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Summary in Norwegian

Denne oppgave ser pa hvordan det Gotiske utamgerssesien og ideene til William Blake
giennom a bruke teoriene til John RuskinTre Stones of Veniog Modern PaintersVed
hjelp av Ruskin’s teori, som fokuserer pa samgpitiellom det indre og det ytre, form of
innhold, kan vi finne nye mater & lese det Gotislegnentet i Blake pa. Det er tidligere
forsket pa den visuelle arven fra middelalder Gtisnst i Blake's arbeid, men man har ikke
vurdert de ideologiske implikasjonene dette inne&aeyg heller ikke hvordan man ogséa kan
finne middelalderske ideer i tekst materialet. Makenne oppgaven er & se naermere pa
denne arven i alle aspekter av Blake’s arbeidpdetiske, ideologiske, teoretiske, og
visuelle. I tillegg blir ogsd sammenhengen mellolakB og Ruskin sine ideer vurdert i lys av
begges forhold til middelalder Gotisk kunst foredosn de store likhetene man finner kan
tilskrives en delt arv fra ideer i denne period&wmkuset er spesielt rettet mot ideer om
forestillingsevne, kunstneren som handverker oggrosom profet.

Etter & ha vurdert Blake gjennom Ruskin sin tearidet Gotiske, blir ogsa deres
estetiske ideer og teorier vurdert, og man finregrat begge deler et syn som har store
likhetstrekk med ideer fra middelalderen. En stui¢o av Blake sine lengre dilEuropeog

The Book of Urizernviser hvordan dette fungere innad i det poetiahdskapet til Blake.
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A note on the Text

All quotations from Blake will be in the form given CW. With regards to quotations from
John Ruskin, I have kept his spelling and punatumagiven when this is ungrammatical. The
abbreviations listed below will be applied in tieéaerences, while full titles will be given in
the text. Notes will be in the form of endnoteg&xh chapter.
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SIE—Songs of Innocence and Experience
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FZ — The Four Zoas

DC — A Descriptive Catalogue

VLJ — A Vision of the Last Judgment

PA — Public Address

CW — The Complete Poetry and Prose of William Blake
CIB — William Blake The Complete Illluminated Books
MP — Modern Painters
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Chapter 1;
”...true Art Calld Gothic in All Ages®

William Blake defies categorisation. His work ismifald and profuse and Blake scholarship
equally so. One thing generally agreed upon, howewv¢hat there is something Gothic about
Blake. How this manifests itself and how an underding of the Gothic in Blake can
contribute to the understanding and interpretatiinis work is the concern of this thesis. My
concept for investigating these aspects is two-f0ld one hand | want to look at the
ideological and philosophical aspects of WillianalB's adaptation of medieval Gothic art
through John Ruskin’s theories frddtones of VenicandModern Painterswhere | will

focus particularly the ideas of relation betweemf@nd content as a specific Gothic trait and
belief system. In addition to Ruskin’s theoriesyiir Panofsky’s theory on iconology from
Meaning in the Visual Artwill serve as a vantage point from which to vielak’'s

adaptation of Gothic in his text. | say text, amd images, because | believe that there is
much to discover in also investigating how Blakadsaptation of Gothic is embodied in his
poetry, theoretical ideas, and last but not leassttaft. | will throughout the discussion refer
to Blake’s work as text, by which I include poetitiyminated poetry, prose, and separate
images. The inseparability of word and image irkBle one of the reasons why the term text
is a fitting one to apply to all his productions.

In the discussion of the Gothic element of différaspects in Blake’s text the idea of
the poet as prophet will be central; it is reflelcte his attitude toward his craft, is an essential
idea in his poetry, it is important with regardshie view on himself as a visionary, and a
paramount concern in Blake’s idea of the functibarband the artist, which ties in with the
ideal of the medieval craftsman. On the other Hawmill look at how the ideas of Blake and
Ruskin are kindred through Gothic art, the hypathbsing that there are certain elements in

Gothic art that accommodate the focus on spirityiabh prominent in both writers, and the



ideas of the spiritual function of art is one of fleatures that situates both Blake and Ruskin
in the Gothic tradition.

But what is the Gothic tradition? This seems t@beinstable term since Gothic has a
lot of different nuances, many of which are condependant, and some of which are hard to
distinguish from one another. There are two diffiérdrains of the term that need to be paid
attention to, which I will differentiate as Gottaad Gothick. ‘Gothick’ is a pseudo-archaic
form used in the eighteenth century to denoteideeaf fiction focusing on gloom, terror, and
desolation such as Horace Walpol€le Castle of Otrantalong with the architecture
represented by his famous house, Strawberry i@bbthic’, on the other hand, usually refers
to the period of medieval Gothic and the artistytesdeveloped in that period. There are of
course important cross-currents between the twerdifit branches of Gothic and a continual
awareness of this complexity is important, esplgcs® in relation to Blake, as there is no
doubt that much of Blake’s text reflects the ideb&othick, one example beirdyizenwith
its emphasis on suffering and isolation. My emphasbwever, will be on the Gothic currents
in his text.

