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This two-hour talk is part of a series of twenty talks on the works of art displayed in Tate Britain, 
London, in June 2017. All the lecture notes are at shafe.uk, Lectures & Courses 
(http://www.shafe.co.uk/home/art-courses-lectures/), as PDF files. Unless otherwise mentioned 
all the works of art shown are at Tate Britain.

References and Copyright
ÅThe talk is given to a small group of people and all the proceeds, after the cost of the hall is 

deducted, are given to charity. Our sponsored charities are Save the Children and Cancer UK.
Å¦ƴƭŜǎǎ ƻǘƘŜǊǿƛǎŜ ƳŜƴǘƛƻƴŜŘ ŀƭƭ ǿƻǊƪǎ ƻŦ ŀǊǘ ŀǊŜ ŀǘ ¢ŀǘŜ .Ǌƛǘŀƛƴ ŀƴŘ ǘƘŜ ¢ŀǘŜΩǎ ƻƴƭƛƴŜ ƴƻǘŜǎΣ 

display captions, articles and other information are used and are copyright Tate, 2017 and 
reproduced for non-commercial purposes of research, private study, criticism and review.

Å9ŀŎƘ ǇŀƎŜ Ƙŀǎ ŀ ǎŜŎǘƛƻƴ ŎŀƭƭŜŘ ΨwŜŦŜǊŜƴŎŜǎΩ ǘƘŀǘ ƎƛǾŜǎ ŀ ƭƛƴƪ ƻǊ ƭƛƴƪǎ ǘƻ ǎƻǳǊŎŜǎ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴΦ 
Wikipedia, the Oxford Dictionary of National Biography, Khan Academy and the Art Story are 
used as additional sources of information. The information from Wikipedia is shared under a 
Share-alike licence (https://en.wikipedia.org/wiki/Share-alike). Other books and articles are 
used and referenced. If I have forgotten to reference your work then please let me know and I 
will add a reference or delete the information.
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A STROLL THROUGH TATE BRITAIN

1. The History of the Tate

2. From Absolute Monarch to Civil War, 1540-1650

3. From Commonwealth to the Georgians, 1650-1730

4. The Georgians, 1730-1780

5. Revolutionary Times, 1780-1810

6. Regency to Victorian, 1810-1840

7. William Blake

8. J. M. W. Turner

9. John Constable

10. The Pre-Raphaelites, 1840-1860 

West galleries are 1540, 1650, 1730, 1760, 1780, 1810, 1840, 1890, 1900, 1910
East galleries are 1930, 1940, 1950, 1960, 1970, 1980, 1990, 2000
Turner Wing includes Turner, Constable, Blake and Pre-Raphaelite drawings

Agenda
1. A History of the Tate, discussing some of the works donatedby Henry Tate and others.
2. From Absolute Monarch to Civil War, 1540-1650
3. From Commonwealth to the Start of the GeorgianPeriod, 1650-1730
4. The GeorgianPeriod, 1730-1780
5. Revolutionary Times, 1780-1810
6. Regency to Victorian, 1810-1840
7. William Blake(1757-1827) and his Influence
8. J. M. W. Turner (1775-1851)
9. John Constable (1776-1837)
10.ThePre-Raphaelite Brotherhood, 1840-1860

11.TheAesthetic Movement, 1860-1880
12.The Late Victorians, 1880-1900
13.The Edwardians, 1900-1910
14.The Great War and its Aftermath, 1910-1930
15.The Interwar Years, 1930s
16.World War II and After, 1940-1960
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17.Pop Art andBeyond, 1960-1980
18.Art in aPostmodern World, 1980-2000
19.The Turner Prize
20.Summary
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WILLIAM BLAKE (1757-1827)

Å1757-67, 0-10, Childhood

Å1767-78, 10-21 Apprenticeship

Å1779-84, 22-27 The Academy School and Marriage in 1782

Å1784-90, 27-33 Print seller and Poet

Å1791-94, 34-37 A Modern Prophet, Songs of Innocence and Experience

Å1795-1800, 38-43 Declining Fortunes

Å1800-03, 43-46 Country Life in Felpham

Å1804-18, 47-61 Poverty and Paranoia, Jerusalem

Å1818-27, 61-69 Contentment, illustrations ǘƻ 5ŀƴǘŜΩǎ Divine Comedy

Agenda
ÅThis life of Blake is based on the Tate website, the Oxford Dictionary of National Biography and 

Wikipedia.

× 1757-67, 0-10, Childhood
× 1767-78, 10-21 Apprenticeship
× 1779-84, 22-27 The Academy School and Marriage in 1782
× 1784-90, 27-33 Print seller and Poet
× 1791-94, 34-37 A Modern Prophet, Songs of Innocence and 

Experience

× 1795-1800, 38-43 Declining Fortunes
× 1800-03, 43-46 Country Life in Felpham
× 1804-18, 47-61 Poverty and Paranoia, Jerusalem

× 1818-27, 61-69 Contentment, iƭƭǳǎǘǊŀǘƛƻƴǎ ǘƻ 5ŀƴǘŜΩǎ Divine Comedy

References
Åhttp://www.tate.org.uk/learn/online-resources/william-blake
Åhttp://www.blakearchive.org/
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William Blake House, corner Marshall St and Broadwick St

William Blake House, corner Marshall St and Broadwick St, Marshall St is parallel to Carnaby St 
which is south of Liberty

Childhood 1757-1767
ÅBorn 28 November 1757 in Soho near Carnaby Market (in Broad Street now Broadwick), the 

third of seven children. The house has now been demolished and replaced by a high rise 
apartment block called William Blake House. There is a plaque in Marshall Street just off 
Broadwick Street. 

ÅHis father was a hosierand so he was born into an ordinary middle-class family.He left school 
aged 10 not because of poverty but so that he could be educated at homeby his mother. We 
know little of his early life but it is possible that he was disruptive at school and at home. The 
main influence on his early life and for the rest of his life was the Bible.His parents were 
Dissenters and so he had an unconventional religious upbringing.
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Catherine Blake, Portrait of the Young William Blake, 1782 Thomas Phillips (1770-1845), William Blake, 1807, 
National Portrait Gallery 

Catherine Blake, Portrait of the Young William Blake, 1782 (aged 25), 15.5 x 10.4cm, Ashmolean 
Museum
Thomas Phillips (1770-1845), William Blake, 1807, National Portrait Gallery. Half-length portrait of 
William Blake (1757-1827) aged 51. Phillips was a well known portrait painter associated with 215 
ǇƻǊǘǊŀƛǘǎΦ άOften misunderstood or scorned for his radical politics, Blake's work was only 
recognised by close friends like Fuseli and Flaxman and his disciple, the young Samuel Palmer. 
Phillips is said to have caught Blake's 'rapt poetic expression' by luring him to talk of his friendship 
ǿƛǘƘ ǘƘŜ !ǊŎƘŀƴƎŜƭ DŀōǊƛŜƭΦέ όbtDύ 

ÅVisions. 
ÅtŜǊƘŀǇǎ ǘƘŜ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘ ŀǎǇŜŎǘ ƻŦ .ƭŀƪŜΩǎ ƭƛŦŜ ǿŜǊŜ Ƙƛǎ visions. It is reported that 
ǿƘŜƴ ƘŜ ǿŀǎ ŦƻǳǊ ƘŜ ǎŀǿ DƻŘΩǎ ƘŜŀŘ ŀǇǇŜŀǊ ƛƴ ŀ ǿƛƴŘƻǿ ŀƴŘ ǿƘŜƴ he was between 
ŜƛƎƘǘ ŀƴŘ ǘŜƴ ƘŜ ǎŀǿ Ψŀ ǘǊŜŜ ŦƛƭƭŜŘ ǿƛǘƘ ŀƴƎŜƭǎΩ ƻƴ tŜŎƪƘŀƳ wȅŜ. Where others might 
have seen leaves shimmering in the sunlight Blake saw angels and the visions intensified. 
He saw ancient spiritual and artistic guides such as Raphael. It is said his mother beat 
ƘƛƳ ŦƻǊ Ψrunning in & saying that he saw the Prophet Ezekiel under a Tree in the FieldsΩΦ 

ÅVery early interest in art and the Bible. 
ÅBlake showed an early interest in the arts and drawing and while still young he 

attended auctions to buy prints by artists such as Raphael, Michelangelo, and Dürer 
who were unfashionable at that time. Blake said later that he was already reading the 
works of Milton and Isaiah as achild.

ÅUnappreciated.
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ÅHe was recognised in his lifetime as a writer and printmaker but was often 
marginalised as an eccentric. Although Blake worked non-stop right up 
until his death producing a remarkable body of work, he was not 
appreciated during his lifetime and lived much of his life in poverty. He 
spent his final years in a squalid two-room flat, died in 1827 aged 69 and 
was buried in an un-markedgrave.
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William Blake (1757-1827), Joseph of Arimathea among The Rocks of Albion, 1773-1820, 
engraving, British Museum

Michelangelo, Crucifixion of St Peter, 1545-50, Pauline Chapel, Vatican

William Blake (1757-1827), Joseph of Arimathea among The Rocks of Albion, 1773-1820, engraving 
and etching with grey wash, British Museum
Michelangelo, Crucifixion of St Peter, 1545-50, Pauline Chapel, Vatican 

Training & Apprenticeship 1767-1778
ÅHis father did not approve of his visions but did support his artistic aspirations by buying him 

casts and paying for him to attend a well-known drawing school called Henry Pars (1734-1806). 
Pars took over the drawing school founded by William Shipley the originator of the Society of 
Arts (now the Royal Society of Arts). It was in John Street (now John Adam Street, parallel with 
the Strand), next to the Adelphi district, and it trained many well-known artists of the day. 

ÅBetween the age of 14 and 20 (1773-78) Blake completed a conventional apprenticeship 
learning engraving in Great Queen Street with James Basire (1730-1802). Basire was renowned 
ŦƻǊ ΨŎƻǊǊŜŎǘ ŘǊŀǿƛƴƎ ŀƴŘ ŦƛǊƳ ƭƛƴŜǎΩ ŀƴŘ ǿƻƴ Ƴŀƴȅ ǇǊŜǎǘƛƎƛƻǳǎ ŎƻƳƳƛǎǎƛƻƴǎ ǘƘǊƻǳƎƘƻǳǘ Ƙƛǎ ƭƛŦŜΦ 
He used an old-ŦŀǎƘƛƻƴŜŘ ōǳǘ ǎǳŎŎŜǎǎŦǳƭ ΨƭƛƴŜ ŀƴŘ ǎǘƛǇǇƭŜΩ ǘŜŎƘƴƛǉǳŜ ǊŀǘƘŜǊ ǘƘŀƴ ǘƘŜ ǇƻǇǳƭŀǊ 
new acquaint (using powdered rosin resist) and mezzotint (using a rocker with thousands of tiny 
teeth) techniques with their ability to create soft shades of grey.

ÅThis work by Blake which was done when he was still an apprentice shows his skill even when 
young. It is a seascape with a draped, hooded and bearded male figure standing on a rock.

ÅBasire was engraver to the Royal Society and the Society of Antiquaries, and Blake assisted in 
the execution of many plates for them.Blake would have met most of the famous artists of the 
day and learned about the natural sciences, philosophy and archaeology.
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ÅBasire sent Blake to Westminster Abbey to draw its medieval monuments which 
shaped his lifelong interest in the Gothic and early British history. His appreciation 
of the Gothic was not just as an artistic style but as the embodiment of a spiritual 
integrity to which all art should aspire. In the Abbey he had visions. He was 
occasionally interrupted by boys from Westminster School, who were allowed in 
the Abbey. They teased him and one tormented him so much that Basire knocked 
ǘƘŜ ōƻȅ ƻŦŦ ŀ ǎŎŀŦŦƻƭŘ ǘƻ ǘƘŜ ƎǊƻǳƴŘΣ ϦǳǇƻƴ ǿƘƛŎƘ ƘŜ ŦŜƭƭ ǿƛǘƘ ǘŜǊǊƛŦƛŎ ±ƛƻƭŜƴŎŜά ŀƴŘ 
ǘƘŜ ōƻȅΩǎ ǇǊƛǾƛƭŜƎŜ ǿŀǎ ǿƛǘƘŘǊŀǿƴΦ Blake recorded the opening of Edward I (1239-
1307) coffin in 1774.

Notes
ÅThe lettering at bottom says, "Engraved by W Blake 1773 from an old Italian 

Drawing"; lettered below with caption, "This is One of the Gothic Artists who Built 
the Cathedrals in what we call the Dark Ages / Wandering about in sheep skins & 
goat skins of whom the World was not worthy / such were the Christians / in all 
Ages"; lettered below with further production detail, "Michael Angelo Pinxitά

ÅThe figure is adapted by Blake from a figure painted by Michelangelo in the 
Pauline Chapel in the Vatican, that was known to Blake through prints. It is almost 
wholly engraved (scored with a burin) with very few etched lines (made by 
applying acid to a plate covered in wax with incised lines). The plate is dated 1773, 
which is the date of the first state (the earliest known print designed and 
engraved by Blake) and it was substantially reworked for the second state in c 
1810-20.

References
http://www.britishmuseum.org/research/collection_online/collection_object_details
.aspx?objectId=1356076&partId=1
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William Blake (1757-1827), The Death of Earl Goodwin,c1779, pen and grey ink with watercolour, 12.7 x 18.1 cm, ©Trustees of the British Museum

William Blake (1757-1827), The Death of Earl Goodwin,c1779, pen and grey ink with watercolour, 
12.7 x 18.1 cm, ©Trustees of the British Museum

ÅThe Death of Earl Goodwin; scene in an interior, with figures seated around a large table laid 
with food, a crowned figure at one corner, the Earl lying on his back, his legs on a bench

ÅGoodwin died while dining with King Edward the Confessor on 11 April 1053. According to 
legend he denied that he had any responsibility for the death of Edward's brother Alfred in 
1036, swearing "I pray God that this morsel I am going to eat may choke me at this moment, if I 
had any hand in the death of that Prince", whereupon "it stuck in his throat and choked him 
immediately" (P. de Rapin-Thoyras, History of England, 1732 edn, I, p. 132). The story however, 
appears to be Norman propaganda and he died shortly after the banquet possibly of a stroke. 
The Anglo-Saxon Chronicleof 1053 describes him as sinking to the floor bereft of speech and he 
died three days later.

The Academy and Marriage 1779-1784
ÅRoyal Academy.

