in his own style—Keats i f he had 
l ived in those days might almost have wr i t t en "To 
Summer") (p. 13). 

The Song " I love the jocund dance" breathes 
the very s p i r i t of An t i -Pur i tan ic innocent m i r th . 
I t is apparently addressed to his wi fe (p. 6 ) . 
To the pure a l l things are pure. 

"Love and harmony combine" is a mystical poem 
on marriage (p. 5 ) . These two poems are eminently 
Blake's own. 

The "Mad Song" (p. 7) i s unsurpassed by any-
thing in the language for subtle melody of 
v e r s i f i c a t i o n . 

The fragment of a drama en t i t l ed King Edward 
the Third wr i t ten when Blake was qui te young shows 
a good deal of dramatic power, and is wonderfully 
Shakespearean in i t s imagery. 

In a l l these poems we f i nd th is i l l i t e r a t e , 
unappreciated painter w r i t i ng with a f e l i c i t o us 
spontaneity which i t is d i f f i c u l t to para l le l 
elsewhere—just at a time when fa lse pol ish and 
fa lse sentiment were the great character is t ics of 
our l i t e r a t u r e . In Blake we f ind a return to 
nature and insp i ra t ion in despite of a l l f r i g i d 
ru les . 

We now come to the "Songs of Innocence". This 
series is i n d i rec t contrast to the other series 
cal led "Songs of Experience". The former are f u l l 
of ch i l d l i ke s imp l i c i t y and unquestioning f a i t h , 
innocent happiness—the l a t t e r of paradox and 
mystery and questioning and passion. To go from 
the Songs of Innocence to the Songs of Experience 
i s l i ke turning from Haydn to Beethoven. But the 
"Songs of Innocence" close wi th a h in t that the 
highest t ru th and i t s highest happiness is a thing 
of the ch i l d l i ke mind: and the Songs of Experience 
are f u l l of suggestions of a so lut ion of a l l these 
doubts and antagonism, and end with a poem which 
speaks of a regeneration and s p i r i t u a l resurrect ion 
of mankind. 

The Songs of Innocence are thus quaint ly 
introduced (p. 27) .

5 

The "Echoing Green" is a song of Innocent 
m i r t h , l i k e " I love the jocund dance." 

"The Lamb" expresses the ch i l d ' s idea of 
creation and of l i fe -seek ing no solut ion of problems 
but taking the love and fatherhood of God on t rus t 
(p. 29). 

"The Chimney-sweeper" is the ch i l d ' s solut ion 
of the miseries which so soon come upon him ( D . 32). 
The s p i r i t of adoption by which every Abba-Father

5 

is the ch i ld ' s s p i r i t . 

2 Probably a reference to Richard Heme Shepherd's ed i t ions 
of 1866 and 1868. "Separately" means separately from Blake's 
other works. 

3 The references here and l a t e r , unless otherwise s ta ted , are 
to the second volume of A. G i l c h r i s t , Life of William Blake 
Piator Ignotus (1863). 

4 The poem al luded to is "To T i r z a h . " 

"Piping down the va l leys w i l d " on p. 26 of G i l c h r i s t , 
Volume I I . 

6 Abba. The word is a t r a n s l i t e r a t i o n of the Aramaic fo r 
Father" and is found a t Mark 14:36, at Romans 8:15 and at 

Galatians 4 :6 . 
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In "the Divine Image", th is fee l ing of the 
fatherhood of God makes the ch i ld ' s heart throb 
with brother ly love toward a l l men. 

"A l l must love the human form 
In heathen, Turk, or Jew; 
Where mercy, love, and p i t y dwel l , 
There God is dwelling too . " 

The theologian of the tract-shops has a number 
of epithets Deist , A the is t , I n f i d e l , which he loves 
to brand men w i t h , when he wishes to put them 
outside the pale of our sympathy—much as boys t i e 
a ke t t l e to a dog's t a i l and then cry mad dog a f te r 
him. Blake regards such men as Paine and Godwin 
with sympathy so far as they are s t r i v i n g a f te r 
t ru th and with p i t y so far as they are plunged in 
er ror and bl indness. He apparently alludes to such 
men in the closing poem of the Songs of Innocence 
(p. 46). 

The poem cal led "Night" is more mystical than 
any of these, and expresses the ch i ld ' s t r us t that 
though Nature be apparently as Tennyson says "one 
with rapine"--yet even ev i l i t s e l f is a means wi th 
God. 

In the Cradle Song, and Infant Joy, Blake 
enters in to the feel ings of a mother as few poets 
have done before. There is no namby-pambyism in 
these songs, and no e f f o r t to be dramatic. In 
Tennyson's "Sea Dreams" there is a mother's song 
which is f u l l of a r t i f i c i a l pret t iness--he 
condescends to the mother's standpoint, and the 
resu l t is pa in fu l . Blake's songs are almost as 
fa r above th is as his re l ig ious poems are above the 
hymns which every i d i o t who is pious and can rhyme 
thinks himself j u s t i f i e d in deluging the world with 
In Infant Joy (p . 42) the mother holds a dialogue 
with her l i t t l e nameless baby of two days old--and 
then sings over i t as i t smiles in her face. 

I shal l close wi th the l ines cal led Spring 
which are f u l l of the sp i r i t ua l i zed essence of a 
ch i l d ' s open-air animal s p i r i t s , (p. 40). 

Next week I hope to lecture on the "Songs of 

Experience". 