‘Gothic’ first appeared as a label, derived frora ttame of Northern tribe of the
Goths, denoting the ‘barbarous’ architecture ofi\loeth as opposed to the more civilized
classic architecture of southern Europe. Blake tis2serm partly in this sense when he
distinguishes between Greek as “mathematic fornd’@athic as “living form” On Virgil,
CWp. 270). Many of Blake’s ideas are founded upas dpposition and the discussion in the
subsequent chapters will elaborate on the developofehis opposition in Blake’s poetry
and ideas. ThOED informs that the meaning “barbarous, rude , urtgaunpolished” (&
ed. p. 702), originating in the fourteenth centusystill valid which implies that the early use
of Gothic as a derogatory term still carries sogsdue with the connotation of something

wild, unpolished, and ancient still being assoclatgth it. The correlation of something



ancient and mythical is arguably also present ak8ls appropriation of Gothic, where the
stress on art as a timeless language of vision isyportant feature: “living form is eternal
existence” On Virgil, CWp. 270).

Interestingly, Blake only uses the word ‘Gothic’eiwe times in his entire body of
writing (Erdman, 1967 ‘gothic’ p. 829): seven tineselation to architecture, twice referring
to the font, once referring to the Gothic artisdtshe middle ages, and only twice in a more
theoretical sense as “living form” and “true arl@a Gothic” On Virgil, CWp. 270 and/LJ,
CWp. 559). Gothic is, more than anything else, axaie quality in Blake’s text that
manifests itself theoretically, poetically, anduadly.

Looking to Ruskin’s definition of Gothic from “Thdature of Gothic” we find that the
character of Gothic “is made up of many mingledagleand can consist only in their union”
and that:

Gothic architecture has external forms and inteefehents. Its elements are certain

mental tendencies of the builders, legibly expréssat; as fancifulness, love of

variety, love of richness, and such others. Itgemwl forms are pointed arches,
vaulted roofs, etc. And unless both the elemendstla® forms are there, we have no
right to call the style Gothic. It is not enouglatlit has the Form, if it has not the

power and life. It is not enough that it has theveg if it have not the formihe
Stones of Venic¥ol. 2 p. 140).

The notion expressed here regarding the intercaadeess of the interior and the exterior
members in Gothic art is, in my opinion, somethimat pervades the tradition of Gothic art,
and is especially relevant to Blake’s idea of Go#s ‘living form’. In both Blake and
Ruskin’s ideas, as | will show throughout this teethere is a close relation between form
and content, idea and execution, which also adesab® function of art and the role of the
artist.

There is a question of whether it is a valid appho@® examine Blake through the
theories of Ruskin, and how these can serve todsltecBlake’s use of Gothic. One reason

for choosing this approach is the striking simtlafound in some of their ideas. In the article



“Journeys Through the Doors of Perception: JohrkRusnd William Blake” Alan Davis
establishes a connection between Blake and RuSKiis is a paper about vision — a subject
of great importance for both John Ruskin and WilliBlake”, and his article “draws attention
to some important parallels between Ruskin’s ideasion and Blake’s; and also their
respective approaches to the recording of thergmion” (The Ruskin Review and Bulletin
Lent Term 2006, p. 24).

In the subsequent chapters | will elaborate on soitiee parallels found by Davis,
but in addition venture to discuss further similas between Blake and Ruskin. Chapter two
will be devoted to examining and comparing Ruskth&ory on Gothic with ideas in Blake,
and will serve to initiate an understanding of hibeir conceptual ideas are related to ideas
found in medieval Gothic art. Evidence of Blake &skin's preference for art that
embodies aesthetic ideas and functions similasi¢as in medieval Gothic can be traced out
by paying close attention to the overall ideolo@path writers. Chapter three will therefore
be an examination of the aesthetic ideas of baglkéBand Ruskin in relation to ideas in
medieval art. The connection between exteriority iateriority in art is paramount in both
writers and is one of the overarching principlest thill be discussed throughout this thesis,
as well as their view of the artist as craftsmaah @hre poet as prophet. Also Blake and
Ruskin’s ideas on truth and imagination are esakfaictors in determining the relation
between their ideas and medieval Gothic. Some Wiglhbe shed in this area by exploring
their similar views on the theories of Sir Joshgymolds, and this issue will mainly be dealt
with in chapter three. A subsequent part of chapterwill provide a presentation of the
relation between the ideas of Blake, Ruskin, anghBlels in order to show how the
opposition towards the neoclassicism of ReynoldsEre Royal Academy situates Blake and

Ruskin in the Gothic tradition.



In using Ruskin’s definition of Gothic | hope toopide new insight into Blake’s
adaptation of Gothic art beyond stylistic similist Blake’s visual debt to images from
medieval Gothic art has already been establishemth®r scholars, the most well known
examples being Anthony Blunt, Jean H. HagstrumJW. Mitchell, and David Bindman.
However, in their various studies into Blake’s ad#ipn of Gothic all of the mentioned
scholars focus on the visual relation between idd& images in Blake and various Gothic
sources. IMMhe Art of William Blakénthony Blunt points to several medieval Gothioees
which he believes Blake to have modelled imagesoch as an initial from a thirteenth
century Psalter in New College, Oxford, ‘The Angéthe Apocalypse’ from theambeth
Apocalypsea boss from York Minster, and an initial from tiaeelfth century manuscript, the
Winchester Bibl2which shows a resemblance with Blakkfghael Binding the Dragan
Despite this rich variety of possible sources fiwhich Blake drew upon in his own designs,
none of the examples pointed out by Blunt is contestnpon beyond the compositional
likeness they exhibit.

