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Europe 6: Plundering the Treasury
STEPHEN C. BEHRENDT

In The Illuminated Blake, David V. Erdman suggests
that plate 6 of Europe: A Prophecy (illus. 1) presents a
case of incipient cannibalism, citing as evidence the
gloss supplied by Blake's friend George Cumberland
which labels the picture "Famine" and includes the
notation, "Preparing to dress the Child," along with a
quotation from Dryden: " ... to prolong our breath We
greedily devour our certain Death." Erdman observes
that the picture demonstrates not only that the camp
followers of War are Famine, Pestilence, and Fire, but
also that "it is the rich and powerful who devour the
children, the young who die of plague, women and children who perish in flames. "1 Already in 1784 Blake had
assembled these apocalyptic elements in his Royal Academy picture of War unchained by an Angel, Fire, Pestilence, and Famine following; by 1794 he had begun a
related series of pictures that would culminate in the
watercolors of Pestilence, Fire, War, and Famine - the
latter, explicitly representing cannibalism - which he
completed for Thomas Butts c. 1805. 2 That Blake had already begun to associate cannibalism with famine by the
time of Europe 6, however, is apparent from the relationship of Blake's design to several images from the
popular and widely-circulated work of James Gill ray.
That Blake was familiar with Gillray's work is evident from numerous connections between Gillray's
political prints and Blake's visual works from the early
1790s. 3 Only a year Blake's senior, Gillray had entered
the Royal Academy in 1778, the year before Blake, and
had become an acquaintance and correspondent of
Fuseli in the following years. Asserting flatly that Blake
"must have been acquainted with Gillray, " David Bindman observes that despite their later political differences
t~e two artists "share a sense of the unremitting corruption of the world. "4 Precisely this sense of unremitting
corruption links Europe 6 with Gillray's work. Significantly, though, the background rather than the figures
themselves establishes the tie.
The dark, arching stonework of the hearth in
Bla~e's picture is unmistakably that of the Treasury,
whIch appears frequently in Gillray's prints, occasionally bearing not the usual inscription, "Treasury" (which
appears in prints of 21 April 1786, 29 May 1787, 14 August 1788, 3 June 1793, 24 February 1801, and 1 May
1804), but another such as "Excise-Office" (9 April 1790,
where "Treasury" has been crossed out and the new

words are being inscribed) or "Granary" (19 January
1803). The most immediately relevant occurrence (and
one of the earliest) of the Treasury facade is in Monstrous
Craws, at a New Coalition Feast (illus. 2), published 29
May 1787 and extant as both monochrome etching and
hand-colored aquatint. The print takes as its point of departure the recent exhibition in london of two women
and a man whose remarkable greatly distended necks
had undoubtedly resulted from goiter affliction. 5 Gillray appropriated this sensational topical image for his
picture of Queen Charlotte, the Prince of Wales, and
George III (whom Gillray dressed as a woman, to replicate the sexes of the unfortunate trio exhibited in london) devouring golden porridge from a great bowl bearing the inscription 'John Bull's Blood" - the national
wealth - in a variation of one of Gillray's favorite
themes: the exorbitant pu blic expense of maintaining
the royal family. The Prince of Wales, his own nearly
empty craw symbolic of his perennial want of ready
money, glances enviously at his greedy mother. In his left
hand he holds a spoon inscribed "£10000 pr An." and in
his right another inscribed "£60000 pr An.," these being the sums allotted him by Parliament and the king.
Visible within the arch in Monstrous Craws and
most of the other prints in which the Treasury appears
are its spike-topped gates: here the spikes surmount a
horizontal line that passes behind the king's right hand.
The distinctive wall, rounded arch, and gate spikes all
recur in Europe 6, the horizontal line (in nearly the
same position where Gillray locates it) split to flank the
hearth-grate, the spikes modified to wavy verticals at the
kettle's right and crosshatched lines at its left. Even the
wavy lines indicating the wall's texture recur in Europe
6, as they do in other plates in Europe and America.
Gillray often ironicaJIy juxtaposed the notorious
public extravagance of the royal children - particularly
the Prince of Wales, whose debts were both a public
scandal and a public burden - with the purportedly
modest private lifestyle of the king and queen, as in his
famous print of royal belt-tightening, Anti-Saccharites,

orJohn Bull and his Famtly leaving off the use ofSugar
(published 27 March 1792; illus. 3). Since the extreme
frugality of the king and queen in private life was well
known, considerable discussion (and much political satire) centered upon the question of what became of the
large sums for which the king, citing his considerable
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2. Jam s ill ray. Mons/rotls Craws, at a New Coalition Feast. Courtesy of Henry . Huntington Library and Art Gallery, San
Marino, alifornia.

d bts, r gularly p titi n d ParHam nt. Knowing th
royal coup) 's stinting lifestyle, many attribut d these
p titions to pur gre d. 6 enc th imm diate relevane of BIray's da iog dou bl cad atur ,Frying Sprats
and Toa.rting Muffins (published 28 Nov mb r 1791;
iHus. 4), in the former of whi h he queen's overflowing
. 0 k ts emphasjz th hypo risy of economizing. Promin nt in this ouble print j the bar-grated hearth at
which qu n and king prepar h if plain fare. Eight
onths later, in Temperance enjoying a Frugal Meal (28
July 1792; illus. 5), th king and queen njoy a thrifty
I of sau rkraut and boil d e gs whil another ornate
barred If pI c in the securely bolt d royal apartm nts
has fall n tnt such disu e that behind th bars appears

not a fire but a floral arrangement whose three drooping
white blooms (perhaps meant to suggest the fleur~ de
It's) testify to its state of neglect. This print, too, appeared as both monochrome etching and aquatint, enjoying in both "the highest reputation."7
Blake's fusion of the familiar images of barred
hearth and Treasury facade .produces in Europe 6 a
harrowing image that goes well beyond the scope of
Gill ray's prints and imbues the caricaturist's elaborate
play upon the act of r:ating, in Monstrous Craws and
elsewhere, with distinctively cannibalistic overtones. As
in America, what is cannibalized is the very basis of society, th family: humanity onsumes itself. here are
no m n, for instance, in Europe 6, for they are presuma-
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3. James Gillray. Anti-Sacchantes, orJohn Bull and his Family leaving off the use of Sugar: Courtesy of Henry E. Huntington
Library and Art GalJery, San Marino, California.

bly occupied elsewhere as the makers or the casualties of
war. The roaring flames and billowing smoke of Europe
6 indicate that the national wealth - human and monetary, as well as spiritual and ethical- is being boiled
away and that neither rich nor poor (as denoted by
the women's garbS) are spared. Blake's conversion of the
Treasury into cooking-hearth is doubly ironic, since it is
the Treasury that funds the recurrent wars that consume
England's resources. Moreover, if the child here is male
(as is particularly suggested by its placement on the train
of the woman's dress, a detail that occurs frequently in
~enaissance Nativity scenes and that lends a doubly
itonic note to this scene of child death), then Blake's
design echoes Monstrous Craws in its num bers of male
and female figures. And in the great kettle Blake has

worked a subtle variation upon GiJlray's howl of 'John
Bull's Blood," for John Bull's children constitute the
real "blood" and wealth of England, sacrificed in a desperate "meal. " Blake was still too much an active radical
at this point in his career to be either unaware of the
specifically political dimension of his imagery or unwilling to exploit that dimension to its utmost in Amen'ca
and Europe.
As in Amen'ca, in which the family unit is consistently depicted as shattered by death or enforced separation, in Europe the only "whole" family occurs in the
large illumination to the final plate (illus. 6), where a
man carries an apparently unconscious woman while
compelling a female child to climb the stair with him.
Blake's arresting image derives almost certainly from
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4. ] mes ille y. Frying Sprats. Courtesy of Henry . Hunting ron Library and Art GalJery, San Marino, California.
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. S. J~mes Gillray. Temperance enjoying a Frugal Mea/. Courtesy of Henry E. Huntington Library and Art GaJJery, San Marino,
Caltfornta.
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Europe 13 and an indication of at least potential postmillenial survival. Given the apparent escape, intact, of
this family unit, humanity seems yet to stand a chance
of avoiding total self-immolation. On the other hand,
considering the bloody turn the Terror-ridden French
Revolution had taken by the time Blake completed Europe, these ominous, ambiguous flames may be those
not of liberation and purification but of blind selfconsumption, a possibility underscored by another particularly grisly Gillray print.
Un petit Souper, a la Parisienne; or, A Family of
Sans-Culotts refreshing, after the fatigues of the day
(i11us. 8), published 20 September 1792, makes concrete
and explicit the ravenous cannibalism of the Revolutionary France of the September massacres. Here a skewered
child hangs before another of those horizontally-barred
fire-grates, "dressed" for cooking and basted by a pistolpacking hag while other citoyens feast on a variety of
body parts, including a heart. On the table in gruesome
parody of the familiar subject of St. John the Baptist is
a severed head on a platter, its right eye and ear hungrily
devoured by a scrawny Frenchman. Interestingly, at
the lower right another man sits on the naked torso of

6. William Blak . Europe, plate 15. Lessing]. Rosenwald Collection, Library of ongress, Washington, nCo

laxman's The Fury ojAthamas (1790-94; illus. 7),9 but
it b rs themati associations also with he escape of Lot
and hi family from Sodom and
morrah (a scene
Blake h d eng ved c. 1781 for The Protestant's Family
Bible and whkh lik wis incJud s jn the figure of Lot's
wife a w man looking backward toward the flames),
Raphael's painting of the fir in the Borgo, the story of
Aeneas rescuing his fa her and hild, and the expulsion
rom den (ighteenth- ntury illustrations of whi h
fr qu ntly iovolv stairs of on sort or anoth rand al11 to the £1 ming sword hat bars the return of Adam
and .N ).10 In America, plate 3, lake had recently em ..
ployed related itn g (borrowed from John Singl ton
opley's Death of Major Peirson) of a backwardglancing family of thre - the only m lete fam.ily unit
piclcd in America-fl dng from surging .flames. II
Th t th famiJy in Europe IS is ascending the stairs
past a brok n lassi al olumn is a r latively positive
ign, a visual hint of liberation from th dungeon of
r

7. John Flaxman. The Fury of Athamas. The National Trust.
Ickworth.
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8. James Gillray. Un petit Souper a fa Pansienne; or, a Family of Sans-Culolts refreshing, after the fatigues of the day. Courtesy
of Henry E. Huntington Library and Art Gallery. San Marino. California.

a female figure whose posture, lying on her back with
arms outstretched in cruciform fashion, appears frequently in Blake's visual art: e.g., the illumination to ''A
Poison Tree" (Songs o/Experience) and both versions of
A!ichael Foretells the Crucifixion, from Blake's illustratI.ons to Paradise Lost. Europe 6 would seem to turn the
VIolent anti-gallicism of Gillray's print against itself,
universalizing the theme of cannibalism by stripping
the image of its nationalist propaganda. Europe moves
beyond America's attack on England's war with America
~a~d, by analogy, with France) to expose the canniballstlC nature of war itself. In a very real sense, the flames
from which the family group of Europe 15 flees are also
those that heat the cauldron in Europe 6.
A final word about Gillray's many variations on the
tapas of eating is appropriate in conclusion. The act of
consuming provided a singularly pertinent metaphor
f r the self-destructive state of affairs in England (and on
t e Continent) as caricatured by Gillray and his contem-

h

poraries. 12 Popular art furnished abundant precedents
for the sort of references to actual and metaphorical
cannibalism we encounter both in Blake's visual art
(e.g., the Famine of c. 1805, the background of which
still echoes the Treasury facade) and in his illuminated
poetry (e.g. ,jerusalem, plates 25,69, and 85). Gillray's
well-known A Voluptuary under the Horrors 0/ Digestion (2July 1792; illus. 9), which immediately preceded
Temperance enjoying a Frugal Meal and epitomized
profligacy and gluttony, furnishes a stark contrast to the
emaciated figures either depicted or described in America and Europe and represented in visual works like
Pestilence, Famine, and ~r (A Breach in the City, the
Morning after the Battle), all of which were evolving in
the 1790s. Furthermore, the sharply anti-gallican double print of 21 December 1792, French Liberty [and]
Bn"tish Slavery (illus. 10) ironically contrasts the relative
luxury and security of the fat Englishman (aJohn Bull
type), who laments his high taxes while carving for him -
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().James illray. A Vol1lptllary IInderthe florrorsojDigcstion. ourtesy of H nry E. Huntington
Marino, • lifornia.

~'brary

and An Gallery, San
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10. James Gillray. French Liberty [and) British Slavery. Cour tesy of Henry E. Huntington Library and Art Gallery, San Marino,

self a substantial portion of the roast beef of England,
with the state of the scrawny, ragged, scallion-chewing
Frenchman (whose clawed feet betray his demonic nature), who extols the virtues of liberty. There may be a
connection with Europe 6 here as well, grounded in the
SOrt of ironic juxtapositioning of appearance and reality
of whkh Gillray was fond and which Blake frequently
employs in both his verbal and his visual art. Gillray's
~gitated Englishman, who claims that "this cursed MinIstry" and "their damn'd Taxes" are "making Slaves of us
~11, & Starving us to Death, " is clearly not starving, nor
1S the well-dressed, necklaced, and plumpish woman
seated at the right in Blake's design.
Taken with the elaborate force -feeding depicted in

Sans-Culottes feeding Europe with the Bread o/Liberty
(12January 1793; illus. 11), this double print, along with
a whole series of prints from 1787- 1795, underscores the
Contemporary political cartoonist's preoccupation with
the metaphor of eating. It was, then, entirely natural for
Blake both to embed intimations of cannibalism within
~he familiar visual metaphor of Europe 6 and to capitallze upon the rich texture of association invoked by the

looming presence therein of the familiar Treasury facade, and he could have trusted his contemporaries to
recognize and to credit the topical political significance
of his reference.
I wish to thank the Center for Advanced Study in the Visual Arts,
at the National Gallery of Art, Washington, DC, for the award of a
Visiting Senior Fellowship during the Fall of 1986 , of which this
essay is one result.
1 The Illuminated Blake, annot. by David V. Erdman ( arden
City, NY: Anchor/Doubleday, 1974) 164. Plate numbers in this discussion follow Erdman's.
2See Marrin Budin, The Paintings and Drawings of rPilliam
Blake (2 vols.; New Haven and London: Yale Univ. Press, 1981), 1:
pI. 221, 187- 96.
3 Erdman's suggestion, for instance, that Blake's emblem ell
want! I want! (from For Chtldren, 1793) is directly indebted for the
detail of the ladder extending toward a crested moon to Gillray's
Slough ofDespond of 2 January 1793 provides what would seem to
be indisputable evidence of the connection. See The Notebook of
WIlliam Blake, ed. David V. Erdman, rev. ed. (New York: Readex,
II
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11.) mes Gillray. Sa11-Culottes feeding Europe with the Bread 0/ Liberty. Courtesy of Henry E. Huntington Library and An Gal.
ry, San Marino, California.

1977), [N40], s well as rdman, Blake: Prophet agai'lSt Empire,
v. d. (Gard n icy, NY: Anchor/Doubleday, 1969), passim. On
Blake's usc of other visual material from political art ons, se also
Nancy Bogen. "Blake' Debt to ilJray, AN&Q 6 (1967): 35-38,
and Srephen ,B hren [, 'This A urs d amity': Blake's America and the American Rev lution. " The Eighteenth Century: Theory
and /l1terprela#on 27 (1986): 26-51.
David Bindman, William Blake: His Art and Times (New
Hav'n: Y:l le nt r for Briti hArt. 1982) 25.
, Ri hard odfrey, EnglIsh Can' attire, 1620 to the PreSetlt
(London: Vi roria nd Alben Museum, 1984) 81- 82.
6Thomas Wright, The lPork.r ofJame.r Gil/ray, the Carica/tJrist
(1873; rpt. Amsterdam: S. Emmering, 1970) 78.
7Wright 133.
IIErdman Sl gg StS th ttl c two women and th' hild in Europe
6 m;lY d riv from emblems in lak ,'s n rebo k, numbers 73 and
B3, th lart r of whi h depi taw -It-dr ssed worn' n hiding on her
I' l a simi/. r1y stiff nd pc 'sumably dead chi ld . h position of the
hilrl in nt/rope 6 cho s that f th . chi ld in rh . whe tfield aT the
bonom of America 9-which hild rdm. n regards a • like rh
r

II

II

Fren h Revolution. "new born" - and it recalls also the position of
yet another r umbent child from page 77 of the notebook. See The
IlIumt'natedBlake, ]64, 147. and Notebook, [N73]. [N83], [N77].
9 Although Flaxman did not return to England from Italy until
1794, he had periodically sen back to England both his own works
and plaster casts after antique pie es. The Fllry of Athamas is itself
based upon Gaul Kzlling His WIfe ( . 240-200 BC). which Flaxman
had opied from all angles at the ViJla Ludovisi. See Sarah Symons,

Flaxman and Europe: The Outline 1/lustrations and their Influence
(New York and London: Garland, 1984) 83. Importantly. both these
works center upon the disruption or de truction of the amily unit.
l°For the Lot illustration, see Roger R. Easson and Robert N.
Essick. Wil/iam Blake: Book 1I/lIs/ralor(2 vots.; Memphis: American
Blake ound rion, 1972-79),2, pI. XX, 2. rdman suggests the relationship 0 Aeneas in The IlluminatedBlake. 173, contending that
th man is Los rescuing his d ughters.
11 See Behrendt. ". his Ac ursed
mily. '" j.
12 5 e also Ron Id Paulson, RepreselJl, tiOTU of ReVO/lltiO'l1
(7789- 1820) (New Hav n nd nd n: Yale Univ. Press, 1983) 200.
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MINUTE PARTICULARS
Blake's Camme-bined Cherubim:
A Note on Milton, Plate 32
Leslie Brisman
A few years ago, when I was acting as Education Chairman of a Hebrew Day School, a parent came to me with
a complaint: The school's curriculum specified that children would be exposed to medieva~ biblic~ commentary
as well as being encouraged to wnte thea own. But hlS
child was not being taught Rashi, and Rashi (the writings of Solomon ben Isaac, 1040-1105) ought to be regarded as the inspired commentary, the commentary
that God gave Moses on Mount Sinai to help him understand Mosaic law. I did not relish the prospect of confronting the teacher in que.stion ~ith this .complaint. A
woman of massive proportlons, wlth a VOlce that could
shake mountains, she had already laid the ground-rules
for any conversations about her teachin~: One had to
meet her in her classroom and to crouch lnto one of the
child's desks while she glowered from behind - a!ld
then, at a crucial moment, from on - her no less masslve
desk.
"Rashi?" she thundered. "And do you know who
this Rashi is?" She closed her eyes and intoned Exodus
25:18, the description of the ark-work: "'Make two
kruvim of gold, make them of beaten metal at th~ two
corners of the ark-cover.' And what does your Rashl say?
'Keruvim: Dmut partzuftinok lahem. Cherubim: They
had the face of babes.' What did this Rashi know? He
had seen some cute little putti on the ceiling of the cathedral of Troyes, putti with their dimpled red ch.e~ks,
their soft round bellies, their chubby thighs half hldl':1g
their little penises, and that's what he thought kruvtm
were: darling little cherubs! NO WAY!" she bellowed,
now mounting the desk top: "These kruvim. are fearsome creatures, big-er.ed , bushy browed, wlth rhere
pointing to her own bnlliantly orange-dyed locks] flamlng hair. They are creatures to overwhelm [pound], to
threaten [pound], to ward off [grand pound on the
desk]! "
"Why not present Rashi's interpretation as open ~o
question?" I mumbled. "Why not suggest to the chtldren both putto and monster? And how do you know
Yours is the interpretation?" "I know," she roared, "because I am inspired!"
Although Blake would have cared no more for this
particular incarnation of the Covering Cherub than for