ÅFollowing his apprenticeship he became a journeyman copy engraver and was hired by 
booksellers to engrave illustrations. He began to train himself in the arts by enrolling in 
the Royal Academy of Arts in 1779(founded in 1768). Blake paid his way engraving and 
exhibited one design,The Death of Earl Goodwin, at the Royal Academy in 1780. There 
was, however, friction between Blake and his teachers. Reynolds recommended that he 
ǿƻǊƪ ǿƛǘƘ ΨƭŜǎǎ ŜȄǘǊŀǾŀƎŀƴŎŜ ŀƴŘ ƳƻǊŜ ǎƛƳǇƭƛŎƛǘȅΩ, while George Michael Moser, 
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ŀƴƻǘƘŜǊ ǘŜŀŎƘŜǊ ǘƘŜǊŜΣ ŘƛǎŎƻǳǊŀƎŜŘ .ƭŀƪŜΩǎ ŀŘƳƛǊŀǘƛƻƴ ŦƻǊ ǘƘŜ ΨƻƭŘΣ ƘŀǊŘΣ 
ǎǘƛŦŦ ŀƴŘ ŘǊȅ ǳƴŦƛƴƛǎƘŜŘ ǿƻǊƪǎΩ ƻŦ wŀǇƘŀŜƭ ŀƴŘ aƛŎƘŜƭŀƴƎŜƭƻΦ hƴ ǘƘŜ ƻǘƘŜǊ 
hand, Blake was inspired by the artist James Barryand his grand historical 
paintings. Blake produced many other works based on historical, literary, 
and biblical subjects.

ÅDetested Reynolds. 
ÅOver time, Blake came to detest Reynolds' attitude towards art, especially 

his pursuit of "general truth" and "general beauty". Reynolds wrote in his 
Discourses that the "disposition to abstractions, to generalising and 
classification, is the great glory of the human mind"; Blake responded, in 
marginalia to his personal copy, that "To Generalize is to be an Idiot; To 
Particularize is the Alone Distinction of Merit". Blake also disliked Reynolds' 
apparent humility, which he held to be a form of hypocrisy.

ÅHistory painter.
ÅBy this stage Blake was aiming at a career in history painting, the highest 

genre and the most prestigious form of fine art. 
ÅFriends ςJohn Flaxman.

ÅHis circle of friends grew and included the sculptor John Flaxman, the 
collector George Cumberland and the book illustrator Thomas Stothard. An 
attempt was made by his friends to raise funds to send him to Italy but 
without success. They went on sketching tours together and on one 
occasion were detained as suspected spies. 

ÅGordon Riots.
ÅA ŦŜǿ ƳƻƴǘƘǎ ŜŀǊƭƛŜǊ ƘŜ ƘŀŘ ΨŜƴŎƻǳƴǘŜǊŜŘ ǘƘŜ ŀŘǾŀƴŎƛƴƎ ǿŀǾŜΩ ƻŦ ǘƘŜ ŀƴǘƛ-

Catholic mob in London that formed part of the Gordon riots ŀƴŘ ƘŜ Ψǿŀǎ 
ŦƻǊŎŜŘ Χ ǘƻ Ǝƻ ŀƭƻƴƎ ƛƴ ǘƘŜ ǾŜǊȅ ŦǊƻƴǘ ǊŀƴƪΣ ŀƴŘ ǿƛǘƴŜǎǎ ǘƘŜ ǎǘƻǊƳ ŀƴŘ 
ōǳǊƴƛƴƎΩ ƻŦ bŜǿƎŀǘŜ ǇǊƛǎƻƴΦ

ÅMarriage to Catherine
ÅBlake had romantic interests and his first proposal of marriage was 

rejected. He told Catherine Sophia Boucher (1762ς1831) about this heart-
breaking tale and a bond developed between them. About a year later 
they were married on 18 August 1782 in the church of St Mary, Battersea. 
Catherine signed the register with an X. After his marriage he and 
Catherine took lodgings at 23 Green Street, near Leicester Square. Little is 
known about Catherine Blake, but she managed the family purse and, in 
later years, would place an empty plate before him at mealtime to remind 
him of the monetary necessities. She was Blake's constant companion and 
a strong believer in his genius. The couple had no children.
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William Blake (1757-1827), The Approach of DoomΣ мтууΣ .ƭŀƪŜΩǎ 
first relief etching

William Blake (1757-1827), The Approach of DoomΣ мтууΣ .ƭŀƪŜΩǎ ŦƛǊǎǘ ǊŜƭƛŜŦ ŜǘŎƘƛƴƎ - based on a 
sketch by his recently deceased brother, Robert

ÅPoetry.
ÅFrom the age of twelve Blake he been writing poetry and in 1783 he privately 

published Political Sketcheswith financial help from Flaxman. Forty copies were 
printed. They are very important poems as although they are not his greatest they give 
an insight into his metaphorical landscape. The book contains 19 lyrical poems some of 
which presage Songs of Innocence and they are some of the earliest pre-Romantic 
poems.

ÅPublisher.
ÅHis father died in 1784 and with a small inheritance he started a print-publishing 

business which only survived a year.
ÅBrother died ςrelief etching.

ÅBlake was very close to his young brother Robert, who died in 1787. Blake was so worn 
out looking after him that he slept for three days after his death and from that time on 
saw visions of Robert who guided him in his work. One innovation this produced was 
ǘƘŜ ǳǎŜ ƻŦ Ψrelief etchingΩ ǿƘƛŎƘ .ƭŀƪŜ ŎŀƭƭŜŘ ΨǿƻƻŘŎǳǘ ƻƴ ŎƻǇǇŜǊΩΦ ¢Ƙƛǎ ǘŜŎƘƴƛǉǳŜ ǿŀǎ 
used by very few artists and involved the artist painting directly on the plate with an 
acid resistant material. The acid then was used to eat away the rest of the plate leaving 
the painted lines above the height of the plate. This meant it could be printed using 
cheap roller presses rather than the high-pressure presses required for conventional 
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etching. This meant that Blake was then in control of all aspects of 
production and could produce works at low cost.

ÅHis first work using relief etching was The Approach of Doom. This was 
followed by All Religions are OneandThere is No Natural Religion, both of 
мтууΣ ǿƘƛŎƘ .ƭŀƪŜΩǎ ƭŀǘŜǊ ŘŜǎŎǊƛōŜŘ ŀǎ Ƙƛǎ ΨLƭƭǳƳƛƴŀǘŜŘ .ƻƻƪǎΩ ŀǎ ƘŜ 
combined picture and words on the same plate.

9



William Blake,Songs of Innocence,title page, 1789 William BlakeSongs of Experience,title page 1794, Copy F, 
plate 33, Yale Center for British Art

William BlakeSongs of Innocence, title page, 1789
William BlakeSongs of Experience,title page 1794, Copy F, plate 33, Yale Center for British Art

Print seller and poet 1784-1790 (27-33), Songs of Innocence and Experience
Å In 1789, Blake produced his first great work, Songs of Innocence. The words, decoration and 

illustrations lift this works from children's literature to a masterpiece that of expresses his vision 
of the profound spiritual significance of the innocence of children. 

ÅTo ǳƴŘŜǊǎǘŀƴŘ .ƭŀƪŜ ƛǘ ƛǎ ƴŜŎŜǎǎŀǊȅ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǿƘŀǘ ƘŜ ƳŜŀƴǘ ōȅ ΨƛƴƴƻŎŜƴŎŜΩ ŀƴŘ 
ΨŜȄǇŜǊƛŜƴŎŜΩΦ tǊŜǾƛƻǳǎƭȅΣ ǘƘŜ aƛƭǘƻƴƛŎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ŎƘƛƭŘƘƻƻŘ ƛƴŎƭǳŘŜŘ ǘƘŜ ƛŘŜŀ ƻŦ ƻǊƛƎƛƴŀƭ 
sin and the only hope of salvation was through faith. Blake saw childhood as a state of 
innocence that is free from sin. Through experience, particularly the oppression of the 
Church, State and ruling classes, the innocent child is corrupted and suffers from a loss of 
vitality, and the onset of fear and inhibition. This way of seeing childhood as innocent and 
corrupted by experience became the standard view of the Romantics.

ÅCatherine helped Blake colour the pages and they sold them directly to collectors rather than 
through booksellers thus covering all stages of production and distribution.

ÅFrom 1791 he lived in 13 Hercules Buildings, Lambeth which he saw rapidly turn from a quiet 
rural area into factories and slums. They were the most productive years of his life.
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William Blake (1757-1827), Songs of Innocence and of Experience, Plate 
1, InnocenceΣ ΨCǊƻƴǘƛǎǇƛŜŎŜΩΣ мтуфΣ ¸ŀƭŜ /ŜƴǘŜǊ ŦƻǊ .ǊƛǘƛǎƘ !Ǌǘ

William Blake (1757-1827), Songs of Innocence and of Experience, Plate 1, Innocence, 
ΨCǊƻƴǘƛǎǇƛŜŎŜΩΣ мтуфΣ ¸ŀƭŜ /ŜƴǘŜǊ ŦƻǊ .ǊƛǘƛǎƘ !Ǌǘ
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William Blake (1757-мунтύΣ Ψ¢ƘŜ [ŀƳōΩΣ 
Songs of Innocence, 1789, relief etching

John Tavener, The Lamb, Tenebrae Choir

William Blake (1757-мунтύΣ Ψ¢ƘŜ [ŀƳōΩΣ Songs of Innocence, 1789, relief etching

Å¢Ƙƛǎ ƛǎ ǘƘŜ ǘƘƛǊŘ ǇƻŜƳΣ ΨThe LambΩ ǿƘƛŎƘ ƛǎ ŀ ŎƻǳƴǘŜǊǇŀǊǘ ǘƻ Ψ¢ƘŜ ¢ȅƎŜǊΩ ƛƴ Ƙƛǎ ƭŀǘŜǊ ǿƻǊƪ Songs 
of Experience. Like the other poems it was intended to be sung but his original melody is lost. It 
was made into a song by Vaughan Williams in his 1958 song cycle Ten Blake Songs, although he 
described it as "that horrible little lamb ςa poem that I hate". It was also set to music by Sir 
John Tavener, who explained: "The Lamb came to me fully grown and was written in an 
ŀŦǘŜǊƴƻƻƴ ŀƴŘ ŘŜŘƛŎŀǘŜŘ ǘƻ Ƴȅ ƴŜǇƘŜǿ {ƛƳƻƴ ŦƻǊ Ƙƛǎ оǊŘ ōƛǊǘƘŘŀȅΦά

Notes
ÅSongs of Innocence (the hyperlinks go to the relevant Wikipedia page)

Å Introduction
ÅThe Shepherd
ÅThe Echoing Green
ÅThe Lamb
ÅThe Little Black Boy
ÅThe Blossom
ÅThe Chimney Sweeper
ÅThe Little Boy lost
ÅThe Little Boy found
ÅLaughing Song
ÅA Cradle Song
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ÅThe Divine Image
ÅHoly Thursday
ÅNight
ÅSpring
ÅNurse's Song
Å Infant Joy
ÅA Dream
ÅOn Another's Sorrow

ÅSongs of Experience
Å Introduction
ÅEarth's Answer
ÅThe Clod and the Pebble
ÅHoly Thursday
ÅThe Little Girl Lost
ÅThe Little Girl Found
ÅA Dream
ÅNurse's Song
ÅThe Sick Rose
ÅThe Fly
ÅThe Angel
ÅThe Tyger
ÅMy Pretty Rose Tree
ÅAh! Sunflower
ÅThe Lily
ÅThe Garden of Love
ÅThe Little Vagabond
ÅLondon
ÅThe Human Abstract
Å Infant Sorrow
ÅA Poison Tree
ÅA Little Boy Lost
ÅA Little Girl Lost
ÅTo Tirzah
ÅThe Schoolboy
ÅThe Voice of the Ancient Bard
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William Blake (1757-мунтύΣ Ψ¢ƘŜ ¢ȅƎŜǊΩΣ Songs of Experience, 1794

William Blake (1757-мунтύΣ Ψ¢ƘŜ ¢ȅƎŜǊΩΣ Songs of Experience, 1794, the illustrations were produced 
using relief etching

ÅSongs of Experienceǿŀǎ ǇǊƻŘǳŎŜŘ ŦƛǾŜ ȅŜŀǊǎ ƭŀǘŜǊ ŀƴŘ Ψ¢ƘŜ ¢ȅƎŜǊΩ Ŏŀƴ ōŜ ŎƻƴǘǊŀǎǘŜŘ ǿƛǘƘ Ψ¢ƘŜ 
[ŀƳōΩΦ 

Å¢ƘŜǎŜ ǇƻŜƳǎ ŜȄǇǊŜǎǎ .ƭŀƪŜΩǎ ƳȅǘƘƻƭƻƎȅ ŀƴŘ Ƙƛǎ ƭƛŦŜ ŀƴŘ ǿǊƛǘƛƴƎ ōŜŎƻƳŜ ƛƴŎǊŜŀǎƛƴƎƭȅ ǇƻƭƛǘƛŎŀƭΦ
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Ψ{ƻŎƛŀƭ LƴƧǳǎǘƛŎŜΩ ŦǊƻƳ Lŀƛƴ {ƛƴŎƭŀƛǊ ŜȄǇƭƻǊŜǎ ǘƘŜ ƘƛǎǘƻǊƛŎŀƭ ōŀŎƪƎǊƻǳƴŘ ǘƻ ²ƛƭƭƛŀƳ .ƭŀƪŜϥǎ ǊŀŘƛŎŀƭ ǿǊƛǘƛƴƎǎ

Ψ{ƻŎƛŀƭ LƴƧǳǎǘƛŎŜΩ ŦǊƻƳ Lŀƛƴ {ƛƴŎƭŀƛǊ ŜȄǇƭƻǊŜǎ ǘƘŜ ƘƛǎǘƻǊƛŎŀƭ ōŀŎƪƎǊƻǳƴŘ ǘƻ ²ƛƭƭƛŀƳ .ƭŀƪŜϥǎ ǊŀŘƛŎŀƭ 
writings. Filmed on the South Bank of the River Thames, Vauxhall, London. 
ÅBlake was driven to draw attention to, explain through his mythology and try to correct all the 

injustices he saw.
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Ψ[ƻƴŘƻƴΩ ōȅ ²ƛƭƭƛŀƳ .ƭŀƪŜΣ ǊŜŀŘ ōȅ ¢ƻƳ O'Bedlam

William Blake (1757-мунтύΣ Ψ[ƻƴŘƻƴΩΣ Songs of Experience, 
1789, relief etching

William Blake (1757-мунтύΣ Ψ[ƻƴŘƻƴΩΣ Songs of Experience, 1789, relief etching
"London" by William Blake, read by Tom O'Bedlam

Å In 1794 Blake published Songs of Experiencewhich was soon to be combined with his earlier 
work as Songs of Innocence and Experience.

