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Careful ly edited and handsomely appointed with twenty-
f ive reproductions (fourteen of Blake's work), the 
Gray bicentenary volume is both varied in i t s 
approaches and expansive in i t s concerns, one of 
which is gathered into focus by the ed i to rs ' Preface: 
"What of Gray's i l l u s t r a t o r s , commentators, and 
c r i t i c s , " they ask; "what, espec ia l ly , of Blake . . . 
--what had he seen in Gray's poems to inspi re him to 
i l l u s t r a t e them so copiously and beau t i f u l l y " 
(pp. x i - x i i ) ? To these questions, pa r t i cu l a r l y the 
l a s t , the essays by Irene Tayler ("Two Eighteenth-
Century I l l u s t r a t o r s of Gray") and Ben Jones ("Blake 
on Gray: Outlines of Recognition") are a response. 
Both c r i t i c s understand that in Blake's work the 
wr i t ten word and p i c t o r i a l expression, each requir ing 
i t s own lex icon, each informed by i t s own t r a d i t i o n s , 
l i t e r a r y and p i c t o r i a l , ca l l fo r d i f f e ren t types of 
consciousness; and both also perceive that in te rpre t ing 
Blake's pictures depends upon def in ing the i r r e l a t i o n -
ship to the wr i t ten word. The re la t ionship between 
Blake's pictures and Gray's poems, they conclude, is 
marked by a s p i r i t of content ion, Blake creating 
designs tha t , not "consonant" wi th Gray's poems, 
"counter" them--designs that are "d is rup t ive ly 
c r i t i c a l and possionately i n te rp re t i ve " (pp. 119-20, 
25), involving Blake in a "polemic" wi th his precursor. 
Out of th is polemic--out of the "d ispar i t y " between 
Gray's poems and Blake's designs for them--comes what 
Jones ca l l s " ind iv idua l ized i n t e rp re ta t i on , " "h ighly 
a r t i cu la te representations of . . . a response" 
at once " imaginative" and m i l i t a n t l y "independent" 

\ of Gray's poetry and of the c r i t i c a l t r a d i t i o n i t 
f
! e l i c i t e d (pp. 127, 129, 134). 

-, 
This thesis is not new: i t was f i r s t advanced 

by Ms. Tayler in her admirable book-length study of 
5 Blake's designs fo r Gray's poems and is propounded 

again in her essay for th is bicentenary volume, an 
? essay that is both judic ious in i t s descr ipt ion of 

indiv idual designs and perceptive in i t s in te rp re ta t ion 
of them. In contrast , Jones' essay exhib i ts too much 
ina t ten t ion t o , and imprecision o f , de ta i l to inspi re 
confidence. In his discussion of Adversity and the 
sleeping poet, Jones attends to the iconography of 
gesture, the raised r i gh t hand, while ignoring the 
dark clouds toward which i t po in ts . ( Is there an 
analogue to be noted between th is design and plate 
1 of Milton--the raised r i gh t hand, the dark swi r l ing 
clouds?) Or, when in te rpre t ing the sequence of 
designs for Ode on the Spring, Jones makes no d i s -
t i n c t i o n between the nude f igure of the awakened year 
in plate 3 and the "nude" poet of plate 6, who is 
actua l ly clothed in f i l m y , bardic vestments. The 
qua l i t y of response that dist inguishes Tayler 's 
c l a r i t y from Jones' murkiness is s t r i k i n g l y evident 
in the statement each c r i t i c makes about the f i r s t 
design for the Ode on the Spring ser ies : Jones says 

i t is " in t roduc tory , " yet d i f f e ren t from the l as t four 
designs, which " i l l u s t r a t e the tex t of the poem" 
(p. 130); more pointedly, Tayler acknowledges that i t 
i s a " f ront isp iece to the whole set of six poems and 
so includes al lusions to each of the s ix" (p. 126, 
n. 4 ) . 

Unquestionably, Tayler 's is the f i n e r , the more 
d isc r im ina t ing , of the two essays; but even so, her 
essay is flawed by inexact h is to r i ca l observations 
tha t , in the f i na l pages, are c r ipp l ing to her 
argument. According to Tayler, i t was not un t i l 1745 
that publ ishers, e i ther in England or on the con-
t i nen t , "attempt ed to incorporate i l l u s t r a t i o n in to 
tex t " (p. 123); in that year, A lb r i zz i pr inted an 
ed i t ion of Tasso's Gerusalemme Liberata wi th designs 
engraved a f te r Piazzetta. What is "new" in these 
designs, says Tayler, is "the series of v ignet te-
shaped headpieces and t a i l p i e c e s , " which contain 
elements not j u s t decorative (as they had been in 
ea r l i e r i l l u s t r a t i o n ) but t r u l y i n t e rp re t i ve ; these 
designs mark a turning point in the history of book 
i l l u s t r a t i o n , her argument goes, and Bentley, probably 
fami l i a r wi th th is e d i t i o n , is said "to have been the 
only i l l u s t r a t o r fo r the next forty years to rea l ize 
that a revolut ion in book design was taking place" 
(p. 125). These proposi t ions, however convenient, 
cannot be h i s t o r i c a l l y authenticated. 