Lecture VIII, 5 November 1872 
Songs of Experience 

The "Songs of Experience", as I to ld you in my 
las t lec tu re , are in d i rec t contrast to the "Songs 
of Innocence". The "Songs of Innocence" are f u l l 
of unquestioning ch i l d l i ke fa i th—the "Songs of 
Experience" are f u l l of f a i t h a lso; but i t is 
sceptical f a i t h , s t ruggl ing wi th the hard problems 
which experience br ings. There a l l is cheerful 
gazing upon the face of God, and t r u s t f u l rest upon 
His bosom—here a l l is indignant appeal and rest less 
quest ioning, and solemn musing. The f a i t h of the 
"Songs of Innocence" is a rapturous be l i e f in the 

r e a l i t y of things seen and fel t—what the hands 
have actual ly handled of the Word of L i f e .

7
 The 

f a i t h of the Songs of Experience is something more 
- - i t is "the substance of things hoped f o r , the 
evidence of things not seen".

5
 The poet of the 

Songs of Experience s t i l l sings in the presence 
of the Most High, but now He has withdrawn himself 
behind the clouds which ve i l his sanctuary. 

The contrast between the two series is made 
more de f in i te by the same t i t l e s being in several 
instances repeated in both—the subjects being 
handled very d i f f e ren t l y in the l a t t e r ser ies . 
Poems en t i t l ed "Holy Thursday", "The Chimney 
Sweeper", "A Cradle Song", and "Nurse's Song" occur 
in both; while "The L i t t l e Boy Lost" and "The 
L i t t l e Boy Found" of the Songs of Innocence 
correspond to some extent to "The L i t t l e G i r l Lost" 
and "The L i t t l e G i r l Found" and the shorter poems 
"A L i t t l e Boy Lost" and "A L i t t l e G i r l Lost" of the 
Songs of Experience. The "Lamb" of the one 
contrasts with the "Tiger" of the other as does 
" In fant Joy" with " In fant Sorrow". 

In the Introduct ion to the "Songs of Experience" 
the voice of the Bard is heard ca l l i ng to the Earth 
in transgression— 

"Cal l ing the lapsed sou l , 
And weeping in the evening dew." 

The burthen of th is ca l l is s imi la r to that 
of John the Bapt ist "Repent for the Kingdom of 
Heaven is at hand!" although d i f f e ren t l y worded. 

The answer of the Earth, whose locks are 
"covered with grey despair," is to the e f fec t that 
"cruel jealous se l f i sh fear" has bound " f ree love" 
wi th bondage. This is Blake's perpetual complaint— 
the human heart is bound down by the b i t t e r 
res t r i c t i ons of the moral law. Love and f a i t h 
laugh consequences to scorn, Prudence and doubt 
dwell in constant fear of consequences, and give 
r ise to the moral law. Hence Blake's constant 
scorn of prudence and doubt. But we must d i s t i n c t l y 
understand Blake on th is po in t . He does not mean to 
say that the moral law is unnecessary and rashly to 
be cast o f f in prac t ice . He knows that the present 
world is what St . Paul ca l ls "under the law". He 
expressly says: "Many persons, such as Paine and 
Vo l t a i re , wi th some of the ancient Greeks say 
'We w i l l not converse concerning good and e v i l ; 
we w i l l l i ve in Paradise and Liberty .

9
 You may do 

so in s p i r i t , but not in the mortal body, as you 
pretend, t i l l a f te r a Last Judgement". But the 
whole creation groans and t rava i l s to be delivered 
from th is moral law—and w i l l be by th is las t 

7 The hands have handled. Compare 1 John 1:1. "Our hands 
have handled" in allusion to the human person of the Divine Word. 

8 The substance of things hoped for. Hebrews 11:1. The 
definition of faith. 

9 "Many persons, such as Paine and Voltaire etc." from A 
Vision of the Last Judgment. 



9 

Judgment. By th is Last Judgment Blake means some-
thing yery d i f f e ren t from what our worthy but 
prosaic f r iend the t r ac t shop theologian means. 
He does not mean a melodramatic coming of angels 
blowing trumpets and s i t t i n g on clouds, v i s i b le 
wi th opera-glasses from the top of the Merrion 
Hall and other such tabernacles. He means a 
tremendous s p i r i t u a l convulsion of men's minds 
through which the i r bodies shal l become temples 
of the Holy Ghost—the Lord descending to shake 
t e r r i b l y the earth no less rea l l y because not 
v i s i b l e to the carnal but the s p i r i t u a l sense. 
The t rac t shop theologian is in fac t a gross 
ma te r i a l i s t , Blake l i k e the great Hebrews a 
mystical poet. He speaks of a Last Judgment 
passing upon a man every time he renounces error 
and begins to l i ve in the t r u t h . 

The next poem in the series--"The Clod and the 
Pebble" introduces us to one of those paradoxes 

which we are constantly meeting in our l ives (p. 49). 
The solut ion of th is is that love is what Hegel 
would ca l l an i den t i t y of opposites. I t is at 
once the highest s e l f - i n t e r e s t and the highest se l f -
renunciat ion. 

The "Holy Thursday" of the "Songs of 
Experience" contrasts with the "Holy Thursday" of 
the Songs of Innocence. In the ea r l i e r series the 
poet sees only the beauty of th is modern idea of 
phi lanthropy, and rejoices in the happiness of the 
l i t t l e char i ty school chi ldren singing in St. Pauls. 
Now he sees only the reverse s ide-- the show of our 
phi lanthropies and the horrors of Beadledom (50) , 
Poverty, Blake would seem to say, is the resu l t 
of wordly prudence and Mammon worship. I f we were 
a l l l i v i n g in Chr ist ian char i ty there would be 
no necessity for what we in the hardness of our 
hearts call char i t y . 