ÅBetween the production of these two works Blake produced many other works including a 
narrative poem Tirielwhich combined Greek, British and Hebrew myths and, in 1789, The Book 
of Thel, a short, allegorical work that has been interpreted as representing his rejection of the 
Church of England. 

ÅHe also continued to take on commissions, such as and engraving of .ŜƎƎŀǊΩǎ hǇŜǊŀafter a 
painting by William Hogarth. The payment enabled him to move to a fine house in Lambeth. He 
ǿŀǎ ŎƻƳƳƛǎǎƛƻƴŜŘ ǘƻ ƛƭƭǳǎǘǊŀǘŜ Ƴŀƴȅ ƻǘƘŜǊ ǿƻǊƪǎ ƛƴŎƭǳŘƛƴƎ 9ǊŀǎƳǳǎ 5ŀǊǿƛƴΩǎ The Botanic 
Garden(1791) and Mary Wollstonecraft'sOriginal Stories from Real Life(1791). At this time he 
was introduced to many other artists, Swiss-German artist Henry Fuseli who became a good 
friend.

ÅHis views continued to become more radical as expressed in Visions of the Daughters of 
Albion(1793).IŜ ǿŀǎ ŀ ΨǾŜƘŜƳŜƴǘ ǊŜǇǳōƭƛŎŀƴΩ ŀƴŘ ǿƻǊŜ ŀ ǊŜŘ ŎŀǇ ƛƴ ǇǳōƭƛŎ ŀǎ ŀ ǎȅƳōƻƭ 
ǎǳǇǇƻǊǘƛƴƎ CǊŜƴŎƘ ƭƛōŜǊǘȅ ŀƴŘ Ŝǉǳŀƭƛǘȅ ōǳǘ ŀŦǘŜǊ ƘŜ ƘŜŀǊŘ ƻŦ ǘƘŜ wŜƛƎƴ ƻŦ ¢ŜǊǊƻǊ ƘŜ ΨƴŜǾŜǊ ǿƻǊŜ 
ǘƘŜ ǊŜŘ ŎŀǇ ŀƎŀƛƴΩΦ 

ÅExcept for a short period when he dabbled with the Swedenborgians in 1789, it is likely he did 
ƴƻǘ ΨŀǘǘŜƴŘ ŀƴȅ ǇƭŀŎŜ ƻŦ 5ƛǾƛƴŜ ǿƻǊǎƘƛǇΩ ŦƻǊ ǘƘŜ ƭŀǎǘ ŦƻǊǘȅ ȅŜŀǊǎ ƻŦ Ƙƛǎ ƭƛŦŜΦ

ÅBlake planned an enormous work based on the retelling of the Bible, starting with Genesis but 
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the poor sales of Songs of Innocence and Experiencecaused him to stop producing 
illuminated books. 
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William Blake (1757-1827), For Children: The Gates of Paradise, 
ΨL ǿŀƴǘΗ L ǿŀƴǘΗΩΣ мтфоΣ тΦм Ȅ пΦф ŎƳΣ .ǊƛǘƛǎƘ aǳǎŜǳƳ

William Blake (1757-1827), CƻǊ /ƘƛƭŘǊŜƴΥ ¢ƘŜ DŀǘŜǎ ƻŦ tŀǊŀŘƛǎŜΣ ΨL ǿŀƴǘΗ L ǿŀƴǘΗΩΣ мтфоΣ тΦм Ȅ пΦф 
cm, British Museum

Described by The Guardiannewspaper as the first vision of space travel.

A modern prophet 1791-1794 
ÅLambeth was still a village when Blake and his wife moved to 13 Hercules Buildings in 1791. A 

larger house than any Blake had lived in before, it provided the light and space that he needed 
for his work. Blake, aged 34, now entered upon the most creative and productive period of 
his life. It was the largest house in the road with eight or ten rooms and at this time Lambeth 
was a pleasant rural area. Within a few years factories, processing plants and other noxious 
industries had crossed the river and it quickly began to change into a disease-infested slum 
while Blake was living there.

Å.ƭŀƪŜΩǎ ǿƻǊƪ ƘŀŘ ōŜŎƻƳŜ more overtly political after the upheavals in France in 1789. His 
poemThe French Revolution, though printed in 1791 by Joseph Johnson (publisher of Tom 
tŀƛƴŜΩǎRights of Man), was deemed too dangerous to actually publish. By this time, Blake 
already felt himself to be losing out to his contemporaries in the art world, and now he saw the 
door to public recognition closing. The 1793 co-publication ofThe Gates of Paradise, an 
emblem book for children, was .ƭŀƪŜΩǎ ƭŀǎǘ ǾŜƴǘǳǊŜ into commercial publishing. In October of 
the same year, Blake published hisProspectusa public advertisement of his recent works. 
TheProspectuswas also a critique of the establishment and the difficulty of gaining recognition 
ŦƻǊ ŀǊǘƛǎǘǎ ǿƘƻ ƭŀŎƪŜŘ ΨǘƘŜ ƳŜŀƴǎ ǘƻ ǇǊƻǇŀƎŀǘŜ ǎǳŎƘ ǿƻǊƪǎ ŀǎ ƘŀǾŜ ǿƘƻƭƭȅ ŀōǎƻǊōŜŘ ǘƘŜ aŀƴ ƻŦ 
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DŜƴƛǳǎΩΦ .ƭŀƪŜ ǿŀǎ ƭƛǘŜǊŀƭƭȅ ǘŀƪƛƴƎ ƳŀǘǘŜǊǎ ƛƴǘƻ Ƙƛǎ ƻǿƴ ƘŀƴŘǎ ōȅ ǇǊƻŘǳŎƛƴƎ Ƙƛǎ ƻǿƴ 
work and offering it for sale at hishome.

ÅTheProspectusadvertised the illuminated prophetic books which had begun to 
pour forth from his press:The Marriage of Heaven and Hell, a brief epic 
interspersed with proverbs,The Visions of the Daughters of Albion, an allegory 
about freedom, andAmerica, A Prophecy, a mixture of history and myth, all date 
from 1793.

ÅThere was no letting up in 1794, whenSongs of Experience(the pessimistic 
ΨŎƻƴǘǊŀǊȅΩ ǾƻƭǳƳŜ ǘƻSongs of Innocence) was completed. In the same year Blake 
also publishedEurope, A Prophecy(an allegory of the political situation in Europe 
with warnings about the dire consequences of war), andThe First Book of 
Urizen(his account of the origins of mankind and the naturalworld).

References
Åhttps://www.theguardian.com/artanddesign/2016/dec/23/william-blake-i-want-i-

want
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William Blake, frontispiece to Visions of the Daughters of Albion, 
1793

Frontispiece to William Blake's Visions of the Daughters of Albion, 1793

ÅThe book contains Blake's critique of Judeo-Christian values of marriage. Oothoon(centre) and 
Bromion(left), are chained together, as Bromionhas raped Oothoonand she now carries his 
baby. Theotormon(right) and Oothoonare in love, but Theotormonis unable to act, considering 
her polluted, and ties himself into knots of indecision.

Å In the book Blake compares the sexual oppression of marriage to slavery. Blake was critical of 
the marriage laws of his day, and generally railed against traditional Christian notions of chastity 
as a virtue. Blake believed that humans were "fallen", and that a major impediment to a free 
love society was corrupt human nature, not merely the intolerance of society and the jealousy 
of men, but the inauthentic hypocritical nature of human communication. He also seems to 
have thought that marriage should afford the joy of love, but that in reality it often does not, as 
a couple's knowledge of being chained often diminishes their joy. Mary Wollstonecraft, an early 
feminist and proponent of free love wrote A Vindication of the Rights of Woman(1792). In her 
writings, Wollstonecraft challenged the institution of marriage and advocated its abolition.
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William Blake (1757-1827), The Penance of Jane Shore in St Paul's Church,c. 1793

William Blake (1757-1827), The Penance of Jane Shore in St Paul's Church,c. 1793

ÅThe painting was included in his exhibition of 1809. Jane(also known as Elizabeth) Shore was a 
bourgeois wife who as the mistress of EdwardIV (1442τ1483, reigned 1461-70 and 1471-83) 
ǿŀǎ ǎǳōƧŜŎǘŜŘ ǘƻ ǇǳōƭƛŎ ƘǳƳƛƭƛŀǘƛƻƴ ŀŦǘŜǊ Ƙƛǎ ŘŜŀǘƘΦ 5ŀǾƛŘ IǳƳŜΩǎHistory of England(1754ς62) 
ŘŜǎŎǊƛōŜŘ Ƙƻǿ ǎƘŜ ǿŀǎ ŎƻƴŘŜƳƴŜŘ ŦƻǊ Ψadulteries and lewdness; and she did penance in a 
ǿƘƛǘŜ ǎƘŜŜǘ ŀǘ {ǘ tŀǳƭΩǎΣ ōŜŦƻǊŜ ǘƘŜ ǿƘƻƭŜ ǇŜƻǇƭŜΩΦ .ƭŀƪŜΩǎ ǇŀƛƴǘƛƴƎ ǎƘƻǿǎ ǘƘŜ dignified figure 
sharing the forefront of the picture.
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²ƛƭƭƛŀƳ .ƭŀƪŜΣ Ψ¢ƘŜ !ƴŎƛŜƴǘ ƻŦ 5ŀȅǎΩΣ ŦǊƻƴǘƛǎǇƛŜŎŜ 
from Europe a Prophecy, 1794

²ƛƭƭƛŀƳ .ƭŀƪŜΣ Ψ¢ƘŜ !ƴŎƛŜƴǘ ƻŦ 5ŀȅǎΩΣ ŦǊƻƴǘƛǎǇƛŜŎŜ ŦǊƻƳ Europe a Prophecy, 1794

Å It draws its name from one of God's titles in the Book of Daniel and shows Urizen crouching in a 
circular design with a cloud-like background. His outstretched hand holds a compass over the 
darker void below. Related imagery appears in Blake's Newton, completed the next year. The 
design was a favourite of Blake and so there are many versions including one shortly before his 
death.

ÅEarly critics of Blake noted the work as amongst his best, and a favourite of the artist himself. It 
was compared to the work of Raphael and Michelangelo. 

ÅUrizen is the embodiment of conventional reason and law. He is usually depicted as a bearded 
old, white man; he sometimes bears architect's tools, to create and constrain the universe; or 
nets, with which he ensnares people in webs of law and conventional society. The compass 
ōƻǊǊƻǿǎ ŦǊƻƳ aŀǎƻƴƛŎ ǎȅƳōƻƭƛǎƳ ŦƻǊ DƻŘ ŀǎ ǘƘŜ ϦDǊŜŀǘ !ǊŎƘƛǘŜŎǘ ƻŦ ǘƘŜ ¦ƴƛǾŜǊǎŜάΦ

ÅUrizen originally had an opposite number called Los who represented imagination. Later he was 
one of the four Zoaswhich were the divisions of primordial man, Albion. Urizen has a female 
counterpart Ahaniawho stands for Pleasure. He is joined by many daughters and four sons 
representing the four elements. They rebel against him but are all united on Judgement Day.  
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William Blake (1757-1827), The House of Death1795/c.1805, colour print finished in ink and watercolour on paper, 48.5 x 61 cm

William Blake (1757-1827), The House of Death1795/c.1805, colour print finished in ink and 
watercolour on paper, 48.5 x 61 cm

Declining fortunes 1795-1800 
Å¢ƘŜ ƛƭƭǳǎǘǊŀǘƛƻƴǎ ƛƴ .ƭŀƪŜΩǎ Prophetic Books had been growing ever larger and more colourful. It 

was therefore a logical step for him to adapt his printing-methods to produce full-scale 
paintings. The year 1795 saw the production of the series of twelve large watercolour prints, 
including Newton and Nebuchadnezzar and The House of Death (shown here), which biographer 
tŜǘŜǊ !ŎƪǊƻȅŘ Ŏŀƭƭǎ ΨǘƘŜ ŦƛƴŜǎǘ ŀǊǘƛǎǘƛŎ ǎǘŀǘŜƳŜƴǘ ƻŦ .ƭŀƪŜΩǎ [ŀƳōŜǘƘ ǾƛǎƛƻƴǎΩΦ

ÅThe prophetic books are a series of lengthy, interrelated poetic works drawing upon Blake's own 
personal mythology. They have been described as forming "what is in proportion to its merits 
the least read body of poetry in the English language". They conclude with the epic Jerusalem 
The Emanation of the Giant Albion, and in them he elaborates a personal invented mythology.