Hagstrum calls attention to yet another medievat@®based on stylistic likeness
with Blake’s illuminated poetry, namely tiBedford Hoursbut she states that “books of
emblems and illuminated manuscripts did doubtlesdgribute visual motifs, but it is more
important for my purpose that Blake’s watke illuminations and emblems” (p. vii). The
guestion is whether or not separating the funadioBlake’s text as illuminations and
emblems from the function of the source does nobmathe understanding of his text.

My argument is that the visual connection betwiesages in Blake and Books of Hours
testify to a deeper ideological relationship whiglake’s books of illuminated poetry share a
similar function with these medieval texts, whichill discuss at grater length in the

subsequent chapters.



Mitchell in hisBlake’s Composite Athas a more differentiated approach, pointing
out that there is “something which is hunted atrbtiadequately defined as the ‘Gothic’
element in Blake’s art” (p. 58), and that Blakesgttposes the choice between classical and
Gothic form as opposing values, using a plate fdenusalen(figure 18) as an example (p.
28-29). However, even he does not endeavour tadeadhn his discussion the philosophical
and ideological aspects implied in Blake’s adaptabof Gothic, but focuses mainly on Gothic
as an issue of form.

David Bindman'’s essay “Blake’s ‘Gothicised Imagionat and the History of
England” focuses mainly on Blake’s early work atsdimfluence from medieval and Gothic
sources, but whether it be illustrations to Engéslly history or Blake’s influence from
Gothic sculpture Bindman does not enter into asgussion of the ideological implications.
In fact, he ascribes the affinity to the fact ttilake saw in Gothic monuments ‘the simple
and plain road to the style of art at which he @aimatangled in the intricate windings of
modern practice’,” and he goes on to claim tha ihithe same as what the neo-classicists
were doing, but that “Blake was probably the ficsfind it embodied in English Gothic
sculpture as well as in Greek and Early Renaissarit€p. 30). The whole of Bindman’s
inquiry is concerned with discussing aspects ofotfigin and possible sources of Blake’s
early work with images from medieval history.

In light of the interconnectedness of the inner antér elements of Gothic art, as
pointed out in Ruskin’s definition of Gothic, tleeare obvious gaps in the understanding of
Blake’s adaptation of Gothic; it is obvious thag Bothic in Blake is deeply vested in the
ideology of medieval Gothic and closely conneatétth Blake’s own ideas. This, together
with Panofsky’s theory on iconology, makes it cléaat key elements in the understanding of
Blake’s use of Gothic have not been addressed.f8lanarites:

Iconological interpretation, finally, requires saimeg more than a familiarity with
specific themes or concepts as transmitted thrditegary sources. When we wish to



get hold of those basic principles which undetiie thoice and presentation of motifs,
as well as the production and interpretation ofges stories and allegories, and
which give meaning even to the formal arrangemantstechnical procedures
employed, we cannot hope to find an individual tektch would fit those basic
principles (p. 64).

A discussion, then, of the visual similarities beén Blake’s designs and certain medieval
Gothic images, without also addressing how theatmgical meaning of the source image is
carried into and adapted in the design is to oatsitsh the surface of a much larger issue. In
Blake, especially, considering the inseparabilitintages and words, the issue of how the
iconology of Gothic images is present in the togadif his text needs to be addressed. The
issue of what Blake’s adaptation of Gothic mean®lation to ideas expressed in his own
poetry and prose remains very much an unexploes @rresearch.

The relation between the outer form and the inpeit@nd function of art is an
important convergence point in Blake’s and Ruskidéas on art, and it is arguably their
affinity for Gothic art that brings out this aspattheir thought. Looking at Blake through
Ruskin’s definition of Gothic and its different elents addresses the question of how Blake’s
stylistic appropriation of Gothic embodies deepeoiogical aspects. Again the idea of the
artist as craftsman is an essential point, anddkes is vested on a symbiotic view of the
creative process form idea to execution, meaniaggdhe cannot separate Blake’s visual debt
to Gothic art from the adaptation of its ideas.ohtinual awareness of this factor is an
essential aspect in understanding the importandduanction of the Gothic element in Blake.
In light of Blake’'s comment: “Mathematic Form iseltal in the Reasoning Memory. Living
Form is Eternal Existence. Grecian is MathematierF=Gothic is Living Form” On Virgil,
CWp. 270), used by scholars, examples of which eafobnd in Blunt, Hagstrum and
Mitchell, to exemplify Blake’s preference for Gathit comes across as a certain irony that

the inner life or quality of this form is so blatBnleft out of the discussion.