The " L i t t l e G i r l Lost" and the " L i t t l e G i r l 
Found" are rather obscure, and I can only suggest 
an i n te rp re ta t i on . They seem to be in general 
terms an al legory of the pu r i f i ca t i on of the human 
soul through passion and the consequent regeneration 
of mora l i ty - -ascet ic Puritanism becoming non-ascetic 
pu r i t y . But I am inc l ined to think that Blake had 
something more de f i n i te in view, and that the l i t t l e 
g i r l Lyca t yp i f i es the feminine soul in i t s progress 
from mere innocence to p u r i t y . Lyca is led away 
from her parents by the song of the w i ld b i rds , and 
is los t i n the "desert w i l d " . She l ies down under 
a tree and t r i es to sleep, but cannot, whi le 
th inking of the unhappiness of her parents. That 
is to say she has not l os t her innocence, although 
she has l e f t the regions of conventional moral i ty— 
she keeps her parents in her heart although she 
has l e f t t he i r home. She is s t i l l f a i t h f u l to the 
domestic re l i g ion of the a f fec t ions . At l as t she 
sleeps in a l l the fearlessness of innocence and 
the w i ld beasts come prowling round her, but gambol 
about without harming her. The l ion which is love 
weeps, the lioness or the chast i ty of love s t r ips 
her naked, and they carry her o f f , s t i l l s leeping, 
to the i r caves. The meaning of th is appears to be 
that an innocent woman is unconscious of the dangers 
which assai l her, and that the passage from 
innocence to pur i t y takes place in her soul 
unconsciously. The passions come raging harmlessly 

around her, merely s t r ipp ing her of her conven-
t i o n a l i t y and self-concealment, and carry her o f f 
without her fee l ing shame or self-consciousness. 
There seems to be a special t ru th in th is myth as 
applied to a woman. The ordinary l i f e of a woman 
is f u l l of concealments--her soul shrinks from 
every se l f reve la t ion , l i ke the Venus de Medici. 
I t is only in the se l f - forget fu lness of some great 
passion that i t dares to stand naked but not 
ashamed, (p. 51). 

In "The L i t t l e G i r l Found" the parents seek 
her through the n igh t , weeping--meet the l i o n , are 
t e r r i f i e d and str icken down by him. The domestic 
moral i t ies are outraged by the advent of a great 
passion. But he l icks t he i r hands and stands by 
them s i l e n t , and when they have to look up they 
f ind "a s p i r i t armed in gold" who bids them fo l low 
him, and shows them Lyca sleeping unharmed amid 
the t i ge r s . 

"To th is day they dwell 
In a lonely d e l l , 
Nor fear the wolvish howl 
Nor the l i on 's growl . " 

The pure, to show a l l things are pure, dwell " In a 
lonely d e l l " apart from the everyday moral i ty of 
the wor ld. 

The two poems "The sick rose" and "The 
sunflower" appear to me to express the one th is 
death of de l ight through the canker of sel f ishness, 
and the other the aspirat ion of the soul a f te r the 
de l ight of pure love— 

"The youth pined away with desire 
And the pale v i rg in shrouded in snow" 

are as Shakespeare says "lamenting some enforced 
chas t i t y " . This enforced chast i ty of mora l i t y , 
the chast i ty of Ophelia is a thing of snow, the 
chast i ty of love—the chast i ty of Imogen—a thing 
of f i r e . (p . 56-p. 60). The Rose expresses the 
sickness of c reat ion, the Sunflower the groaning 
and t r ava i l i ng of creation to be del ivered. The 
Rose expresses the bi t terness of regret—the 
Sunflower the melancholy of asp i ra t ion . 

"The Tiger" is the converse of "The Lamb" of 
the "Songs of Innocence". The man recoi ls in awe 
before the mystery of ev i l which the ch i ld does 
not see. The ch i ld t rusts—the man questions, 
(p . 59). 

The l ines "My pret ty Rose t ree" may possibly 
have been suggested by one of Mrs. Blake's l i t t l e 
attacks of jealousy, (p. 60). 

"The Garden of Love" is another lamentation 
fo r "enforced chast i ty"—a wail over the "thou 
shal t nots" of the moral law (p. 61). 

"The l i t t l e Vagabond" expresses d issa t i s fac t ion 
at the separation between re l i g i on and the wholesome 
pleasures of l i f e . I t is dramatic in form and f u l l 
of quaint humour. The poor l i t t l e vagabond's only 
idea of pleasure is dr inking in the Alehouse—and 
he looks upon the Devil as an honest poor fe l low 
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kept down and i l l - t r e a t e d by Church and State, 

(p. 62). 

"London" is f u l l of horror at the resul ts of 
the lusts of the f lesh and the wars and f igh t ings 
which spring from them. (p. 63). 

"The Human Abstract" is a revo l t against the 
U t i l i t a r i a n philosophy which makes s e l f - i n t e r e s t 
the ru le of l i f e - -and against the gospel of 
diplomatists that "mutual fear brings peace". 
Blake did not believe that large cap i ta l i s t s were 
the greatest benefactors to the i r species, nor that 
peace was produced by the keeping up of huge 
standing armies. The best form of th is poem is in 
an appendix, not in the Songs of Experience. "The 
Angel" is the gospel of Chr is t . The d e v i l , the 
gospel of wordly wisdom (p. 81). I t is cal led 
here "The two Songs". 

"A L i t t l e Boy Lost" is a story of re l ig ious 
persecution. The l i t t l e boy is a r a t i o n a l i s t and 
u t i l i t a r i a n - - i t may be Tom Paine with his "Rights 
of Man" and "Age of Reason". Blake is no f r iend 
to his philosophy but he is s t i l l less a f r iend 
to re l ig ious persecution. Error is a venial sin 
compared with hypocrisy and he is a pract ica l 
hypocrite and the cause of hypocrisy in others who 
t r i es to crush out ideas by force instead of 
invest igat ing and s i f t i n g them. The true way of 
dealing wi th Error is to bring i t to the l i g h t 
not to force i t to take refuge in darkness, by 
b l ind persecution (p . 66). 