PAGE 95

the Rashi she thought she knew all too well, it is curious
that the poet and the lady in question share a trope that
the medleval commentator would not risk. His wisdom
does not purport to come directly from a voice speaking
from between the cherubim. 1 The idea that "inspiration" means the power to interpret ancient texts is an
idea perhaps always in the back of our minds as we read
Blake or the Bible - but still deeper in the unconscious
mind of the eleventh-century interpreter. Rashi is sometimes engagingly open about his uncertainty in interpreting a difficult passage; at other times he sounds sure
of himself, but his surety is that of decorous, philological knowledge. Sometimes he is playful, but the playfulness is, I believe, almost always borrowed. This is surely
the case with regard to the cherub. Because he lived in
northeastern France and died in 1105, about a hundred
years before the Cathedral of Troyes was even begun, we
can feel reasonably certain that he never saw a putto
there; nor would he have seen one there had he lived a
little longer. He would have had to stretch the inner eye's
prophetic vision some four hundred years to developments in Italian Renaissance painting. But though he
had seen none of those fat-cheeked baby-faced cherubs
(let alone their cute little penises), he had certainly seen
- twice, in fact, in Talmud Sukkah and in Talmud Hagigah - passages about cherubim containing the playful
etymology of Rabbi Abbahu, a Palestinian who said
cherub means "like a youth" - the comparative letter
kaf plus ravya, Aramaic for" growing boy. "2
Had he had Akkadian and Assyrian at his command, Rashi would no doubt have been happy to derive
keruv from roots meaning "to pray or bless, to be propitious to man. " The desire to have the cherubs benignant rather than malicious forces indicates no belated,
Satanic mildness (Hayley wisdom), but better philology
-as well as better pedagogy- than Mme. Covering
Cherub could imagine. There is an additional double
irony, which both Rashi and Blake might have delighted
to discover, in the fact that tinok in modern Hebrew
decidedly means "babe" rather than "stripling, youth,"
while keruv is a cabbage. The cherubim of today's esemplastic imagination are not the visionary property of the
Kohanim, the ancient priests, but of Alfred R. Kahan,
president of Coleco: the cabbage patch kids. Rashi's verbal "childsplay," however, is simply a repetition of Abo.
bahu's anachronistic philology-the idea that the Biblical Hebrew word keruv comes from the later, Babylonian
Aramaic word ravya. Both the Talmud and eighteenthcentury Christian Hebraists, some of whose work was
surely known to Blake, delighted to treat the letter kaf,
when part of a root, as though it were the comparative
prefix attached to a root, and to invent etymologies accordingly.3
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Abbahu's philology is hardly definitive hermeneuti wisdom on the question of cherubim. Although Exodus 25:20 pictures the cherubim as covering the ark with
their outspread wings, these are decidedly not .• covering
cherubs" In the sense of figures that, like the teacher, deny, impede, frustrate, or ward off. They are literally constructed to be of a piece with the kapporet, the covering
of the ark that is associated with kapparah, merciful
covering up of sin. The biblical conc pt of atonement
seems relat d to this matter of the furnishings of the ark
insofar as what is done cannot be undone; it can only be
cov red over," mercifully overlooked. God is where
th re is forgiven ss-overlooking-of sins. If one emphasizes the copulativ , or restates this as IIGod is for ..
giveness of sins, " we already hear Blake, to whom we will
turn shortly. MeanwhHe, it is worth noting the architectural symbolism of cherubim that are of a piece with the
kapporet, so that they appear to rise out of atonement as
m bodim nts of lovingktndness. A second feature of the
herubim which might have engaged Blake's imagination is that their faces are described as towards each other
and towards the kapporet: uTheir faces are turned to one
a other; toward the cover shall the faces of the cherubim
be" (25:20). They both face each other and r gard the
srmbol of aton ment that is spread out b tween them,
, substantially expressed" from the pure (gold) substance of which they are made, and by which they are
seamlessJy drawn togeth r. There is a Kabbalist notion
that the cherubim ar male and female and that they
fa each other in love; the space they defin b tween
th m, he space where God says his presence will be
manifest, is th s ace of Jov . Not original to the Zohar,
how ver, the idea of the cherubim as creatures in love is
already present in th Talmud:
II

Whenever Isra I came up to the Festival, the curtain would be removed for th m and he herubim were shown to th m, whose
bodies wer intertwisted with one another. And they would be thus
addressed: Look! You are beloved before God as the love between
man and woman. 4

To b tm to th Talmud w must sp cify tha th love
o od for his people is tenor, represen ed by the vehicle
of earthly love. My d sir to say that God is the love of
man and woman is not v ry almudi, hough it is v ry
lak . Now th God Blak internalizes sometimes is the
Old Tc stam nt God 0 wrath. As Isaiah tells Blake, "I
saw no od. nor hard any, in a finit organical perception ... . I was hen p rswad d. & remain confirm'd, that
the voi e of honest indignation is the voi e of God."5
ut th voi of G d is also the voi e of th turtI heard
in th land when th wint r of indignation is pas , and
th od who or lake 1 as a human face, who is found
in on human fa e turning in kindness to another, is
r pr s nt d by ch rub facing ch rub over the ark.
It is ime to turn dir cdy to Blak -plat 32[35] in
f Milton. The ont xt is a discussion of the
opi S ,
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Divine Mercy, which for Blake is associated with kapparah or atonement precisely as kapparah is related to
kapporet, the covering over the ark out of which the
cherubim emerge. At several critical junctures in Blake's
epics, perhaps most notably in the Cambel-Gwendolen
story inJerusalem, the forgiveness of sins is related to the
root meaning of kapparah. In Parkhurst's Lexicon, Blake
would have discovered that the verb II is frequently rendered, To atone, expiate, or appease; but in all these instances the attentive reader can scarcely help observing,
that the radical idea of covering is preserved." It is an
idea Blake transforms from dictionary to plot. Atonement in Blake is further related to an undoing, or at least
an abstraction, of the Christian plot by which a state becomes an individual- Christ, IIWhom God hath set
forth as a propitiatory or mercy-seat."6 Forgiveness of
sins depends on the ability to distinguish "states from
individuals in those states. / States change; but individual identities never change nor cease" (E 131). On the
personal level, this means that one has to learn to distinguish a state of mind from an individual in that state of
mind. Two people who love each other may quarrel from
time to time; to be able to perform their own gentle
reconciliations, they must be able to recognize hostility
or jealousy as states passed through, rather than true revelations of each other's identity. Although the mistakes
of the past cannot be unwritten, they can be •• covered
over" when recognized as states of mind, separate from
individual identities.
This much is lovely, soft-core Blake. Interwoven
with it is a vision of history that we might call hard-core
Blake. Though associated with a somewhat esoteric notion of ages of history, the idea of individuals representing stages of spiritual development is not difficult but
familiar. To speak of Abraham is to speak of a certain
stage in religious consciousness represented by the benignant tales of patriarch Abraham. To speak of Moses
(when Blake wants to speak nicely of Moses) is to speak
of a prophetic will to cast out idolatry; it is Moses the
smasher of tablets whom Blake rewards with a place in
his Vision of the Last Judgment:
It ought to be understood that the persons Moses & Abraham are
not here meant but the States Signified by those Names the Individuals being representations or Visions of those States ... as they are
written in the Bible thes various states J have seen in my Imagination when distant they appear as One Man but as you approach they
appear Multitud s of Nations. (p. 79, E 556)

Though the figur of corporate personality is familiar
enough, it takes on a characteristically Blakean tone
when. understood as a source of divine mercy. Mercy has
a human face, and needs to be represented in the imaginative, compassionate, or loving gestures of single,
strongly delineated human figures. The passage just
quc;>ted goes on, "A~raham hove!s above his posterity
whlch appear as Multltud s of ChIldren ascending from
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the Earth surrounded by stars." A symbolist could have
had the stars themselves represent the children, who are,
according to the divine promise in Genesis, to be numerous as stars; but that would lose the human vision
that is the essence of Blake's Abraham, in whom multitudes will be blessed. Not all states or combinations of
individuals are commendable combinations; alas, there
are far more political states and organizations of individuals united "in the blood of War / And Sacrifice, & next,
in Chains of imprisonment" (E 132). But if and when individuals are combined "in freedom and holy brotherhood," the Divine Humanity gives them a "human
form. " The poet or painter who recognizes the ideals of
freedom and brotherhood in the interaction of individuals participates in the work of the Divine Humanity by
representing these multitudes in narratives or pictures as
noble, single, human forms.
Commenting on the passage of plate 32 that I have
been citing, Harold Bloom notes that the speech about
combination into states is introduced as the reply of
"Hillel who is Lucifer." Bloom says, "We do not know
how much Hebrew Blake had, yet it is clear that his Hillel here has nothing to do with the famous rabbi, but
rather has some relation to the Helelor day-star of Isaiah
14:12, first translated in the Vulgate as Lucifer."7 I do not
know how much Hebrew Blake had, but I am struck by
the question of one or many that is embedded in the
two lines introducing the speech about individuals
and states: "Then Hillel who is Lucifer replied over the
Couch of Death , / And thus the Seven Angels instructed
him & thus they converse" (E131). Since there are no
words attributed to Hillel, followed by others attributed
to the Seven Angels, we can say that the speech of the
collective that follows is also the speech of Hillel. If we
overrule Bloom's statement that this Hillel has nothing
to do with the famous rabbi, we might explain the confusion of one or many by supposing that the House of
Hillel replies in the form of the Seven Angels. Since the
Talmudic pitting of the House of Hillel against the
House of Shamai often emerges as a conflict of mercy
vs. rigor, pliancy vs. what Blake calls "mathematic holiness," I do not think it is a mistake to associate Hillel
with the speech about combinations and states. Bet
Hillel (the House of Hillel) would itself mean those
rabbis "combined in freedom and holy brotherhood,"
and the collective spirit of their views invigorates Milton,
now dead on the couch from an overdose of Shamaitic
orthodoxy.
But it is not about Blake's Hebrew as regards Hillel
that I am concerned; it is with Blake's Hebrew in a curious marginalia on this plate. Beside the lines in which
the House of Hillel describe themselves as "combined in
freedom and holy brotherhood" is the notation
.) as multitudes
I :l. l
Vox Populi

o
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In his newly revised Complete Poetry and Prose, David
Erdman more accurately represents Blake's plate by
printing the letter k.afon a separate line. 8 Although it is
not acceptable Hebrew to hyphenate a word or to have
the comparative prefix stand alone, Blake's notation emphasizes the etymological pun. Like Rabbi Abbahu,
Blake takes the k.af as the particle of similitude; but the
remainder of the word he reads as rabim, "many, multitudes. " To be a cherub, to be an angel of the divine presence is to be "like many" in the sense of standing, synecdochially, for many. In the hard-core reading this means
that a representative man substitutes for an age, an era,
a constituency. But in the soft-core prophecy, to stand
"like many" means to stand in love, in relation to another, so that God is present "among you," within this
circle of grace. Underneath his imaginative etymology
Blake writes "Vox Populi," which in the hard-core reading stands for the familiar political maxim, "vox populi,
vox dei"; the will of the multitude is to be taken as the
will of heaven. Those combined in brotherhood worship
- and create - the God of love; those combined "by
Satan's tyranny" worship - and constitute- the God of
possessiveness, of nationalism, of warfare. In the softcore reading, the maxim takes us back to the cover of the
ark in Exodus: "I will be witnessed [or "I will be met"]
by you there - I will speak to you from above the forgiveness covering, from between the cherubim." Vox dei vox
putti: The voice of God is the voice of man and woman
facing each other in loving em brace.
In A Vision ofthe Lastjudgment, Blak depicts the
enthroned messiah over whose head there is a circle or
moon embedded in a little temple, complete with candelabrum and showbread. Blake's prose description of
the drawing explains that the circle is the ark, transformed now from a structure above which the cherubim
hover to one coincident with the cherubim and their
space: "The Holy Spirit like a Dove is surrounded by a
blue Heaven in which are the two Cherubim that bowd
over the Ark for here the Temple is opend in Heaven &
the Ark of the Covenant is as a Dove of Peace" (p. 85,
E 562). Now the "moony ark" is the h¢avens, and the
dove at its center replaces the old tablets of law. Although the drawing is filled with multitudes, the quintessential population is the arrangement of two semicircular cherubim between whom the Holy Spirit is
revealed.
Blake's "moony ark" makes an appearance in the
poetry as well as the drawings. At the end of Milton,
01010n, who is both many and maid, nation and emanation, appears in Blake's garden: "Ololon and all its
mighty Hosts / Appear'd: a Virgin of twelve years" (36:
16- 17, E 137). Renouncing her all too Miltonic virginity
for union with Milton, Ololon loses her dark doubl
who flies away in what becomes, miraculously, a sign of
peace: "Away from Ololon she divided & fled into the
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depths / Of Miltons Shadow as a Dove upon the stormy
S a. / Then as a Moony Ark Ololondescended" (42:5-7,
E 143). The dove going off reminds us of Noah IS ark resting on Ararat; but the "moony ark" here is also the ark
of the ovenant over which, or now in which, the cherubim face each other in a circle or arc of love.
Reading Blake's so-called "prophetic works," one
confronts s vera! statements of propheti faith like that
of the Bard. "Where hadst thou this terrible song?" he
is asked. "The Bard replied. I am Inspired! I know it is
Truth! for I Sing / According to the inspiration of the
Poetic Genius / Who is the eternal all protective Divine
Humanity" (13:51-14:2, E 107-08). Moved by compassion or wrath. Blak 's inspired characters are prophets in
th tru st sense. If their rhetoric of self-proclamation
sounds nothing like the "call narrative" of the Biblical
prophets, it non theless shares with its ancient prototyp s a strong distinction from self-aggrandizement. As
Los proclaims injerusalem, "I am inspired: I act not for
myself: r Albions sake / I now am what I am" (8:17-18,
102). H is pointing to the degradation, the state of
"horror and astonishment" in which he finds himself.
Yc t we hea , in this grand rhetoric, not just "I am a horror!" but "I am that I am." That is, we hear both the humility of man and the glory of God, the Eternal "I am."
To speak with imagination and s rength, with all one's
h art and rhetorical power, is to be one of a multitude
b come the voice of God.
Kol kenafeihem kikol mayim rabim: The sound of the
wings of the ch ru bim was like the sound of many waters
(Ezekiel 1:24). In Wordsworth, at a crucial june ion,
these wat rs are the voice of God precis ly in that they
roar prophetically, ke-rabim, as though they were many,
but figur d into one:
. . . the roar of waters, torrents, streams
Innumerable, roaring with on voice!
Heard OVi r earth and sea, and, in that hour,
r so it seemed, felt by th starry heavens. 9

his is a Wordsworthian moment of revelation, a roaring
of the lion of inspiration. Such "tim ly utterance," preented as a voice of nature, may not look much like a
Blakean roar 0 self-proclaim d inspiration. Yc t it too
vokes from the responsive reader something like an
"am nil or prayer for the continued knowledge of su h
pow r: May your voic b strong as the voic of many;
but, "c ntering all in love," may your vision be worthy
of th mutual regard of the cherubim!
t h re is a notable" exception" that proves the rule. On Ezeki 1
42:3 Rashi writes. , t 1 J 1e'1, :2 1 II '1 ~., i t ' il K'1 'l"It1
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[I had no teacher, no helper in all this work-[[I wrote]) as dictated
to me from heaven.] Yet this peculiar sentence is not present in some
editions, and where it is. the sentence has dots over each word. 1 am
indebted to Marc Brettler of Brandeis University for pointing to this
as an interpolated passage.
2Talmud Sukkah 5b; Hagigah 13b. The Aramaic translation of
Onkelos on Genesis 37:2 has n'vya for naar (youth).
3The rabbis, for example, playfully deconstruct }Om Kippun'm
(the awesome Day of Atonement) into ki-Pun'm (like Purim, the
holiday when the scriptural reading, the book of Esther. which never
mentions God's name, licenses all sorts of mockery and frolic). For
an example of similarly improbably eighteenth-century use of the
particle of similitude, consider the etymology of kibul as ki-bul,
where bul is taken to be (but without any evidence) a word for
"nothing." See Julius Bate's Reply to Dr. Sharp'S Review and
Defence ofhis Dissertations on the Scripture Meaning ofAleim and
Ben'th (lDndon, 1755) and the rejoiner of John Parkhurst in An
Hebrew and English Lexicon, without Points (lDndon. 1762, 3rd
ed., 1792).1 am very much indebted to Sheila A. Spector for calling
my attention to Bate's work and for pointing out that Parkhurst uses
a kafof similitude in deriving keruv from ruv, which he takes to be
a form of rav. or greatness in "power, wisdom and glory. or whatever
can be termed perfection."
4Talmud Yorna 54a (The Babylonian Talmud, vol. 11, trans. Leo
Jung [lDndon: Soncino Press, 1938], p. 557). Parkhurst's Lexicon
contains a fo ldout illustration with four-headed cherubim, as benign a version of zoas as four-headed monsters can be. Even the lion
and bull faces appear to be smiling, but it is notable that the human
heads do not face each other.
A rather conventional set of young male heads top the robed
cheru bim in the i1lustration to the annotated Bible of Nicolai de
Lyra (1485). Nicolas did read and refer to Rashi, and evidently understood Rashi to mean youths, not putto-faced infants.
51 quote The Mamage ofHeaven and Hell, and all passages of
Blake, from David V. Erdman, The Com1?lete Poetry and Prose of
W,llIam Blake, newly rev. ed. (Garden Ctty: Doubleday. 1982).
6Romans 3:25 calls Christ "Whom God hath set forth to be a
propitiation." but Parkhurst, quoting this. changes propitIation to
propittatory (the thing, rather than the abstract noun) and adds "or
mercy-seat. "
7Commentary in Erdman, p. 924. The question of Blake's
Hebr w has been addressed by Arnold Cheskin in Blake 12 (197879), 178-83. and by Sheila A. Spector in a forthcoming piece for the
Bulletin ofthe New }Ork Pttblic Library. S.pector's remarkable piece,
"Blake as an Eighteenth-Century HebraIst," makes clear just how
much of Blake's Hebrew etymologies and calligraphy can be accounted for by recourse to available dictionaries and debates on the
part of someone with no training in Hebrew per se.
8The new textual note says ~hat Blake wrote D·:) , ;) in place
of
~, ':l
• The reproductlons of C3 5 (both
rdman's own in
The Illuminated Blake. and that of the Eassons in William Bldke:
MIlton [Random House, 1978]) clearly show a kafand a resh as they
should be. Indeed, Blake exaggerates. the difference between the kaf
and the other letters, as well a.s placlO~ ~he kaf on a separate line,
which encourages one to regard the wrltIng as suggestive of a pun:
the pr positional kafis written smaller and separate, to suggest that
the remainder of he word, rabim, means something by itself-in
this case. "multitudes; many."
9W illiam Wordsworth, The PreltJde or Growth ofa Poet sMind,
ed. Ernest de Selinc Urt, 2nd ed. rev. by Helen Darbishire (Oxford:
Clarendon Press, 1959). 1850 text, 14.59-62.
I)'
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Blake's "The Tyger" and Edward Youngs
Book of Job
Robert F. Gleckner
Of all of Blake's shorter poems "The Tyger" has received,
by far, the most attention, an often confusing array of
complementary (as well as contradictory) interpretations, source studies, and prosodic analyses. Of those,
the seeking hither and yon for tigers of various sorts has
produced especially little that is illuminating about
Blake's possible sources for the poem as distinct from
sources for his choice of animal or for its (still uneasily
received) portrait in the illustration. I should like, therefore, to suggest what is at least a contributory "source"
that has nothing to do with tigers at all, but that does
have a good deal to do with the idea of creation lying at
the center of the poem.
As early as An Island in the Moon (1785) Blake
mentions Edward Young prominently, along with
Homer, Shakespeare, Milton, Voltaire, Chatterton, Hervey, Johnson, and others - a kind of thumbnail account
of his own reading. But our steady attention to Young in
Blake studies has, understandably, focused sharply
on Blake's herculean project of illuminating Night
Thoughts, little if any attention being paid to other of
Young's poems - including the relatively unknown "A
Paraphrase on Part of the Book of Job," first published
in 1719. 1 It is, to be sure, an unexceptional (if unexceptionable) work, predictably pious and rhetorically similar to other works by Young; but his footnote to the
opening words of his paraphrase, "Thrice happy Job," is
of some immediate interest with respect to "The Tyger" :
Longinus has a chapter on interrogations, which shows that they
contribute much to the subJime. This speech of the Almighty is
made up of them. Interrogation seems, indeed, the proper style of
majesty incensed. It differs from other manner of reproof, as bidding a person execute himself does from a common execution; for
he that asks the guilty a proper question, makes him, in effect, pass
sentence on himself.