The stylistic resemblance between one of the iméges the Lambeth Apocalypse
and Blake’s engravin§atan Smiting Jglas pointed out by Blunt, makes it likely that igta
was familiar with this manuscript and had an unideding of the function of the illuminated
manuscripts.Blake’s apprenticeship to James Basire and the tienspent working with the
monuments of Westminster Abbey under Basire’s agiel and working for the Society of
Antiquities, contributes in making it likely thaldke had an understanding of more than the
formal aspects of medieval Gothic art. The quesbiomow his apprenticeship influenced
Blake’s artistic preferences and style will be dssed at greater length in chapter three,
where a closer look at some examples of his te@dted during this time will serve to shed
some light on the matter. Bearing in mind Blake'sqecupation with the philosophical and
metaphysical facets of art, it is highly unlikehat he would not be indebted to the deeper
ideological aspects of reading medieval texts. Sbimg that testifies to this understanding is
the thematic connection between the Apocalypselangsalembut also the earlier prophetic
books show thematic connections with ideas in @dthiminated manuscripts. These will be
addressed in the latter part of chapter two aloitly Blake’s and Ruskin’s ideas on
perception and allegory as factors in understantfiadunction of Blake’s illuminated poetry.

| have included a wide ranging selection from Blakext in the discussion due to the
nature of the subject, the intersective naturelak®&s text, and his view of himself as
visionary and craftsman. The title pages to hisnihated poetry with the signature: “William
Blake Author & Printer” are a strong indicator aghe integrated nature of the creative
process from idea to execution. To separate Blaket& as artist and craftsman from his
prose writing and marginalia is to misunderstand pithe ideological background in his
text, which in this study is vital in understandihg full scope of Blake’s adaptation of
Gothic. I will view Blake’s painting, poetry, andgse as one text, although some separate

works are not directly discussed. The poetic exasplill mainly be taken from the



illuminated poetry because of the importance ofgengext relation in my discussion. The
inclusion of some of Blake’s prose is necessanyrder to show how ideas found here are
related to his adaptation of Gothic in his poetng anages. | am also devoting the whole of
chapter three to the exploration of Blake and Ruslaesthetic theories to show how these
are connected to what one might term a Gothic adsth

The use of the expression ‘Gothic aesthetic’ caormerstood as a contrast to the
Neo-classicist ideal, which was the prevailing dagen in art at in the second half of the
eighteenth century. The Royal Academy established?68, right around the time when
Blake started his apprenticeship to Basire, withi8shua Reynolds as its president was a
prime contributor in spreading this ideal, and Raga ideas from his yearly lectures to the
Academy, hiDiscourses on Artbecame the leading theory of the day. He favoared
classicist aesthetic where art is considered afl@ctual and rational pursuit, and advocated
the Platonic ideal which the student of art cowbiave by having “an implicit obedience to
theRules of Artas established by the practice of the greasRS who should be
considered as “subjects for their imitation, naittcriticism” (Discoursed: 92-93 and |: 96-
97 p.17). The conflict with Blake is immediatelyp@pent when reading his annotation on this
particular paragraph: “Imitation is criticismAfinotations to Reynold€Wp. 643). Indeed
Blake’s first comment to thBiscourses“This Man was Hired to Depress Art” shows his
strong indignation to the ideas expressed by Regndlhe central ideas in Reynolds with
notion that painters should strive to imitate adaay to the Platonic ideal, and that original
conception and knowledge of beauty can be taugteiatsal points is something Blake
fervently speaks out against. Blake’s views onideas of Reynolds manifest themselves,
among other things, in the significance Blake ptame outline as the determining factor and
in his views on the importance of rendering pattc character in art. In chapter three these

issues will be discussed and exemplified in retatmthe aesthetic ideas of Blake and Ruskin.



At present it is sufficient to note that the idesds$ forth by Reynolds makes him a
‘generalizer’ to Blake who on his part wants arb&specific.

Let the Indefinite be explored. and let every ManJadged
By his own Works, Let all Indefinites be thrownarDemonstrations
To be pounded to dust & melted in the FurnacesffiicAon:
He who would do good to another, must do it in MénRarticulars
General Good is the plea of the scoundrel hypoéritlatterer:
For Art & Science cannot exist but in minutely angaed Particulars
And not in generalizing Demonstrations of the Radid®ower.
The Infinite alone resides in Definite and Deteratenldentity

(J55: 57-64)

! william Blake AVision of the Last Judgme@Wp. 559

Z Davis also mentions how Ruskin became familiahBilake’s work: “Ruskin was introduced to the waifk
Blake as a direct result of his friendship with ffenter George Richmond, whom he had first mét340. For
the young Richmond, the influence of Blake had be@armously important” (Alan Davis “Journey Throute
Doors of Perception: John Ruskin and William Blakiee Ruskin Review and BulletMol. 2. no 2, Lent term
2006, pp. 24-45

% Plates 64b, 54c, 42b, and 39b in Anthony. BILim¢ Art of William BlakeLondon, Oxford University Press,
1959

4 Hagstrum was, according to Mitchell, the firsctdl Blake’s work composite art. See W. J. T. MéttiBlake’s
Composite Art; A Study of the llluminated PogRyinceton New Jersey, Princeton University Pr&8g8, 3n

® For a discussion of how the English lllustratecbé@lypse functions as a book of images see Suzawis
Reading Images; Narrative Discourse and Receptiaié Thirteenth-Century llluminated Apocalypse
Cambridge University Press, New York, 1988roduction, For a discussion of how the Engliistrated
Apocalypse functions as a book of images.