"A l i t t l e g i r l Lost" expresses the crushing 
out of love by mistaken parental care. These two 
poems are complementary, the one showing how men 

are made e i ther hypocrites or martyrs by re l ig ious 
persecution, the other how women are made e i ther 
hypocrites or martyrs by the persecution of parental 
au thor i t y . The re l ig ious bigot acknowledges no 
t ru th outside his own creed, the parental b igot 
acknowledges no higher duty than f i l i a l obediance. 

The "Cradle Song" of the "Songs of Experience" 
of course expresses the opposite side of the subject 
to that expressed in the one in the "Songs of 
Innocence". In that the mother sees in her ch i ld 
only what, in sp i te of the tract-shop theologian, 
I shal l venture to ca l l o r ig ina l grace; in th is she 
sees the germs of what is cal led o r ig ina l s i n . 
(p. 68) 

The next poem "The Schoolboy" takes up the 
ch i ld during his period of education, and is a 
remonstrance against that fa lse system of 
education which by going d i r ec t l y contrary to a l l 
the healthy ins t inc ts of childhood makes learning 
a hateful task instead of a de l igh t . The brutal 
ignorance of parents and teachers which is born of 
want of sympathy crushes the genius out of the 
ch i ld and makes him e i ther a blockhead or a 
learned prig--crammed with the husks of knowledge. 

The book ends wi th a strange mystical poem 
"To T i r zah " , which is a commentary on David's text 
" In sin did mv mother conceive me". In th is Blake 
preaches the doctr ine of regeneration, by which 
man rises above the i n f i r m i t y of the f lesh and 

inher i ts eternal l i f e . This is the SDI ' r i tua l 
resurrection which solves a l l the r i dd les , 
theoret ica l and p r a c t i c a l , of the wor ld. 

A remarkable feature of Blake's poetry is 
his constant impatience under the res t r i c t i ons of 
the moral law. He never in his poetry acknowledges 
with St . Paul that the law is "holy and j us t and 
good". The reason probably is that St. Paul was 
a pract ica l man and an orator , not a poet l i k e 
Blake. St. Paul is occupied necessarily wi th the 
temporary condit ion of things in which not one 
j o t or t i t t l e of the law can be dispensed with 
t i l l a l l be f u l f i l l e d , whereas Blake is constantly 
occupied with the eternal world of pure beauty 
and love, in which a l l is f u l f i l l e d . The sphere 
of the pract ica l is the sphere of moral duty, the 
sphere of the ideal is the sphere of unfettered 
s p i r i t u a l force. 

I have not time now to dwell upon that 
exauis i te ooem "The Book of The l " . I have not 
mvself aui te fathomed th is as y e t , but Thel would 
appear to be a human soul perplexed with the 
problems of l i f e and d issa t i s f ied with man's l o t 
so unsatisfactory and t rans i to ry . At l as t she 
descends in to the grave and f inds i t also resounding 
with t e r r i b l e auestions. She shrieks and f l i e s 
back to l i f e . The problems of l i f e can only be 
solved and the auestions of death answered by 
l i v i n q in f a i t h - - " S u f f i c i e n t unto the day i s the 
ev i l thereof". She has to learn this.^and also 
that "as her day her strength shal l be". 

There are j us t one or two more of Blake's 
poems which I must speak of before we par t . Mr. 
Wil l iam Rossetti thus wr i tes of "Broken Love" 
(p. 76-79).*0 

10 The reference is actually to pp. 76-77 of Gilchrist, Volume 

II. The relevant paragraph is: 

Never perhaps have the agony and perversity of sundered 
affection been more powerfully (however singularly) expressed 
than in the piece called Broken Love. The speaker is one whose 
soul has been intensified by pain to be his only world, among 
the scenes, figures, and events of which he moves as in a new 
state of being. . . . There is his 'spectre,' the jealous pride 
which scents in the snow the footsteps of the beloved rejected 
woman; his 'emanation' which silently weeps within him, for has 
not he also sinned? So they wander together in 'a fathomless 
and bouhdless deep,' the morn full of tempests and the niqht of 
tears. . . . Also this woe of his can array itself in stately 
imagery. He can count separately how many of his soul's 
affections the knife she stabbed it with has slain, how many 
yet mourn over the tombs which he has built for these: he can 
tell, too, of some that still watch around his bed, bright 
sometimes with ecstatic passion of melancholy, and crowning his 
mournful head with vine. All these living forgive her 
transgressions: when will she look upon them, that the dead may 
live again? Has she not pity to give for pardon? nay, does he 
not need her pardon too? He cannot seek her, but oh! if she 
would return! Surely her place is ready for her, and bread 
and wine of forgiveness of sins. I have dwelt on the meaning of 
this poem, because it . . . might be accounted specially obscure. 
But in reality, it is perhaps the only instance in which Blake has 
dealt with any of the deeper phases of human passion; ... the 
result . . . gives me to regret that this poet did not oftener 
elect to walk in the ways not of spirits or children, but of 
living men. 
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"The Def i led Sanctuary" expresses the 
horr ib le po l lu t ion produced by the entrance of 
lus t in to the temple of love (82). 