Now, there is little doubt that Blake, well before
writing "The Tyger," had taken note of the interrogatives of Job 38 and, as well, of the various suggestive
phrasings in God's speech that, in themselves, doubtless
1nformed the rhetorical contours of his own poem. As
Morton Paley reminds us in his exhaustive documentation of the sublimity of "The Tyger," "the single book
of the Bible ... considered most sublime in the eighteenth century ... was Job."2 Blake would have found
there the "reproof" of questioners that the speaker of
"The Tyger" seems not to have read himself: "Shall he
that contendeth with the Almighty instruct him? he
that reproveth God, let him answer it" (40:2). But the
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burden of God's angry reproof ofJob is the reaffirming
of the latter's littleness and incapacity, culminating in
the advice to "abase" the proud "and bring him low. " 3
In any discussion of Blake's speaker, then, Young's footnote is at least an intriguing gloss on the biblical passage. If sublime interrogation is a manifestation of
"majesty incensed, " then the speaker of' 'The Tyger, " in
his usurpation of this rhetorical mode, is presumptuous
beyond words, asking "the guilty a proper question" so
that the guilty will, "in effect, pass sentence on himself." On the other hand, Blake may have found in
Youn~'s idea of "bidding a person execute himself" the
germ1nal principle of the structure of "The Tyger," in
which Blake, as creator, quite literally allows his speaker,
by questioning, to convict himself before the reader's
eyes. God incensed becomes fallen man incensed, both
equally" guilty. "
However characteristic such a splendid inversion is, I
do not intend to press the point beyond suggestion here
despite its potential impin~ement upon the Book ofJob
and Young's redaction of' part" of 1t. What the former
lacks for Blake's purposes is not the sanction for the interrogatives but a language that could be construed as
antecedent to that of "The Tyger." If such passages as
God's description of Behemoth (40:18-19) and Leviathan (41:12) seem to resonate in the poem, the quietly
modulated sublimity of God's entire speech argues
against its prominence in Blake's creative memory. In
Young's paraphrase, on the other hand, onceJob and his
friends reach "the last extent of human thought" without settling the argument, "Heaven" interposes interrogatively and, translating the Bible's passive "Whereupon are the foundations thereof fastened?" and the
general "who laid the corner stone thereof" (Job 38:46), focuses rather sharply on the creative hancl- a focus
that parallels Blake's frequently noted insistence
throughout "The Tyger" on the fundamental equivalency of hand and eye. Here is Young: "What hand,
declare, / Hung it on nought, and fasten'd it on air"
(53-54). But if Blake's echoic truncation, "What dread
hand?" thus suggests the hand of God, "what dread
feet?" am biguously refers to the creation as well as the
creator. The immortal eye "frames" but also perceives
what is framed thereby: "Did he smile his work to see?"
This merging of creator and creature has been extensively analyzed by John Grant, 4 but the progressive diminution and severance of God's eye / hand to (implicitly)
Blake's engraver-hand / readerIy-eye and thence to the
speaker's stunned eye / impotent hand need further remarking, since this process is a dramatic re-forming of
Young's text and its originary biblicisms. Attributing
the lesser perception to man as the Bible does, Young
writes: "Earth's numerous kingdom, - hast thou view'd
them all. . . . And can thy span of knowledge grasp the
ball?" (59-60). Moreover, in Blake's heroic manuscript
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struggle with his poem, IlWhat the anvil? what dread
grasp" was originally HWhat the anvil what the arm";
then he crossed out Ilarm" only to replace it with "arm"
once more, then "grasp," "clasp," and "dread grasp"
apparently in that order.
These linguistic affinities betwe n Young and
Blake, however, would clearly verge on the merely fortuitous (no to say factitious) were there no other evidence
of Blake's attention to Young's otherwise obscure poem.
The Mam'age of Heaven and Hell provides such evidentiary confirmation. It has long been recognized, of
course, that Blake's tiger Hincludes" Behemoth and
Leviathan, th penultimate "Memorable Fancy" of The
Mamage establishing that relationship explicitly. 5 But
Young as well has a role in Blake's composite imagining.
For example, Blake writes, a cloud and fire burst and
rolled thro the deep blackning all beneath"; in Young,
Leviathan's Ilpastimes lik a caldron boil the flood, /
And blacken ocean with the rising mud" (387- 388).
Blak 's Leviathan Ilreared like a ridge of golden rocks"
while Young's Ilrears him from the floods, / And,
stretching forth his stature to the clouds, / Writhes in
the sun aloft his scaly height, / And strikes the distant
hills with transient light" (371-374). The forehead of
Blake's Leviathan, parting the waves (Hfrom which the
sea fled away"), is Ildivided into streaks of green. & purpIe," his mouth and gills hanging "just above the raging
foam"; and in Young "His hoary footsteps shine along
the sea; / he foam, high-wrought, with white divides
the gre n" (390-91). None of Blake's details appears in
the Book ofJob.
Blak 's analogizing in this "Memorable Fancy"
(Levia han advancing on th speaker and his Angel companion "with all th fury of a spiritual existence") reflects the minimalist perception of the r Iigiouslyorthodox, to whom the physical details of this creation are at
best similitudinously r latable to "spiritual exist nc s."
he hand is more pow rful than the eye-which is to say
the han r at s what the ye only sees, a subject-object
dualism hat is inherent in all Angels. "Spiritual exist nc sIt (E 41) ar "fram d" by the ey andhand and are
perc ivable only through the eye, to use Blake's later 10ution in Allguries ofInnocence ( 496). Similarly, it is
lake's hand and ey that creat s "The Tyger" which the
Ang lic speak r p rc tv s as a tig r and the creation of
whi h (both "Tyger" and tiger) he cone ives of in terms
of ith r / or (,'hand or eye"). 61t is not surprising, then,
that inJerusalem 91:38- 40 (E 251) Blake attributes these
ro i ious rations 0 Los's Spectre, not to Los: Leviathan is "War / y Land," B hemoth "War by Sea" both fall n p [VI rsions of th ir ternal spiritual xist nc S.7 SU h an all gorization betrays th "rational
d mons ration" or "thought" by which th Spectre cre·
a s th basts in the first plac . As early as 1788 in his
nn tations to Swed nbor 's Wisdom of Angels ConII
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cerning Divine Love and Divine Wisdom Blake wrote,
"Thought alone can make monsters" (E 603). Thought
alone also makes but similitudes: "Demonstration
Similitude & Harmony are Objects of Reasoning" (Annotations to Reynolds, E 659). Thus Los's Spectre inJerusalem, "Refusing to believe without demonstration"
(91:35, E 251), "frames" the physical, outward counterparts, as he sees them, of "spintual existences." In the
parlance of The Mam'age he imposes his "metaphysics"
on everyone else precisely as the Angel of The Mam'age's
Leviathan passage imposes his metaphysics (Leviathan
itself) on the speaker, and as the speaker of' 'The Tyger"
imposes his metaphysics on the reader. In "The Tyger, "
then, the speaker is an Angel-Spectre, a surrogate Urizenic god who frames, and the tiger emblemizes his
"metaphysics."
Four other key words of Blake's poem may now
claim our attention. While Young repeats faithfully the
biblical account of Leviathan's appearance, his addition
to the Job text of the word "terror" may well have
claimed Blake's attention in writing "What dread grasp,
/ Dare its deadly terrors grasp." Such a speculation is
lent additional credence by the collocation in "The Tyd "drea.
d" Fo r v.:
ger " 0 f" shouIders, "".
SInews, "an
~oung
"Strength ... sits in state" on Leviathan's "shoulder,"
the word "dreadful" occurs thrice in the same context,
and Behemoth is said to display "complicated sinews. "8
As Blake reminds us in a Proverb of Hell, "A fool
sees not the same tree that a wise man sees" (E 35). One
might well argue that where one fool sees a tiger, another
sees Behemoth and Leviathan. Or, in the language of
A Vision of the Last Judgment (E 566), what both see
is "somewhat like" a tiger - perhaps a useful gloss on
Blake's puzzling graphic tiger at the bottom of the plate,
which may well be yet another somewhat-likeness. Neither is" really" what is "there," but only a "similitude,"
one of those "Portions of life " that Urizen takes to be the
whole in his anti-apocalypse (Book of Urizen, E 81).
Even Jesus made the same mistake when he was young,
as The Everlasting Gospel rather startlingly tells us until God (that is, Jesus's own ima~inati.on, his true self)
thumped him on the head to remInd hIm that the God
to whom he humbled himself was in his own breast, not
"out there" as a framing hand or abstract power (E 520).
Assuming that I am correct about Blake's cognizance of Young's paraphrase one must still wonder
what it was that led him to (as it were) "prefer" it to the
Job chapters in the w~iting of "The Tyger." While it is
impossible to be certaIn about ~uch matters, I do have a
gu ss or two. One has to do WIth Young's employment
of the wor~ daring'.' to descri.be Jo b'.s words to God (29).
The word In any of Its forms IS rar In the Bible, all but
one of its occurr~nce~ i~ the New Testament. 9 Although
this lone exceptton IS In the Book of Job ("None is so
fierce that dare stir him up" - 41:10), where Blake would
'I
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have noted it, the context is God's description of Leviathan's power rather than the creator's power in its production. Blake, perhaps taking his hint from (and reversing) Young, places his form of the word at the center of
his speaker's much-discussed charge "against" the creator of the tiger: "What immortal hand or eye, / Dare
frame thy fearful symmetry?" Youn~'s "version" of this
is the Bible-sanctioned convenuonality of God's
chastisement of man's presumption: ''And darest thou
with the world's great Father vie?" (347). Put somewhat
crudely, that is precisely what Blake as poet does dare
and does do, in contrast to his speaker who only dares the
divine darer and doer by questioning. Young's final vision of an unBlakean Job "O'erwhelm'd with shame,"
abhorring himself and his "weakness," and surrendering to God's "might" (407,409,401) thus may have had
something to do with Blake's implicit criticism of his
speaker.
That somewhat dubious point aside, my second
guess as to the reason for Blake's recollection of Young's
Job has to do less with conceptions than with language.
Given the severe selectivity of Blake's "borrowings" from
the paraphrase, I think that he may have perceived in
those isolated but crucial words the remnants of the
"original genius" Young himself wrote about in Conjectures on Original Composition, a work Blake surely read
along with everyone else in the later eighteenth century,
and one that participates subliminally, at least, in
Blake's earliest conception of "the true man ... the
Poetic Genius" in All Religions Are One. In this light
Young's epiloguic line in the paraphrase, "Man was not
made to question, but adore," would have been to Blake
more than casually memorable. He himself no doubt
found that "lesson" in the Book ofJob by reading it in
its "infernal sense," perceiving the sublime allegory hidden beneath its numbing "allegorical" surface. And he
applies that lesson in his own sublime mode (fortified by
Young's footnote reference to Longinus) to "The Tyger"
and its benighted speaker. Yet we should notice that
Young's grammar in that memorable line could not have
rung quite right in Blake's ear. The words are right, as
The Everlasting Gospel and Auguries o/Innocence seem
to urge, for in the latter
The Questioner who sits so sly
Shall never know how to Reply
He who replies to words of Dou bt
Doth put the Light of Knowledge out
(E 494)

Questions and answers are both equally pernicious to
the Imagination. In Milton (41:12-13) "the idiot Questioner ... is always questioning, / But never capable of
answering"; when he does answer, he "publishes doubt
& calls it knowledge; whose Science is Despair / Whose
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pretence to knowledge is Envy, whose whole Science is To
destroy the wisdom of ages ... " (41:15-17, E 142). It is
not, then, as Young would have it, that "Man was not
made to question" but rather, for Blake, that the man
who is merely "made," framed like the creatures (or perceives himself to be so made or framed), is the idiot
questioner-and answerer. Eternal Man, the Human
Form Divine, the Imagination is neither "made" nor a
questioner-answerer. So with Young's other addition to
the Book of Job here, man being born to "adore."
Blake's" reversal" of this apothegm is: "Thou art a Man
God is no more / Thy own humanity learn to adore"
(The Everlasting Gospel, E 520). If Blake concluded
from his reading of theJob paraphrase that Young "read
the Bible day & night," he also saw that Young "readst
black" where Blake reads "white. "10 And therein lies all
the difference.

1 Morton D. Paley, in Energy and the Imagination (Oxford:
Clarendon Press, 1970), does refer to one of Young's footnotes but
ignores the poem itself. In his splendid William Blake's Illustrations
to the Book ofJob (Abo, Finland: Abo Akademi, 1973), Bo Lindberg mentions the paraphrase as something Blake read, perhaps
even while reading Night Thoughts in the same 1796 edition, but
says nothing further about Young's Job.
1 Energy and the Imagination, p. 47.
340:11-13. I have taken this quotation out of its proper context
inJob, but God's point here is the same as it is els where, thatJob
has not the power to humble anyone.
4"The Art and Argument of 'The Tyger,'" Texas Studies in
Literature and Language, 2 (1960), 38-60. Grant's conclusion that
the speaker is "an average but also imaginative man who is almost
overwhelmed by the mysterious prodigy he sees as a Tyger," however,
seems to me to underestimate Blake's achievement as well as to confuse the issue of the speaker.
5The Complete Poetry and Prose of William Blake, ed. David
V. Erdman (Berkeley: University of California Press, 1982), pp.
41-42, hereafter cited in my text as E plus the page number.
6The Notebook drafts interestingly show that Blake was undecided as to "or" or" &" in the line "What immortal hand or eye."
7Jean Hagstrum is one of the few to pay particular attention to
this Jerusalem passage in connection with Blake's Job illustration
#15; see his William Blake: Poet and Prophet (Chicago: University
of Chicago Press, 1964), p. 134. See also Lindberg, William Blake s
Illustrations, p. 297. Grant makes an uncharacteristic error in identifying this creation inJerusalem 91 as Los's ('~rt and Argument,"
p. 53).
8 Although the phrase "sinews of his stones" appears in the biblical Job, that text includes neither "should rs" nor "dread."
9Romans 5:7 and 15:18, 1 Corinthians 6:1, 2 Corinthians 10:12,
all quite conventional and unsu~gestive with respect to Blake's
poem. IIDaring" does not appear 10 the Bible.
loThe quotations are from the section of The Everlasting Gospel
in which Blake also distinguishes sharply between the "Vision of
Christ" which is "Thine" (the one that "is the Friend of All Mankind") and that which is "Mine," the one who "speaks in parables
to the Blind / Thine loves the same world that mine hates I Thy
Heaven doors are my HeU Gates" (E 524).
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siasm" would have alienated Blake to such an extent
that it is unlikely he would have written a satire in which
the implied reader opposes Swedenborgian error from
the assumptions of mainstream Jacobinism. Rather, the
Michael Scriven r
Mamage positions itself against both Sweden borg a~d
Priestley, both the New Jerusalem Church and Enghsh
J acobinism.
Near the end of "An Audience for The Marriage of
In the 5 September 1791 issue of the London
Heaven and Hell," John Howard writes that Blake's Morning Chronicle, t~e~e is a ~rief. artic~e entitled "A
r volutionary manifesto was "calculated to amuse the New Visionary" that 1S IntereStIng 1n thIS context beJohnson circle and to make the members of the New cause it gives a revealing ~xample of how the S'YedenborChurch turn 'blue. ", 1 Howard argues that the angel/ gians were represented In one of the rt;l0st Important
devil dichotomy expressed in Blake's work corresponds Foxite Whig publications. The Chrontcle, of course,
to th angelic Swedenborgians and the demonic Joseph supported the Frenc~ Revolution, defended Pri~stley
Johnson circle to whom the work was principally ad- (to whom it opened ItS pa~es on n~mero~s OCCasl0fl:S),
dr ssed. Howard persuasiv ly shows the ways in which and in general sustained ~n Infl~e~tIal verS10n of~nglts~
Blake satirizes and criticizes the corruption of the New Jacobinism. 3 If one imag1nes Wtlham Blake readIng th1s
J rusalem Church, and in a more recent article, Morton 1791 article, which is brief enough to quote in full, ~ne
D. Paley uncovers even more relevant information on can begin to understan? why and h?w ~he Mamage lS a
Blake and the Swedenborgians. l There can be no doubt critique also of the maInstream radlcaltsm:
that The Marriage ofHeaven and Hell was influen ed to
Where will things end? There is a pe.rson now in ~his city, .at the head
an important degree by Blake's dislik of the nglish of
the Swedenborgians, who, besJ~e~ possesslOg th~tr cO.mmon
Swedenborgians, their political, sexual, and religious faculty of seeing Angels, has the pnvIlege of converslOg wl~h the
cons rvatism. Moreov r, the Johnson circle clearly did Jewish Prophets and Apostles, whom he f~eque.ntly ~eets 10 the
attack Sweden borgianism and its eponymous founder, streets of this metropolis; ~ut very seldom 1f he IS not 10 company
and the 1791 Birmingham riot, during which the Swe- with a third person. In thIS case, where the other canno~ see an,Y
person near them, he frequently makes a full stop; and WIth an au
denborgians placated the same Church and King mob of
astonishment, either falls upon one knee, or makes the handthat at acked riestl y and other Dissenters, exemplified somest bow he can! To the natural expressions of surprise at this
the differ nces between the n w r ligious group and the unaccountable conduct, he always retorts by ~king the other party
nglish "Jacobins." Nevertheless, I cannot accept one if he did not see any th ing? "That, " says he, "IS Isaiah - this Apostle
part of Howard's argument, that Blak '5. Mamage ~as Paul!" He had a few days ago a very favourable vision of St. Paul, in
St. Paul's Church-yard! a~d on tha~ account detained two f~iends
int nded to amuse the Joseph Johnson clCcle of rad1cal who
were with him a conSIderable tJme. The Apostle, accordmg to
intelle tuals and thus to constitute a skirmish in the his account was then listening to a song in favour of the French Revbattle against the Swedenborgians. The Johnson circle olution! H~ furth r says, that he can a~y time have a sight of Moses,
would have found the Marriage as outrageous as the and the otherJewish Prophets at a bOXlng match, or about Rag Fair!
New J rusalem Church would have found it blaspheOne striking thing about the article is the number
mous. he Marriage runs counter in ssential ways to the of parallels between the Swedenborgian's reported acRational Dissent of theJohnson circle and the dominant tivities and words, and parts of Blake's The Mamage of
radicalism of th 1790s mbodied in groups like the Rev- Heaven and Hell: the visionary's conversing with Isaiah,
olution Society, th Soci ty for Consti uttonal Informa- Paul and others is similar to the Mamage's narrator's
tion, and ri nds of the eople, and expressed in pub- conv~rsations with Isaiah and Ezekiel in plates 12 and 13;
lications lik The Analytical Review and the Morning th visionary's listening to ~'a song in favour of the
Chronicle. u hermore, it seems implausible that Blake French Revolution" is not unltke the Marriage's concludwould have conc ntrated so much of the Mamage on ing "A Song of Liberty"; the visionary's seeing Moses
Sw denborgian reor simply to xpress solidarity with and "the other Jewis~ p'rop~ets at a boxing match"
Pri stIer and the Johnson circle; rather, the New J ru- could be construed as slmllar 1n some ways to the Mam··
sal Church, with whi h Blake b cam disillusioned, age's doctrine of the co?~raries ~nd ~lake's idea of "Menwas th only ideologi at association wi h which he could tal War." Another stnk1ng thing 1S the way the article
(at on ime a least) i entify. Although Blake never constructs an implied reader who would, as a matter of
join d th h r h, in 1789 he and his wi£ did inde d course, dismiss the visionary as a religious fanatic who
subs rihe to th ten ts of the Sw d nborgians who ulti- need not be taken seriously but who ext ts entirely for
m t Iy an tath r rapidly disa pointed him. D spite comic effect. It is difficult to imagine Blak onforming
the many political id as that Blak shared with the to the expected responses of condescension and ridicule
Johnson cit Ie and th radicalism of th 1790s, Rational for the visionary. The tone of the anicle is contemptuDiss t's hostiIi y t all vari ties of "reli ious enthu- ous, which is especially apparent in senten es like the

A . wedenborgian Visionary and
TIuJ Marriage of Heaven and Hell
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first one: "Where will things end?" That question assumes a shared perception of a particular kind of social
disorder that is not so much dangerous and subversive
as it is absurd. The italicized words in "their common
/acuity of seeing Angels" communicate a sneer at the
presumption of Swedenborgians which is quite clearly
homologous with social presumption (the word "common" has an unmistakable snobbish resonance). The
observer-writer perceives the visionary entirely as an object, and one imagines him shaking his head, perhaps
chuckling, and waiting for further evidence that the
Swedenborgian is outs1de the category of rational human being.
It is not difficult to imagine a Blakean response to
the article: "If the fool would persist in his folly he would
become wise"; "Every thing possible to be believ'd is an
image of truth"; "Listen to the fools reproach! it is a
kingly title!"; "If the doors of perception were cleansed
every thing would appear to man as it is: infinite. / For
man has closed himself up, till he sees all things thro'
narrow chinks of his cavern" (E 36- 37,39). In the
dichotomy of the Mamage, the Chronicle's author
would be angelic, and the visionary a devil. The Chronicle's article does not simply criticize the visionary;
rather, it represents him in such a way that everything he
says or does can be dismissed as preposterous. The article
is rhetorically violent in that the person being represented is deprived of any qualities that might make the
reader take him seriously, and for Blake the rhetorical
violence would have been especially offensive because
the article attacks the notion of visionary experience, of
which the Mamage is an extensive defense. The Mamage
surely portrays Swedenborg as insufficiently visionary,
but the other emphasis is on the limitations and errors
of his vision. In most Blakean respects, the Chronicle
article is more error-ridden than Swedenborg's writings
because at least Swedenborg does not repudiate visionary experience, the Poetic Genius.
The article is interesting in another way because in
1791 the English Swedenborgians were explicitly antirevolutionary and dissociated themselves entirely from
the French Revolution and English political radicalism ,
so that it is unlikely that the "head" of the sect would
imply support for the French Revolution. It is also unlikely that a leader of the New Jerusalem Church would
have behaved in public in the ways described in the
Chronicle because the Swedenborgians were anxious to
achieve a kind of respectability.4 There are a number of
possible explanations. Given the Chronicle author's obvious lack of sympathy for both the Swedenborgians and
the individual visionary he is writing about, one cannot
assume the author is especially reliable, so that possibly
the visionary, far from being the "head" of the Swedenborgians, might have had only the most tenuous connection with the New Jerusalem Church. If this were the
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case, the visionary might have been one of the Swedenborgians who had been expelled from the Church during the "concubinage" controversy. A candidate for the
visionary's identity would have to be Augustus Nordenskjold who not only found himself on the "wrong"
side of the concubinage controversy but who was a champion of the French Revolution and was in England in
1791 to plan an interracial community to be established
in Sierra Leone. 5 Of course the visionary could have
been someone else who found himself outside the Swedenborgian fold because of his radicalism. It is worth
remembering that Blake himself fits the description of
the visionary- not that Blake could have been the individual described in the article (he was never close
enough to the inner circle of Sweden borgians to be mistaken for the "head" of the sect), but that he would have
identified more closely with the visionary than with the
implied reader of the Chronicle article. The Chronicle
arncle quite clearly wants to dissociate itself from the
"excesses" of democratic enthusiasm and to establish a
perspective within which one could distinguish easily
between legitimate and illegitimate kinds of oppositional politics. That Blake refused to accept this definition of illegitimate, excessive radicalism is obvious.
Blake might very well have read the Chronicle article, or if he did not, he would probably have known the
visionary directly or indirectly (through his Swedenborg-ian friends) . One can take for granted that Blake
reahzed what the reception of the visionary's words
would be in the Johnson circle and mainstream English
Jacobinism. He hardly would have been surprised or
shocked by the tone and rhetoric of the Chronicle article.
Plates 12 and 13 of the Mam'age, which represent the
narrator's conversations with Isaiah and Ezekiel, are not
necessarily influenced by the article or the visionary, but
they are nevertheless an assault upon the assumptions
of the Chronicle article which would dismiss visionary
experience as absurd. The assumptions of mainstream
radicalism, which Blake would call natural religion or
deism, marginalized the religious radicalism Blake defended. One cannot find in Priestley, Paine, Thelwall,
Godwin or Wollstonecraft anything even closely reminiscent of Blake's bold assertions of visionary experience.
The Johnson circle, then, would have enjoyed the Marrt'age's attacks on Swedenborg, but it could not have
accepted the overall logic of the work.
Blake seems to have shared a particular structure of
feeling with the Swedenborgians that he did not share
with the Johnson circle, even after he repudiated Swedenborg and the conservative New Jerusalem Church,
even when he maintained a political radicalism similar
to that of the Johnson circle. Blake could have conversed
with the Chronicle's visionary on terms of real respect,
even ifhe disagreed with him; the Johnson circle would
have perceived him as the Chronicle's author did. Swe ..
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denborg's errors are so central to the Mamage not because the Johnson circle also attacked Swedenborg but
because Blake wanted to rescue a particular kind of
religiously based radicalism from Swedenborg's limitations and Jacobinism's rationalism. Moreover, the New
Jerusal m Church seems to have been for Blake the one
institution which at one time seemed to represent his
most passionate commitments. As a way of working
through his disillusionment with Sw denborgianisrn,
The Marriage of Heaven and Hell would have to have
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Swedenborgian error as a principal point of departure.
IBlake Studies, 3 (fall, 1970): 51.
'A New Heaven Is Begun': William Blake and Swedenborgianism," Blake, 13 (fall, 1979): 64-90.
3Lucyle Werkmeister, A Newspaper History ofEngland 17921793 (Lincoln: Univ. of Nebraska Press, 1967), 34.
4Howard, 24-32; Paley, 70-74.
5Paley, 83. In 1791, Joseph Proud or Robert Hindmarsh would
have been viewed as leaders of the Swedenborgians.
2"

N w Blake Documents:
Job, Oedipus, and the Songs of
Innocence and of Experience 1
Mark Abl y and G.