® For a discussion on the validity of this term seaberto EcoArt and Beauty in the Middle Agdsew Haven
and London, Yale University Press, 1986
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Chapter 2:

Medieval Craftsmanship and The Essence of Gothic

As mentioned in chapter one, Ruskin’s definitiorGaithic stresses the fundamental
connection between interiority and exteriority, ot and form, in Gothic art. This
relationship works on many levels. The idea thahas a deeper spiritual meaning is one
aspect of this view, another is the idea that timetion of the artist is to convey this through
art, the idea of the poet as prophet. In relatioBlake this idea is interesting because of his
emphasis on the poetic genius, or imagination hadunction of art as a vehicle for vision
and this will be a key idea in this chapter.

In “The Nature of Gothic” fronThe Stones of Veni¢tuskin establishes what he
terms the six “characteristic or moral element&othic art” SoVVol. 2 p. 141):
Savageness, Naturalism, Changefulness, GrotessgjeRigidity, and Redundarfcevhich in
order of their importance constitute a greateessér degree of Gothicness. | will argue that
Ruskin’s definition of the different elements of Bia is related to Blake’s text through his
insistence on the inseparability of body and spoétic constructions in his text, and the
nature of his mythic characters and the signifieathey bear to each other, as all of these
examples reflect the symbiosis of internal-external

The three most significant elements to Ruskin: §aemass, Naturalism, and
Changefulness, are also the most essential inaelt Blake and will be given particular
focus. Savageness embodies the ideal of the médi@fesman, Changefulness addresses the
concept of variety and its connection to energyileMdaturalism incorporates the Gothic
mode of representing the human figure, all thregashmount importance in Blake’s text. A
brief elucidation of how the three remaining eletsarlate to Blake’s adaptation of Gothic is

also necessary after all, for as Ruskin explains:
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So in the various mental characters which makéasoul of Gothic. It is not one nor
another that produces it; but their union in certaeasures. Each of them is found in
many other architectures besides Gothic; but Gatfanmot exist where they are not
found, or, at least, where their place is not imsavay suppliedStonesvol. 2 p.

141).

There is a very strong ideological thrust in whasKn terms the Savageness of
Gothic. Ruskin particularly emphasises the nobhigyfinds in the roughness of Gothic
architecture and he contrasts this wild spirith&f Northern tribes, manifested in Gothic art,
to the more refined sentiments of the Southern lesophose art and architecture lack the
quality of Savageness. Ruskin relates this diffeedmetween the Northern, or Gothic, style,
and the Southern, Greek or Classical style, to \Wwhatefines as three different classes of
ornament: Servile, Constitutional, and Revolutigndihe Greek is classed as Servile
ornament where “the execution or power of the infavorkman is entirely subjected to the
intellect of the higher”$tones of Venicol. 2 p. 144), the example being that the wotkas
to produce columns and capitals that are all egftet a set norm, Doric, lonic, or Corinthian.
Because each of these three Greek styles only safilomone particular form there is no room
for the worker to use the imagination. The unifarature of Classical architecture and its
emphasis on precision and perfection that Ruskie speaks of is much the same as the
sentiment found in Blake®n Virgil: “Mathematic Form is Eternal in the Reasoning
Memory. Living Form is Eternal Existence. GreciarMathematic Form. Gothic is Living
Form” (On Virgil, CWp. 270). Ruskin defines Gothic as belonging todlass employing
Constitutional ornament “in which the executiveeindr power is, to a certain point,
emancipated and independent, having a will ofwta,oyet confessing its inferiority and
rendering obedience to higher powers” (pp. 144-145)

The comparison results in the idea that while axpleying Servile ornament makes

the workman a slave, the Gothic, in its use of @ar®nal ornament allows the workman to

use his imaginative faculties in the creative pssc&uskin states that one should “never
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demand an exact finish for its own sake, but oatysbme practical or noble endd¢VVol. 2

p. 151), and he praises the possibility the medienedtsman had of employing the
imagination in his work, even if this opens up tigntial flaws and imperfections. Ruskin
stresses that “It is only by labour that thought ba made healthy, and only by thought that
labour can be made happy, and the two can notgegated with impunity” $oVvVol. 2 p.
155). The need expressed for all the human fasuitidde employed in the creation process
reflects the relationship between the interior argkrior forces in Gothic explicated as ‘form’
and ‘power and life’ by Ruskin.

In Blake’s illuminated poetry this idea is manifas$through the symbioses of images
and words and in his view on the interconnecteatiaiship of imaginative creation and
craft. He explicates this in one of his letterse thho can Invent can Executd’efters2, CW
p. 699). The championing of the relationship betwée imaginative and executing faculties
points out as a deception the idea that the twdbeaseparated. Ruskin goes even further and
says that all ideas regarding the division of ¢éredbour between one thinking and one
executing aspect are “founded upon two mistakepasipons: the first, that one man’s
thoughts can be, or ought to be executed by anathais hands; the second, that manual
labour is a degradation, when it is governed bgllett” (Stones of Venicéol. 2 p. 154). A
closer look at the function of Blake’s craft inatbn to his poetic ideas will serve to elucidate
the importance placed on the artist as craftsmashceaftsman as artist, in both Blake and
Ruskin’s texts.