"The Mental Travel ler " is one of Blake's 
longest poems, and contains a philosophy of 
History which Goethe himself might have been 
proud to own (98) , 

I shal l conclude with a few passages from an 
epigrammatic poem cal led "Auguries of Innocence" 
in which^

2 

Lecture XVI, 10 March 1874 

William Blake 

In th is lecture I wish to introduce to you a man, 
who almost unknown to the general publ ic as he 
i s , is a more remarkable man even than Burns 
h imse l f [ . ] I mean Wil l iam Blake, the painter of 
sacred pictures that nobody bought, and singer of 
incomprehensible songs that nobody read. Mad as 
Blake was esteemed by the aonoisseurs and l i t e r a r y 
c r i t i c s of his t ime, and mad as most people would 
no doubt consider him even now--there is at least 
a wonderful amount of method in th is so-cal led 
madness of h i s . His designs, rude as some of 
them are in point of technical s k i l l , f a i r l y 
e n t i t l e him to rank beside Michael Angelo as fa r 
as mere genius is concerned--although in the 
development of his genius Michael Angelo is a 
giant beside poor Blake, who was cramped in every 
possible manner that the cruel ty of fortune could 
suggest. Indeed I am not sure that i t would be 
speaking extravagantly i f I were to say that the 
native genius of our own Blake was broader and 
deeper than that of the great I t a l i a n . He often 
seems to combine the s p i r i t u a l beauty and grace 
of Fra Angelico with the subl imi ty of M. Angelo. 
But th is is a question which we may leave to 
painters to determine. As a l y r i c poet I 
unhesi tat ingly place Blake among the f i r s t singers 
of a l l ages. For mere melody, his best poems may 
f a i r l y compete wi th anything that the language 
can produce[.] They are flawless gems of spon-
taneous song—song which, as the Germans say, 
"rushes out of the throat as the b i rd s ings" . 
These l y r i c poems of Blake are, l i k e those of 
Burns, real songs, made to be sung to real music; 
but whi le Burns was but a poor musician, picking 
up the popular a i r s , fo r which he wrote words, 
with d i f f i c u l t y , Blake had, according to the 
verd ic t of those who knew him, a musical g i f t no 
less exquis i te than his poetic g i f t . His songs 
had the i r musical part in the shape of o r ig ina l 
melodies as unstudied as the words themselves. 
He sang them himself j u s t as they came in to his 
head. 

In Burns, great as he undoubtedly was, there 
was s t i l l a good deal of the savage element 
remaining. He is a t rans i t i on man, not a pure 
modern l i k e Blake. He is in rebel l ion against 

Puritanism, but he has no bet ter re l i g ion to o f f e r . 
He revolts against asceticism but there is no 
sacred fervour in his revo l t . His passion is often 
of a chaotic kind—an earth ly l us t rather than a 
divine ardour. And yet there are everywhere in 
him gleams of bet ter th ings. Many of his songs 
such as "a man's a man fo r a' that " are f u l l of 
splendid democratic Stan, or of f i e r y i nd igna t i on [ . ] 

His hatred of hypocrisy is no show against 
meanness and falseness—others again are pure as 
dew-drops and tender as tears. You feel his heart 
beating with love fo r a l l created things—and then 
perhaps he seems to sink in to lower reg ions [ , ] 
flashes out in to outrageous m i r th , or cynical 
humour, un t i l a l l at once some touch of pathos 
reveals the true meaning of a l l t h i s . What is 
great in Burns is his perfect s imp l i c i t y and 
naturalness. What is in him, good and bad, (or 
both mingled) flows out i n song. There is l i t t l e 
high poetic imagination in Burns—his poetry is 
poetry of passion rather than imaginat ionf . ] With 
Blake on the contrary there is that perfect fusion 
of passion and imagination which is only found in 
the very highest poetic geniuses. He l ives 
habi tua l ly in regions which Burns never reaches 
in his highest f l i g h t s . 

Carlyle has cal led Burns a hero,^
2
 and we may 

hear t i l y grant him the t i t l e ; but , as compared with 
Blake 's , his heroism is of an ordinary and common-
place k ind. His whole l i f e was, as compared with 
Blake's, chaot ic, " l i k e sweet bel ls jangled out of 
tune and harsh." He was not "o 'e r a l l the i l l s of 
l i f e v ic to r ious" as Blake was, His drunken 
revel l ings with the i r boisterous m i r t h , were very 
fa r removed from the serene happiness of Blake with 
his songs and his v is ions. Blake too brought love 
down from the heaven of imaginat ion, and made i t 
incarnate in his da i ly l i f e as Burns never d i d ; and 
vanquished poverty, and trampled i t s hor r ib le 
degradations under foo t , as Burns never d i d . I t 
must, however[,] be confessed that Burns was much 
more in harmony with the most of the people than 
Blake—and that by v i r tue of his weaknesses and short-
comings, as wel l as by v i r tue of his heroism—Burns 
was a man of his t ime, Blake a man in advance of 
his t ime [ . ] Burns was the poet of real l i f e , Blake 
the i d e a l i s t and myst ic, who reveals fo r us the 
eternal forms and types which underl ie real l i f e 

Blake indeed had the sense to perceive that a 
man's wi fe does not come ready made to his hand, but 
that she must be created by him out of the raw 
material of womanhood which he may wisely or 

11 The lec ture breaks o f f at t h i s po in t . 

12 Car ly le has ca l led Burns a hero: "One of those men 
who take rank wi th the Heroic among men." "The Hero as Man ' 
OT Le t t e r s , Heroes and Hero Worship, 1869, p. 222. 