ÅThe Prophetic Booksare:
ÅTiriel(c. 1789)
ÅThe Book of Thel(c. 1789)
ÅAmerica a Prophecy (1793)
ÅEurope a Prophecy (1794)
ÅVisions of the Daughters of Albion (1793)
ÅThe Book of Urizen (1794)
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ÅThe Book of Ahania(1795)
ÅThe Book of Los (1795)
ÅThe Song of Los (1795)
ÅVala, or The Four Zoas(begun 1797, unfinished; abandoned c. 1804)
ÅMilton a Poem (1804ς1810)
ÅJerusalem The Emanation of the Giant Albion (1804ς1820)
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William Blake, Newton, 1795ςc.1805, 46 x 60 cm, colour print, ink and watercolour on paper

William Blake, Newton, 1795ςc.1805, 46 x 60 cm, colour print, ink and watercolour on paper

Å¢ŀǘŜ ŘƛǎǇƭŀȅ ŎŀǇǘƛƻƴΣ ά!ǎ ŀƴ ŜȄŀƳǇƭŜ ƻŦ Ǌŀǘƛƻƴŀƭ ǘƘƻǳƎƘǘΣ bŜǿǘƻƴ ǿŀǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ŦƛƎǳǊŜ ŦƻǊ 
[ŀǾŀǘŜǊΦ !ǊƎǳƛƴƎ ŦƻǊ ǘƘŜ ǾŜǊŀŎƛǘȅ ƻŦ ǇƘȅǎƛƻƎƴƻƳȅΣ [ŀǾŀǘŜǊ ǎǘŀǘŜŘ ǘƘŀǘ ƎǊŜŀǘƴŜǎǎ ǿŀǎ ΨǾƛǎƛōƭŜ ƛƴ 
ŜǾŜǊȅ ǿŜƭƭ ŘǊŀǿƴ ƻǳǘƭƛƴŜΩ ƻŦ ǘƘŜ ǎŎƛŜƴǘƛǎǘΩǎ ƘŜŀŘΦ wŜƛǘŜǊŀǘƛƴƎ ŀ ǇŜǊǾŀǎƛǾŜ ǊŀŎƛŀƭ ǎǘŜǊŜƻǘȅǇŜΣ ƘŜ 
ŀǎƪŜŘ Ψ/ƻǳƭŘ ǘƘŜ ƳƛƴŘ ƻŦ bŜǿǘƻƴ ƘŀǾŜ ƛƴǾŜƴǘŜŘ ǘƘŜ ǘƘŜƻǊȅ ƻŦ ƭƛƎƘǘΣ ǊŜǎƛŘƛƴƎ ƛƴ ǘƘŜ ƘŜŀŘ ƻŦ ŀ 
bŜƎǊƻΩΦ .ƭŀƪŜΣ ƘƻǿŜǾŜǊΣ ǿŀǎ ŎǊƛǘƛŎŀƭ ƻŦ ǊŜŘǳŎǘƛǾŜ ǎŎƛŜƴǘƛŦƛŎ ǘƘƻǳƎƘǘΦ Lƴ ǘƘƛǎ ǇƛŎǘǳǊŜΣ ǘƘŜ ǎǘǊŀƛƎƘǘ 
ƭƛƴŜǎ ŀƴŘ ǎƘŀǊǇ ŀƴƎƭŜǎ ƻŦ bŜǿǘƻƴΩǎ ǇǊƻŦƛƭŜ ǎǳƎƎŜǎǘ ǘƘŀǘ ƘŜ Ŏŀƴƴƻǘ ǎŜŜ ōŜȅƻƴŘ ǘƘŜ ǊǳƭŜǎ ƻŦ Ƙƛǎ 
compass. Behind him, the colourful, textured rock may be seen to represent the creative world, 
ǘƻ ǿƘƛŎƘ ƘŜ ƛǎ ōƭƛƴŘΦέ 

ÅThe figure of Newton is related to Michelangelo's Abias, one of the Ancestors of Christ in the 
lunettes of the Sistine Chapel.

Å¢ŀǘŜΣ ά¢ƘŜ ŘŜǎƛƎƴ ǿŀǎ ŀƭǎƻ ŘŜǾŜƭƻǇŜŘ ŦǊƻƳ ǇƭŀǘŜ мл ƻŦ ǘƘŜ ǎŜŎƻƴŘ ƛǎǎǳŜ ƻŦ There is no Natural 
Religion of c.1788, which shows an old man kneeling on the ground and drawing with a pair of 
ŎƻƳǇŀǎǎŜǎ ǘƻ ƛƭƭǳǎǘǊŀǘŜ ǘƘŜ ǘŜȄǘ Ψ!ǇǇƭƛŎŀǘƛƻƴΦ IŜ ǿƘƻ ǎŜŜǎ ǘƘŜ LƴŦƛƴƛǘŜ ƛƴ ŀƭƭ ǘƘƛƴƎǎ ǎŜŜǎ DƻŘΦ IŜ 
ǿƘƻ ǎŜŜǎ ǘƘŜ wŀǘƛƻ ƻƴƭȅ ǎŜŜǎ ƘƛƳǎŜƭŦ ƻƴƭȅΩΦέ

ÅBlake was critical of the idea that science could solve all our human problems. He may be 
suggesting that Newton, by focusing on the sharp angles and geometry of the compass is 
missing the beauty of the world around him.

ÅNewton, personification of man limited by reason. The eighteenth-century poet, Alexander 
Pope, wrote a satirical epitaph forbŜǿǘƻƴΥ ΨbŀǘǳǊŜ ŀƴŘ bŀǘǳǊŜΩǎ ƭŀǿǎ ƭŀȅ ƘƛŘ ƛƴ ƴƛƎƘǘΣ DƻŘ 
saidLet Newton be!And all wasƭƛƎƘǘΦΩ ¢Ƙƛǎ ǎƘƻǿǎ Ƨǳǎǘ Ƙƻǿ ƳǳŎƘ ǘƘŜ ŜƛƎƘǘŜŜƴǘƘ ŎŜƴǘǳǊȅ 
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revered the great philosopher. Newton had successfully explained the workings of 
the physical universe. To Blake, however, this was not enough: Newton had 
omitted God, as well as all those significant emotional and spiritual elements 
ǿƘƛŎƘ Ŏŀƴƴƻǘ ōŜ ǉǳŀƴǘƛŦƛŜŘΣ ŦǊƻƳ Ƙƛǎ ǘƘŜƻǊƛŜǎΦ .ƭŀƪŜ ōƻŀǎǘŜŘ ǘƘŀǘ ƘŜ ƘŀŘ ΨŦƻǳǊŦƻƭŘ 
ǾƛǎƛƻƴΩ ǿƘƛƭŜ bŜǿǘƻƴ ǿƛǘƘ Ƙƛǎ ΨǎƛƴƎƭŜ ǾƛǎƛƻƴΩ ǿŀǎ ŀǎ ƎƻƻŘ ŀǎ ŀǎƭŜŜǇΦ ¢ƻ .ƭŀƪŜΣ 
Newton, Bacon and Locke with their emphasis on reason were nothing more than 
ΨǘƘŜ ǘƘǊŜŜ ƎǊŜŀǘ ǘŜŀŎƘŜǊǎ ƻŦ ŀǘƘŜƛǎƳΣ ƻǊ {ŀǘŀƴΩǎ5ƻŎǘǊƛƴŜΩΦ Lƴ ǘƘƛǎ ǇǊƛƴǘ ŦǊƻƳ мтфр 
Newton is portrayed drawing with a pair of compasses. Compasses were a 
ǘǊŀŘƛǘƛƻƴŀƭ ǎȅƳōƻƭ ƻŦ DƻŘΣ ΨŀǊŎƘƛǘŜŎǘ ƻŦ ǘƘŜ ǳƴƛǾŜǊǎŜΩΣ ōǳǘ ƴƻǘƛŎŜ Ƙƻǿ ǘƘŜ ǇƛŎǘǳǊŜ 
progresses from exuberance and colour on the left, to sterility and blackness on 
ǘƘŜ ǊƛƎƘǘΦ Lƴ .ƭŀƪŜΩǎ ǾƛŜǿ bŜǿǘƻƴ ōǊƛƴƎǎ ƴƻǘ ƭƛƎƘǘΣ ōǳǘnight.

ÅLǘ Ƙŀǎ ōŜŜƴ ǎǳƎƎŜǎǘŜŘ ǘƘŜ ŦƛƎǳǊŜ ƛǎ ōŀǎŜŘ ƻƴ aƛŎƘŜƭŀƴƎŜƭƻΩǎ Abiasin the Sistine 
Chapel. Blake was an engraver looking at engravings as he had never seen the 
ƻǊƛƎƛƴŀƭΦ IŜ ŀŎŎŜƴǘǳŀǘŜǎ ǘƘŜ ƭƛŜ ŀƴŘ ǘƘŜ ƳǳǎŎƭŜǎΦ Lǘ Ƙŀǎ ōŜŜƴ ƻōǎŜǊǾŜŘ ǘƘŀǘ .ƭŀƪŜΩǎ 
ŦƛƎǳǊŜǎ ǎŜŜƳ ǘƻ ōŜ άŀƭƭ ƳǳǎŎƭŜΣ ŀǎ ƛŦ ǘƘŜȅ ƘŀŘ ƴƻ Ŧŀǘǘȅ ǘƛǎǎǳŜ ŀƴȅǿƘŜǊŜΣ ŀƴŘ ƻƴŜ 
ƭŀȅŜǊ ƻŦ ǎƪƛƴ ǘƻƻ ŦŜǿ Χ ƛǎ .ƭŀƪŜΣ ƻǊ ƛǎ ƘŜ ƴƻǘΣ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ƳǳǎŎƭŜǎΚ IŜ ƛǎ ƴƻǘ 
ƛƴǘŜǊŜǎǘŜŘ ŜƴƻǳƎƘ ǘƻ ƎŜǘ ǘƘŜƳ ǊƛƎƘǘέΦ .ƭŀƪŜ ƛǎ ƳƻǊŜ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ƳǳǎŎƭŜǎ ŀǎ 
pattern, passion and tension. It is like an early form of expressionism where the 
anatomical accuracy gives way to emotional power and exaggeration.

References
http://www.tate.org.uk/art/artworks/blake-newton-n05058
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William Blake (1757-1827), Young's Night Thoughts, 
ǇŀƎŜ пΣ Ψ²ƘŀǘΣ ǘƘƻǳƎƘ aȅ {ƻǳƭ FantastickMeasures 

¢ǊƻŘΩΣ ǇǊƛƴǘΣ мтфтΣ ¸ŀƭŜ /ŜƴǘŜǊ ŦƻǊ .ǊƛǘƛǎƘ !Ǌǘ

William Blake (1757-1827), Young's Night ThoughtsΣ ǇŀƎŜ пΣ Ψ²ƘŀǘΣ ǘƘƻǳƎƘ aȅ {ƻǳƭ Fantastick
aŜŀǎǳǊŜǎ ¢ǊƻŘΩΣ ǇǊƛƴǘΣ мтфтΣ ¸ŀƭŜ /ŜƴǘŜǊ ŦƻǊ .ǊƛǘƛǎƘ !Ǌǘ

ÅThe Complaint: or, Night-Thoughts on Life, Death, & Immortality, better known simply as Night-
Thoughts,is a long poem by Edward Young published in nine parts (or "nights") between 1742 
and 1745.

ÅBlake was commissioned in 1795 to illustrateNight-Thoughtsfor a major new edition of the 
ǇƻŜƳ ǘƻ ōŜ ǇǳōƭƛǎƘŜŘ ōȅ wƛŎƘŀǊŘ 9ŘǿŀǊŘǎΦ ¸ƻǳƴƎΩǎNight Thoughts, a philosophical verse epic 
immensely popular in the late eighteenth century. 

ÅBlake began by making a series of 537 watercolour illustrations from which he planned to 
engrave about 200 for publication. For all this effort Blake was only paid £21. It is possible he 
expected more following the success of the book but the first volumeςwith forty-three 
engravings by Blakeςwas published in 1797 and was a commercial failure. The expensive 
ǇǳōƭƛǎƘƛƴƎ ǾŜƴǘǳǊŜ ǿŀǎ ŀōŀƴŘƻƴŜŘ ŀƴŘ .ƭŀƪŜΩǎ ƛƳƳŜƴǎŜ ƭŀōƻǳǊǎ ƘŀŘ ŦŀƛƭŜŘ ǘƻ ǇǊƻŘǳŎŜ ŀ ǇǊƻŦƛǘ 
or fame.

ÅFollowing this Flaxman commissioned Blake to illustrate the poems of Thomas Gray and Blake 
began to compose an epic called Valalater changed to The Four Zoas.Lƴ ŀŘŘƛǘƛƻƴΣ .ƭŀƪŜΩǎ Ƴƻǎǘ 
important patron the civil servant Thomas Butts, commissioned a series of Biblical paintings 
from him. However, this work was not enough to compensate for price inflation and the 
depressed art market, caused by the war withFrance.

Notes
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An heir of glory ! a frail child of dust ! 
Helpless immortal ! insect infinite ! 
A worm ! a God !ττI tremble at myself, 
And in myself am lost ! At home a stranger, 
Thought wanders up and down, surprised, aghast, 
And wond'ringat her own : how reason reels ! 
O what a miracle to man is man, 
Triumphantly distress'd! what joy, what dread ! 
Alternately transported, and alarm'd! 
What can preserve my life ? or what destroy ? 
An angel's arm can't snatch me from the graveτ
Legions of angels can't confine me there. 

'Tispast conjecture : all things rise in proof. 
While o'er my limbs sleep's soft dominion spread : 
* What, though my soul fantastickmeasures trod 
O'er fairy fields; or mourn'dalong the gloom 
Of pathless woods ; or down the craggy steep 
Hurl'dheadlong, swam with pain the mantled pool ; 
Or scaled the cliff; or danced on hollow winds, 
With antickshapes wild natives of the brain . 
Her ceaseless flight, though devious, speaks her nature 
Of subtler essence than the trodden clod ; 
Active, aérial, tow'ring, unconfined, 
Unfetter'dwith her gross companion's fall. 
Even silent night proclaims my soul immortal ; 
Even silent night proclaims eternal day. 
For human weal, Heaven husbands all events ; 
Dull sleep instructs, nor sport vain dreams in vain. 

Why then their loss deplore that are not lost ? 
Why wanders wretched thought their tombs around, 
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William Blake, The Last Supper, exhibited 1799, tempera on canvas, 30.5 x 48.2 cm, National Gallery of Art, Washington

William Blake, The Last Supper, exhibited 1799, tempera on canvas, 30.5 x 48.2 cm, National 
Gallery of Art, Washington

ÅHe separated his printing from his painting and began to produce his so-ŎŀƭƭŜŘ ΨǘŜƳǇŜǊŀΩ ƻǊ 
ΨŦǊŜǎŎƻΩ ǇŀƛƴǘƛƴƎǎ ƻƴ ōƛōƭƛŎŀƭ ǎǳōƧŜŎǘǎ, such as The Last Supper(exhibited at the Royal Academy 
in 1799) and the Loaves and Fishes(1800). They were commissioned by Thomas Butts, a 
government official, who became a major patron. 

ÅButts is the source of an amusing anecdote reported by Gilchrist. One day he was visiting 
.ƭŀƪŜΩǎ ƘƻǳǎŜ ǿƘŜƴ ǘƘŜȅ ƭƛǾŜŘ ƛƴ [ŀƳōŜǘƘΦ IŜ ŦƻǳƴŘ the couple nude in their garden summer 
house. ΨάCome in!έ ŎǊƛŜŘ .ƭŀƪŜΤ άit's only Adam and Eve you know!έ Husband and wife had 
been reciting passages fromParadise LostΣ ƛƴ ŎƘŀǊŀŎǘŜǊΩΦ

Å.ƭŀƪŜ ǿǊƻǘŜ Ψ¢ƘŜ ƴŀƪŜŘƴŜǎǎ ƻŦ ǿƻƳŀƴ ƛǎ ǘƘŜ ǿƻǊƪ ƻŦ DƻŘΩ ŀƴŘ Ψ!Ǌǘ Ŏŀƴ ƴŜǾŜǊ ŜȄƛǎǘ ǿƛǘƘƻǳǘ 
bŀƪŜŘ .Ŝŀǳǘȅ ŘƛǎǇƭŀȅŜŘΩΦ
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William Blake (1757-1827), Landscape near Felphamcirca 1800, pencil and watercolour on paper, 23.7 x 34.3 cm

William Blake (1757-1827), Landscape near Felphamcirca 1800, pencil and watercolour on paper, 
23.7 x 34.3 cm

ÅDelighted by the natural beauty around him, Blake embarked on his new life in Sussex with 
great optimism. Blake received many commissions from his new patron, producing plates for 
IŀȅƭŜȅΩǎ ōŀƭƭŀŘLittle Tom the Sailor, and engravings for hisBallads on Anecdotesrelating 
to Animalsand for hisLife of Cowper.