. Bend y, Jr.

Contemporary documents of William Blake's life are
widely scattered, in re ord offices, museums, churches,
and librari s from London to San Marino and Melbourne. However, one of th rich st collections of such
mat rials is in a cottage called Apple Thatch in Hampshit among th voluminous papers of Blake's last great
patron, th artist John Linn H. This extraordinarily rich
cach of manuscripts has wonderful materials not only
for John Linnell and William Blake but for many others
as well, such as Samuel Palmer and William Bud r
Yc ats. S holars with many goals have been wel om d,
and often £; d, housed, and entertained, by the splendidly generous ustodian of hese pap rs,John Linnell's
grea granddaught r Joan Linn 11 Ivimy. The pages of
Blake Records (1969), which attempt d to gather all con·
t mporary r £; ren s to Blake, ar thickly strewn with
re£ ren s to th Ivimy Manuscripts, parti ularly in th
par s recording th last ten years of Blake's life.
Wh n I first w nt through the Ivimy mss. in 1959,
it quickly becam appar nt that I could not possibly
re d th majority of them wi hout devoting more years
to th undertaki g than I had w eks to spare. Consequ ntly, I read with care everything I could find which
r lated directly to Blake and to his known acquaintances
during his Jj time (1757- 1827); I read aJmost equally
s rupulously very thing for the peri d from his death in
1827 to hat ofhis wife in 1831. or the p dod aft r 1863,
I read mu h mor casually and rarely did more than
g-lan e at ) tt rs unl ss they were to or from som on
lmporran to Blake, su h as Anne il hrist or Samuel
aIm r. I con Iud d my search, confident that I had
found most of he Blake references there and that more
w re awaiting searchers with sharp r ey sand m.or
patie
and time han I ou Id muster.

1. John Linnell's oil portrait (dated " 1821 ") of Edward Denny
(then age 25) in the collection of Robyn Denny, and reproduced
with permission of Robyn D nny.

But the collecti?n kept growjn~, with the discovery
of here a trunk of Llnnell manuscnpts which had lain
unrecognized for decades in the vaults of a family lawyer
and there the return of letters from other members
of the family. In th past twenty-seven years, I have
returned rep atedly to Apple Thatch and to the loving
hospitality ofJoan Linn 11 Ivimy, and I have often found
more ret ren es to Blake.
I
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In 1982 and 1983, Mark Abley, formerly a Rhodes
Scholar at Oxford and now a successful Canadian journalist, called by arrangement at Apple Thatch in search
of letters of William Butler Yeats and documents relating to Samuel Palmer. He was welcomed with her customary generosity by Joan Linnell Ivimy, and indeed
Mark Abley stayed for some time at Apple Thatch. During his stay, he found not only manuscripts relating to
William Butler Yeats and Samuel Palmer, which were
partly for the Oxford edition of Yeats's letters and partly
for Mark Abley's own Parting Light: Selected Writings of
Samuel Palmer (1985); he also found a number of references to William Blake which were not recorded in Blake
Records (1969) or William Blake: The Critical Heritage
(1975). A number of these references to Blake I had myself seen in the years since Blake Records went to press,
and, by the time I met Mark Abley in September 1986,
these were already incorporated 1n the Blake Records
Supplement, which is now in press. Some of them, however, were quite new to me, among them some of the
most interesting references to Blake. When The Parting
Light was published, I discovered in it some Blake references (not from the Ivimy mss.) which were new to me,
and when I wrote to Mark Abley, and subsequently met
him in Toronto, he generously offered me the notes he
had made of his discoveries among the Ivimy mss. for the
Blake Records Supplement. Because of the remarkable
interest of these Blake materials not already incorporated in the Blake Records Supplement, I thought it
desirable to make them into a separate article, to which
Mark Abley generously agreed.
BLAKE AND OEDIPUS
John Linnell had deeply impressed a young man
some four years younger than himself named Edward
Denny (b. 1796), the son of a baronet and a man of substance, and Linnell had apparently made Denny
acquainted with Blake and his works. From August
through November 1821 Linnell was busy painting portraits of Edward Denny and five other members of his
family; that of Edward Denny2 shows a dreamy young
man with his finger marking his place in a little bookhe looks strikingly like a Romantic poet such as Shelley
(see illus. 1). On 30 October Linnell sent some of the
portraits to Denny at his home at King's End House,
Worcester, and on 2 November Denny wrote that the
pictures had arrived. In passing he remarked:
when you see Mr. Blake be so kind as to tell him to keep the drawings
he is making for me, when they are finished, till he either sees or
hears from me -. . .
and Believe me, dear Sir,
your's truly obliged,
Edward Denny. -

This is the first known reference to a direct connection
between Blake and Denny, but it is plain that already
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Denny was an admirer of Blake. Unfortunately, we do
not know what drawings Blake was making for Denny in
1821, for Denny is not known to have owned any drawings by Blake. 3 Apparently the drawings pleased Denny,
for Denny purchased other Blake works in November
1826.
John Linnell scrawled a long draft reply to Denny
on the letter itself, including a fascinating reference to
a curious theatrical performance:
Mr Varley, Mr Blake & myself were much entertained Thursday
Evening last by wittnessing a representation of Oedipus at the West
london Theatre - it much exceeded our expectations as to the effect
of the Play & the performance of the Actors. I see it sneered at in one
of the public[? ] papers but you know what [a bad(? ) set del] petty
motives govern all "most of" the Public criticism[.]

Linnell had taken his friends 4 to a box at the West London Theatre in Tottenham StreetS where they saw
Oedipus by John Dryden and Nat Lee, first acted in
1678. However, the play was advertised as being the
Oedipus of Sophocles, and, not surprisingly, at least
some in the audience reacted with indignation to the
imposture. The anonymous reviewer in The Times for
Friday 2 November 1821 wrote:
ROYAL WEST LONDON THEATER.
A numerous audience was attracted yesterday evening to this
theatre, by as barefaced an imposition as was ever practised on a
public audience since the days of the bottle-conjuror. It was ost ntatiously announced in th~ play-bills, and also in some of the public
prints, that the CEdipus Tyrannus of Sophocles would be acted last
night at this theatre, "being its first appearance these 2440 years".
Of course many persons, attracted by the accurate chronological
knowledge of the supposed translator, went in the expectation of
seeing the ancient tragedy stalking for once on modern boards ....
In this expectation, which the numerous translations of the CEdipus
Tyrannus into English prose and verse clid not render altogether
unfounded, they were most miserable disappointed; for instead of
listening to the simple yet majestic strains of Sophocles, they were
indulged with a cut-down edition of the bombastic yet powerful
tragedy of Lee and Dryden upon the same subject. That piece, wruch
must always affect an audience very strongly, certainly has made its
appearance on the stage within the last 2440 years .... The tragedy,
in spite of "being its first appearance for these last 2440 years" , was
given out for repetition amidst thunders of applause, which we
expect the play-bills of today will inform us proceeded from an audience, distinguished no less for its num bers and its fashion, than for
its intelligence and discrimination.

The reviewer's dire prediction was at least partly
fulfilled, for in The Times for Wednesday 7 November
appeared the following advertisement:
NEW ROYAL WEST LONDON THEATRE,
Tottenham-street, Charlotte-street, Fitzroy-square. CEdipus
Tyrannus, by Sophocles, revived after a lapse of 2440 years, and received (as at Athens) with shouts of applause. It will be repeated till
further notice. THIS and every EVENING, CEDIPUS. CEdipus, Mr.
Huntley; Jocasta, Mrs. Glover. After which, THE WAGER LOST;
in which Mrs. Glover will perform. Boxes 4s., pit 2s .• gallery 1s. Private boxes for families may be had nightly.
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At least the date in this advertisement is two centuries
less pr posterous than that in the review.
Blake was certainly familiar with Sophocles, for his
"Philoctetes and Neoptolemus at Lemnos" (1812) was
made nine years before from Sophocles' Philoctetes,6
and his intimate friends John Flaxman and John Linne1l 4 wer admirers of Sophocles, and Flaxman had
made d signs from his plays. It is agreeable to find that
Blake was "much entertained" by the performance, even
though the play he saw was some two thousand three
hundred years younger than it was advertised to be.
BLAKE AND JOB
On 9 F bruary 1826 LinneJl wrote to his father from
Cheltenham about a "scrape" relating to his painting of
"Th Burial of Saul," and as an afterthought he remark d: "I shall be glad to hear from Ed. Chance how
the Job goes on & what has occurr d." Edward Chance
was Linnell's n phew, who was helping to supervise the
printing ofBJake's IlItlStrations ofthe Book ofJob at just
this time. r instan e, on this same day, 9 February
1826, Linnell's wi£ Mary wrote to him that "Edward ...
has been very day to Lahe s & to [the Linnell's house in]
irencester Place[;] from all I can learn the printing is
going on w 11 by a man of the name of reeman[ .]"
The landscape pain er Edward Pric wrote to Linnell from r ntham on Monday 3 September 1827,
thre w eks after Blak 's death, about Blake's Job engravings:
Lady St froed will not be her for a month so I hav not been able
to put b fore h r Ladyship Blake's Etchings, and I fear I shall not be
able to g t subscribers as many of my friends who have seen them,
have only made the remark that they were striking but extravagant
nd not one has yet xpr ssed a d sire to buy. but I will omit no opportunity of 51 wing it whenever I meet with the One Man in a
Thousan who understands Painting.

lizab th Lady Stafford, th wealthy Countess of SutherIan in h r own right, was married to the even wealthier
org renville Leveson-Gower, Marquis of Stafford,
who was famous as a poli i ian and an improver of their
huge estat s (including most of the County of Sutherland). oth lord and Lady Stafford w r keenly interested in the arts; he was Pr sid nt of the ri ish Institu ..
tion, sh was a painter in watercolors, and both collected
art ag ely. A purchase from th Staffords might hav led
to i portant eo missi ns for Linn 11 and p rhaps to
p reh s of oth rworks by Blake. How v r, if Lady Stafford was show th Job engravings on h r return to their
h m in en ham, sh apparently showed littl interest
in th fi, for h r m does no ppear in Linn U's Job
oun s.
rhere at numerous I tt rs from dward Pric to
Li ell among th Ivimy mss., but h i ot known
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to have had any other connection than this one with
Blake. Clearly he was simply one of many acquaintances
through whom Linnell tried to sell copies of Blake'sJob.
BLAKE AND THE SONGS OF INNOCENCE AND
OF EXPERIENCE
Blake sold an extraordinarily beautiful copy of
Songs ofInnocence and ofExpen:ence (copy AA) to Mrs.
Charles Aders in July 1826 for £5.5.0,7 and Linnell apparently had it bound for her - indeed, probably the
sale was made through him. Eight years later, when in
somewhat narrower circumstances, Mrs. Aders wrote to
LinneH:
24 Savage Gardens June 17th [1834]8
My d ar Sir
I much hoped to have been able to see you before this, but as
usual illness has 'prevented me. - The fact is, I wish to explain to you
my feelings & WIshes about Blakes songs ofInnocence & I cannot resist the desire to have Mr Aders' ponrait [painted by you]. but am
not now so well able to dispose of money as I was, (at any rate for my
luxuries or fancies) and wish therefore that you would ttke th/t work
in part pay'ment, it cost me as you know 6£ that is 5..5 ..0 to Mr
Blake and 16 to you for the Bookin which they are [bound?] - I have
also another work of Blakes for which I gave to Mr. Ta ham 5.. 5.. 0[ . ]
perhaps you might like to have tha also - What I have said above
is in confidence to you, & I feel sure your delicacy will treat it as
su h- If you agree to my plan you will have the kindness to send
for the Songs - and Michael Angelo's [designs engraved by Linnell]
whenever you pJease[i] perhaps some day it may please God that I
may be rich enough to purchase the latter[.]
Yours very sincerely
Eliza Aders

Linnell evidently was not tempted by the Blake work
which had come from Frederick Tatham - perhaps the
drawings of "Los Walking on the Mountains of Albion"
or "Christian with the Shield of Faith, Taking Leave of
His Companions" from Pt'lgrim s Progress which Mrs.
Aders kept in an album until her death9 - but he did
take the Songs. Next year he had an unfortunate misunderstanding with Mrs. Aders about the prices of these
works, and on 8 August 1835 she wrote to him that she
had understood th price of Linnell's portrait of Mr.
Aders was to have been £26.5.0; "when therefore you
took Blakes Songs of Innocence &c at 6Gs I of course
can luded I had only 20£ to pay." She declined to pay
more but said that a friend might do so, "in which case
when you receive the money you will send us the 6 G
for Blak s work. "10 Linnell did keep the Songs, and
twenty-eight y ars later he inscribed it: "Given to James
ho Linnell byJohn Linnell sent, April 28 1863."
S

BLAKE AND JOB
Linn 11 had become a profound admirer of "the
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dear kind and accomplished Lady Torrens," and in 1820
he painted an admirable portrait of her with her six children.ll In April 1826 he sold a copy ofBlake'sJob to her,12
and on 19 December 1832 her son A. W. Torrens, a captain in the Grenadier Guards, asked Linnell to send "by
the bearer the 'Book o/Job,' as you kindly promised to
dO."13 He apparently admired but did not buy Blake's
Job, and three years later he wrote again to Linnell:
Windsor.
17. Apnl1835.
Dear Mr. Linnell,
I received the book of Job, & return you many thanks for the
present, in the name of my wife.14 -The note you were so good as
to send with it, is no mean part of the value of the gift, containing
as it does from so eminent an artist such strong approbation of the
copy which was inadvertently left in the book ....
Yr. very truly obliged,
Arthur W. Torrens.

Clearly the Denny and Torrens families were appreciative patrons of William Blake. If only we had records of
the rest of their dealings with and opinions of him.
These are so far the last of the records of Blake's life
and works to be discovered among the Ivimy mss., but
it seems likely that yet more will be found in that rich
repository. Few discoveries, however, are likely to be so
intriguing as the view given here of Blake sitting between his friends John Varley andJohn Linnell in a box
in a little theatre in Westminster being "much entertained" by a performance of Oedtpus advertised as having been written in 619 BC by Sophocles (496-406 BC)
but in fact written by Dryden and Lee and first acted in
1678.
tThe materials exhibited here were discovered and recorded by
Mark Abley in 1982 and 1983 and generously shared with G. E.
Bentley,]r., in September 1986; they have been organized and made
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into the present essay by GEB.
We should like to dedicate this essay to our friendJoan Linnell
Ivimy in thanks for her friendship to each of us over many years. The
manuscripts are quoted here by her permission.
2LinnelJ's portrait of Edward Denny (1821) was exhibited in
Katharine Crouan,john Linnell: A Centennial Exhibition (Fitzwilliam Museum 5 Oct. - 12 Dec. 1982; Yale Center for British Art, 26
Jan. - 20 March 1983), #76.
3 According to the index to Martin Budin's magisterial Paintings
and Drawings 0/ Wtlliam Blake (1981). Through Linnell, Denny
bought Blake'sJob engravings and Blair's Grave with Blake's designs
(Blake Records [1969], 335- 36, 593).
4In his Journal, Linnell recorded that he went on "Th [ursday
November] 2 To see CEdipus," but he said nothing about his companions, and in his Cash Account Book he noted under 8 November
1821 payment of four shillings "to Dr Thornton for Box Ticket - for
CEdipus[? ]."
Linnell was cleacJy keenly interested in Greek plays, and the
impulse to attend this production may have been his. On 8 May 1819
he paid £1.1.0 "for Greek Theatre 3 vol. 4tO , " and on 24 April 1821
he paid four shillings for" Sophocles - Greek. "
~For details of the theatre itself, see Raymond Mander & Joe
Mitchenson, The Lost Theatres o/London (1976), 202. lt was not a
patent theatre and was not therefore entitled to perform legitimate
drama, but, "being of too hum ble pretensions to create jealousy, [it]
is permitted to play tragedy, comedy, or farce, in as legitimate a
manner as the company is capable of doing" (The Percy Anecdotes
Onginal and Select [1822], 168, cited in Allardyce Nicoll, A History
o/English Drama, 1660-1900,4 [195 5], 228).
6Butlin (1981), #676.
7The receipt of 29 July 1826 is given in Blake Records, 583, the
source of the other Blake references quoted incidentally here.
8The letter is postmarked "NIGHT / JU 17 / 1834" and addressed to "J. Linnell Esqr. / Porchester Terrace / Bayswa.ter."
9Budin (1981), #784 and #829 (20).
IOBlake Records, 583, n 1, quoting the Ivimy mss.
tIlt is reproduced in color in Katharine Crouan's atalogue of
John Linnell (1982), #75.
12Blake Records, 590, 599.
13Wtlliam Blake: The en'tical Hen'tage (1975),226.
140f course neither Arthur Torrens nor his wife appears in the
records of payments forJob, since the copy they received was a gift.
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istemological and ontological issues central to British
empiricism. In doing so, he illuminates significant details of the poems and also makes some astute and valuable generalizations about the poems' meanings and
purposes.
One such generalization, made at the outset, reminds us of a fact that is widely acknowledged in principle but too often ignored in the practice of Blake
criticism. "An epistemology and a metaphysic are embodied in [Blake's and Shelley's} masterpieces," Hoagwood observes (p. ix). "The theater of Blake's intellectual
wat includes these traditions, philosophical and religious. Accordingly, to disparage 'outside readings' while
trying to interpretjertlsalem is literary blind man's buff:
Blake's art simply cannot be understood without reference to philosophical and religious tradition" (p. 1).
More specifically, Hoagwood maintains that the
two traditions he focuses on will help us answer "four
questions [that} still require attention from readers of
jerllsalem and Prometheus Unbound: the question of their
context, of their real subject, of their symbolic technique, and of their literary form" (p. 2). Concerning
their context and subject, Hoagwood observes that "jert/Jalem and Prometheus Unbound exploit three points of
contact between prophecy and the philosophy of mind"
(p.5). First, both poems and both traditions involve "an
idealist philosophy of being." Second, all exhibit a concern with mental activity, especially perception in general and vision in particular. And third, they are all
concerned with "intellectual liberation" or "the overthrow of spiritual tyranny" (p. 5).
With an eye to these three them s, Hoagwood
proceeds to an e~lightening exposition of "philosophers
of mind," by whtch he means Descartes and the British
empiricists, primarily. This informative discussion does
not constitute the strength of the book, however. or
while the account provides a worthwhile explanation of
the humanization of absolutes in philosophy, this element only fleshes out a thesis that has already been
developed by others (most notably by Abrams in Natural
Supernaturalism). And although it reveals some interesting similarities in, for instance, Blake and B rkeley, and
Shelley and Hume, these glosses do not add appreciably
to our understanding of either poet. One might expect
the payoff to come in the subsequent analyses ofJerllsalem
and Prometheus Unbo1ln&, but that hope is not really fulfilled, for the specifi s of th se 'philosophies of mind"
are rarely used productively in the analyses of the poems.
The only notion from thes philosophies that is fruitfully
e~pl?yed in inferpreting the P?etry is the idea that the
prtnctple of mind unifies all thIngs, a rather vague and
ambiguous notion th~lt, as we will see, produces as much
confusion as illumination.
Happily, oagwood's a count f th prophetic tradition produces a great r yield. Most ignificant for an
understan ing of Blake nd heUey is the purp se of
proph cy. Hoagwood notes rhat

WINT R 1987- 88

BLAKE/AN ILLUSTRATED QUARTERLY

PAGE 109

for some commentators, including Thomas Goodwin, prophecy
supplies a mencal model. John's vision [in Revelation] was a modification of "his Faculties," and the purpose of John's book is to
enable his readers to model their minds after it- "that is, to give
up our Selves, our Powers and Faculties, to the Spirit's Rule and
Guidance" by submitting to the mental conformations displayed
in Revelation; the prophecy portrays "the Form or Pattern . . .
inco which all Saints on arth should be moulded." (p . 38)