James Thorpe once observed that "ornamental 
borders, i n i t i a l s , headpieces and ta i lp ieces are not 
i l l u s t r a t i o n s but decorations. Like the type and the 
cover," he says, "they belong to the production of the 
book rather than to the author's t ex t . The two 
processes—decoration and i l l u s t r a t i o n - - a r e qui te 
d i s t i n c t " - - d i s t i n c t during the 1890s but not , as 
Tayler impl ies , during the eighteenth century. David 
Bland might have provided Tayler with the proper 
h i s to r i ca l perspect ive, observing that "while i l l u s -
t r a t i on came f i r s t i t was followed . . . by i t s 
abstract counterpart, decorat ion," which, rather than 
being a mere embellishment, worked in harness wi th 
i l l u s t r a t i o n to convey a poem's meaning. Such was 
the case in the Renaissance, and in much i l l u s t r a t i o n 
of the eighteenth century. For v e r i f i c a t i o n , one 
may turn to the f i r s t i l l u s t r a t e d ed i t ion of 
Gerusalemme Liberata or to the designs that were 
made to accompany Spenser's The Shepheardes Calendar 
- - i n both instances, i l l u s t r a t i o n and tex t are 
wedded, orobably because i l l u s t r a t o r and poet worked 
in consort. Or fo r the kind of uni ty Tayler discovers 
between decoration and i l l u s t r a t i o n , one may turn to 
b i b l i c a l i l l u s t r a t i o n of the Renaissance or to some 
Mil ton i l l u s t r a t i o n of the early eighteenth century 
(the designs by Cheron and Thornhi l l accompanying 
the 1720 Tonson ed i t ion of Mi l ton 's poems--designs 
composed of headpieces, t a i l p i eces , and l e t t e r 
ornaments—provide a convenient example). 
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Moreover, i t should not be in fe r red , that the 
"d is rupt ive ly c r i t i c a l " design is the creation of 
Blake or of his age; fo r Kurt Weitzmann has shown 
that the t r a d i t i o n of correct ive i l l u s t r a t i o n is 
traceable to early i l l u s t r a t o r s of Homer and V i r g i l , 
and the same t r ad i t i on is evident in Luther's B ib le , 
where the commentator who would relegate the 
Apocalypse to an appendix is confronted by an 
i l l u s t r a t o r who creates a set of fu l l -page designs 
(they accomDany only the Book of Revelation) by way 
of restor ing John's Apocalypse to i t s au thor i ta t i ve 
posi t ion in the Bib le. Such contention is also 
evident, both between i l l u s t r a t o r and poet and 
between i l l u s t r a t o r and i l l u s t r a t o r , when Paradise 

Lost is i l l u s t r a t e d for the f i r s t t ime. I n i t i a l l y , 
the contention manifests i t s e l f in the way that 
John Bapt ist Medina, responding both to Mi l ton 's 
text and to Dr. Henry A ldr ich 's i l l u s t r a t i o n s fo r 
the f i r s t two books, t r i es to impose an orthodox 
conception of Satan on the unorthodox f igure who 
dominates Mi l ton 's poem and A ldr ich 's i l l u s t r a t i o n s 
for i t ; subsequently, i t manifests i t s e l f in the way 
that one engraver, Pierre Fourdr in ier , returning in 
1725 to A ldr ich 's designs for Books I and I I of 
Paradise Lost, a l te rs those designs, bringing them 
into l i ne with what had cone to be regarded as the 
orthodox understanding of Satan which Mil ton was 
said to have v io la ted . 

This t r a d i t i o n of contention between author and 
a r t i s t stands behind the work of Blake the i l l u s -
t r a t o r ; and Blake's place w i th in th is t r a d i t i o n , 
though not unique, is qui te remarkable. By Blake's 
t ime, i l l u s t r a t i o n had become an ar t of compromise, 
less concerned with upholding the i n t e g r i t y of an 
author's statement than wi th supporting the received 
opinion of what an author should have said. As an 
i l l u s t r a t o r , by the very fac t that so many of his 
designs for other poets were not engraved, Blake 

refused to supDort the corporate images that 
eighteenth-century edi tors and publishers were busy 
creating—he refused to turn his own i l l u s t r a t i o n s 
in to a form of adver t is ing. Often Blake f e l t obliged 
to draw "correct ive" designs; yet those designs, 
instead of d i s f i gu r ing another's v i s i on , c l a r i f i e d 
i t ; on occasion, as is the case wi th some of the 
Mil ton designs, Blake's object ive was to correct not 
the poet's statement but the c r i t i c a l t r ad i t i on 
that had misconstrued and misrepresented i t . However 
contentious, Blake's i l l u s t r a t i o n s , subversive of 
corporate ed i t o r i a l images, are vehicles for his own 
innovative c r i t i c i s m . 

I t is to Tayler 's c red i t that she Dushes us 
beyond the ind iv idual design in to the t rad i t ions 
that helped to shape i t ; but Tayler does not push 
us far enough. I t is not the indiv idual a r t i s t ' s 
designs that i l luminate Blake's own; ra ther , i t is 
the whole t r a d i t i o n of iconography which a Doem has 
accumulated that opens the meaning of Blake's 
i l l u s t r a t i o n s fo r i t . Moreover, i f the concern is 
with Blake's tac t ics of i l l u s t r a t i o n (as Tayler 's 
seems to be), then i t is perhaps more productive to 
scru t in ize those t rad i t ions of i l l u s t r a t i o n that 
stand behind the Bible and Mil ton than those standing 
behind Gray's poetry. Af ter a l l , cer ta in texts 
( l i ke the epics of Homer, V i r g i l , and Mil ton or the 
books of Genesis and Revelation) were frequently 
i l l u s t r a t e d , often by great a r t i s t s . I t is these 
texts that inspired the great revolut ions in book 
i l l u s t r a t i o n (other i l l u s t r a t o r s , not Bentley, are 
responsible for the innovations Tayler a t t r ibu tes 
to him). A knowledge of these t r a d i t i o n s , especial ly 
those surrounding Mi l ton 's poetry and the Bible 
(which we have yet to acquire) , joined to a ref ined 
c r i t i c a l in te l l i gence (of which Tayler 's is exemplary) 
w i l l enable students of Blake to penetrate nuances 
of meaning s t i l l hid in the fo rmal i t ies of his a r t . 
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