ÅBut by 1802, the situation had soured. Blake was tired of the endless stream of trivial 
commissions from Hayley and his society neighbours. He had no wish to waste his talents 
ǇŀƛƴǘƛƴƎ ŀ ǎŜǊƛŜǎ ƻŦ ƎǊŜŀǘ ǇƻŜǘǎΩ ǇƻǊǘǊŀƛǘǎ ŦƻǊ IŀȅƭŜȅΩǎ ƴŜǿ ƭƛōǊŀǊȅΣ ƻǊ handscreensfor his 
neighbour, Lady Bathurst. The next year Blake wrote a letter to his patron Butts stating that only 
ƛƴ [ƻƴŘƻƴ ŎƻǳƭŘ ΨŎŀǊǊȅ ƻƴ Ƙƛǎ ǾƛǎƛƻƴŀǊȅ ǎǘǳŘƛŜǎΧǎŜŜ ǾƛǎƛƻƴǎΣ ŘǊŜŀƳŘǊŜŀƳǎΩ.

ÅTo make matters worse, inAugust 1803 Blake had driven a soldier, Private John Schofield, out 
ƻŦ Ƙƛǎ ƎŀǊŘŜƴΣ ŀƭƭŜƎŜŘƭȅ ǳǘǘŜǊƛƴƎ ǘƘŜ ǘǊŜŀǎƻƴƻǳǎ ǿƻǊŘǎ Ψ5ŀƳƴ ǘƘŜ ƪƛƴƎΦ ¢ƘŜ ǎƻƭŘƛŜǊǎ ŀǊŜ ŀƭƭ 
ǎƭŀǾŜǎΦΩ {ŎƘŜŘǳƭŜŘ ǘƻ ōŜ Ǉǳǘ ƻƴ ǘǊƛŀƭ ŦƻǊ ǎŜŘƛǘƛƻƴ, Blake moved back to London in late 1803, 
thoroughly sick of his officious patron, of his damp cottage and of the law. He briefly returned to 
Sussex in early 1804 and was acquitted to the riotous approval of theŎƻǳǊǘΦ .ƭŀƪŜΩǎ ϻнлл ōƻƴŘ 
was paid by Hayley who also paid for a London barrister and eight months later he was 
acquitted of all charges. Rather than being grateful to Hayley for his financial and moral support 
Blake became convinced there was a conspiracy against him and that Hayley had hired the 
soldier to kill him.
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Notes
Å.ƭŀƪŜΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ IŀȅƭŜȅ ǿŀǎ ǎǘŀǊǘƛƴƎ ǘƻ ŘŜǘŜǊƛƻǊŀǘŜ ƛƴ ŀōƻǳǘ мулм ŀǎ IŀȅƭŜȅ 

tried to divert Blake from poetry and history painting to practical crafts such as 
copy engraving and miniature portraits. Hayley taught Blake Latin, Greek and 
Hebrew and treated him as a protégé with great talent but he wrote to a friend 
that his ŜŎŎŜƴǘǊƛŎƛǘȅ ǾŜǊƎŜŘ ƻƴ ΨLƴǎŀƴƛǘȅΩ. This criticism was made worse by illness 
ŀƴŘ Ƙƛǎ ǿƛŦŜΩǎ ǊŜŎǳǊǊƛƴƎ ōƻǳǘǎ ƻŦ ǊƘŜǳƳŀǘƛǎƳΦ .ƭŀƪŜ ǿǊƻǘŜ ǘƻ .ǳǘǘǎ ŀōƻǳǘ ǘƘŜ 
ƛƴŎǊŜŀǎƛƴƎ ŘƛǎǊǳǇǘƛǾŜ ǎƛǘǳŀǘƛƻƴ ŀƴŘ ǿƘŀǘ ƘŜ ǊŜƎŀǊŘŜŘ ŀǎ IŀȅƭŜȅΩǎ ΨDŜƴǘŜŜƭ 
LƎƴƻǊŀƴŎŜΩΦ IŜ ǿŀǎ ǘƻǊƴ ōŜǘǿŜŜƴ ǘƘŜ ƴŜŜŘ ǘƻ ƳŀƪŜ ƳƻƴŜȅ ŀƴŘ Ƙƛǎ ǎǇƛǊƛǘǳŀƭ ŎŀƭƭƛƴƎ 
as an artist. Blake's moods alternated between depression and hope and by 1803 
he vowed not to spend another winter in Felpham. Blake started to view the mild-
mannered Hayley as jealous of his talent. It is worth bearing in mind that Hayley 
was a popular and successful author and Blake was merely an engraver who 
needed direction, instruction and counselling.

Å In 1803, that a serious incident took place. Blake found a soldier in his garden and 
not knowing he had been invited by the gardener they got into an argument and a 
physical confrontation. Three days later the soldier, John Scolfield, accused Blake of 
sedition, of praising the French and damning the king. A serious charge when 
England was at war with France. 

ÅBlake returned to London in 1804 and found that although every engraver had so 
much work they were turning it away no one brought him work. Blake had to rely 
on friends such as Fuseli, Flaxman and Hayley for commissions. A new edition of 
IŀȅƭŜȅΩǎ ōŀƭƭŀŘǎ ǿƛǘƘ ƴŜǿ ŜƴƎǊŀǾƛƴƎǎ ōȅ .ƭŀƪŜ ǿŀǎ ŎƻƳƳƛǎǎƛƻƴŜŘ ƛƴ мулрΦ
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William Blake, the preface to Milton a Poem, 1804, 
printed c. 1808

The preface to Milton, as it appeared in Blake's own illuminated version, 1804, printed c. 1808

Å "And did those feet in ancient time" is a short poem by William Blake from the preface to his 
epic Milton a Poem, one of a collection of writings known as the Prophetic Books. The date of 
1804 on the title page is probably when the plates were begun, but the poem was printed c. 
1808.[1] Today it is best known as the anthem "Jerusalem", with music written by Sir Hubert 
Parry in 1916. It is not to be confused with another poem, much longer and larger in scope, but 
also by Blake, called Jerusalem The Emanation of the Giant Albion.

ÅThe poem refers to a legend that Jesus and Joseph of Arimathea, a tin merchant, travelled to 
England and visited Glastonbury. Jerusalem has been a metaphor for heaven in the Christian 
Church and the Book of Revelations describes a Second Coming when Jesus establishes a New 
Jerusalem. 

Å¢ƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ƘŜŀǾŜƴ ƛƴ 9ƴƎƭŀƴŘ ƛǎ ŎƻƴǘǊŀǎǘŜŘ ǿƛǘƘ ǘƘŜ ΨŘŀǊƪ ǎŀǘŀƴƛŎ ƳƛƭƭǎΩΦ 
ÅThese have been interpreted as the factories of the industrial revolution and in 1791 a 

flour mill in Southwark called the Albion Flour Mills was destroyed by fire. At the time 
opponents of the mill described it as satanic. 

ÅAnother interpretation, amongst Nonconformists, is that the phrase refers to the 
established Church of England as it preached a doctrine of conformity to the established 
social order and class system, in contrast to Blake. Blake believed in free love and was 
strongly anti-clerical so it is ironic that this poem was adopted by the church and by 
ǿƻƳŜƴΩǎ ƻǊƎŀƴƛǎŀǘƛƻƴǎΦ 

ÅFinally, An alternative theory is that Blake is referring to a mystical concept within his 
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own mythology related to the ancient history of England. Satan's "mills" 
are referred to repeatedly in the main poem, and are first described in a 
way that suggests something more abstract than industrialization: "the 
starry Mills of Satan/ Are built beneath the earth and waters of the 
Mundane Shell...To Mortals thy Mills seem everything, and the Harrow of 
Shaddai / A scheme of human conduct invisible and incomprehensible".
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William Blake (1757-1827), ²ƛƭƭƛŀƳ IŀȅƭŜȅΩǎ .ŀƭƭŀŘ ςThe Horse, 
1805, engraving, 10.8 x 5.72 cm, Wetmore Print Collection, 

Connecticut College

William Blake (1757-1827), ²ƛƭƭƛŀƳ IŀȅƭŜȅΩǎ .ŀƭƭŀŘ ςThe Horse, 1805, engraving, 10.8 x 5.72 cm, 
Wetmore Print Collection, Connecticut College

Country life 1800-1803 
Å.ȅ мтфф .ƭŀƪŜΩǎ ŦƻǊǘǳƴŜǎ ǿŜǊŜ ǿŀƴƛƴƎ and lacking employment as an engraver had turned to 

his patrons to commission paintings and drawings. He continued to be employed by Thomas 
Buttsand received a new commission from Dr John Trusler. However, Trusler tried to instruct 
Blake in composition and Blake wrote a letter implying Trusler ǿŀǎ ŀƴ ΨLŘƛƻǘΩ at which point his 
patronage ceased. 

ÅWork was scarce and life was hard, so it seemed like a stroke of luck when William Hayley, an 
eccentric gentleman poet, invited Blake down to live on his estate in Sussex. Hayley 
commissioned Blake to produce engravings for his book Essay on Sculpture. A friendship 
developed and in 1800 Blake visited Hayley at his home in Felpham and Hayley invited him to 
live there. The BlakesǿŜǊŜ ƎƭŀŘ ǘƻ ƭŜŀǾŜ ǘƘŜ ΨǘŜǊǊƛōƭŜ ŘŜǎŜǊǘ ƻŦ [ƻƴŘƻƴΩ ŦƻǊ ΨsweetFelphamΩΦ IŜ 
ǿǊƻǘŜ ŀōƻǳǘ ΨLondons5ǳƴƎŜƻƴ ŘŀǊƪΩ ŀƴŘ Ƙƻǿ Ƙƛǎ ŦƻǊǘƘŎƻƳƛƴƎ ǘǊƛǇ ǘƻ CŜƭǇƘŀƳ ōǊƻǳƎƘǘ ƘƛƳ ƻǳǘ 
ƻŦ ŀ Ψ5ŜŜǇ Ǉƛǘ ƻŦ aŜƭŀƴŎƘƻƭȅΩΦ Blake suffered from bouts of depression followed by periods of 
elation for the rest of his life.

ÅBlake moved down in September 1800 with his wife and sister and seven carriages of household 
goods. Blake wrote of his ǊŜƴŜǿŜŘ Ψ±ƛǎƛƻƴΩ ōȅ ǘƘŜ ǎŜŀand Hayley provided ample employment 
ǎǳŎƘ ŀǎ ǇƻǊǘǊŀƛǘǎ ƻŦ ǇƻŜǘǎ ŦƻǊ Ƙƛǎ ƭƛōǊŀǊȅΣ ŀƴ ŜǘŎƘƛƴƎ ƛƭƭǳǎǘǊŀǘƛƴƎ ŀ ǇƻŜƳ ōȅ IŀȅƭŜȅ ŎŀƭƭŜŘ Ψ[ƛǘǘƭŜ 
¢ƻƳ ǘƘŜ {ŀƛƭƻǊΩΣ ǇƻǊǘǊŀƛǘ ƳƛƴƛŀǘǳǊŜǎΣ ƛƭƭǳǎǘǊŀǘƛƻƴ ŦƻǊ ōŀƭƭŀŘǎ όŀǎ ƛƭƭǳǎǘǊŀǘŜŘ ŀōƻǾŜύ ŀƴŘ ŜƴƎǊŀǾƛƴƎǎ 
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ŦƻǊ IŀȅƭŜȅΩǎ Life of William Cowper. Blake reported to Butts that Felpham remained 
ΨǘƘŜ ǎǿŜŜǘŜǎǘ ǎǇƻǘ ƻƴ 9ŀǊǘƘΩΦ

ÅBlake is well known for his dramatic mythological and Biblical watercolour 
paintings and his epic poems,²ƛƭƭƛŀƳ IŀȅƭŜȅΩǎ .ŀƭƭŀŘǎ ςThe Horseis an 
illustrative engraving done in collaboration with William Hayley, a poet much like 
.ƭŀƪŜ ƘƛƳǎŜƭŦΦ ¢ƘŜ ŜƴƎǊŀǾƛƴƎ ǎƘƻǿŎŀǎŜǎ .ƭŀƪŜΩǎ fine use of detail and line coupled 
with tight composition, causing tension between the characters in his work.The 
HorseƛƭƭǳǎǘǊŀǘŜǎ ǘƘŜ ŀǘƳƻǎǇƘŜǊŜ ƻŦ ǘŜƴǎƛƻƴ ŀƴŘ ǇŜŀŎŜ ƛƴ ǘƘŜ ƭŀǎǘ ǇƻŜƳ ƛƴ IŀȅƭŜȅΩǎ 
anthology of Ballads, under the same title, which tells the story of a runaway 
Arabian stallion, confronted with ŀ ƳƻǘƘŜǊΩǎ ŎƻǳǊŀƎŜ as she stands between the 
beast and her daughter. As the stallion reaches the woman, it is suddenly tamed.
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William Blake (1757-1827), Jerusalem, Plate 1, 
Frontispiece, 1804 to 1820, Bentley Copy E, Yale 

Center for British Art

William Blake (1757-1827), Jerusalem, Plate 1, Frontispiece, 1804 to 1820, Bentley Copy E, Yale 
Center for British Art

Poverty and paranoia 1804-1818 
Å.ƭŀƪŜΩǎ optimism about his return to London was ill-founded. At his new lodgings on the first 

floor of 17 South Molton Street, he began work on the illuminated books, Milton and Jerusalem. 
However, commercial work proved even more elusive than it had before. Ψ!Ǌǘ ƛƴ [ƻƴŘƻƴ 
ŦƭƻǳǊƛǎƘŜǎΣΩ ƘŜ ǿǊƻǘŜΣ ΨȅŜǘ ƴƻ ƻƴŜ ōǊƛƴƎǎ ǿƻǊƪ ǘƻ ƳŜΩ.