Readers of Romantic prophecies who do not share the poets' knowledge of tradition, nor acknowledge the existence of such a tradition,
complain of the poets' obscurity, treating their poems as solipsistic
impromptus, originating "in the private emotions and imaginings
of their authors." Without reference to the tradition of visionary
symbolism, a reader finds that such poems are not "immediately
referable ... to any extrinsic system of beliefs or truths," and so
loses patience. (p. 47)

Prophecy's "guiding purpose," then, Hoagwood asserts,
was "to cleanse the doors of perception, sweeping the
clutter of binding fictions from before the mind's eye
and allowing it to perceive the infinite-the universalwhich was hid " (p. 41). The connection with Blake and
Shelley is obvious: for the poets, as for the biblical
commentators, "prophecy effects a revolution of mind,
of perception" (p. 45). More specifically, "in the case of
Jerusalem Blake forces his reader to undergo an effort of
cognitive unification . . . . The plot of Jerusalem, [like
that} of Revelation, is the audience's progress from darkness to light, gradually apprehending thematic significance amid narrative discontinuity" (p. 81).
In addition to purpose, the poetry of Blake and
Shelley also shares particular doctrines with the prophetic tradition, Hoagwood finds. Most noteworthy is their
common reliance upon an idealist ontology. This ontology is implicit first of all in the prophetic purpose,
which is "to strip the veil of illusion-literality and
materiality-from the intellectual tenor of art and human life" (p. 48). Hoagwood finds this idealism to be
implicit in prophecy's form and technique as well. Asserting that the generally figurative technique of biblical
prophecy is implicitly idealist (p. 38), he explains that
prophecy "requires readers to lift their minds, by the
vehicle of vision, from the perception of sensible to
intellectual forms" (p. 48). Readers are thus forced into
an idealist perspective by prophecy, because" its palpable
terms have spiritual tenors: the winepress in Revelation,
for example, is interpreted as 'pressure of conscience'"
(p. 42). Here again, the connection with Blake and
Shelley is clear, as it also is with regard to two specific
techniques that Hoagwood comments on: synchronism
and typology. Synchronism, the separate or sequential
presentation of events that occur simultaneously, forces
the interpreter to "rise above the distinctions of time"
(p. 41): various visions "are distinguished spatially and
symbolically" in the narrative, and to make sense of the
prophecy, the audience must perceive the "essential unity" of these separate visions (p.41). Biblical typology,
the "allusive or allegorical use of imagery from the biblical past" (p. 53), also "transforms a concrete diversity
(different places, or things) into an intellectual unity (a
common idea or theme)" (p. 54).
To understand the prophetic poems of Blake and
Shell y, one must thus recognize their prophetic nature:

Recognizing the prophetic nature of these poems
also means, Hoagwood argues, that one must not try
to reduce the visionary symbols to a single, historical
meaning. He observes that some commentators (notably
Isaac Newton) tried to do precisely that, and he notes
and condemns a similar reductive tendency among some
modern readers: "To the present, a class of readers blithely
subsumes visionary art under the name of political
prophecy, treating each visionary poem as if it were a
willfully obscured news announcement" (p. 50). Hoagwood rejects such a reading of Blake for the same reasons
that most biblical commentators repudiated Newton's
interpretive method: "first, the symbols of prophecy
have multiple meanings, and no single perspective will
suffice for understanding them. Second, terrestrial 'Applications are too small and petty usuaHy for these
Prophecies,' which are designed to address spiritual matters: 'the Prophecies themselves, if they had no other
meaning, might very well have been spared'" (pp.4950). The poetry of Blake and Shelley cannot be understood merely in relation to historical and physical reality,
Hoagwood asserts, for to do so is to render much of the
poetry incomprehensible and the rest trivial.
As well as illuminating the general purposes and
techniques of Blake's and Shelley's poetry, Hoagwood
also makes effective use of the prophetic tradition in
explicating numerous details of the opening plates of ,
Jerusalem. In the frontispiece, he carefully shows how
the globe of fire, the d or, the space beyond the door,
and the wind coming from the space function as allusions
to and reworkings of numerous prophetic themes and
images. These elements, together with details assimilated from Blake's own previously executed designs,
constitute "a deliberately complex and disturbingly ambiguous picture" which "invokes and yet contradicts the
salvation promised by the New Testament" (p. 65): "insofar as Los resembles John with his lights at the door
of heaven, the frontispiece strikes an optimistic not as
it conveys us into Blake's vision. Insofar as he r calls
Old Testament antecedents, of which Blake was equally
aware, the frontispiece is a dark design of death" (p.
64).
Hoagwood discerns a similar message in the major
symbols of the title page. inding an allusion to both
the biblical and the Newtonian rainbow in the dazzling
colors f the plate's later stage, he uncovers contraries
of wrath and mercy, and materialism and spirituality,
simultaneously present in the picture (pp. 66-68), thus
demonstrating how "the th ologies f vengeance and
mercy, their respective biblical can ns, and sacred and

As Blake and Shelley knew, visionary symbolism had been studied
systematically for enemies before they wrote. This art and its
aestheti were known to them, and they employ its tradition.
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profane models of mind all dash at the prophecy's outset"
(pp. 69-70).
Although Hoagwood's use of the prophetic tradition provides valuable illumination of both the general
purpose and numerous concrete details ofjerllsalem, this
tradition does not serve him as well when he attempts
to articulate the poem's message. While sometimes incisive and ev n mildly innovative, Hoagwood's generalizations about the poem's message are often either
truistic, or ambiguous, or reductive. The characterization of truism appl ies to his rep ated emphasis on the
contrast between Blake's valorization of redemption and
the biblical concern with vengeance. To his credit, he
at tim s tries to move beyond this truism, but when he
do s so, other problems arise. At one point, for instance,
he states: tIthe absolute forgiveness that Blake celebrates
arises from a philosophical principle: interiority" (p. 76).
But his explanation of this point contributes more confusion than clarification:
J esus--another name for human imagination- is "in" men because
he is a mental faculty; in fact he is the origin of mental life.
onverting theological unities into epistemological unities is exa ely the pr cess that enabJes Blake co purge rhe prophetic stance
o its violence and wrt tho (p. 76)

One k y probl m with this explanation lies in the
ambiguity of terms like "interiority," "mental," "theological uniti s," and "epistemological unities." Underlying the imprecision of these terms is a fundamental
ambiguity that pLagues the ntire book- namely, the
meaning f"idealism" and Huntty." oagwood uses "idealism," nd its orrelatives "mind" and Itmental, " as though
only one meaning were possible for each term. When,
for instance, he speaks of tithe philosophy of idealism"
(p.41; emphasi added), he seems unaware of the important d ifferenc s that exist among the various types
of idealism. PIa 0, Berkeley, Ka t, ichte, and egel
(to name some of the more promin nt examples) ach
had a "philosophy of idealism, but idealism meant
something rather different for each f them-and in fact,
its precis nature in anyone of these philosophers is
itself subject to question. oagwood himself impJicitly
acknowl dges this probl m in relation to Berkeley, when
he comm nts on the fact that B rkel y's idealism is often
th ught- wrongly, h argues- to be solipsistic. But
after a very interesting and perceptive discussion of the
nuances of B rk I y's id alism, Hoagwoo reverts to an
indis riminat u e of this term and of correlative phrases
such as "pI ilosopl y of mind," using th ~m to haracterize
the New Te tament, biblical commentary, the philosritish e piricists, and the
ophy of Berkel y and th
po try of lak and Shell y. Su h usage is at best uniUu ina i g nd at worst mis] ading, sinc i impJies
a undam nta] coinciden e of vision wher differences
may in fa t be m re ignifi ant than similariti S.
1 he probl m tn rges at th b ginning of th chapII
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ter onjerusalem, in Hoagwood's characterization of Blake's
overriding vision and purpose: "To cause his reader to
perceive the unity of all mental endeavor is to lead him
in at heaven's gate, studiously built injerusalem's wall.
It is for this reason that jerI/salem ends where the universe
begins, in mental unity. In the light of vision all beings
and forms- material and ideal, historical and moralare revealed as multiples of an imagining mind" (p. 60).
The confusion resulting here from the ambiguity of
terms such as "mental," "mind," and "unity" reaches a
crisis at the end of the chapter when, in discussing
jerllsalem's climax, Hoagwood claims that the "final subject" of the poem is "the mind of man," and that the
poem's celebration of the "principle of mental unification" (p. 94) shows that "the mind creates the objects
of its perception" (p. 93) and thus allows timan {to
reclaim} to his bosom that which originally emanated
from within him" (p. 94). One wishes for a more precise
explanation of the nature of "mental unity." Does it
imply total lack of real difference between the mental
and the physical? Or does it mean that mind and matter
retain essential differences but are united by virtue of a
common ground, as in the statement of Coleridge's that
Hoagwood quotes at the end of the book: "The ground
of existence, and the ground of the knowledge of existence, are absolutely identical" (p. 190)? Similarly,
when we are told that "the mind creates the objects of
its perception," does tlmind" refer to an individual subjectivity that is of a different essence from its objects?
If so, is the creation of its objects essentially an act of
hallucination ? Of projection? Or of interpretation? Or
are we to take "mind" in a more Hegelian, less Cartesian
sense: as the common ground or essence which underlies
both human subjectivity and the objects of that subjectivity (a sense which, as Berkeley'S Siris indicates,
was also available to Blake and Shell y)?
Such imprecision concerning concepts that are crucial both to the poetry and to the traditions used to
explicate the poetry casts a shadow over important parts
of Hoagwood's analysis and obscures areas of inquiry
that could have been quite enlightening. (It would have
been valuable, for instance, to have had a rigorous analysis of Blake's idealism, for which Hoagwood's careful
account of Berkeley's idealism seemed to be laying the
foundation.) Part of the reason for this imprecision may
lie in Hoagwood's purpbse and methodology, which entail not the explicatiotl of jerusalem as such but rather
the demonstration of the relevance that two trad itions
have for the poem. Since this demonstration is much
more ~onclu.siv9 when o~e can 'p?int to identities between Ideas In poem nd In t~ad1tlOn, the method itself
encourages th ignoring of dtfferences.
This homog nizing tendency entailed by Hoagwood's method also helps account for a certain reductiveness in hi Characterization 0 jertlSalent. Though he
claims at several pointS th (j erllsalem go s beyond Revelation t embrace an absolute humanism centered on
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forgiveness, the thrust of his explanations of numerous
details is to make the poem seem more like a pastiche
of biblical elements than a revelatory vision in its own
right. Such, too, is the suggestion of the concluding
paragraph on the poem, where the following summary
is given of the relation betweenjerusalem and Revelation:
'Jerusalem's ending is precisely the same, symbolically,
as Revelation's. Blake's poem thus begins and ends with
signals of its visionary context, the Revelation of Saint
John; but throughout, Blake's poem brings this visionary light to bear on the new shapes of crisis in his agewar and the philosophy that separates mind from matter"
(p. 99). The implication is that Blake's poem, rather
than creating its own system as its protagonist says one
must do to avoid enslavement, is simply the application
of the system of another man (John) to contemporary
issues ("the new shapes of crisis in [Blake's} age"). In
this passage Hoagwood does go on to salvage some
uniqueness for Blake by emphasizing that Blake's apocalypse is an intellectual revolution rather than "an end
to corporeal creation," but in other places even this
qualification is absent. Most noteworthy, perhaps, is an
earlier passage where Hoagwood reduces the message of
jerusalem to a cabbalistic principle:
Gershom G. Scholem's summary of a cabbalistic principle applies
equally to Blake's theology: "The Tree of Knowledge became the
tree of restrictions, prohibitions, and delimitations, whereas the
Tree of Life was the tree of freedom, symbolic of an age when the
dualism of good and evil was not yet (or no longer) conceivable,
and everything bore witn ss to the unity of divine life, as yet
untouched by any restrictions, by the power of death, or any of
the other negative aspects of Hfe, which made their appearance only
after the fall of man." It is diffieilit to find a clearer summary of
]erusalemJs themes. (p. 71; emphasis added)

The danger of the historical contextualist method,
then, is that one will come to see in the poetry only
reflections of the tradition one happens to be investigating. Hoagwood could have guarded against this danger if he had taken to heart twO points that he himself
seems to be at least partially aware of. First is the recognition that no single philosophical or religious tradition can satisfactorily explain the message of Blake's
poetry. While Hoagwood seems to acknowledge this
point in principle (pp. 188-90), in practice he virtually
ignores all other traditions and perspectives. Kathleen
Raine's work, for instance, is never mentioned, nor,
except for a few minor exceptions, is the Platonic-Neoplatonic-Hermetic tradition that Raine finds permeating
Blake's poetry and pictures. The writings of Boehme,
Paracelsus, and (again, with minor exceptions) Swedenborg are passed over in silence, as are the translations
of Thomas Taylor.
ven taking into account alternative traditions would
not, of course, guarantee access to "the message" of
Blake's poetry, for as Hoagwood also acknowledges in
principle-and this is the second point-Blake goes
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beyond his predecessors. Here again, Hoagwood's practice fails to do justice to his principle. If the principle
is sound-if Blake did in fact surpass his precursorsone might argue that the best access to Blake is not
through his predecessors but through successors who
had the same precursors as Blake-if, indeed, one must
approach Blake through an intermediary at all. Thus
instead of seeking access to Blake via the British empiricists (for whom he expressed little admiration), it
might be more productive to approach him through,
say, process philosophy, which is described by its primary exponent, Alfred North Whitehead, as largely an
extension of and reaction against Descartes and the British empiricists. There is justification for such an approach in Blake's own writings. One of the messages of
Milton, for instance, is that if we want to understand
the significance of Paradise Lost, we should read Milton's
successor Blake (rather than Milton's predecessors).
Likewise, if we want to understand the grounds for this
claim of Blake's, we might do better to read Heidegger
or Gadamer than to seek clarification in Milton or Spenser.
Hoagwood's analysis of Prometheus Unbound exhibits
many of the same strengths and weaknesses as his investigation ofjertJsalem, although the treatment of Shelley's poem is more coherent and systematic. Like Blake,
Shelley is seen to be concerned with humanizing Biblical
prophecy, making the supernatural natural, and working
to harmonize contending creeds and unify religion with
other forms of thought (p. 136). Like jerusalem, Promethells Unbound employs major elements of prophecy:
"an aesthetic based on multiple imagery, an ethos whose
points of reference are vengeance and mercy, a mental
ontology that informs both those elements, and, for a
final purpose, creation of a new heaven and earth" (p . .
138). These elements are connected by the fact that
"poetry's ideal forms, Shelley implies, subsume into
apprehensible unity the previously discrete data of mental and natural life" (p. 132).
It is this idea of the unity of the mental and the
natural, or thoughts and objects, that constitutes both
the strength and the major weakness of Hoagwood's
analysis. On the positive side, the notion provides admirable explanatory power. With it Hoagwood is able
to construct a coherent and illuminating reading of major characters and events of the poem which, in all its
different characters and episodes, is seen to embody the
central insight that all things-both mental and physical-are ultimately united in the mind.
But as in the discussion of jerusalem , the nature of
this unity is not adequately explained. As a result, Hoagwood repeatedly moves from the unobj ctionable assertion that thoughts and things are related to each other
to the very different and quite dubious contention that
there is no real difference between them. We can observe
this fudging of terms in Hoagwood's discussion of metaphor, which he perceptively identifies as a formal en-
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actment of the unity between thought and things. Noting
that "the predominant kind of metaphor in act 1 converts
thoughts to things," Hoagwood reflects that "this technique, a condition of all poetic art, implies a relation
between internal and external things . . . " (p. 157).
But, observing that in act 2 Shelley reverses the process
and converts things to thought, he concludes that this
technique implies that lithe distinction between thoughts
and things is nominal . . . , a matter of words" (p.
157). Having rec gnized that metaphor implies a sharing of ground or essence betw en the mental and the
physical, Hoagwood equates this sharing with lack of
any real diffi rence between thoughts and things.
This same fudging occurs in Hoagwood's discussion of th significance of repeated patterns in the poem .
H begins once again with an insightful and valuable
observation:
This strategy of patterning, whereby mul tiple structures are assembled in ord r co revet I the unity that they share, enters the details
of h lIey's po cry, just as his ontological theme of mental hi losophy enters his particular metaphors. Just as act 2 is superimposed
over act 1, to reve I differ ntly the same vision, so toO the fun cion
of the echoing spirits' song-whi h is symboli ally identical with
the prophetic spirits' song-assembles multiple images as analogies
for a single idea. (p, ]65)

In the very next sentence, however, tl e relation of sharing and analogy between multiple particulars and a single idea or unity is changed into a subsumption of
particulars into a universal-an annihilation of all difDrenc b tween particulars and between thoughts and
things:
The sensible diversity f these images is design d to dissolve into
th int lie mal unity of their ommon tenor . . , ,Such ate hnique,
lik biblical synchronism, mbodies intellectual philosophy. If
thoughts are idmtical with things, as in Shelley's philosophy they
arc, and "a ll things exis as they ar perceived; at least in relation
to rhe ercipient" (P,'osc, 7: 137), then the use of m taphor, multiple
symbolism, and thematically par Hel t cts reprodu es Shelley'S philosophy in poeti form, by convertil1g sensibles to intelligibl s. (p.
165; emphasis added)

h problem of unity is co.m plicated by the fact
tI at in some instances oagwood does try to explain its
nature. 11Th absolute unity that structures the ntice
poem" (p. 162), he comments at one point, is due to
the fact th t the natur 1 world is just projection of
thought: "Shelley's subj ct is the exteriorization, attribution, and worship of that which aros from within"
(p. 164). Inste d of clarifying th issue, however, this
explanation confus s it still further, for two reasons,
irst, it impJi s a soLipsistic posi i n, and Hoagwood
insists thar Shelley is not a solipsist (pp. 152-54). Second, this ptojectiv notion f unity results in an imov rishing and r du tive r ading of the poem. Nowhere
is this clear r than in the discussion of Asia's confronta .ion with
m orgon.
A L rdi ng t Hoagw od, Demogorgon is a pro . .
jection f Asia; "h docs not xist, considered a art from
th fr itful s litu I in wi ich Asia's mind unfolds its If"
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(p. 168). And to substantiate this claim, he finds it
necessary to argue that Demogorgon is "utterly uninformative," that "he tells Asia nothing that she does not
already know," and that, in fact, "all of his answers are
meaningless" (p, 166), Hoagwood's reasoning runs as
follows:
Asia asks, "Who made the living world?" and Demogorgon begs
the question, saying only "God" (2.4.9). As Shelley had understOod
since at least 1811, that bare word is merely a device by which
ignorance disguises itself as piety.... When Asia presses the question by rephrasing it, Demogorgon can only repeat himself (2.4.11).
Her own language, however, is more informative: she lists "all /
That it [the world] contains-thought, passion, reason, will, /
Imagination" (2.4.9- 11), defining a mental universe. As her questions grow gradually more complex and specific, Demogorgon repeats "Mercifu l God" (2.4.18) . . . . (p, 166)

Hoagwood's reading is quite plausible. But an alternative reading is equally possible, and it has the added
virtue of avoiding the solipsism that Hoagwood's reading implicitly attributes to Asia. It is possible, that is,
to see Demogorgon's responses as being extremely meaningful, providing the most important information of
all-namely, the fact of unity that Hoagwood himself
sees as the central theme of the poem. By replying "God"
to all Asia's questions, Demogorgon is indicating that
the same fundamental power underlies all the myriad
phenomena-mental as well as physical- that Asia
mentions. This reading also provides a satisfactory explanation of the nature of the unity between mind and
matter, something that is missing from Hoagwood's
account. It implies that mind and matter (all things)
are united not because they are identical or lack difference, but because of their common ground,
Hoagwood's insistence that Demogorgon is just a
projection of Asia leads him to dismiss other meaningful
responses of Demogorgon as being meaningless. "When
Asia asks Demogorgon for a definition of God," Hoagwood declares, "he admits that 'I spoke but as ye speak'
(2,4.112); that is, he has told her nothing that she did
not al~e~dy know. His famou~ declaration that 'the deep
truth IS lmageless' (2.4 . 116) IS merely a means of avoiding. the necessity of answering t~e qu~stion" (p. 167).
ThIS reading overlooks tWO crUCIal P0tnts, First of all
Demogorgon says he speaks "as ~ .. ~Ot what, Asia speaks~
he thus is not necessarily adm1tttng that "he has told
he.r nothing that she did no~ already know." Rather, he
~lght simply mean that h1s us . of (human) language
InevitabJy fails to grasp th realIty he is speaking of.
Similarly, his declaration that "the deep truth is imageless" seems to be not a means o~ evading the question
but an attempt! to express the nOt10n that the reality he
is refi rring to (with the wo~d "God") transcends linguistic and perceptual paradIgms. This notion should
certainly be familiar to o,ne as wen versed in biblical
tradition 1 as oag wood IS.
It ppears not to, b~, h e. er, for Hoagwood is
bewildered by a very SimIlar nott n advanced by Wasco