Blake’s stance on the significance of craftsmanghipanifested in several of the title
pages of his illuminated poetry, for instarg@ngs of Innocence and ExperieraedThel
(figure 1) which read “The Author & Printer W. Blak In later books this is replaced by
“Printed by W Blake” except iMilton where he used the earlier signature. His view of

himself as craftsman, first and foremost, is a&soforced by his continued engraving after
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the work of other artists even until the last daiykis life. In a letter to Rev Dr. Trusler, dated
August 23, 1799, Blake describes his ideas onubgest:
| have no objection to Engraving after another girtiengraving is the profession |
was apprenticed to, & should never have attemutdield by anything else If orders
had not come in for my Designs & Paintings, whidtaVve the pleasure to tell you are

increasing Every Day. Thus If | am a painter inag to be attributed to Seeking after.
But | am contented whether | live by Painting ogEaving (etters CWp. 703).

In relating Blake’s statement to Ruskin’s ideaibf course a matter of definition whether
one counts engraving and illustrating the workarafther artist as one man executing the
ideas of another. | would argue against this iatreh to Blake as the art of engraving and
illustration is interpretation and creation inatsn right. It functions on the same level as
Ruskin’s example of the medieval worker executimgaverall design of the master-mason in
Gothic cathedrals but still using his imaginatiarhis craft. Thus, to Blake, engraving after
another art object is also a form of creation eryiplgp the imagination, and it actually
reinforces the integrated nature of craft and imatypn. The fact that Blake was trained as an
engraver is an important reason for the importgah@eed on craft in his poetic ideas, and
some explanation of the development of Blake’stsmafnship is necessary to understand the
full scope of its importance.

Blake was apprenticed to the famous engraver JBasise. The method he learned
was line engraving, where an instrument calledranbs used to carve out lines in a plate of
copper which is later inked and printed. This tegba, as the name indicates, is based on
mainly using lines, instead of dots and lozengesnpress the desired image into the plate.
This stress on line became the basis for the nefantque of illuminated relief etching Blake
invented and used in his own illuminated poetrye Tihearity is still the most prominent
feature, but instead of graving the lines theydaesvn in wax on the plate, which is later put

in bath of acid where the parts unprotected bythe are etched away. The plate is then
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inked and printed, and the prints coloured, onilinated, by hand The immediacy of this
process makes it analogous to the handwritten maidmeanuscripts.

The fact that Blake uses engraving not only forithages, but also for rendering the
words, is a unique feature. Nowhere does he engigyorm of typesetting, and since each
plate is coloured by hand, he eliminates any fofmmass-production; it is pure craftsmanship
through and through and affiliates Blake with tteal of the medieval craftsman as set forth
by Ruskin. The remarkable result of Blake’s metisod page unlike anything that has ever
been created in the history of the book, perhafis thie exception of medieval illuminated
manuscripts, with which Blake’s illuminated poestyows some resemblance. An important
similarity is that both these forms of texts arstee on the continual play between images
and words and the interdependent relationship eatilee two. However, there is an
important difference between Blake’s illuminateck® and medieval illuminated
manuscripts. While “the richly complex medieval expnce of image-text reading” is “a
dynamic transactional process involving authort,teampiler, scribe, designer, and reader-
viewer” (Lewis p. 12), Blake’s illuminated poetrireinates several of these layers and
unifies the different constituents in the creafvecess, placing an even stronger emphasis on
the amalgamation of words and images.

The notion of the unity of imagination and creataam be viewed as a consequence of
Blake’s stance that the body and soul are insefear@be division of the human faculties
only occurred as a result of the fall from gradgpbn the precipice he stood ready to fall into
non-entity” J 32:2). Man'’s “fall into Division & his Resurrectiato Unity” (FZ 1:21CWp.

301) results in a continual strife for unity in @ffiort to once again ascend to the un-fallen
state. This struggle is echoed in Blake’s craftsihe does not divide the imaginative process

from the process of execution. The ideological phitbsophical implications of this view are
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carried into the actual engraving process, whezartathod used becomes analogous to a
meditative thought process whose function is tcosgghe misconception of division:

Firs the notion that man has a body distinct frasnsloul, is to be expunged; this |

shall do by printing in the infernal method, by rasives, which in hell are salutary

and medicinal, melting apparent surfaces away desplaying the infinite which was
hid. If the doors of perception were cleansed etleing would appear to man as it is:

infinite (MHH 14, figure 1).

We see here that the engraving process becomeg afwaing art to gain a higher
understanding of spiritual truth. The idea of thgraving plate as medium already holding
hidden images that only need to be revealed bwirtist corroborates the idea of the artist as
prophet, not in the sense of a diviner of the itlnut as a seer of hidden truths. The process
of engraving here becomes a reflection of the daalre of Blake’s illuminated poetry, and
reflects the aim of his prophesieRortraying the imaginative process of creating priting
poetry as an alchemical process lifts it into #&m of the ethereal and makes it an emblem
of human divinity.