Jerusalem 
ÅAt over 4500 lines,Jerusalemƛǎ ǘƘŜ ƭƻƴƎŜǎǘ ŀƴŘ ǘƘŜ Ƴƻǎǘ ƳŀƎƴƛŦƛŎŜƴǘ ƻŦ .ƭŀƪŜΩǎ ƛƭƭǳƳƛƴŀǘŜŘ 

booksςbut it is also perhaps his most unfathomable. His first biographer disparaged the epic 
ǇƻŜƳ ŀǎ Ψŀ ŎƘŀƻǎ ƻŦ ǿƻǊŘǎΣ ƴŀƳŜǎ ŀƴŘƛƳŀƎŜǎΩΦ

Å It consists of 100 plates or pagesdivided into four sections of around twenty-five pages, each 
one addressed to a different audienceςthe Public, the Jews, the Deists, and the Christians. In 
between these different sections come four text-free illustrated plates like the one shown here. 
This page comes from the start of the third section, addressed to theDeists.
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William Blake (1757-1827), Jerusalem The Emanation of the 
Giant Albion, Plate 2, Title Page 1804ς20, Copy E, plate 2, 

Yale Center for British Art

William Blake (1757-1827), Jerusalem The Emanation of the Giant Albion, Plate 2, Title Page 1804ς
20, Copy E, plate 2, Yale Center for British Art

ÅBlake worked onJerusalem The Emanation of the Giant Albionfrom 1804 to 1820, a period 
during which Britain was mostly at war with France. He regarded it as his masterpiece. 
.ŜƭƛŜǾƛƴƎ ǘƘŀǘ ΨǇƻŜǘǊȅ ŦŜǘǘŜǊΩŘΣ ŦŜǘǘŜǊǎ ǘƘŜ ƘǳƳŀƴ ǊŀŎŜΩΣ ƘŜ ŎƻƳǇƻǎŜŘJerusalemin unrhymed 
free verse. Five copies of the poem exist, of which only one (from the Yale Center for British Art) 
is incolour.

Å In Jerusalem, Albionό9ƴƎƭŀƴŘύ ƛǎ ƛƴŦŜŎǘŜŘ ǿƛǘƘ ŀ Ψǎƻǳƭ ŘƛǎŜŀǎŜΩ ŀƴŘ ƘŜǊ ΨƳƻǳƴǘŀƛƴǎ Ǌǳƴ ǿƛǘƘ 
ōƭƻƻŘΩ ƛƴ ŎƻƴǎŜǉǳŜƴŎŜ ƻŦ ǘƘŜ bŀǇƻƭŜƻƴƛŎ ǿŀǊǎΦ Religion exists merely to help monarchy and 
clergy exploit the lower classes. Greed and war have obscured the true message of Christ. If, 
however, Albion can be reunited with Jerusalem, then all humanity will once again be bound 
together by the ties oflove.
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William Blake, Jerusalem: The Emanation of The Giant Albion1804ς21, Copy A, plate 37, British 
Museum
William Blake, The Night of Enitharmon'sJoy (formerly called 'Hecate')circa 1795, colour print 
finished in ink and watercolour on paper, 43.9 x 58.1 cm
William Blake, Jerusalem: The Emanation of The Giant Albion, Loss,1804ς21, Copy A, plate 100, 
British Museum
William Blake, Nebuchadnezzar1795/circa 1805, colour print finished in ink and watercolour on 
paper, 54.3 x 72.5 cm
William Blake, Newton,1795/circa 1805, colour print finished in ink and watercolour on paper, 46 x 
60 cm
William Blake, Frontispiece to 'Visions of the Daughters of Albion'circa 1795, colour print finished 
in ink and watercolour on paper, 17 x 12 cm

Cast of characters 
Å In Jerusalem, his greatest prophetic book, Blake famously wrote 'I must create a system, or be 

enslav'dby another man's. I will not reason & compare: my business is to createΩΦ {ƻ ǿƘƛƭŜ 
other poets might be content to use characters from the Bible, or from Greek and Roman myth, 
Blake created his own mythology populated by a host of beings that he himself had either 
invented, or re-interpreted.

ÅAlbion, personification of England, often suffering or in despair, occasionally joyful. 
Jerusalemtells the story of the regeneration of Albion from harshness andcruelty.
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ÅEnitharmon, represents spiritual beauty and poetic inspiration but also misguided 
religion based on chastity and vengeance.

ÅLos, personifies poetry and the creative imagination. This picture, the 100th and 
final plate fromJerusalem, shows Los (the middle figure) in the pose of the Apollo 
Belvedere. He is holding a hammer in his right hand, and a pair of tongs in hisleft. 
Lƴ .ƭŀƪŜΩǎ ƳȅǘƘƻƭƻƎȅ [ƻǎ ǊŜǇǊŜǎŜƴǘǎ ǘƘŜ ƛƳŀƎƛƴŀǘƛƻƴΣ ŀƴŘ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ǘƘŜ ƭƻǾƛƴƎ 
and forgiving Christ of the New Testament. (As opposed toUrizenwho, according 
to Blake, is the vengeful and repressive God of the Old Testament). Los often 
appears as a blacksmith with the tools of his trade. Blake sees Los crafting objects 
from molten metal, as he himself forged his visions and inspirations into poetry 
andart. In theSongs of Experience,The Tygerƛǎ ŎǊŜŀǘŜŘ ǿƛǘƘ ǘƘŜ ōƭŀŎƪǎƳƛǘƘΩǎ 
implements of hammer, anvil, chain and furnace. The Tygeris often interpreted as 
ŀ ǎȅƳōƻƭ ƻŦ ƳŀƴΩǎ ƛǊǊŜǇǊŜǎǎƛōƭŜ ǳǊƎŜ ǘƻ ŎǊŜŀǘŜΦ /ƻǳƭŘ ƛǘ ōŜ [ƻǎ ǘƘŜƴ ǿƘƻ ΨŦǊŀƳŜŘΩ 
(made) the¢ƛƎŜǊΚ ¢ƘŜ ƴŀƳŜ Ψ[ƻǎΩ Ƴŀȅ ŘŜǊƛǾŜ ŦǊƻƳ ǘƘŜ ǿƻǊŘ ΨƭƻǎǎΩΣ ŀƭƭǳŘƛƴƎ ǘƻ 
ŦŀƭƭŜƴ ƳŀƴΩǎ ƘŀǾƛƴƎ ΨƭƻǎǘΩ tŀǊŀŘƛǎŜΦ Lǘ ƳŀȅΣ ƘƻǿŜǾŜǊΣ ōŜ ŀ ǊŜǾŜǊǎŀƭ ƻŦ ǘƘŜ [ŀǘƛƴ ǿƻǊŘ 
Ψ{ƻƭΩ όǎǳƴύΣ ǎƛƴŎŜ [ƻǎ ƛǎ ǎƘƻǿƴ ŎǊŜŀǘƛƴƎ ǘƘŜ ǎǳƴ ƻƴ ǇƭŀǘŜ то ƻŦJerusalem. On the 
right is another image of EnitharmonΣ [ƻǎΩǎ ǿƛŦŜΦ ¢ƘŜƛǊ ƻŦŦǎǇǊƛƴƎ ƛǎOrc, the symbol 
of revolution.

ÅNebuchadnezzar, the personification of a fallen tyrant. Nebuchanezzarwas the 
King of Babylon whose arrogance was punished by God.Here we see him in exile, 
animal-like on all fours. Naked, he gazes with mad horror at his own reflection.

ÅNewton, personification of man limited by reason. The eighteenth-century poet, 
Alexander Pope, wrote a satirical epitaph forbŜǿǘƻƴΥ ΨbŀǘǳǊŜ ŀƴŘ bŀǘǳǊŜΩǎ ƭŀǿǎ 
lay hid in night, God saidLet Newton be!And all wasƭƛƎƘǘΦΩ This shows just how 
much the eighteenth century revered the great philosopher. Newton had 
successfully explained the workings of the physical universe. To Blake, however, 
this was not enough: Newton had omitted God, as well as all those significant 
emotional and spiritual elements which cannot be quantified, from his theories. 
.ƭŀƪŜ ōƻŀǎǘŜŘ ǘƘŀǘ ƘŜ ƘŀŘ ΨŦƻǳǊŦƻƭŘ ǾƛǎƛƻƴΩ ǿƘƛƭŜ bŜǿǘƻƴ ǿƛǘƘ Ƙƛǎ ΨǎƛƴƎƭŜ ǾƛǎƛƻƴΩ 
was as good as asleep. To Blake, Newton, Bacon and Locke with their emphasis on 
ǊŜŀǎƻƴ ǿŜǊŜ ƴƻǘƘƛƴƎ ƳƻǊŜ ǘƘŀƴ ΨǘƘŜ ǘƘǊŜŜ ƎǊŜŀǘ ǘŜŀŎƘŜǊǎ ƻŦ ŀǘƘŜƛǎƳΣ ƻǊ 
{ŀǘŀƴΩǎ5ƻŎǘǊƛƴŜΩΦ Lƴ ǘƘƛǎ ǇǊƛƴǘ ŦǊƻƳ мтфр bŜǿǘƻƴ ƛǎ ǇƻǊǘǊŀȅŜŘ ŘǊŀǿƛƴƎ ǿƛǘƘ ŀ ǇŀƛǊ 
ƻŦ ŎƻƳǇŀǎǎŜǎΦ /ƻƳǇŀǎǎŜǎ ǿŜǊŜ ŀ ǘǊŀŘƛǘƛƻƴŀƭ ǎȅƳōƻƭ ƻŦ DƻŘΣ ΨŀǊŎƘƛǘŜŎǘ ƻŦ ǘƘŜ 
ǳƴƛǾŜǊǎŜΩΣ ōǳǘ ƴƻǘƛŎŜ Ƙƻǿ ǘƘŜ ǇƛŎǘǳǊŜ ǇǊƻƎǊŜǎǎŜǎ ŦǊƻƳ ŜȄǳōŜǊŀƴŎŜ ŀƴŘ ŎƻƭƻǳǊ ƻƴ 
ǘƘŜ ƭŜŦǘΣ ǘƻ ǎǘŜǊƛƭƛǘȅ ŀƴŘ ōƭŀŎƪƴŜǎǎ ƻƴ ǘƘŜ ǊƛƎƘǘΦ Lƴ .ƭŀƪŜΩǎ ǾƛŜǿ bŜǿǘƻƴ ōǊƛƴƎǎ ƴƻǘ 
light, butnight.

ÅOothoon, personification of free love frustrated. The pictures shows Bromionwho 
raped Oothoonand is now bound back to back with her and Theotormon. 
OothoonΣ ǘƘŜ ΨǎƻŦǘ ǎƻǳƭ ƻŦ !ƳŜǊƛŎŀΩΣ ǊŜǇǊŜǎŜƴǘǎ ōƻǘƘ ǘƘŜ ƛƴƴƻŎŜƴǘ ǎŜȄǳŀƭƛǘȅ ƻŦ ǘƘŜ 
ΨǎŀǾŀƎŜΩΣ ŀƴŘ ǘƘŜ ǇƻƭƛǘƛŎŀƭ ŦǊŜŜŘƻƳ ƻŦ bƻǊǘƘ !ƳŜǊƛŎŀΦ {ƘŜ ƛǎ ƛƴ ƭƻǾŜ ǿƛǘƘ 
Theotormonwho returns her love, but is unable to act, considering her polluted. In 
the picture he is literally wreathing himself into knots of indecision.He represents 
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man tortured by the restrictions of conventional Judeo-Christianmorality. The 
5ŀǳƎƘǘŜǊǎ ƻŦ !ƭōƛƻƴ ŀǊŜ ŀ ŎƘƻǊǳǎ ǿƘƻ ΨǿŜŜǇΩ ŀƴŘ ΨǎƛƎƘ ǘƻǿŀǊŘǎ !ƳŜǊƛŎŀΩ ŀƴŘ 
represent monarchy-ƻǇǇǊŜǎǎŜŘ .ǊƛǘŀƛƴΩǎ ȅŜŀǊƴƛƴƎ ŦƻǊliberty.

Not Illustrated
ÅOrc, personification of the revolutionary spirit. InAmerica: A Prophecy, Orc is 
ŘŜǎŎǊƛōŜŘ ŀǎ Ψ[ƻǾŜǊ ƻŦ ²ƛƭŘ wŜōŜƭƭƛƻƴΣ ŀƴŘ ǘǊŀƴǎƎǊŜǎǎƻǊ ƻŦ DƻŘΩǎ [ŀǿΩΦ IŜ 
symbolises the spirit of rebellion and the love of freedom which provoked the 
American War of Independence and the FrenchRevolution.

ÅUrizen, personification of reason, repression and authority. Urizen is always 
represented as a bearded old man. Sometimes he bears books of divine law, 
sometimes measuring instruments (with which to create, but also limit 
the universe). Urizen is the God of the Old Testament who, in alliance with kings 
ŀƴŘ ǇǊƛŜǎǘǎΣ ŎǊŜŀǘŜǎ ΨƴŜǘǎ ƻŦ ǊŜƭƛƎƛƻƴΩΦ ²ƛǘƘ ǘƘŜǎŜ ƴŜǘǎ όƻƴ ǿƘƛŎƘ ƘŜ ƛǎ ǊŜǎǘƛƴƎ Ƙƛǎ 
elbows in this picture), he keeps the people down. He uses them to restrain their 
yearning for freedom and justice (as inThe Chimney Sweeper) and to suppress 
their sexual desire (as inThe Garden of Love). Urizen is therefore in conflict 
with Orc, the revolutionary spirit, and with Luvah, the Prince ofLove.
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William Blake, Jerusalem, Plate 25,Albion and His 
Tormentors, 'And there was heard....',1804-20, Bentley 

Copy E, Yale Center for British Art

William Blake, Jerusalem, Plate 25,Albion and His Tormentors, 'And there was heard....',1804-20, 
Bentley Copy E, Yale Center for British Art

Å In JerusalemDruidic religion, with its rituals of human sacrifice, represents the cruelty and 
aggression of England. For Blake, the campaigns then being waged by his countrymen against 
bŀǇƻƭŜƻƴΩǎ CǊŀƴŎŜ ǿŜǊŜ ǘƘŜ ŎƻƴǘŜƳǇƻǊŀǊȅ ŜȄǇǊŜǎǎƛƻƴ ƻŦ ǘƘŀǘ ǎŀǾŀƎŜΣ ǿŀǊƭƛƪŜspirit.