PP [5J-38
1 S P

°
1 n t T o d h u n t e r c o n d e n s

e s G i l c h r i s t , Volume I , 



12 

foo l i sh ly select fo r the purpose. He also saw 
very c lear ly that the tendency of the average woman 
is to draw her husband away from a l l ideal aims, and 
to degrade the inspired a r t i s t in to a conventional 
paterfamil ias drudging fo r his dai ly bread. Now 
Blake had not the smallest notion of sac r i f i c i ng 
his ambition to his love, knowing well that in so 
doing he would have been cut t ing the wings of love 
himself and turning him in to a barn-door fowl--good 
for l i t t l e else than to make g ib le t soup of . His 
a r t was fo r him a divine th ing , and he f e l t very 
strongly that to love wi fe or chi ldren or comfort 
or respectab i l i t y or success in l i f e , more than 
t h i s , was to be unworthy of i t . He knew also that 
being f a i t h f u l to his a r t was in r e a l i t y being 
f a i t h f u l to love. He might have said with Lovelace 

" I could not love thee, dear, so wel l 
Loved I not honour more". 

using the word honour i n the highest possible sense. 

Accordingly when the lovers were married in 
August 1782--Blake being i n his 25th, and his bride 
in her 21st year--a great struggle had to be gone 
through before the poor l i t t l e woman who had with a 
woman's splendid temerity engaged to love honour and 
obey th is mad a r t i s t was at a l l capable of doing so. 
The process of becoming a wi fe is not an easy one 
for a woman, even i f her husband be the average man 
of everyday l i f e . - - a n d the man of genius is not a 
whi t less, but i n f i n i t e l y more exacting in his 
demands. Blake was not the man to countenance the 
idea that holy matrimony was a mere profession with 
routine duties and routine a f fec t ions. This might 
do wel l enough fo r the world at large, but he was 
not of the world at large, and his theory of 
marriage was that i t was one of the highest of the 
f ine a r t s , which had for i t s end the cu l t i va t i on 
of that genius for love which exists in a germinal 
form in each of us. Blake took an aesthetic and 
Utopian, not a u t i l i t a r i a n and pract ica l view of 
marriage. The love of such a man is t e r r i b l e - - a 
woman might nearly as wel l marry the angel wi th the 
f i e r y sword that guards the gate of Paradise. We 
may imagine the tumult of poor l i t t l e Mrs. Blake's 
mind during the process of her coming in to existence 
as Blake's w i f e . Fancy a woman being cal led upon 
to resign comfort, orthodoxy, respec tab i l i t y , 
success in l i f e , and convent ional i ty of a l l kinds — 
at one f e l l swoop--and to look starvat ion s t ra igh t 
in the face without blenching! I t must have cost 
not a few tears. But at bottom every woman not a 
fool (and there are a good many such women scattered 
about th ro ' the world) cares more about love than 
a l l these things put together—and we f i nd Mrs. 
Blake developing rapid ly under her husband's 
t u i t i o n - - f i r m l y bel ieving in his v i s i ons—s i t t i ng by 
his side s i l e n t and awestruck, when some one of more 
than ordinary grandeur comes to him by night and he 
has to r i se and work, l es t the pressure of i t may 
k i l l him—learning hersel f to engrave and even to 
make designs, nearly as good as his own. I f ever 
there was a man to whom his w i fe ' s love clung l i k e a 
garment, that man was Blake. The course of the i r 
true love seems to have run per fec t ly smooth from 
th is time f o r t h , so fa r as the i r inner l i f e was 
concerned—except that Mrs. Blake was inc l ined to 
be jealous of her husband's f r i ends , and on one 

occasion, as the story goes, was a good deal 
disturbed by a remarkable and character is t ic notion 
of h i s . He had been l i v i n g in imagination in Patr iarchal 
times and was ravished with the beauty of the 
Patr iarchal l i f e , and his wi fe having no ch i ld ren, 
he is said to have entertained the idea of taking 
another w i fe . This relapse in to barbarism—this 
madness of the prophet Mrs. Blake forbade, not l i ke 
a dumb ass speaking with man's voice, but l i ke a 
splendid h igh-sp i r i ted l i t t l e woman as she was. 
Her obedience was not the obedience of a slave but 
of a w i f e , and she had no notion of being put o f f 
wi th half-a-husband. 

Flaxman had already got married and had been 
taken up by a l i t e r a r y lady of the name of 
Matthews—once a ce lebr i ty i n aesthetic c i r c l e s . 
To her Flaxman introduced Blake and at her soirees 
he appears to have made his debut in society . At 
these Blake used to sing his poems to a i rs composed 
by h imsel f - - ! ' f we can ca l l a i rs composed which 
flowed as spontaneously as the exquisi te poems 
themselves. Some of these are reported by an 
auditor to have been "most s ingu lar ly b e a u t i f u l " , 
and "noted down by musical professors," but a l l 
trace of them appears to have vanished from th is 
ear th . 

These early poems were pr inted by subscr ip t ion, 
Flaxman poor as he was paying ha l f the cost. The 
ed i t ion was never published however. Soon a f te r 
th is Blake dropped out of the Matthews c i r c l e , his 
"unbending deportment" not being pleasant to the 

f ine ladies and gentlemen[.] 

Meanwhile Stothard was get t ing on in the 
world and Blake was employed to his great disgust 
in engraving his designs—many of which were 
suggested by his own works. He managed j us t to 
keep himself from starvat ion by doing such jobs as 
this—appearing even as an engraver of car icatures! 
But in 1784 he made a second appearance in the 
Academy with two designs in which he preached one 
of his favour i te doctrines—and one which marks 
him as an advanced modern—namely the supreme 
a t roc i t y and s tup id i t y of war . . J

4 

In 1789 the year of the engraving of Songs of 
Innocence Wordsworth then 19 was beginning to wr i te 
his early poems. 