In the next plateN]HH 15); featuring the third “Memorable Fancy”, thetha of
printing is allegorized in alchemical symbolismtpitalized by the symbol of the serpent in
the eagle’s claws at the bottom of the page (fi@)rén alchemical philosophy this
symbolizes the unification of the male and fem#enents, thus emphasising the theme of
unification to the perfect un-fallen state. Dam@sdatibes it as “a soaring Eagle uplifting the
serpent of Nature”A Blake Dictionaryp. 112) An earlier reference, “When thou seest an
eagle thou seest a portion of GeniugHH 9), comments on the status of the eagle as a
symbol of the inspired and divine. Perhaps ‘Genay&n refers to the ‘Poetic Genius’, since
the position of the eagle is North48:43) the same as Los, the eternal poet (DamoB4&p
47). The serpent is a symbol for Nature (Damon3p-366), but in light of the text: “In the

third chamber was an Eagle with wings and featbkesr, he caused the inside of the cave to

be infinite” (MHH 15) together with “Thought chang’d the infinitedserpent” £ 10:16) the
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Eagle-Serpent emblem can be seen as the contiatil@ between the finite and the infinite; a
symbol for the Eagle, or the Poetic Genius’s, goki of revealing the infinite in the finite.

The six different stages described in the textlmseen as an analogy to the six days
of creation in Genesis; artistic creation becomesy of creating the world anew. The
creative process described here and the knowladgresmitted from generation to
generation” MHH 15) is put into books, resulting in “the Biblelgéll” (MHH 24, figure 6),
perhaps Blake’s own books of illuminated poetrye Tdea of Blake’s prophetic books as a
Bible of Hell has been commented upon and discuisgeédl Foster Damon (see his
commentary oMHH in William Blake; His Philosophy and Symbpls325). | would argue
that the most important implication of the ide&Btdike’s poetry as a Bible of Hell in this
context is that it establishes the spiritual argiloviary nature of the poetry as well as
commenting upon it as allegory and thus metaphlysigth. The idea of the creation of
poetry as an alchemical process, or the Great Vsrkljscussed above also gives testimony
on the aim of Blake’s prophetic books. Just asritexconnectedness of imagination and craft
is a reflection of the struggle to return to théyiof the un-fallen state, the prophetic books
are a poetic attempt at explicating the dividetestd humanity as error and thus functioning
as guidance to the spiritual truth of unity andniy.

A specific example on how the division is manifesite the world are the “dark
Satanic Mills” M 1: 8), which according to Damon “visualize as ¢éim@rmous mills of the
Industrial Revolution, but signify the philosophgder which all England was suffering& (
Blake Dictionaryp. 273), the result of the division of the imagina and executing faculties
as discussed above. The problem of wanting “onetmae always thinking, and another to
be always working”$oVVol. 2 p. 154) is a result of the industrial revolutiorudRin’s praise
of the workers’ possibility of employing the imagiion in Gothic elevates it to a realm of

higher moral quality and places it as a more hustaniorm of art, thus idealizing the

17



medieval craftsman. The mechanised productiondiistry, where the only aim is perfection
and precision, is de-humanizing because

the eye of the soul must be bent upon the fingartpand the soul’s force must fill

the invisible nerves that guide it, ten hours a, diagt it may not err form it's steely

precision, and so soul and sight be worn away tla@dvhole human being be lost at
last — a heap of sawdust, so far as its intelléetogk in this world is concernedfie

Stones of Venicéol. 2 pp. 147-48).

The problem of industry and mechanical productsalso addressed by Blake in thgblic
Address“A Machine is not a Man nor a Work of Art it iseStructive of Humanity & of Art
the Word Machinationgeemp (Public Addresgl6 CW p.575). The lack of mechanical
elements in the creation process of Blake’s adrtafpom the printing press of course, which
was a hand press, relates Blake to the ideal ah#tdieval craftsman and is an opposition to
the ideas of industrialization in itself.

Moreover, based on the fact that Ruskin not onmiy$eClassical art, but also the neo-
classicists as using Servile ornament, it can beea that the Royal Academy and the
theories of Reynolds are another example of thadnorg’d manacles’ and ‘Satanic mills’
Blake warns against in his text. Especially thesprgtive nature of Reynolds theory of
imitation based on the Platonic ideal, and his viewthe importance of imitating after the
great Masters is opposed by Blake. Not that Blakagiees with the importance of imitating
great art; but he has an altogether different \aevwhat this imitation signifies. Reynolds
writes:

| would chiefly recommend, that an implicit obedterto theRules of Artas

established by the greatAdTERS,should be exacted from tlyeungStudents. That

those models, which have passed through the appyoka ages, should be
considered by them as perfect and infallible guidsssubjects for their imitation, not

their criticism Discoursed: 92-97).

Blake’s annotation to this paragraph reads “Imais Criticism” @nnotations to Reynolds

CWp. 643). InThe Laocodrhe goes even further saying that: “Israel delivfesch Egypt is

Art deliverd from Nature & Imitation”"CWp. 274), here imitation is seen as slavery. The tw
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different views on imitation given by Blake here &oth derived from the importance of the
imagination. Blake’s own imitation of other artists which there are plenty of examples, is
never just copying but always entails some forraddptation or analysis of the idea in the
original. The problem of imitation addressed in sketement fronThe Laocodns that
imitation governed by law undermines the valuendividual thought and thus is counter-
progressive. The importance of progression andgdhana marked feature in Blake’s text
and the mentality of changing, developing, and@iating on his work applies on several
levels related to the second moral element of @ptihangefulness.