ÅHereAlbion (England) is the victim of Druid sacrifice, and is being disembowelled by three 
women, Rahab, ValaŀƴŘ ¢ƛǊȊŀƘΦ {ŜŀǘŜŘ ƻƴ ǘƘŜ ǊƛƎƘǘΣ ¢ƛǊȊŀƘ ŎǊƛŜǎ ŀǎ ǎƘŜ ǿƛƴŘǎ !ƭōƛƻƴΩǎ ƛƴǘŜǎǘƛƴŜǎ 
into a ball in herhand.
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William Blake (1757-1827), Jerusalem, Plate 51, Vala, Hyleand Skofeld, 1804-20, Bentley Copy E, Yale Center for British Art

William Blake (1757-1827), Jerusalem, Plate 51, Vala, Hyleand Skofeld, 1804-20, Bentley Copy E, 
Yale Center for British Art

ÅThe picture shows (from left to right) Vala, Goddess of Nature, Hyle, one of the giant Sons 
of!ƭōƛƻƴΣ ŀƴŘ ΨSkofeldΩΦ ¢ƘŜ ƭŀǎǘ ƻŦ ǘƘŜǎŜ ǘƘǊŜŜ ƛǎ ǘƘŜ Ƴƻǎǘ ƛƴǘŜǊŜǎǘƛƴƎΣ ǎƛƴŎŜ ǿŜ Ŏŀƴ ǎŜŜ Ƙƻǿ 
Blake took his revenge on people who had crossed him by inserting them into his private 
ƳȅǘƘƻƭƻƎȅΦ ΨSkofeldΩ ƛǎΣ ƛƴ ŦŀŎǘΣPrivate John Schofield, the soldier who, after being expelled by 
Blake from his Sussex garden, claimed that Blake had made disparaging remarks about the King 
and the British army, causing him to be tried for sedition in 1804. The scholar Morton D. Paley 
points out that Schofield, burning in hell-ŦƛǊŜΣ ƛǎ ŀƭǎƻ ǿŜƛƎƘŜŘ Řƻǿƴ ōȅ ΨƳƛƴŘ-ŦƻǊƎΩŘƳŀƴŀŎƭŜǎΩ ƻŦ 
the kind we saw inLondon, in theSongs of Experience, while his posture resembles that of the 
personification of Despair inThe House of Death.

ÅThe other real-life figures who play a significant role inJerusalemare the Hunt brothers, 
ƧƻǳǊƴŀƭƛǎǘǎ ǿƘƻ ƘŀŘ ǊŜǾƛŜǿŜŘ .ƭŀƪŜΩǎ ǿƻǊƪ ǿƛǘƘ ōǊǳǘŀƭcontempt.
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William Blake (1757-1827), Jerusalem, Plate 84,'Highgates
ƘŜƛƎƘǘǎ ϧ IŀƳǇǎǘŜŀŘΦΦΦΦΩΣ [ƻƴŘƻƴ [ŜŘ ōȅ ŀ /ƘƛƭŘΣ1804-20, 

Bentley Copy E, Yale Center for British Art

William Blake (1757-1827), Jerusalem, Plate 84,'HighgatesƘŜƛƎƘǘǎ ϧ IŀƳǇǎǘŜŀŘΦΦΦΦΩΣ [ƻƴŘƻƴ [ŜŘ ōȅ 
a Child,1804-20, Bentley Copy E, Yale Center for British Art

ÅThe light falls dramatically on a child leading a bearded old man on crutches past a domed 
church towards a Gothic abbey, as the sun sets behind a distanthill.

ÅThis design illustrates lines 11ς12 of plate84:
Å I see London, blind & age-bent begging through the streets / Of Babylon, led by a child, his tears 

run down hisbeard.
Å In fact, this design (though reversed) is identical to that for the poem Londonin Songs of 

Experience.¢ƘŜ ǎŎƘƻƭŀǊ aƻǊǘƻƴ 5Φ tŀƭŜȅ ƻōǎŜǊǾŜǎ ǘƘŀǘ ǘƘŜ ōŀǊƻǉǳŜ ŘƻƳŜ ƻŦ {ǘ tŀǳƭΩǎ όǿƘƛŎƘ ǘƘŜ 
two characters pass by) signifies the hollowness of established religion, while the 
GothicWestminster Abbey,their final destination, represents truereligion.
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William Blake (1757-1827), Jerusalem, Plate 99,'All Human 
CƻǊƳǎ ƛŘŜƴǘƛŦƛŜŘΦΦΦΦΩΣJehovah Embraces Jerusalem, 1804-20, 

Bentley Copy E, Yale Center for British Art

William Blake (1757-1827), Jerusalem, Plate 99,ϥ!ƭƭ IǳƳŀƴ CƻǊƳǎ ƛŘŜƴǘƛŦƛŜŘΦΦΦΦΩΣJehovah Embraces 
Jerusalem, 1804-20, Bentley Copy E, Yale Center for British Art

ÅThis is the penultimate plate of the wholeJerusalemseries, and the man and woman embracing 
among dark flames is appropriately climactic.The picture illustrates the penultimate line of the 
wholepoem:

ÅAwaking into his bosom in the Life ofImmortality.
ÅMost commentators agree that the bearded old man is Jehovah, while the woman is Jerusalem. 

The image can be read as a message of universal reconciliation. The scholar Morton D. Paley 
Ǉƻƛƴǘǎ ƻǳǘ ǘƘŜ ǊŜǎŜƳōƭŀƴŎŜ ōŜǘǿŜŜƴ .ƭŀƪŜΩǎ ŘŜǎƛƎƴ ŀƴŘ ǘƘŜ CƭŜƳƛǎƘ ŀǊǘƛǎǘ aŀǊǘƛƴ 5Ŝ ±ƻǎΩǎ 
engraving of theProdigal Son. According to the artist Samuel Palmer (a friend of Blake) this was 
Ψŀ ǎǘƻǊȅ ǘƘŀǘ .ƭŀƪŜ ǇŀǊǘƛŎǳƭŀǊƭȅ ƭƻǾŜŘ ŀƴŘ ŎƻǳƭŘ ƴƻǘ ǊŜŀŘ ǿƛǘƘƻǳǘ ǘŜŀǊǎ ŎƻƳƛƴƎ ǘƻ ƘƛǎŜȅŜǎΩΦ
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William Blake (1757-1827), The Spiritual Form of 
Nelson Guiding Leviathan,c. 1805-9

William Blake (1757-1827), The Spiritual Form of Nelson Guiding Leviathan,c. 1805-9

.ƭŀƪŜΩǎ 9ȄƘƛōƛǘƛƻƴ

.ƭŀƪŜΩǎ 1809 exhibitionthat he organised of his own work represented the height of his ambition 
and it was a disastrous failure.
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William Blake (1757-1827), The Ghost of a Flea,c. 1819-20, 
tempera heightened with gold on mahogany, 21.4 x 16.2 cm

William Blake (1757-1827), The Ghost of a Flea,c. 1819-20, tempera heightened with gold on 
mahogany, 21.4 x 16.2 cm

The Ghost of a Flea
ÅJohn Varley was a watercolourist, landscape designer and astrologer whom Blake met towards 

the end of his life. Varley encouraged Blake to sketch portraits of the people who populated 
his visions, and in all there are between ŦƻǊǘȅ ƻǊ ŦƛŦǘȅ ŘǊŀǿƛƴƎǎ ƻŦ ǎǳŎƘ ΨǾƛǎƛƻƴŀǊȅ ƘŜŀŘǎΩ. Many 
of these depict historical characters, such as kings and queens, but the most popular has always 
been the flea, which exists both as a simple sketch and as this elaboratepainting.

ÅBlake claimed that, while he was sketching the flea, it had explained to him that fleas were 
inhabited by the souls of bloodthirsty men. These bloodthirsty men were confined to the 
bodies of small insects, because if they were the size of horses, they would drink so much blood 
that most of the country would bedepopulated.

Å¢ƘŜ ŦƭŜŀΩǎ ōƭƻƻŘǘƘƛǊǎǘȅ ƴŀǘǳǊŜ Ŏŀƴ ōŜ ǎŜŜƴ ƛƴ ƛǘǎ ǘƻƴƎǳŜΣ ŘŀǊǘƛƴƎ ŜŀƎŜǊƭȅ ŦǊƻƳ ƛǘǎ ƳƻǳǘƘΣ ŀƴŘ ǘƘŜ 
cup (for blood-drinking) that it iscarrying.

Å¢ƘŜ ǇƻƻǊ ǉǳŀƭƛǘȅ ƻŦ ǘƘƛǎ ǇƛŎǘǳǊŜ ƛǎ ŘǳŜ ǘƻ .ƭŀƪŜ ǇŀƛƴǘƛƴƎ ƛǘ ƛƴ ǿƘŀǘ ƘŜ ŎŀƭƭŜŘ ΨŦǊŜǎŎƻΩ όǘŜƳǇŜǊŀύΣ 
which has cracked and dulled with age. The influence of Michelangelo (1475ς1564), a 
Renaissance artist whom Blake admired, can be seen in the highly defined musculature of the 
ŦƭŜŀΩǎ ōǳǊƭȅbody
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William Blake (1757-1827), Dante running from the Three Beasts, Canto 1,1824ς7, National Gallery of Victoria, Melbourne, Australia

William Blake (1757-мунтύΣ Ψ5ŀƴǘŜ ǊǳƴƴƛƴƎ ŦǊƻƳ ǘƘŜ ¢ƘǊŜŜ .ŜŀǎǘǎΩ, (illustration fromDivine 
Comedy), Canto 1,1824ς7, National Gallery of Victoria, Melbourne, Australia

Illustrations to Dante 
ÅLƴ мунпΣ ǘƘǊŜŜ ȅŜŀǊǎ ōŜŦƻǊŜ ƘŜ ŘƛŜŘΣ .ƭŀƪŜΩǎ ŦǊƛŜƴŘ ǘƘŜ ŀǊǘƛǎǘ WƻƘƴ [ƛƴƴŜƭƭΣ ŎƻƳƳƛǎǎƛƻƴŜŘ ƘƛƳ ǘƻ 
ƳŀƪŜ ŀ ǎŜǊƛŜǎ ƻŦ ƛƭƭǳǎǘǊŀǘƛƻƴǎ ōŀǎŜŘ ƻƴ 5ŀƴǘŜΩǎDivine Comedy. Blake was then in his late sixties. 
! ŎƻƴǘŜƳǇƻǊŀǊȅ ŀŎŎƻǳƴǘ ƛƴŦƻǊƳǎ ǳǎ ǘƘŀǘ ƘŜ ŘŜǎƛƎƴŜŘ млл ǿŀǘŜǊŎƻƭƻǳǊǎ ƻŦ ǘƘƛǎ ǎǳōƧŜŎǘ ΨŘǳǊƛƴƎ ŀ 
ŦƻǊǘƴƛƎƘǘΩǎ ƛƭƭƴŜǎǎ ƛƴōŜŘΩΦ

ÅDante Alighieri started the Divine Comedy in c. 1308 and completed it in 1320. It is considered 
ƻƴŜ ƻŦ ǘƘŜ ǿƻǊƭŘΩǎ ƎǊŜŀǘŜǎǘ ǿƻǊƪǎ ƻŦ ƭƛǘŜǊŀǘǳǊŜΦ ¢ƘŜ ƴŀǊǊŀǘƛǾŜ ŘŜǎŎǊƛōŜǎ 5ŀƴǘŜϥǎ ǘǊŀǾŜƭǎ ǘƘǊƻǳƎƘ 
Hell, Purgatory, and Paradise. Originally it was called ComedyŀƴŘ ǘƘŜ ǿƻǊŘ Ψ5ƛǾƛƴŜΩ ǿŀǎ ƴƻǘ 
added until the 1555 edition. It consists of 14,233 lines. There are three sections of 33 cantos 
with one introductory canto. It is written in the first person and Dante is guided through Hell 
and Purgatory by Virgil and through Heaven by his distant love Beatrice. There are 9 rings in 
each section each followed by one summit. In Hell he becomes lost in a dark wood (sin) and is 
assailed by three beasts, a lion, a leopard and a she-wolf. The sun symbolises salvation but 
Dante cannot find it on his own until he is rescued by Virgil.

Contentment at last 1818-1827 
ÅAs Blake turned sixty, his work at last began to find passionate admirers among younger 

artists, such as the watercolourists John Linnell and John Varley. It was Varley who encouraged 
.ƭŀƪŜ ǘƻ ŘǊŀǿ ǎƪŜǘŎƘŜǎ ƻŦ Ƙƛǎ ΨǎǇƛǊƛǘǳŀƭ ǾƛǎƛǘŀƴǘǎΩΣ ƻŦ ǿƘƛŎƘ ǘƘŜ Ƴƻǎǘ ŦŀƳƻǳǎ ƛǎ The Ghost of a 
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Flea. Linnell, meanwhile, despite being over ǘƘƛǊǘȅ ȅŜŀǊǎ .ƭŀƪŜΩǎ ƧǳƴƛƻǊ, 
commissioned works for himself, and helped Blake secure commissions from 
others. It was thanks to his influence that Blake made the woodcuts for Robert 
¢ƘƻǊƴǘƻƴΩǎ ǎŎƘƻƻƭ ǘŜȄǘ ƻŦ ±ƛǊƎƛƭΩǎ Pastorals in 1821. And Linnell himself ordered a 
duplicate set of the watercolours of The Book of Job (originally produced for 
¢ƘƻƳŀǎ .ǳǘǘǎύ ŀƴŘ ŎƻƳƳƛǎǎƛƻƴŜŘ ǘƘŜ ǎŜǊƛŜǎ ƻŦ ŘǊŀǿƛƴƎǎ ŦǊƻƳ 5ŀƴǘŜΩǎ Divine 
Comedy in 1824.
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William Blake (1757-1827), The Inscription over the 
Gate1824-7, chalk, pencil, pen and ink and watercolour on 

paper, 52.7 x 37.4 cm

William Blake (1757-мунтύΣ Ψ¢ƘŜ LƴǎŎǊƛǇǘƛƻƴ ƻǾŜǊ ǘƘŜ DŀǘŜΩ, (illustration fromDivine 
Comedy), 1824-7, chalk, pencil, pen and ink and watercolour on paper, 52.7 x 37.4 cm

ÅDante is being led by Virgil, the Roman poet, through Hell, Purgatory and Paradise. Here they 
are shown entering the Gate of Hell. Once inside, they shall first pass through the region where 
the souls of the uncommitted (those who lived their lives without doing anything notably good 
or bad) reside. They shall then be ferried by Charon across the river Acheron into Hell proper. 
Virgil is the right-hand figure in blue, Dante the left-hand one ingrey.