The same year Blake wrote and etched his 
del ic ious mystical poem in the s ty le of Ossian 
e n t i t l e d "The Book of Thel" and in 1790 he wrote 
the "Marriage of Heaven & He l l " the f i r s t of his 
Prophetic Books—the subject of i t is the Mystery 
of E v i l , and in i t occur a number of aphorisms 
(on the model of Lavater) which he whimsically 
ca l ls Proverbs of He l l - - t ha t is to say they are 
Proverbs of revo l t fo r the most part (p . 81). A 
good deal of the Marriage of Heaven & Hell is i n 
prose. Of th is as of his other Prophetic Books 

14 Here, Todhunter condenses G i l c h r i s t , Volune I , pp. 55-70. 
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only fragments have been hitherto published, and 
no one has as yet fathomed their meaning. To the 
great majority of readers they are very Midsummer 
madness, and yet even these fragments excite the 
deepest interest in the mind of any serious reader 
(p. 83) . . .15 

For the next 3 or 4 years to 1793 Blake busied 
himself with new Prophetic Books "Visions of the 
Daughters of Albion" "America" "Europe" & 
"Jerusalem". No one has yet seriously studied 
these books and the extracts published although 
full of poetry are mysterious and unintelligible— 
some passages in them would seem to mark Blake as 
a worthy predecessor of Walt Whitman. We may 
almost surmise that Blake in these books gives a 
mystical history of the progress of religion and 
of the regeneration of society—democracy being 
for him rather the preparation for the Kingdom of 
Heaven than the Kingdom of Heaven itself. Every 
page of these books glows with magnificent designs 
in colour and gold . . J

6 

About 1800 Flaxman introduced him to Hayley,^ 
the friend of Cowper, who employed him in making 
designs for some of his works, and Blake removed 
to a cottage at Felpham to be under Hayley's eye— 
and Hayley appears to have done all he could to 
help him. This Felpham was in Sussex and close to 
the sea, and Blake walked by shore and saw visions 
and held converse with Moses and the Prophets, 
Homer, Dante, and Milton--"All" as he said when 
asked about them "majestic shadows, grey but 
luminous, and superior to the common height of 
men." (Fairy's funeral p. 159.) 

In 1803 Blake's peaceful life at Felpham was 
disturbed in a strange way. A drunken soldier 
broke into his garden one day, behaved in a violent 
manner and refused to quit the place when requested. 
Blake in a divine fury rushed at him and thrust him 
out before he well knew where he was. In the 
scuffle some words passed between them. The 
soldier claimed to be the King's soldier whereupon 
Blake in the heat of his spirit exclaimed "Damn the 
King and you too"—for which seditious language, 
he had to stand his trial for High Treason (no less) 
at the next Quarter Sessions. Hayley, kind-hearted 
man as he was, spite of broken head (the 
consequence of a fall from his horse caused by an 
eccentric habit of his of suddenly unfurling an 
umbrella over his horse's head) came to give 
evidence in his favour; and Blake himself on the 
soldier coming out with some outrageous charge 
against him, shouted "false!" in such a tremendous 
voice as "electrified the court and carried 
conviction with it". The result was that Blake 
was acquitted. 

At Felpham he worked away at drudgery for 
his daily bread with honest patience, until Hayley 
took it into his head that he might make his 
fortune by miniature paintings, and he was even 
tempted by the offer of a regular salary as drawing 
master in a nobleman's family. But this was like 
selling his birthright for a mess of pottage—he 
felt his visionary power failing[.] "The visions 
were angry" as he said—and he fled back to London 
and poverty. 

In 1804 he wrote and engraved "Jerusalem, 
the Emanation of the Giant Albion" and the same 
year "Milton—a poem in two Books "--apparently a 
continuation of Jerusalem. 

For the next two years he worked for a 
publisher named Cromek who has left a bad name 
behind him. He ground and cheated Blake on pretence 
of patronizing him, and he appears further to have 
done the widow of Burns out of the copyright of 
some of his poems. Blake wrote the following 
epigrams upon him (p. 208). 

In 1800 he made a last grand appeal to the 
public in the shape of an exhibition of his designs. 
This was by no means a success and he appears to 
have given up the public as hoplessly dead to true 
art. The remainder of his life was passed in quiet 
work, and patient drudgery. He made a few disciples 
and gained some patrons—and supported himself 
chiefly by selling copies of his Songs of Innocence 
& Experience. 

His mode of life (p. 306) 
His unworldliness (p. 309) 
His "blasphemy" 
"Damn the money" (p. 313) 
His death (p. 360) 

Lecture XVIII, 12 March 1874 
William Blake 

Before commencing our study of the "Songs of 
Innocence" and "Songs of Experience", which w i l l 
form the pr inc ipa l subject of today's lec tu re , I 
wish to say something wi th regard to Blake's general 
posi t ion in our l i t e r a t u r e (Old Section p. 1) J

8 

In contrast ing Blake with Burns in my las t 
l ec tu re , I spoke of Blake as being f i l l e d with the 
modern s p i r i t , and a few words w i l l be necessary 
to explain my meaning in th is phrase. Blake is a 
modern by v i r tue of his independence. He is f u l l of 
reverence indeed for the things of the past—the 
splendid poetry of the B ib le , the great archi tecture 
of the middle ages, the a r t of the early Renaissance; 
but he looks upon a l l these th ings , however great 
the insp i ra t ion of the men through whom they come 

15 Here, Todhunter condenses Gilchrist, Volume I, pp. 93-95. 

16 A brief paragraph is omitted. This condenses Gilchrist 
Volume I, pp. 119, 130, 132, 135, 139 and 217. 

17 The passage that follows is condensed from Gilchrist, 
Volume I, pp. 145-83; pp. 199-208; pp. 255 ff.j p. 247. As it 
rounds off the lecture, however, I print it. 