WINTER 1987-88

BLAKE/AN ILLUSTRATED QUARTERLY

serman with regard to Demogorgon. "It is ... misleading," Hoagwood writes, "to identify [Demogorgon},
as Wasserman has done, as 'the repealing powers that
are outside the One Mind, outside Existence.'" Calling
this characterization a "bewildering claim," Hoagwood
declares that Wasserman "confuses the issue by insisting
that 'we must also recognize [Demogorgon's} isolation
and absolute difference from the world'" (p. 169). The
bewilderment and confusion that Hoagwood finds here,
however, are due not to Wasserman but to the inadequacy of Hoagwood's own interpretive paradigms (those
of biblical prophecy and Britism empiricism). Had
Hoagwood employed other contexts, he would not have
found it necessary to reject such statements as mere
confusion. Had he viewed these statements in light of
Heidegger's thought, for instance, he might have recognized in Demogorgon's utterances and in Wasserman's
characterization of Demogorgon the notion of what Heidegger called the ontological difference: the fact that
Being, the ground of beings, is not itself a being, and
thus cannot be spoken of accurately, since language is
constructed around beings, not Being. This, in fact,
seems to be the notion that Shelley was trying to embody
in Demogorgon, for as Wasserman notes in a comment
cited by Hoagwood, Shelley'S manuscript characterized
Demogorgon's realm as "beyond the world of being" (p.
169). Hoagwood attempts to dismiss this piece of evidence as a misguided notion on Shelley's part, declaring:
"but Shelley certainly would have understood that that
which is distinct from all that is, is not" (p. 169).
Perhaps. But Shelley might also have understood that
although it is not, yet in a certain sense it is, as Heidegger observed. Thus when Hoagwood criticizes Wasserman for speaking "in such a way as both to predicate
a thing and simultaneously to claim that it is remote
from existence" (p. 169), he is perhaps justified in the
Context of Aristotelian logic (which, however, is not a
context that he explicitly invokes), but not in other
philosophical contexts that might offer a richer understanding of the poem. The same is true of Hoagwood's
assertion that "it is contradictory to imagine a primal
power, an ultimate force, asleep," as Wasserman does of
Demogorgon (p. 169). Contradictory in some philosophical contexts, perhaps, but meaningful in others,
such as that of Heidegger. For Wasserman's statement
expresses basically the same thought that Heidegger
articulated in his notion that Being has withdrawn in
the present age.
Hoagwood's projectivist interpretation of Asia's enCOunter with Demogorgon thus excludes ideas that could
have provided enrichment and further substantiation for
his Own basic line of interpretation. Rather than cate?orizing emogorgon as a merely intrapsychic reality,
It might be more interesting to think of him in the
context, for instance, of Hegel's Geist, which is at once
the essence of the human mind and also the ultimate
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ground of everything, or in the context of Heidegger's
notion of human being as the shepherd of Being. Such
a context would also be more adequate to the concerns
of the poem. For what is at issue in Pro'metheus UnbolJnd
is the relation between human beings and the ultimate
powers or principles of the universe, and Asia's discovery
that Demogorgon resides in herself is not merely the
recovery of a projection but the recogni tion that the
ultimate powers governing the universe are the same
powers that consti tute her own being. As noted above,
such a reading is more coherent and more congruent
with Hoagwood's own aims than is the projectivist view
that he advances, for this alternative reading avoids the
solipsist hypothesis which Hoagwood opposes yet implicitly embraces in offering his projectivist interpretation.
However, to arrive at a richer understanding of this
episode-and of the poem as a whole-it is not necessary to invoke Hegelian, Heideggerian, or any other
philosophical contexts. If an explicit context is required,
one can employ a much more immediate one: that of
Shelley's other poems. The opening lines of the final
stanza of Shelley's "Hymn of Apollo," for instance, express quite clearly the notion that mind and matter have
a common ground, and that everything the mind perceives is in a sense a perception of itself: "I am the eye
with which the Universe / Beholds itself and knows itself
divine." This poem is doubly significant because it also
speaks of prophecy. The stanza continues: "All harmony
or instrument or verse, / All prophecy, all medicine is
mine, / All light of art or nature . . . . " It is curious
that in his discussion of Shelley'S relation to the prophetic tradition and philosophies of mind, Hoagwood does
not consider an explicit reference such as this. A more
obvious oversight is the omission of any r £; renee to
"Ode to the West Wind," where the relation between
the individual mind and a universal mind or spirit is
treated explicitly-and, moreover, with reference to
prophecy. "Be thou, Spirit fierce, / My spirit! Be thou
me ... !" the poet cries. "Be through my lips to unawakened earth / The trumpet of a prophecy!" An even
more valuable gloss on this relation is provided by "Mont
Blanc," where "the everlasting universe of things / Flows
through the mind," and "the secret Strength of things"
also "governs thought" (emphasis added). Since Hoagwood frequently makes use of Shelley'S prose and other
poetry to elaborate on issues much less central than
these, this omission is unjustified. One suspects that
the omission may b due to the fact that these poems
weigh heavily against the projectivist explanation of the
unity of thought and things that Hoagwood insists on
in Prometheus Unbound. Significantly, this neglect of the
most immediate context-other poems of the poet's
oeuvre--is also present in the discussion of Blake: Hoagwood does not mention the two prophecies whose titles
bear the name of Blake's "Eternal Prophet," nor does he
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discuss such obvious documents of Blake's philosophy
of mind as The Book o/Urizen and "The Mental Traveller."
Thus while Hoagwood's reliance on two traditions
do soffer valuabl insights, his historical contextualist
perspective and the understand ing derived from it need
to be seen in the context of oth r contexts-including
not only oth r historical contexts but the rest of the
poet's oeuvre and anachronistic contexts as well. Had
Hoagwood taken more notice of this larger context of
his historical contextual ism, his study could have gained
considerable explanatory power without sacri fid ng any
of its present virtues. Such an awareness of larger horizons might also have reduced some of the other apparent problems inh rent in Hoagwood's book, which,
some Blakeists might observe, is a rather priestly study
of prophecy: a codifying, historicist study of a poet who
scorned such devotion to g neralization and memory and
apotheosized their contraries, the particular and the
imagination. espit its shortcomings, however, Prophecy and the Philosophy of Mind makes a definite contribution to our understanding of Blake and Shelley, for
in addition to numerous local insights, it gives us new
understanding of the purposes of these two poets, and
of th ways they attempted to realize these purposes.

Rob rt N. ssick. The Works of William
Blala! in the Huntington Collectioru: A Complete Catalogue. San Marino: The unting..
to
ibrary, Art Collections, otanical
Ga ns, 1985. xviii + 256 pp. $20.00.
·ew d by
tl y, J .

The untington Library and Art GaJlery has one of the
gr at Blak coIl ctions in the world, including s venteen
o his print d books (All Religions Are One, the "Exhibition of Paintings in Fresco," and The French Revolution in th only copies known),l seventeen of about ninety-six known lett rs, some of his grea est s ries of designs
including those for Comus (8), Paradise Lost (12), "On
the Morning of Christ's Nativity" (6), Visionary Heads
(6), the Illuminated enesis Manuscript (12), colorrints (3), and eighty.. two works with his commercial engravings. Only five other collections have anything like
su h BJ
riches-the British Library and Museum, the
ibr ry of ongr S5 plus th National Gallery, arvard,
Yi 1, ndambridg University-and probably none of
th se has be n s xtensiv ly described and exhibited as
ha in he Iuntington. h re is of course a spe ial n ed

for such exhibition and description of the Huntington
collections, for they are not easily accessible to most
Blake students, and they are never loaned to other institutions. To make up for this isolation, the Huntington is
uniqUely beautiful and wonderfully gracious and ac~omt?0dating to students w~o d~ wend their way to the
ImagInary barony of San M~lno In the avocado groves in
the foothills of the mountat~s above Los Angeles.
The Huntington Icollectl~n of ~lakes has been repeat~dly and extens.ively descnbed, In. the catalogue of
draWIngs and paintJngs by C. H. Colltns Baker (1938),
revised and extended by. R. R. Wark (195 7, reprinted
1969), and in the handItst of the enUr collection by
R. N. ssick inlBlake .(1978). Theft: have been Huntington exhibitions fOCUSIng on Blake In 1936 (Paradise Lost
drawings), 1940 (ibid.), 1953, 1965-66 (William Blake
and his Cir Je), 197~-73 (the followers of William
Blak ), 1974, 1978 (Prtnts by Blake), 1981-82 (prints by
the Blake Followers), 1983, and 1984. The administra-
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tion of the Huntington has been splendidly generous
in making known its Blake riches.
One might well wonder what this new catalogue
can offer which has not been available before, since the
ground has been so frequently traversed. The answer is
rather surprising. Most of the Huntington exhibitions
and all the catalogues before Essick's were concerned almost exclusively with Blake's drawings and paintings.
The scope of this work is, therefore, vastly greater than
those of its predecessors. Further, even the graphic works
are described in considerably greater detail than was
heretofore available. The edition of Baker's catalogue revised by Wark (1957) consists of only fifty-five pages,
whereas the corresponding sections of Essick's work comprehend drawings and paintings (pp. 1-140), separate
prints (pp. 193-204), works of questionable attribution
(pp. 233-38), and portraits of Blake (pp. 239-40), and
to what Baker and Wark surveyed Essick has added extensive sections on Blake's writings (pp. 141-91) and his
commercial book illustrations (pp. 204- 31).
The first great virtue of this admirable catalogue,
then, is its comprehensiveness. 2 For the first time we
have an account of "all original Blake materials at the
~untington" (p. xi), not just the drawings and paintlngs.
The second great virtue of the new Huntington catalogue is its method: "[It] is based on a new examination
of them [Blake's works] and all relevant documents I
have been able to locate. My major goal has been to provide scholars and students with basic facts about the
physical properties of the works recorded" (p. xi). With
a first-class scholar such as Essick working with the primary materials of his field, the results are bound to be
impressive.
With each drawing, he gives not only the physical
details such as size and defects, but a meticulous and
elaborate description, and usually a reproduction as well
- there are fifty plates in all, inclu?ing all t~o~e for
Comus, Paradise Lost, "On the MornIng of Chnst s Nativity," and the Illuminated Genesis Manuscript. 3 Further, there are careful comparisons with other versions of
the same subjects, e.g., for the Paradise Lost designs. In
future, critical accounts of these Huntington designs
should begin with Essick's descriptions of them.
An incidental advantage of the 1985 catalogue is
that it is more up-to-date than its predecessors. Essick reports that the Huntington copies of Innocence (I), Songs
(N), and Visions (E) were dis bound in 1983 and 1984
and that rare prints were acquired as late as August and
December 1984 (pp. 146, 149, 163, 194, 203).
. Most of the new profits from this cat~logue are f~r
ltterary scholars, for the Huntington coples of Blake s
writings and of books with his commercial engravings
have only been described in detail previously in comprehensive bibliographies such as Keynes' great Bibliography o/Wtfliam Blake (1921), the Keynes & Wolf Census

(1953), and Blake Books (1977). One might have expected, or indeed hoped, that his predecessors had exhausted what is to be found in the Huntington books, but this
is not the case. Though Essick builds confidently on the
work of his predecessors, he has a good deal that is new
to offer, and every copy has been described with a fresh
eye. For instance, he reports (as no one else has) that the
edges of All Religions Are One (A), No Natural Religion
pI. a2, Song 0/ Los (E), and The Ghost of Abel (C) are
deckled (pp. 143, 145, 165, 175), indicating that they
were the original outside edges of the sheets from which
they were cut, and he can even deduce from these facts
that the All Religions Are One plates "are quarter pieces
[cut] from a sheet approx. 75.6 x 54 em." (p. 143). He
points out numerous small variants which Blake created
in coloring his works in illuminated printing and which
have not been remarked before. In Songs pI. 13- 14 ("The
Little Boy lost [andFound]" in Innocence [I] and Songs
[E]) the boy has been given a hat (pp. 146, 157), in pI.
19 (the innocent "Holy Thursday" in Songs [E]) the man
at bottom left has a book in his hands (p. 157), and in
pI. 46 ("london" in Songs [N]) a serpent has been added
in the bottom margin (p. 163). In Song ofLos (E) pI. 8,
the etched butterfly visible beside 11. 6- 8 in other copies is not apparent (p. 166), and in Milton (B) pI. 4 there
are "Eight stars drawn in [the] sky with pen and ink"
(p. 169). All these variants should be recorded in the
standards bibliographies of Blake. Essick has advanced
our knowledge very considerably with his original observation and careful recording of these minute details.
Very occasionally the vagaries of institutional records or of proofreading have had small unfortunate consequences. Of the history of the Huntington's copy of
Blake's great print of Chaucer's Canterbury Pilgrims he
can say no more than that it "has been in the Library's
collection for many years" (p. 202); in recording the variants in Blake's transcription of Genesis in his Illuminated Genesis Manuscript (pp. 112- 114) he corrects and
supplements his predecessors very usefully but omits
Blake's alteration in Genesis 2.4 of "the day that" to "the
day when, " and he mistranscribes Blake's 3.16 "in sorrow
shalt thou" as "in sorrow shalt though"; watermarks
such as] WHATMAN are regularly recorded in large capitals rather than in large and small capitals, thus creating
unnecessary variants. But these eccentricities are very few
and trifling.
This is a scholarly work of considerable importance,
constituting a real advance in knowledge, thorou~h, accurate, intelligent, and illuminating. The HuntIngton
Library and Art Gallery and the community of Blake students are exceedingly fortunate that a scholar of Essick's
eminence should have devoted himself to such an apparently thankless task and produced a work of such remarkable excellence. Semper honos nomenque tuum
laudesque manebunt (Aeneid 1.607).
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tThe most important works in illuminating printing not to be
found there are the The Mam'age o/Heaven and Hell andJerusaiem.
2No attempt is made to detail the Huntington's extensive holdings of reprints, criticism, and scholarship concerning Blake nor to
describe the related materials such as the bm for Blake's funeral or
drawings and manuscripts of contemporaries like Flaxman, Fuseli,
Stothard, and Palmer.
~Thes reproductions are serviceable, but they are only in black~
and-white, and they are not so good as those in previous Huntington
catalogues. A major catalogue d serves better plates than these.
Doubtless the motive was to keep the price to the remarkably low
Jevel of $20.

Nelson Hilton and homas A. Vogler, eds.
Unnam'd Forms: Blake and Textuality.
erk ley: Unive sity of California ress,
1986. xiii + 267 pp. 27 illus. $34.00.
view d by an Miller

That Blake criticism has ent red a transitional phase is
now b yond doubt. We are wi nessing far-reaching, possibly tadi al hanges in th methods, concerns and purposes of lake study. The motives for change stem, in
part, from a realiza ion that the pr vious critical project,
shap d larg Iy by Northrop rye, has attained its exegetial goals and th reby rea h d its limits. ut even more
pow rfully, it is th body of linguistic and critical speculation which has orne to be known as "literary theory"
that has fore dar valuation and a redefinition of Blake
criti ism. Augu ies of innovation abound, and the rhetori of passag - "major shift," "paradigm change,"
Ito w di ensation" - grows somewhat too familiar,
even to the a vocat s of change. But neither hyperbolic
diction nor the fals starts and premature attempts that
unavoi ably pI gue any new critical enterprise should
obscure th ossibiliti s for substantial change. The
transi ion is only barely und rway, and since all transiions ar p dods of risk and uncertainty, the future of
lak studies is still v ry mu h up in th air. But we are
cl a Jy in transit, and the essays oIl ct d by Nelson Hilton and homas A. Vogler in Unnam'd Forms serve ad ..
mirably to regis r h new movement and xplore some
of th terrain it opens.
Ac ordin to its dust ja ket, the book "initiat s the
ncount r of Blake studi s and contemporary literary.
rid al cone pts of {t x uality,'" and a blurb from
W. J. . Mitch Jl ass rts, "It will s rve as the basic introdu i to th applica ion of advanced theory to Blake."
Th s claims are ac ura nough and well warranted by
th ssays within, but the undertaking of Unnam'd
Forms i a tually much mor spe ifi and cons quen ia1.