ÅNotice how the greenery framing the outside of the gate contrasts with the bleak panorama of 
fire and ice inside. If you look carefully you can see tiny figures in torment on the hills. These 
successive hills represent the different circles of hell, where the souls of people guilty of 
different sins are punished in an appropriate manner. Those guilty of thesin of lust, for example, 
are buffeted about by the winds of passion and desire in the secondcircle.

Å In 1821, Blake moved to a couple of rooms in Fountain Court, Strand, from which he could see 
ǘƘŜ ¢ƘŀƳŜǎΦ Iƛǎ ȅƻǳƴƎ ŀŘƳƛǊŜǊǎ ŎŀƭƭŜŘ ƘƛƳ Ψ¢ƘŜ LƴǘŜǊǇǊŜǘŜǊΩΣ ŀƴŘ ŎƻƴŦƛŘŜƴǘ ƛƴ ǘƘŜ ƧǳŘƎŜƳŜƴǘ ƻŦ 
posterity, he grew into a gentler and less angry man.

Å In the spring of 1827, Blake fell ill. A friend at his deathbed said he ŘƛŜŘ ΨǎƛƴƎƛƴƎ ƻŦ ǘƘŜ ǘƘƛƴƎǎ 
ƘŜ ǎŀǿ ƛƴ ƘŜŀǾŜƴΩ on August 12 at the age of sixty-nine. He was buried in an unmarked grave in 
ǘƘŜ ŘƛǎǎŜƴǘŜǊǎΩ ƎǊŀǾŜȅŀǊŘ ŀǘ .ǳƴƘƛƭƭ CƛŜƭŘǎΦ hƴŜ ƻŦ Ƙƛǎ ƭŀǎǘ ŀŎǘǎ ƘŀŘ ōŜŜƴ ǘƻ ŘǊŀǿ ŀ ǇƛŎǘǳǊŜ ƻŦ 
Catherine, his loyal wife and helpmate, from his deathbed.
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William Blake (1757-1827), The Circle of the Lustful: Francesca da Rimini ('The Whirlwind of Lovers')1826-7, reprinted 1968, 
intaglio print on paper, 24.3 x 33.5 cm

William Blake (1757-мунтύΣ Ψ¢ƘŜ /ƛǊŎƭŜ ƻŦ ǘƘŜ [ǳǎǘŦǳƭΥ CǊŀƴŎŜǎŎŀ Řŀ wƛƳƛƴƛ όϥ¢ƘŜ ²ƘƛǊƭǿƛƴŘ ƻŦ 
[ƻǾŜǊǎΩύΩΣ (illustration fromDivine Comedy),1826-7, reprinted 1968, intaglio print on paper, 24.3 x 
33.5 cm

Å In this circle people guilty of the sin of lust are whirled round and round in an unending storm. 
The storm, of course, represents irresistible passion. Among those being blown about are 
mythic and historical queens such as Helen of Troy and Cleopatra of Egypt. Dante, however, 
chooses to speak to Paolo and Francesca, famous lovers fromRimini.

ÅFrancesca had been married to the brave, but physically deformed Gianciotto. She was reading 
an Arthurian romance with his better-looking brother, Paolo, when passion got the better of 
them. Gianciotto, enraged, murdered them both, for which he was consigned to the deepest 
circle of Hell (where Dante shall later meethim).

ÅDante is so moved by this romantic tale that he faints, hence his position flat on his back. Notice 
ǘƘŀǘ ŀōƻǾŜ ±ƛǊƎƛƭΩǎ ƘŜŀŘ ŀ ǎǳƴ-like disc contains a sketch of a couple embracing, while the wind-
blown lovers themselves seem to be flying up and out of the picture to freedom. Blake 
disapproved of Dante for depicting God as a vengeful judge, whose role was to inflict ingenious 
punishment (similar to his ownUrizen), and these details are his subtle protest. As we can see in 
poems such as The Garden of Love, Blake himself believed that suppressing desire was a far 
worse crime than yielding toit.
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William Blake (1757-1827), Cerberus,1824-7, pencil, pen and ink and watercolour on paper, 37.2 x 52.8 cm

William Blake (1757-мунтύΣ Ψ/ŜǊōŜǊǳǎΩ, Divine Comedy, 1824-7, pencil, pen and ink and 
watercolour on paper, 37.2 x 52.8 cm

ÅCerberus is a monstrous three-headed dog who stood guard over Hades, the Hell of classical 
mythology. Here in theDivine Comedyhe stands guard over the third circle of Hell. He is always 
hungry, and will only allow Dante and Virgil to pass after they have placated him by throwing 
earth into his three mouths. It is the gluttons who are punished in this circle. Their fate is to lie 
wallowing in the mud like pigs, pelted by an endless storm of hail and snow, in the very opposite 
of luxury.
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William Blake (1757-1827), The SimoniacPope,1824-7, pen and ink 
and watercolour on paper, 52.7 x 36.8 cm

William Blake (1757-мунтύΣ Ψ¢ƘŜ SimoniactƻǇŜΩ, (illustration from Divine Comedy),1824-7, pen and 
ink and watercolour on paper, 52.7 x 36.8 cm

Å{ƛƳƻƴȅ ƛǎ ǘƘŜ ǎƛƴ ƻŦ ŜȄǇƭƻƛǘƛƴƎ ƻƴŜΩǎ Ǉƻǎƛǘƛƻƴ ƛƴ ǘƘŜ ŎƘǳǊŎƘ ǘƻ ƳŀƪŜ ƳƻƴŜȅΣ ŀƴŘ ǘƘŜ ŜƛƎƘǘƘ /ƛǊŎƭŜ 
of Hell is a chasm containing the popes guilty of this sin. Their punishment is to be thrust upside 
down in a stone hole, with the soles of their feet onfire.

ÅThis picture depicts Pope NicholasIII. Dante has just been ranting against the corruption of the 
church, and against Nicholas in particular. In response, Pope Nicholas has writhed in anger, 
ŎŀǳǎƛƴƎ ŀƴ ŀƭŀǊƳŜŘ 5ŀƴǘŜ ǘƻ ƭŜŀǇ ƛƴǘƻ ±ƛǊƎƛƭΩǎarms.

ÅNotice how Dante seems to have literally shrunk from fear. Notice also the blue-lighting that 
gives an atmosphere of unworldly horror to this dynamicpicture.
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William Blake (1757-1827), Beatrice Addressing Dante from the Car,1824-7, pen and ink and watercolour on paper, 37.2 x 52.7 cm

William Blake (1757-1827), Beatrice Addressing Dante from the Car,(illustration from Divine 
Comedy),1824-7, pen and ink and watercolour on paper, 37.2 x 52.7 cm

Å In this picture Dante (standing in the right hand corner) finally meets Beatrice, who is the 
ŎǊƻǿƴŜŘ ŦƛƎǳǊŜ ƻƴ ǘƘŜ ŎƘŀǊƛƻǘΦ .ŜŀǘǊƛŎŜ ǿŀǎ ǘƘŜ ƭƻǾŜ ƻŦ 5ŀƴǘŜΩǎ ƭƛŦŜΣ ŀƴŘ ǿŀǎ ǘƘŜ ǎǳōƧŜŎǘ ƻŦ Ƙƛǎ 
first collection of poems,Vita Nuova. She died when she was only 25 years oldςhence her 
presence in the afterlife as the central figure ofThe DivineComedy.

ÅAnxious that Dante had gone astray after her death, it was Beatrice who, in the scheme of the 
poem, arranged for Virgil to guide him through Hell and Purgatory. She is veiled but Dante 
nonetheless senses who she is and begins to tremble. Beatrice, however, represents more than 
love. In the scheme of the poem she is divine revelation andgrace.

Å¢ƘŜ ǊƛŎƘ ŀƴŘ ōǊƛƎƘǘ ŎƻƭƻǳǊǎ ǳǎŜŘ ƘŜǊŜ ŜȄǇǊŜǎǎ 5ŀƴǘŜΩǎ ŘƻǳōƭŜ ŘŜƭƛƎƘǘΦ IŜ ƛǎ ǊŜǳƴƛǘŜŘ ǿƛǘƘ Ƙƛǎ 
lady-love, and at the same time is experiencing a revelation of thedivine.
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William Blake (1757-1827), The Deity, from whom proceed the 
Nine Spheres (illustration to theDivine Comedy, Paradiso XXVIII), 

1824ς7, Ashmolean Museum

William Blake (1757-1827), The Deity, from whom proceed the Nine Spheres,(illustration 
from Divine Comedy, Paradiso XXVIII), 1824ς7, Ashmolean Museum

Å In ParadiseBeatriceƘŀǎ ǊŜǇƭŀŎŜŘ ±ƛǊƎƛƭ ŀǎ 5ŀƴǘŜΩǎ ƎǳƛŘŜΦ ¢ƘŜȅ ŀǊŜ ƴƻǿ ŎƭƻǎŜ ǘƻ DƻŘΣ ŀƴŘ ǎƻ 
nearly at the end of theirjourney.

ÅThis picture shows the angels arranged in concentric circles of light around the deity. Beatrice 
explains to Dante that the closer to God they stand, the brighter and the more powerful they 
are. God at the centeris depicted as a bearded old man resemblingUrizen.The angels 
(somewhat like the staff in the hierarchy of a Japanese company) grow older as they get closer 
to God, although immediately beside Him are the younger Cherubim andSeraphim.

ÅBlake died while working on this commission, so this picture, which comes from the end of 
5ŀƴǘŜΩǎ ǘǊƛƭƻƎȅΣ ǊŜƳŀƛƴǎ ŀƴ ǳƴŦƛƴƛǎƘŜŘ ǎƪŜǘŎƘΦ ¢ƘŜ ƭƻǎǎ ƛǎ ƭŜǎǎ ǘƘŀƴ ƛǘ ƳƛƎƘǘ ōŜ ǎƛƴŎŜ .ƭŀƪŜ όƭƛƪŜ 
Gustave Dore and other artists who have illustrated Dante) found that 
PurgatoryandParadiseoffer much less interesting subject matter thanHellwith all its perverse 
and bizarrepunishments.
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St James Church, Westminster

aǊ tŀǊΩǎ 5ǊŀǿƛƴƎ {ŎƘƻƻƭ ƛƴ ǘƘŜ {ǘǊŀƴŘ

ом vǳŜŜƴ {ǘǊŜŜǘΣ [ƛƴŎƻƭƴΩǎ Lƴƴ

{ǘ aŀǊȅΩǎ /ƘǳǊŎƘΣ .ŀǘǘŜǊǎŜŀ

Green Street, Leicester Square
28 Poland Street

13 Hercules Road, Lambeth

17, South Moulton Street

Felpham today

Fountain Court, The Strand

Bunhill Fields Cemetery

{ǳƳƳŀǊȅ ƻŦ .ƭŀƪŜΩǎ [ƛŦŜ ŀǎ ŀ WƻǳǊƴŜȅ wƻǳƴŘ [ƻƴŘƻƴ
ÅWilliam Blake was a Londoner. Born in Soho in 1757, he died off the Strand nearly seventy years 

later. Except for three years by theSussex seaside, Blake spent his entire life in the capital. 
Though he loathed its misery and darkness, it was only in London, he wrote, that he could 'carry 
ƻƴ Ƙƛǎ ǾƛǎƛƻƴŀǊȅ ǎǘǳŘƛŜǎΦΦΦǎŜŜ ǾƛǎƛƻƴǎΣ ŘǊŜŀƳ ŘǊŜŀƳǎΩΦ

1. 28 Broad Street(1757)
2. {ǘ WŀƳŜǎΩǎ /ƘǳǊŎƘ(1757), Piccadilly - Blake was christened in this Wren church on December 

11, 1757. By rights, however, the ceremony should have taken place in the BlakesΩ ƻǿƴ ǇŀǊƛǎƘ 
ŎƘǳǊŎƘ ƻŦ {ǘΦ !ƴƴŜΩǎ {ƻƘƻ ό²ŀǊŘƻǳǊ {ǘǊŜŜǘύΣ ǎƛƴŎŜ {ǘΦ WŀƳŜǎΩǎ ǿŀǎ ƛƴ ŦŀŎǘ ƛƴ ǘƘŜ ƴŜȄǘ-door parish 
of²ŜǎǘƳƛƴǎǘŜǊΦ DƛǾŜƴ .ƭŀƪŜΩǎ ǎŎƻǊƴ ŦƻǊNewton, it is an irony that this church is diagonally 
ƻǇǇƻǎƛǘŜ ǘƘŜ ǇƘƛƭƻǎƻǇƘŜǊΩǎ [ƻƴŘƻƴ ǊŜǎƛŘŜƴŎŜ ƛƴ WŜǊƳȅƴStreet.

3. aǊ tŀǊΩǎ 5ǊŀǿƛƴƎ {ŎƘƻƻƭ ƛƴ ǘƘŜ {ǘǊŀƴŘ(1767-1771) - The former site of Mr Par's drawing school 
at the corner of Agar Street and King William (William IV) Street, The Strand. In 1767, at the 
ŀƎŜ ƻŦ ǘŜƴΣ .ƭŀƪŜ ǿŀǎ ǎŜƴǘ ǘƻ aǊΦ tŀǊǎΩ ŘǊŀǿƛƴƎ ǎŎƘƻƻƭΣ ǿƘŜǊŜ ƘŜ ǎǘŀȅŜŘ ŦƻǊ ŦƻǳǊ ȅŜŀǊǎ ŎƻǇȅƛƴƎ 
plaster-ŎŀǎǘǎΦ tŀǊǎΩ ŘǊŀǿƛƴƎ ǎŎƘƻƻƭ ǿŀǎ ƭƻŎŀǘŜŘ ƻƴ ǘƘŜ bƻǊǘƘ {ƛŘŜ ƻŦ ǘƘŜ {ǘǊŀƴŘ ƛƴ /ŀǎǘƭŜCourt. 
The address no longer exists as the court was demolished in Regency times.

4. ом vǳŜŜƴ {ǘǊŜŜǘΣ [ƛƴŎƻƭƴΩǎ Lƴƴ(1772/3-1778) - where William Blake served his apprenticeship. 
Located on what is now Great Queen Street, Covent Garden. He drew in Westminster Abbey
where he saw visions.

5. Royal Academy, New Somerset House(1779) ςhe became a student but disagreed with Joshua 
wŜȅƴƻƭŘǎΩǎ ǘŜŀŎƘƛƴƎΦ
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