18 Old section p. 1. At this point Todhunter indicates that 
he wishes to repeat the second paragraph of Lecture VII delivered 
fifteen months earlier. 
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to us, as of no i n f a l l i b l e author i ty in themselves. 
The s p i r i t of t ru th and beauty in himself is always 
Blake's f i n a l appeal—these things are good and 
great because they are the works of the same s p i r i t 
of God which works in himself . He is a modern also 
by v i r tue not of his morbid i ty , fo r he was not 
morbid, but by v i r tue of his hopeful forward-looking 
glance, which f inds the golden age, even in advance, 
not i n the past but in the fu tu re . He is a modern 
in his f a i t h in the power of human nature to make 
progress. He is a modern in his sympathy with the 
great social revolut ions by which alone th is 
progress can be attained—and in his broad tolerance 
and phi lanthropy, his horror of the oppressions of 
the poor, and of a l l su f fe r i ng , whether of man or 
beast, of war, of f i e l d spor ts , of poverty 
i t s e l f , he is emphatically a modern. But unl ike many 
of our modern men the genius of Blake led him not 
in the d i rec t ion of rat ional ism and mater ial ism, 
but in that of sp i r i t ua l i sm and mysticism. He l ives 
perpetual ly i n the presence of the Most High—His 
heaven is not a thing merely of a future state—He 
sees the courts of i t s t retching away i n f i n i t e l y 
upon a l l sides of him. His re l i g ion is not got at 
second hand—the very prophets and apostles are fo r 
him but ever last ing doors th ro ' which the l i g h t 
shines. He may use the orthodox formulae but he 
does not use them in the orthodox sense. They 
become in his hands f i l l e d with subtle s p i r i t u a l 
meanings of which the prosaic dogmatist never 
dreams. In the poetry of the Bible Blake breathes 
his native s p i r i t u a l a i r , f u l l of sunshine and 
e x h i l a r a t i o n [ . ] I t i s not fo r him, as fo r so many 
picus but thoroughly prosaic and ma te r i a l i s t i c 
people of Saxon race, a species of exhausted 
rece iver ,

1 5
 in which they seem to gasp for breath, 

un t i l they can concentrate i t s raref ied atmosphere, 
so f u l l of warmth and l i g h t , in to oppressive dogma. 
The gospel which seizes upon his imaginat ion, i s 
not the gospel of damnation, of which the cardinal 
point is the u t te r corruption and innate perd i t ion 
of the human race, the world sweeping th ro ' space 
impelled by the pursuing storm of the divine wrath; 
but the gospel of hoDe and j o y , of the perpetual 
forgiveness of s ins , of the b i r t h r i g h t not of 
damnation but sa lva t ion , the motive power of 
creation being i n f i n i t e love not i n f i n i t e wrath. 
I t must not be supposed however that Blake's 
re l i g ion excludes the idea of divine wrath—far 
from i t , but fo r him the wrath is but the pur i fy ing 
f i r e of love burning up a l l l i e s and leaving the 
soul that has clung to them naked and pierced wi th 
the anguish of shame in the presence of in to lerab le 
p u r i t y . I t would seem so fa r I can understand 
Blake, as i f he looked upon" falsehood as the sin 
of s ins , loveless mal igni ty being the resul tant 
of the blindness produced by persistence in 
falsehood—love of darkness and hatred of l i g h t . 

The minor poems of Blake, as indeed most of 
his published w r i t i n g s [ , ] deal ch ie f l y with but 
one side of our s p i r i t u a l nature. They are in the 
main poems of aspi rat ion and r e v o l t , and hence his 
teaching i f accepted with prosaic l i te ra lness could 
be l i k e l y to lead to the most immoral r e s u l t s [ . ] 
With his hatred of hypocrisy and be l i e f in the deep 
i ns t i nc t s of humanity, there i s nothing that he 
hates more than the whited-sepulchre moral i ty of 
much of our respectable English l i f e , which binds 

our l i b e r t y with burthens grievous to be borne.--
And l i v i n g as he did in a dreamland of his own, i t 
must be confessed that he is inc l ined to worship 
l i b e r t y too much at the expense of law, and i n s t i n c t 
and passion at the expense of reason and se l f -
con t ro l . With great natural power of se l f -con t ro l 
himself he appears to be qui te unaware of how 
de f i c ien t most men are in th is respect—and to 
ignore the great pract ica l fac t that l i b e r t y is 
preserved by law, i n s t i n c t r e c t i f i e d and re-created 
by reason, and passion in tens i f i ed by s e l f - c o n t r o l . 
Without se l f -con t ro l there can properly speaking be 
no passion, but merely appetite and outrageous 
l u s t [ . ] Blake sometimes apparently forgets t h i s , 
but only apparently—for the ult imate idea of his 
philosophy is the int imate union and mutual 
dependence of law, and l iberty—what he symbolises 
under the f igure of the "Marriage of Heaven and 
H e l l " . In reading Blake, then, we must always keep 
th is in mind, that such expressions of v io len t 
revo l t as are contained in some of the "Proverbs 
of Hell " - - f o r example "Damn braces, bless relaxes" — 
"The Tigers of wrath are bet ter than the horses of 
i n s t r u c t i o n " , e t c . , e t c . , give us but one half— 
although a most important one of Blake's philosophy. 

19 Todhunter appears to be using the word in the sense of the 
glass vessel of an air-pump i n which the vacuum is formed. Cf. 
Young, "Like cats in air-pumps to subsis t we s t r i v e . " 
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