The subtitle "Blake and Textuality" might be translated
"Blake and Derrida," for while Derrida is not the only
contemporary theorist of language used to illuminate
Blake (La an, Kristeva and Fo1;lca~lt also figure prominently), his is the name most InsIstently and forcefully
invoked. Most of the essays work to bring Blake and Derrid a into some sort of alignment, to discover some mode
of rapprochement. Putti~~ it perhaps too bluntly, we see
h re Blake, still the presId1ng pro1?het of Romanticism,
and Derrida, now the tutelary genIUS of modern theory,
put on the same stage and as~ed ~o define their common
ground. Such a meeting was InevItable, however much it
becomes here often a strange and, at times, strained encounter. But the venture itself is important. A comingto-terms between Derrida and Blake seems natural and urgent - in a way that a ~imilar confrontation of
Blake and, saY, JHeidegger or NIetzsche does not. If earIi r criti s felt compelled to connect Blake and Hegel
or mor r cen ly, Blake and Freud, the current agenda
d~mands an encounter with De.rrida. It would be easy
to dismiss thes arrang d meetings as critical fad and
fashion, and su h dis~issals are all ~oo cenain and predi tabl . But as the hte 't y and phlloso hi landscape
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undergoes the constant re-mapping that is one of the
central functions of criticism, each site upon it must be
located anew. Much is at stake in the encounter between
Blake and Derrida, nothing less than the significancethe meaning that asserts import and consequence - of
each figure.
Given these stakes and the difficulty of linking discourses as complex and finely articulated as Blake's and
Derrida's, it should not be surprising that the meeting
is not altogether hapf.Y' In some cases, Blake and Derrida do not meet at al , despite some repeated assertions
that they do. Blake frequently encounters a theorist who
is called Derrida but who bears only slight similarity to
Derrida. This pseudo-Derrida, not an altogether naive
thinker about language, will merit some attention. In
other cases, Derrida and Blake do approach one another,
but then some unease emerges in the critic who hosts the
discussion, and that anxiety will also require some investigation. Finally, in some instances, a confrontation does
take place, and when it does, sparks fly that light up the
path ahead.
The collection had its origins in the 1982 "Blake
and Criticism" conference at the University of California, Santa Cruz, but much separates that beginning
from the end product. Of the nine essays contained
here, three were written after the event, while many participants in the conference have not been included.
David Simpson's opening piece and Geoffrey Hartman's
concluding "Envoi" are expansions of verbal remarks
made at the time, and all writers appear to have revised
in light of responses made by others. As a result, some
pointed debate takes place among the essays, though
often the issues under debate become clear only on a second reading. Simpson responds to arguments made by
Paul Mann and V. A. De Luca in the third and ninth essays, so that the cautionary tone of his essay makes sense
only after the reader is well past it. Similarly, a long footnote in Stephen Leo Carr's essay engages Robert N. Essick in detailed argument concerning Blake's printmaking, but the target of that note, Essick's response to Carr,
comes after Carr. Almost every essay refers, directly or indirectly, to its companion pieces, and the intramural discussion often becomes quite detailed. This debate
makes the book much more than a collection of discrete
pieces, but the effect is often that of a conversation struggling through time lags and confusing echoes.
For all the discord, however, the essays do make a
collective statement. Hilton and Vogler's introduction
isolates three unifying themes. First, the critics represented here tend to agree upon the displacement of the
author and of authorial intention by "the power of social
structures like language" (p. 5). Second, they focus on
the special character of Blake's art that highlights the
"inevitable materiality of all language-as-writing" (p.
~). And, finally, they insist upon the "plurality of meanIngs" and the dependence on meaning upon interpre-
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tive technique (p. 6). But there are also several other
motifs sounded repeatedly: the problem of history, particularly in relation to the supposedly dehistoricizing
force of deconstruction; the destruction of "identity" by
"difference," as exemplified by the variations in each
copy of Blake's hand-produced books; the rousing of the
reader's faculties in the face of interpretive cruxes; the
relation of critical language to the language of the text;
and, most importantly, the special status of Blake . In the
introduction, Hilton and Vogler go so far as "to displace
Jacques Derrida's description of Hegel onto Blake, seeing in him the last poet of the Book and the first poet of
writing" (p. 4). As a whole, the volume tends to make
Blake's text into a privileged anticipation of contemporary textuality.
Before looking more closely at specific issues, we
need a quick overview of the whole. David Simpson
opens the volume with "Reading Blake and Derrida Our Caesars Neither Praised nor Buried," an essay that
sketches several parallels between Derrida's analysis of
writing in Rousseau and Blake's own treatment of
writing in order to define a "common history" (p. 13)
that can ground their encounter. Simpson argues that a
firm fixing of historical coordinates is necessary to prevent Blake's absorption into a Derridean self-reflexive
verbal play, an empty linguistic sublime that denies history. Gavin Edwards follows with "Repeating the Same
Dull Round," a close examination of the performative
language in "London" and the paradoxical character of
Blake's aphorisms. Edwards attends, in the first case, to
the embedding of human subjects (including the subjectivity of the poetic "I") in language and, in the second, to the complication of meaning in proverbs that
undercut the universality of proverbial wisdom. Language working against language reappears in the third
essay, Paul Mann's "The Book ofUrizen and the Horizon
of the Book." After showing that, in Blake, the Fall and
the institution of the Book are the same event - the displacement of an eternal logos by representation, supplementation, boundaries and divisions - Mann asserts
that Blake allows little possibility of exit.or exodus from
writing. A redemptive reading may be generated by
"textuality at the level oflanguage, an automatic disruption of ideology, " but Mann also recognizes that" textttality has by now long since been installed in the U rizenic
pantheon" (pp. 66- 67).
The three essays at the center of the volume meditate on the peculiar force and fluidity of Blakean language. Nelson Hilton's "An Original Story" opens, as if
it were a work of classical scholarship, by describing the
historical context of Visions ofthe Daughters ofAlbion,
particularly Mary Wollstonecraft's A Vindication ofthe
Rights of Women and the unhappy affair between Wollstonecraft and Henry Fuseli. But through a patient unfolding of "intertexts" for the poem and the application
of his method of "literal imagination," Hilton under-
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mines the ac epted reading of Visions to show that
Oothoon, far from the wise heroine of the story, actually
serves as th limited projection of a desiring eye - the
nardssistic 'T' ofTheotormon-yet also, by figuring the
text itself, as a potentially stronger force impinging on
the reader's vision. The act of reading woven into the text
itself also plays a rol in Donald Ault's "Re-Visioning
The Four Zoas," an account of Blake's "radical poetic ontology that fundamentally revises the meaning of'narrative,' of 'text,' and of 'reader' " (p. 105). Ault analyzes
th small .. and large-scale features of Blake's ext that
subv rt the mimetic assumptions and unifying tendencies of classical or, as he calls it, "Newtonian" narrative.
ausal paradoxes within the narrative, he migration of
d tails from character s~eech s to the action proper,
manifest discrepancies wlthin the order of events, plots
mbedded within plots embedded within plots-all
these aspects of The Four Zoas create a narrative in which
event, character, and setting have no identity except as
ontinual transformations of one another and in which
the r al narrative is the succession of altered perceptions
within the read r. With Vogl r's "Re: Naming MIL/roN"
w arrive at the Hmits of language. Drawing onJacques
Lacan's analysis of th Symbolic Order and Julia Kristeva's account of the pre-symbolic, rhythmic and acoustic domain she calls "the semiotic, " Vogler reads Milton
as Blake's att mp to breach th Oedipal-Vrizenic wall
f words and enter "a place marked by the absence of
figuration or rep res ntation, a physical and linguistic
Beulah" (p. 156) where experience replaces interpretation and wh r d sire exc ds all possible obje ts. Milton's search for his emanation Ololon be omes, in VogI r's hands, a quest for speech fre of the tyranny of
nomination, law, prohibition, and closure. Vogler ar ..
gu s, as others in the 011 c ion do, that Blake's narrative
attains r solution only in th act of reading, here a "pari i atory or writerly reading" that discovers "a textural
as well as a t xtual Beulah" (p. 174).
he final thre ssays take us from the word to the
Jetter, from language to inscription and icon. In "Illuminat d Printing: Toward a Logic of Difference," Stephen
oCr show how the "radical variability" r suIting
from Ike's uni u method of producing books, in
whi h no one "c py" is ever absolu ely identical with any
other, "reveals th ultimate impossibility of d termining som underlyin authoritative structure" (p. 186),
wheth r ha stmc ure is some hypothetical original
state of th tch d plate, a hypoth tical composite of
s v ral copi s, a controlling authorial intention, a "vision" or 1/ y h" in orming all Blake's works, or any oth r
ar i ulati n of what Carr calls th logic of id ntlty. Carr
explicitly links h material, variabl character of Blake's
ar an
r idean difforance; h holds that Blak 's art rev al and nacts th movement of dif!erance, thereby
g n rating "an ongoing, op n·end d produ tion of
m ani s" ( . 190). In dir t answer to Carr, Robert N.
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Essick's "How Blake's Body Means" points out that the
value of difference is not unique to Blake's art but, for
the collector, inh~res in t~e entire history of engraving
and book productlon. ESSick also argues that copy differences exist only in relation to some mode of identity, in
this case the relatively stable etched copperplate. But Essick wants really to extend ~arr's logic of difference to include such vanants as aCCldental spots, degrees of inking, and brush strokes ,~hat ~ave ~ittle or no signifying
value. Essick calls for a medla-onented hermeneutics"
(p. 216) that respects the pre-symbolic experience of the
work (Kristeva again) and the extent to which all artistic
intentions and signs are shaped by the medium. The
final essay ''A Wall of Words: The Sublime as Text" focuses once more on the visual impact of Blake'; language, but V. A. De Luca turns our attention away from
the unmediated materiality that Essick celebrates. Rather than the sheer matter of printing, De Luca argues,
Blake asserts the iconicity of language by creating verbal
"walls" that, in the manner of the Romantic sublime,
first baffle, then block, and finally release the reader's
understanding into higher :nod~s .. While Blake's sublime differs from other versions In ItS total rejection of
nature and materiality, it still does not, according to De
Luca, take us to some transcendent state or vision beyond
words. Instead it gives us fully humanized, transparent
forms that remain written language: "heaven is a form of
text" (p. 238).
.
Geoffrey Hartman bnngs t?e book to a close in
characteristically understated, nchly suggestive Hartmanian style. "Et:lVoi: 'So Many. Thi1?gs'" raises questions, many of whlch h~d been ehded In the previous essays: with what auth?nty do:s Bl~ke utter his prophecies? how are we to Judge hiS clalms on us? does the
Blakean mythic system !eta~~ any p~ace or value? how do
we account for or descnbe the vozce of Blake" and the
peculiar "music" of his. poetry (pp. 246-47)? In effect,
Hartman suggests that If we are t~ heed the experience,
rather than the mean!~g, ofB~a~e s works, we may need
to return to very tradlt10nal cntlcal concerns - to poetic
diction and sound, to the matter of artistic value even
to the personal experience of reading.
'
Such is the trajectory of Unnam 'd Forms (though
paraphrase and summary ca? only do injustice to nuanced arguments), and Its vlrtues are many. Phases in
Blake criticism have tended to announce and define
themselves by anthologies, and this collection will also
mark a turning point. It success~ully articulates a novel
set of critical concerns and puts Into practice a number
of interpre ive echniques relativ Iy new to the field . As
a group, hese essays also make ~verwhelmingly clear the
d gr e to which Blake's poetry IS shaped by its medium
and plays off of its own typograph!~al existence. Whether or not Blake does here become the first poet of wri ing," he certainly emerges as Hth~ first epi po t of'print
onsciousness' " (p. 4). Y fOCUSIng att ntion on previ-
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ously overlooked aspects of Blake's work, in particular
those aspects that proved intractable for previous critical
approaches, the book performs some much-needed
clearing of space for other new studies of Blake. Unnam'd Forms also asserts the value of Blake for contemporary literary theory, and while it is far too early to expect that this field will again, as it did with Frye, serve as
a source of new theoretical insight, at least the possibility
is here established. The book as a whole makes a convincing case that Blake's art, with its combination of the
verbal and the visual, as well as its foregrounding of the
material signifier, offers critical theory a particularly fertile area for investigation. Above all, this collection reasserts the power of Blake's art; it demonstrates that Blake
is as crucial a figure in Romanticism (and cultural history
generally) for the present intellectual climate as he was
in the rather different worlds of previous decades.
Save for Hilton's commentary on Visions of the
Daughters ofAlbion, there is little here that could count
as close reading. Mann examines The Book of Urizen,
and Vogler takes up Mtlton in some detail, but both of
them actually read from the text to certain principles
and possibilities of language instead of undertaking detailed commentary. Donald Ault does elaborately chart
Nights 1, 7 (a and b), and 9 of The Four Zoas, but he is
primarily interested in the ways that the text structures
reading, and the essay seems a prelude to his forthcoming book on that poem. Most all the contributors concern themselves less with particular texts than with general characteristics of Blake's discourse and the modes of
reading mandated by it. This is appropriate for an anthology that sets out to explore new territory, but it also
distinguishes Unnam 'd Forms from the several collections of essays that preceded it. The moments when
critics succeed in illuminating a text are rather few: Edwards' comments on Blake's aphorisms, Hilton's contextualization of Visions, and Ault's account of the Circle of Destiny in Night 1 of The Four Zoas are some of
the notable instances.
Perhaps the most constant refrain in these essays is,
put bluntly, the rejection of meaning-or, at least, of
anything like a univocal, determinate meaning. Vogler
begins his reading of Mzlton by denouncing "our interpretive urge for closure and univocal mea~ing" ~ an
"inevitable Urizenic impulse" that the poem Itself dIagnoses and seeks to destroy (p. 141). Mann also sees archetypal, systematizing criticism as Urizenic (pp. 63-64).
"Methods for containing variation within a hierarchy of
meaning or value" are, for Carr, critical expressions of
the logic of identity, and he claims less interest "~n advancing a particular new interpretation" t~an lim exploring the general conditions of encountenng works of
tlluminated printing" (pp. 182, 196). And De Luca asserts directly, "The Intellectual Powers do not address
themselves to meaning as such" (p. 240). He~e w~ enCOunter a difficulty in Unnam'd Forms. MeanIng IS ex-
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tremely hard to elude; it inevitably reconstitutes itself in
discourse, even in a critical discourse that seeks to talk
about something prior to or beyond meaning. These essays tend to deny meaning but then assert something beyond meaning that, it turns out, is quite meaningful.
Essick offers one example of the return of meaning
~ he argues against the hegemony of verbal significatton:
If such things as ink drops and brush strokes are signs. they signify
only their material selves and their coming into being. This hypothetical sign offers some intriguing characteristics. It constitutes a
semiotic phenomenon. but not a symbolic system. It resists translation from one medium to another - or. to put it another way. it is
the nontranslatable part of any sign. It refuses identical iteration. for
it exists only as a spatial/temporal performance. (p. 211)

It would not be difficult to show that, in many classical
theories of meaning, the unique and untranslatable sign
represents the apex of significance. For the connoisseur
who values accidental variation of plate or page, the
small mark that distinguishes this from all other copies
has exactly that meaning: it is valued not as an accidental
mark but as the pure sign of uniqueness. The ink drop
does not signify itself or its own materiality; it signifies
its own production and, beyond that, its producer. The
ink that Blake dropped means Blake and so is valued as
such; the ink I drop has no such significance or value.
Singularity is the utopia of meaning, and it is exactly the
iterability of the sign that complicates meaning.
In fact the unique graphic sign permits a return of
meaning on the grandest scale. Essick wants to insist on
the non-significative aspects of the sign, yet the graphic
mark, filled with the presence of its own artistic comingto-be, becomes an "incarnational" sign: "Like Blake's
sense of the immanence of the spirit within the body, for
which Christ is the paradigmatic type, such a sign contains the signified within the material presence and history of the signifier" (p. 212). In the name of asymbolic
marks, Essick actually returns to one of the most traditional notions of absolute signification, an indwelling of
meaning that is essentially symbolic. Of course, Essick's
intent is to widen the domain of "meaning" to include
all those "accidents" that, like the particularities of any
musical performance, contribute to effect and impact,
but his distinction between symbolic and semiotic phenomena keeps breaking down. In Essick's own discussion, the graphic mark always becomes sign and then
symbol.
Similar unacknowledged recuperations of meaning
pervade other essays. Gavin Edwards is perhaps least
guilty of this, but even his claim that "ineradicably unstable and multiple significance" (p. 34) fills Blake's art
eventually gives way to assertions of the value - and
meaningfulness - of instability itself. In his proverbs,
Blake "is questioning the finality of proverbs as su h, It
and he there by" rouser s] the faculties to act" (p. 47). The
action of roused faculties becomes itself a final end,
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though the question of exactly what action those
faculties take is elided. "Consider The Book o!Urt'zen,"
Mann writes, "as the sort of text Barthes calls scriptible"
(p. 65). And De Luca describes Blake's sublime as "an
affair of the text and the text alone" as it "presents a refractory iconicity, a wall or steep, that halts or dizzies the
Corpor al Understanding. At the same time it displays
an exuberance in its own self-referential play that provid s the leap ofjout'ssance, as Barthes would say, for the
In ellectual Powers" (p. 231). What the text means is textuality; what reading reads is the liberating play of textual pleasure. The text does not mean so much as act,
and reading plays with it. But, once again, as Barthesian
jout'ssance gets written into these essays, it serves as significance. And the fact that play consistently comes to
play the role of meaning may not be accidental.
The significance of th inde erminate comes again
into playas Vogler sketches th possibility, within MtJton, of a Krist van Beulah characterized by pure vocalization and object-l ss (hence in-significant) desire:
The r aIm of the absence of the signified, as the realm ofplay , is the
r aim both of labor and of rest, the contraries that need each other
for the full engag ment in Mental ight. As such the realm is a mediating s ace, like that of Barthes' pleasure of the text. If it is to be
found and enter d, ... it must be on the level of xperience rather
than of abstract thought, at xtural as well as textual Beulah. What
this mans is that if Blak "found" it, it would be in the writing of
his text ... . The r adercannot "know" this unless sl he too can experience Beulah in a participatory or writerly reading.... I am convinced that the main t nd ncies brought to the reacling of Blake are
among those tendencies in literature - and in his own artistic efforts
- that h was struggling to overcome in the only way he could imagine overcoming them; not through a writing as allegoresis, ...
but a writing as mod of praxis, the writing of a full word rather than
a univocal word. (pp. 174- 75)

A ritical r ading again con ludes with Barthesian text
and reading. he fundam n aJ openness of the text, the
openness and fre dom of r ading that text, the pure experi nc of textuality, the purely "textual" character of
that xp rien e - these themes strain to move beyond
th onfines of poetry bound d by stable m aning, but
th y also ri k resolving both text and reading into one
significance, that of abstract indeterminacy, which may
w 11 be ev n mot fix d, more stable than that whi h it
ostensibly replaces. As errida has pointed out in his
s veral d bates with Lacan, the "full word" may fun tion
in no significantly dift r nt way than the "univocal
word." Wh n the r ader r fuses to endure the d lays
and d £ rrals of allegorical meaning, s / he courts th illusion of unmediat d knowledge.
In may b safer, in the long run, to acknowledge the
inevitability of closure than to pretend it can be denied,
for wh n v r one 0 th essays gestures toward a r 1m
b yo d fixed meaning, th g sture itself s rves to fix a
aning. arr sp aks of "an ongoing, open- nd d produ tion of meanings rather than a r -pres ntation of an
o iginal meaning" (p. 190) and of "an i erpretiv will-
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ingness to enter into the play of differences, to see the
double inscription of illuminated printing as generating
an open-ended proliferation of verbal-visual exchanges,
and to join in the strenuous imaginative activity of producing and reproducing each page" (p. 196). Not only
does the critic once again approach thematizing the
non-thematic and fetishizing openness, but he blinds
himself to his own assertions of identity and theme. In
his fine discussion of variants in "Little Boy found," Carr
establishes that copy P shows a Christ leading the child,
while copy F presents ~hat must be a female, probably
the boy's mother. Carr IS correct to conclude, "Variation
thus invites alternative and even antithetical readings"
(p. 195), but his reading o~ each individual copy is fully
univocal and non-antithettcal. To establish variation of
meaning between copies, he has had to assen aself-identical meaning for each one. Further, there would be no
interpretive problem in the fact of variation unless there
were also some connection, some identity, between the
copies. IfP and F are absolutely different, if they are two
different poems unrelated even by the identity of Blake
as their author, there would be no variation and hence
no "play of differences. :' N~t only does something-beyond-meaning almost Inevl~ab~r become a meaning,
but here the "beyond-meanIng seems to depend absolutely on meaning. To attempt ~o speak past meaningfulness is both to create a meanIng and to obscure the
meanings that make such speech possible - a double
bind.
Many of the critics s~nse some version of that double bind, and none are quae as unaware of their own discourses as might be implied by the preceding discussion.
Paul Mann knows th~t "the most dec?nstructive reading
imaginable would still be ~erely o~hgatory" and that it
becomes as all other read1ngs do, SImply another interpretatio~, another Urizenic boundary from whose "perspective Vision must be equated absolute1y with that
which remains invisible" (p. 67). And Nelson Hilton
knows that r ading never act.uaUy contains multiplicity,
for when we register contra~lctory possibilities, "The issue is not 'am biguity' or logIcal contradiction but the experience of various lev~ls, o~ 'fol~s, ',~f perception: contradictions in the logIC of Identlty . (p. 101). We may
read a meaning, and we may read ~ts contrary, and we
may read thefoctthat c10ntrary m~anlngs are implicated,
but we cannot read both meanIngs at once except by
conB.ating them. And ~hoI?as Vogler knows that the att mpt to name that w~lch IS name1ess and which resists
all naming is a v~ry tn~ky maneuver, and even more so
any venture at artIculatlng the namele~s in a language of
names: "If we succumb to the temptation to name [010Ion] as the Feminine, the Spontaneous, the Body, the
Mother, the Natural., and so on, w~ should do so only in
the most s If-conSCIous and evasIve ~anner possible,
r ognizing .th~ power of ~e Sym~?lJc Order as it is
manifest d In ItS ono Stlc power (p. 161). Vogler
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knows the twin temptations of his interpretive double
bind: "on the other hand, a nostalgic and simplistic
Lacanisme that would appropriate and valorize a reductive notion of the Imaginary as the completely adequate
anaswer to the ills of the Symbolic and, on the other, its
counterpart in producing yet another disguised manifestation of the signifying chain of the Symbolic Order
in which the woman ... is always already represented"
(p. 162). Invocations of the unnameable verge on n~stal
gia, for the ambition of naming is always ~nmed1ated
representation, and at the same time t~ey nsk reasserting nomination, abstraction, and mean1ng. And, finally, V. A. De Luca knows, as David Simpson has already
suggested, that while Blakean te~~uality obt.rudes. upon
us, at the same time, for Blake, Presence 1S avatlable,
and the transcendental subject exists" (pp. 240- 41). The
critic who maintains historical bearings is caught between the textual sublime and very specific Blakean beliefs (see also Mann's closing acceptance of Blake's "messages," pp. 67- 68). But these a~knowledgements that
criticism finds itself in a double b1nd, unable to perform
what it asserts but compelled to assert what lies beyond
its performance, usually come at the ends of essays, after
the critic, with varying degrees of confidence, has named
the nameless and has identified difference. One wonders
what might have happened had reading begun, rather
than ended with such realizations. In what ways would
these analy~es be different had they started with the
knowledge that all reading creates meaning, even when
it works to escape signification?
. .
For all the insistence on the mult1pltc1ty of meaning, there remains a curious unwillir:gness to allow c0r:.tradictions within the text. A certa1n model of poeuc
text and critical interpretation maintains a strong hold
on most of the essays, and that model assumes the classical norm of homogeneity. If, in these essays, Blake's text
asserts textuality, it does so consistently and coh~rently;
it "knows" textuality and, in that sense, masters 1~. Only
rarely do the readings here approximate a textuahty that
would be out of the control of either the text or its reading, a textuality that would be literally u~readable. Such
illegibility would arise not from a doma1n of namelessness or the purity of experience, but f~~m the fact that
textuality forms the necessary precond1tion for all naming and experience. It would invol~e a "diff~renc~" ~hat,
in making any identity or mean~ng poss1ble, 15 1tself
invisible and unavailable to expenence.
The editors drew their title from plate 15 of The
Mam'age a/Heaven and Hell, Blake's description of "a
Printing house in Hell" in one chamber of which "Unnam'd forms" take molten metals and "cast [ them] into
the expanse" to become books. The introduction c~ls
these forms "unnamed signifiers" and asks us to see 1n
them the yet unnamed forms that actually shape our
reading of Blake (p. 5). The motif of the unnam.ed appears also in one of the two epigraphs, a quotauon, In
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French, from Derrida's essay "Differance" that reads, in
Alan Bass's translation:
This unnameable is the play which makes possible nominal effects,
the relatively unitary and atomic structures that are called names,
the chains of substitutions of names in which, for example, the nominal effect differance is itself enmeshed, carried off, reinscribe~, just
as a false entry or a false exit is still pan of the game, a functIon of
the system. 1

Much in Unnam 'd Forms, in fact, is named, particularly
"difference" and "writing," so that it may be useful to
back up a bit and read the sentences just before the epigraph. " 'There is no name for it': a propositi?n to be
read in its platitude. This unnameable is not an 1neffable
Being which no name could approach: God, for example" (p. 26). Derrida knows he skirts an old cliche; he
knows that namelessness is part of a very old system of
names and, in truth, one of the most prominent names
in a well-known family. He also asks us to attend to the
fact that it is difficult and, in some senses, impossible to
unname. The name "dtjferance" itself "remains a metaphysical name, and all the names that it receives in our
language are still, as names, metaphysical" (p. 26).
Namelessness takes its place in the system of names; ~t
serves as "a false exit" that only appears to leave the orb1t
of nomination but in fact has been preinscribed in the
circle and only brings us back to the circuit. How then to
name that which makes naming possible? How does the
critic describe that which governs all the naming and all
the thematic assertions that take place in the text? Obviously, the only words available are those which language offers, and the Derridean gambit involves strategically playing language against itself in order to speak
about that which regulates, and thereby eludes, all
speaking. Hence the neol?gis~ "dtjferance". and al~ of
Derrida's other false nOm1natiVes. That tact1c of uS1ng
the conventional name of namelessness to designate the
inevitability of names is what is most often missed in

Unnam 'd Forms.
Given all the naming in Unnam 'd Forms, it may be
useful to back up from the epigraph passage, which
comes at the end of "Differance," to see what the nonname "dtjferance" actually does designate. Derrida
states explicitly that dtjferance pertains neither ~o sensibility nor to intelligibilit¥ - r:either to the doma1n ~f the
material and the expenent1al nor to the domaIn of
ideality and meaning - for the sensi~le I intelli~i~le distinction is itself "one of the found1ng Opposl.tions of
philosophy, " while dtjferance will "refer to an or~er that
resists the opposition" (Margi,!s, p. 5). 1:s t.he d1fferentiation that governs the formation of all s1gn1fieds as.well
as all signifiers, dtjferance can never be reduced to e1ther
a concept or any particul~r se.t of graphem~s. The manifest differences that perta1n eaher to expenence or to abstractions from experience ("meaning" as it is usually
d efined in Unnam 'd Forms) are themselves effects of dt!
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ferance, (It could e~ily be sho!,n that dif!~rance structur s both he Lacanian sym boltc and the Knstevan sef!1iotic, and the distinction between the two would lose Its
absoluteness.) he crucial point is that differance at once
produc s and transgresses all possible for~s of ~xperi
ence and meaning: "Dif!erance is not only trredu Ible to
any ontologi al or theological - ont~theological - reaf>propriation, but as the very openIng of the. space In
which onto theology - philosophy - produc.es It~ srstef!1
and its history, it includes ontotheology, Inscnblng It
and xc eding it without r turn" (p. 6). Differance can
never be placed in simple opposition to meaning, for
meaning itself is an articulation of differance. A~d
n i her can any visible or experiential mo~e of te~tualtty
be directly identified with dif!erance. Dlfferenual textuality or ecriture in the erridean sense of the word,
gov r~s and overruns any bound. d. t,ext available to exprien e. Derri~a opens the POSSI ~tllty that all texts are
int rnally confltctual, governed sl~u1t~neously by ~n
conomy of meaning (whether expenentlal or symboltc)
and by an e onomy of loss of meaning, and that these
two e onomies are mutually necessary. 2
We hav returned to th question of Blake and Derrida th ir encounter or miss d assignation. And we have
arri~ed at the issue of the use and appropriation ofD f rida. Simpson: "Of all th major writers I know Blake is,
along with Smart. , . and Joyce , .. , the most open to
analysis in terms set forth by Derrida" (p. 13). Mann:
"Perhaps we encounter here something like what Der!ida ncounters in Rousseau's Confessions" (p. 53). Essick: "deconstru tion and histoire du livre, Derrida and
the 011 ctor, share a small pat h of common ground
ev n if they rar ly sp ak ea h other's language" (p. 203).
e Luca:" he t rminology of our present-d~y dls~ours
on t xtuality asily lends itself to the dIScussIon of
Blak " (p. 240). Blake and D trida ~onverg , find conne tion mak 0 mon caus . Dernda tends 0 supply
terms a~d them s ha an b ap lied 0 and dis overed
within lak. But, paradoxically, what such use of Derrida rohibits is d constructive r ading itself.
The sw tv away from de ons.truction ~s ,~arked
most 1 arly in Carr's ssay. After n,otlng ~ha~ hIS .f0r~u
lation 0 his 'logic of diffi rene and tt~ ~mpltcau~ns
bears certain obvious r s mblan es to the IdIoms and Insights associated with deconstru tion, most espe ially to
wha 0 rrida labels dif!erance," arr quotes Derrida:
the mo¥ ment of play that ')rodu .est! (and not by sor:nething hat
is simply an activity) these dlfler~nc 5, ~~e~e .e~ c~s?f dlfference. . ..
iff! ranee is the nonfull, nonslmpl ongln ; It I the structured
and iffering origin of differences.

arr's omments aft r th quotation are igni£i ant:
The virtual or imagin ry origin of meaning constituted by the dou.
bJe in criptjon of an illuminated p e ex mplifi s th "nonf';111,
nonsimple 'origin' " of tlijJera1JCe. Of curs , Derrid 's fi rmulatlOn
I ads u to explore th ways ach of the double inscriptions also
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differs inevitably from itself. from what we may imagine to be
Blake's intention at each stage in his printmaking process. But. rath·
er than directly following this line of thought. I prefer to focus on
the way dijJerance is rel~~ed to the contradictory im~ulse~ of reo
production. to the repetItion necessary for representauon. to ways
that further clarify the import of the logic of difference embedded
in Blake's process of reproduction. (p. 187)

The path that Carr ~h~oses not to tak~ - the examination of differance wahln text and deSIgn separatelycould have made considerable difference. The mere fact
that a plate is ~ivid~d bet~een word and.i~age does t;0t,
in itself manlfest eIther dIfference or differance. Nelther an e~blem with its subscription nor an illuminated
manuscript necessarily abrogates the logic of identity.
And the same holds true for variations across handprinted copies: the tree that appears ~n the margin ~fJeru
salem plate 36 in copy F but not In copy A (Carr s exampIe) ~ay well b~ only a further elaboration of verbal and
visual themes already present on the plate. Of course,
such differentiation may be symptomatic of the operaion of differance, but to establish that it would be necessary to enter the area th~t Carr ~ur.ns away from -:- t~e
invisible and inaudible dlfferentlatlon at work WIthIn
each design, each theme, each word.
.
The issue is reaHy not whether the Derndean argument has been understood or misunderstood. If the encounter between Blake and Derrida were simply a juxtaposing of cultural icons, the use ?f J?errida by Bla~e's
critics would be a matter of great l~dlfference. T~e Important issue, thou.gh, has to ~o Wlth how ~la~e IS read
and with changes In our re~dlngs, and bClng~ng B~ake
and Derrida together (or, In th~ case ?f thlS ~e.vle~,
bringing Derrida to ~ear on Blake.s Derndean CClUCS) IS
one way of articulatlng and gaugIng th~t change. The
editors are well aware that clean breaks WIth the past are
impossible: "While this volume presumes to represent
the 'new' it annot pretend to have escaped social and
material' constraints any more th~n the generation [of
earlier critics] we have been r~lat1viz.ing" (p. 4). Ideological constraints a~e equally H;ltranslgent. S,everal c?ntributors make a pOlnt of.denYlng abso!ute innovatlveness, both to Blake's poet1~s and to t?elr own a~alyses.
But when Derrida is as conSIstently mlsread as he IS here,
it betokens the persistence of very traditional critical assumptions. Critics here .confidently overturn classical
norms of authorial intentlon and unlvocal meaning, but
they also leave untouched and unexamined classical oppositions within Blake's text: the superio~ity of "Intellectual powers" to "Corporeal Understandtng," the difference between "vision" and "allegory," the distinction
b tween the et rnal and.the fallen, .an~ even the simple
contrasts between e~:pe!lenCe and. sl~nlfication, materiality and ideali y, SIgnIfier and slgnifi~d , . Wh~n ~ritics
merely inver the ~rder ~f v~lue a~d prtOrtty WIthIn the
material signifier / Ideal slgn:fied hlerarc~y,. the structure
of hierar hy is preserved, 1S the act of giVIng valu and
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priority. Derrida repeatedly warns that simple inversions
represent no change at all. David Simpson implies that
a "radical Blake" who is made roughly synonymous with
self-referential linguistic play is finally as unitary and reductive a figure as the previous visionary Blake (p. 23).
By the same token, when plurivocity simply replaces
univocity, it becomes univocal itself.
What possibility, then, is there for effectively different readings of Blake? What could Derrida in fact offer
to Blake critics? If we accept that Blake's texts need not
be univocal, even in their plurivocity, and that certain
strictly defined contradictions govern those texts, then
we may be able to proceed on newer critical paths. For example, one of the most striking debates in Unnam'd
Forms concerns Blake's eternity: for Paul Mann, the fall
is a fall into bounded, representational books, while
eternity is atextually "seamless and present" (p. 52), but
De Luca finds that Blake equates "divinity and textuality" (p. 238). In a footnote, De Luca quotes Mann, "Eternity is bookless, a perspective from which the book is
seen as a hole torn in the seamless fabric of Eternity, "
and then responds that "it is not so much a case of language doing violence to Eternity as of Uri zen doing violence to language, by limiting its endless potentialities
to reductive descriptiveness and prescriptive fiat. But the
living Words of Eternity still form collectively Eternity's
ideal, unfallen book" (p. 238, no. 7).3 Mann replies that
"to indicate the ideality of some counter-Urizenic disruption is already to target it for destruction, ... just as
De Luca's representation of Edenic textuality, elsewhere
in this volume, itself exiles Blake's text from the Eden it
describes" (p. 67). There is clearly disagreement here,
but it is altogether unnecessary disagreement. Only if
Blake's text says or performs one theme or action, only if
the text says exactly what it performs, only if, in short,
the text is again univocal is there any contradiction.
But if we give up the assumption of textual coherence, the blunt contradiction disappears and is replaced
by something much more interesting and powerful.
Blake's eternity aspires to a condition of absolute ideality, self-presence, and unity, but, as in the great vision of
apocalypse that concludes Jerusalem, language persists
in spite ofthat aspiration. Blake's eternity is riven by the
tension between the transcendence of language and linguistic forms that will not finally disappear. Blake's vision of language at the close of Jerusalem attempts,
but fails, to deprive words of all those features that
make them linguistic. And here is the crux: the drive to
transcend language and everything in language that
mandates the fall (absence, representation, abstract
meaning, boundaries) comes from nowhere else but the
domain of language. Blake's eternity is neither textual
!lor atextual; Blake's eternity is, as it must be within an
Idealist vision, a transcendence of textuality that, as it
must within a poetic text, shows the marks of textuality.
Blake's poetry may speak of textuality and the end of
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textuality, but it does not speak of those two things at the
same time or in the same way. This is not to suggest that
somehow Blake could or should have known the truth of
textuality, for textuality as differance contains no truth
that could be known. The conflicts that structure Blake's
poetic discourse are not between two orders of truth, but
between an order of truth (or meaning, whether experiential or symbolic) and an order of ecn'ture that both
motivates and eludes truth. And if we allow the text to
become truly non-univocal, we may also begin to recover
literary history, a problem raised by De Luca, Simpson,
Edwards, and others. In the kind of Derridean reading
I have been trying to suggest, Blake's poetry remains
what it obviously is: an important episode in the lateeighteenth, early-nineteenth century project of idealist
poetics that we know as Romanticism. That Blake's
poetry also manifests other, non- or anti-idealist tendencies in no way denies that historical placement. Of
course, history itself offers yet another opportunity to
make the text univocal, so that against Simpson's charge
that "Derrida and many of his disciples seem to offer
precious little in the way of incentives to move the analysis beyond the surface of the text, back into the historical
powers that constitute its play" (pp. 23-24), we can offer
as Derrida's reply, "If the word 'history' did not in and
of itself convey the motif of a final repression of difference, one could say that only differences can be 'historical' from the outset and in each of their aspects" (Margins, p. 11). Differance historicizes.
I suggested at the outset that Blake and Derrida do
meet at certain points in Unnam'd Forms, and in most
of the cases when they do, Derrida is not named. Three
brief examples will have to suffice. When Hilton demonstrates that, in Visions of the Daughters of Albion,
Oothoon functions as both the projected object of
Theotormon's narcissistic desire and a coven representation of the poetic text, "the other that lives in a desire not
to master but to know" (p. 104), he suggests that all
reading would be the imposition of our desires were it
not for the fact that text, in its otherness, anticipates and
reads our projections. The model of inte,r pretation Hilton offers is one in which' 'We see, and we see our not seeing; we know and know that we know only in part" (p.
101), and here both text and reading truly escape univocity. Similarly, Ault envisions The Four Zoas as a text
woven by the interplay of structured patterns and the
working of "discrepancies, inconsistencies, gaps, and
discontinuities" (p. 112), and this critic is canny enough
to refuse to valorize either aspect. By paying heed to
both economies at once, Ault can show, for example,
that the "Fall" is less an actual event to which the narrative refers than an event within the reader's construction
- or misconstruction - of the narrative. The most powerful moment in Ault's essay comes when he notes,
"There is, however, strong evidence that the precipitat ..
iog event (the 'Fall') finally materializes in the text itself
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at the moment the apocalyptic reunion of Tharmas and
Enion takes place" (p. 118). Ault thus opens the possibility that, even as the fall is a function of the reader's understanding, the dif£ renee between fall and apocalypse
may be extremely uncertain. Like Hilton, Ault refuses to
reduce the text to any idealized readerly experience and
shows how the text anticipates and shapes its own reading. Ault may seem at times to celebrate instability for
its own sake, but his reading finally takes its place in the
at a between stable form and destabilizing breaks, the
discursive space that Blake criticism needs to explore.
in ally, while Vogler often succumbs to nostalgia for unmediated, pre-symbolic linguistic experience, he also
names tha temptation and recognizes the possibility
that pure semiosis may be yet another theological illusion. After quoting Peirce on the infinite regress of signification, Vogl r asks whether Milton's attempt to take
off all false garments and put on the clothing of "Imagination" means r turning to a condition of nakedness or
wh ther it means xchanging one symbolic covering for
anoth r (pp. 169-70). Do s Milton, Vogler asks, recover
a body fre of allegorical lothing or does he just put on
anoth r mythi garment? Vogi r is very hesitant to provide a simple answer, and rightly so, for no simple answer
is possible. Vogler muldpli s questions:
At issue h re is the question of wh ther language is an autonomous
master structure, a psychological and cultural anti athexis [defense
against instinct in the Freudian sense 1, that always precedes the human subject and pr inscribes its parole, or whether there "really" is
a void or gap in languag that makes possible a "Divine Revelation
in the Litteral Expression." And If so, can it be "represented" in a
lit cary text that does not in th very process of literary mediation reveal its absence? Can we name an unnamed subjective state without
ngaging in that proc ss whereby th state in receiving a name is
transformed into nothing more than a repr s nta ion of itself? (p.
169)

Vogl r r lies to thes questions with tentative affirmaions, bu they ar so tentative, and the questions often
so outweigh the responses, that it begins to se m that
the corr ct answ r must be, somehow, yes and no. or the
last time, W m et the problem of naming names. But
now it b gins to be lear that all nam s misrepr sent and
th r by violat th reali i s they d signate even as they
also bring those realities into xistence. Th meaning of
the symbolic word and the force of asymbolic language
may be ultimately not that different. Names create the
desir that r nsgr sses th m. And imm diacy is an
ef£ ct ofli guisti m diations, though no 1 ss acompelljng for for that fact. And, finally, th "Litteral Expres*
sion" of "Divine Revelation" can exist nowh re else but
i an llegoric 1 language that also misrepresents it.
Nami g and namel ssness exist only in relation to each
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other, and the word that names also creates unnamed
forms.
While Derrida's name appears repeatedly in Unnam'd Forms, the name most reckoned with is, of
course, Blake's. At the end, Hartman asks, "Where does
Blake get his authority from?" (p. 244). While the essays
often deny the authority of authorial intention, they
tend to maintain the authority of the text. Some of the
problems encountered here stem from the attempt to
make the text master of its own textuality and, thus, the
authority for its own interpretation. But, as David Simpson observes, "in our myth of Blake's aesthetic wholeness
there may be something we should suspect" (p. 23). It
takes fine critical tact to strike the right balance between
giving the text its due authority and maintaining the
power of analysis. To giv~ the text more than its due authority is to reduce readIng to commentary, which will
usually be reductive itself, while overpowering the text
by analysis ends in an equal ove~simplification as the text
simply mirrors analytic categones. Unnam 'd Forms represents an advance in the demythologizing of Blake that
will have to take place before BI~ke can actually be read,
but vestiges of the myth endure.ln the ph~tasy of a fully
textual text. Rather than makIng Blake Into Derrida's
precursor, we need to allow their differences and let Derrida guide a readin~ of Blake that, since Derrid a offers
few themes or meanIngs, would not finally be "Derridean. " When and if that happens - when and if both
Blake and Derrida cease being masters of significance then perhaps the ",unnam'.d forms" will be heard to
speak their names In the sdences and cacophonies of
Blake's language.
IJacques Derrida, Margins of Phtlosophy (Chicago: Univ. of
Chicago Press, 1982), pp. 26- 27 . All subsequent citations will be incotporated in the text.
2When Mann links Vrizen's attempt to confine existence within
the book and the Derridean "Ij n Y a pas de hors-texte " he misses
the force of the maxim (p. S4). Ecriture will always overru'n the boun.
daries of any given text. Carr rightly associates dijJerance with the
irerability of the sign.(p. 187), though he then reduces dijJerance to
differences between slg~s.a~d between appearances of one sign, a reduction Essick justly crmclze.s (p. 202, n. 9). But when Essick discusses the non-iterable graphIC mark, he speaks of "a dijJerance constituted only by the difference betwee~ th.e sign's being in space and
its becoming in time" .(p', 212), a~d t~JS difference is really no differance at all, despite ESSIck s assertIon, tn a footnote on the same page,
that it is.
3In Mann's essay, the sente,nce actually reads, "Eternity is a per.
spe rive from which the book is seen as a hole torn in the seamless
fabri of ternity .. .:' (p. 51). ' ~er~aps the circulation of essays
among contributors pnor to publtcatlon led to some revision .
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Religion
&Jiteratur0
R&L is the forum for an on-going discussion of the relations between
two crucial human concern, the religious impulse and the literary
forms of any era, place, or language.
We publish three times a year: four scholarly articles in each issue,
as well a review essays and book notice . Each year one special issue
is devoted to a single theme or area:

1984: An investigation of sacred experience and word in
Jewish traditions, edited by Elie Wiesel.
1985: The role of language, literature and the imagination in the life and writings of Simone Weil. •
1987: Religion, literature and politics.

R&L has published work by:
M.H. Abrams
Thoma 1.1. Altizer
Felicia Bonaparte
Robert MacAfee Brown
Wallace Fowlie

Stanley Hauerwas
Hugh Kenner
Jo ph Mazzeo
Sallie McFague
1. Hillis Miller

- and many other thinkers concerned with the intersection between language and the ineffable.

Religion and Literature is a key source for anyone interested in the e
expressions of the human pirit.
Contributors: Send three copies to Tracy Burke Carrier, Managing Editor I
Religion and Literature, The Department of English I The University of Notre
Dame, Notre Dame, IN 46556. Please use the new MLA documentation form.

Rtligi011
&Jjjernhlrt-,
Name
Address

Department of English
University of Notre Dame
Notre Dame, IN 46556

Individual Rate :
t year: $12.00
2 years: $22.00
3 years: $30.00
Add $3.00 for
addresses outside
the United States.
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THE EIGHTEENTH CENTURY ..•

magnificent and monumental in
its gifts to art, architecture,
literature, and philosophy and in
its lessons in history, politics,
psychology, and sociology.
From the greatest to the most
obscure aspects of Europe in the
1700s - .Jghteenth-Century Life
looks at it all.
Now in its twelfth year of publication, .Jghteenth-Century Life features a
lively style, an innovative approach, and thematic issues that are often richly
illustrated. wo recent issues, ''British and American Gardens in the Eighteenth
Century" and "Unauthorized Sexual Behavior during the Enlightenment" will
be published as books.
orthcoming special issues are: (1) Proceedings of the Sixth David Nichol
Smith Memorial Seminar, Australia, covering "Uses and Abuses of History;
" he Performing Arts in the ighteenth Century;' and "Literature and ine
Arts" (1987); (2) "Madness in the Enlightenment: Its Treatment, Social History,
and Representation in the Arts" (1988); and (3) "Life and Thought during the
ight of William III" (1989) .
.Jghteenth-Century Life is co-published three times a year in February,
May, and November by the Johns opkins University Press and the College of
William and Mary and edited by Robert P. Maccubbin.
- - - - - - - -- - - - - - - - -- - - - - - - - - - - - - - -

-

-

Please mer my one-yeilr subscription to ighteenth-Century Life, beginning with the current
volume (Volume 11, 1987).
o $17.00, individuals
0 $26.00, institutions
o Ch ck or money order enclosed made payable to the Johns Hopkins University Press.
o Charge VISA #
0 MasterCard 01 _ _ _- - - -_ _
Signature _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _- - - - - - - - - Ship to: Name _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _- - -_ __
Addrss ___________________________- - - - - - - - - - - - - - - -

ity/Srare/Zip _ _ _ _ _ _ _ _ _ _ _- - - - - - - - - - - - Pr payment required for shipment. Maryland residents add 5% sales tax. Outside U.S., add
postage: $3.50, anada and Mexico; $4.00, outside North America. Payment must be drawn on a
U.S. bank r m de by int rnational money order.
Send orders to: he Johns Hopkins Univ rsity Press
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701 W. 40th St., Suite 275
Baltimore, M 21211
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Authentic Blake from Cambridge . ..

WILLIAM BLAKE:
AN ISLAND IN THE MOON
A Facsimile of the Manuscript
Introduced, transcribed, and annotated by Michael Phillips

Cambridge University Press is
pI ased to announce th publicati n
of a facsimile manuscript f
William Blake's An Island In The
Moon. A new transcription of the
text is reproduced facing each
c rresponding pag f the fa simile. The facsimil of Blak 's
own handwritten manuscript
shows the passages that h
crossed out, sheddlng light on
the reativ pr cess of the
auth r. Th spas ag s ar
reproduced in italic s ript in
the transcripti n. Ther is
full annotation and an
introduction discussing
the provenance and date of th
manu cript; th relati nship betwe n the
ramatis p rsona and Blak 's relati n , friends, and
acquaintances; and the ignificance of An Island in the Moon in literary
tradition and as a matrix for the songs.
The text is printed in letterpress and the facsimile in offset lith . A second c py of the
fa simil is included in a pocket inside the back cover f the book. 1125.00 cloth

also of intere t ...

The Paintings of William Blake
ThiS lavishly illustrated, full-color volume consists fan intr ductory ssay and
outlines Blake's career and background, followed by illustrations and c mmentaries
of seventy-five of his works. 129.95 cloth
At Booksrores or order from

Cambridge University Press
32 East 57th Street, NY, NY 10022.
Cambridge toll-free number for order only:
800-872-7423, outside NY tate, 800-227-02 7, NY State only.
MasterCard and Visa accepted
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