The element of Changefulness is a direct resuh@®possibility of employing the
imagination opened up to by the Savageness of Gdiimce the imagination is allowed to
flourish, greater variety necessarily follows. Téés also an important aspect of energy
embedded in artistic variation and it can be arghatlOrc is a manifestation in Blake’s myth
of the Gothic spirit explicated in Ruskin’s writing

the second most essential part of the Gothic sfisjtthat it broke through that law

wherever it found it in existence; it not only déréut delighted in, the infringement

of every servile principle; and invented a seriefoons of which the merit was, not
merely that they were new, but that they waapable of perpetual novel{$soVVol.

2 p. 160).

The birth of Orc, “revolution in the material wotl(Damon p. 309), is a result of the struggle
between Urizen, the limiter or ratio, and Los, éternal poet. Orc opposes the laws of Urizen
and, like Prometheus stole fire from the gods, €keals the fire of Urizen fire: “I well
remember how | stole thy light & it became fire saming” FZ 7). Orc is in many instances
pictured surrounded by flames (figure 8), whiclhair nature are an ever changing form
capable of ‘perpetual novelty’. Orc, as the sohad, is an embodiment of the revolutionary
power of poetry and art. However, there is a damgeontinuous change and revolt. Ruskin

calls it the diseased love of change and the @tallOrc in Blake’s myth can be traced here

as well. Despite the capability of perpetual nouehere is a need for both change and

19



monotony; “both having their use, like darkness kgiat, and the one incapable of being
enjoyed without the otherSpoVvVol. 2 p. 161). Understanding the function of such
oppositions is of supreme importance in Blake feittiout contraries is no progression”
(MHH 3). The function of Orc in relation to Ruskin’salof diseased love of change
becomes even more interesting when we considenéaning as error. Orc is the fallen state
of Luvah, the place where there are no contraaied,this is the state to which he returns
when he burns himself out (Damon p. 310). Thisiessdame thing that happens to the effects
of change when it is constant and unbroken by nampot'if the pleasure of change be too
often repeated, it ceases to be delightful, fon ttleange itself becomes monotonous, and we
are driven to seek delight in extreme and fantaktgrees of it. This is the diseased love of
change of which we have above spokeddV vol. 2 p. 162). The spirit of revolution can
have the same trajectory, occurring when desirevolt is without purpose or meaning but
merely the never-ending cycle of revolt for revaléke; perpetual novelty for the sake of
novelty?

However, looking to Blake’s illuminated poetry wie@find very specific
manifestations of the healthy love of change Ruskigaks of. On a straightforward level the
watercolour washes applied to the pages oBthiegsare an example of the variety ever
present in Blake’s work, as they vary from copgopy. There are of course abundant
examples of such variety in Blake’s illuminated frgethe various copies are sometimes
widely different both in colouring and assembltloé different plates, sometimes even
additional plates exist in some copies as is tilse gath for instance plate 3aBlirope

On a more complex level the manifestation of vgrédso appears in the ornamental
guality achieved through the structure of images$waards on individual plates in the
illuminated books. In reading Blake’s illuminatedabry one is struck by the extraordinary

richness of the details found in the margins artd/éen the lines; there are words and letters
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growing into curling vines, flames, or serpentg amybe even growing into and becoming
part of a larger image on the plate, emphasisiaglifmamic structure of word-image. This
interaction occurs both thematically and physicallyhe individual plates, arttiere appears
to be no end to the amount of detail Blake man&gexlude on a single printed page. The
rich detail and the structure of the image-textimgacommodates association with pages
from medieval illuminated manuscripts (see figusemnd 5)

David Erdman’s extensive research into this aress golong way in providing an
understanding of the meaning of the curling vined sprouting leafs in Blake’s designs,
although it is admittedly lacking in respect ofanplete listing and understanding of every
detail found in Blake’s illuminated books. The sigoorganic element apparent in many of
the plates of the illuminated poetry, where wondd ketters grow into leaves, flames, vines,
creates an interlaced design stressing the indaipigraf images and words. A trait similarly
found in medieval Gothic manuscripts, and corredpunto Ruskin’s idea of Naturalism and
the focus on organic growth in Gothic.

Comparing plate seventeen frdxmerica(figure 4) with a page from The Ormesby
Psalter (figure 5), we see that not only do theyrsta resemblance in the overall structure of
the page, but both show a very strong interactiamage and text. There is almost a sense of
the image invading the text. In Blake’s designhhenan form growing into a treelike shape
extends into the initial ‘T’ of the second stantte line reading: “The Plagues creep on the
burning winds driven by flames of Orc”. This is emagised by the flames in the bottom
design which can be followed up into the tendrégibd the naked human figure and all the
way into the text: “What Fires of Hell”. In psalnfty-one from The Ormesby Psalter the
emblematic design in the middle of the page appaarsf the mouth of the dragon in the left
margin. Additionally, the human figure on the dragadback reaches up, in a manner very

similar to the figure mentioned in Blake’s designd interacts with the floral border design.
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The border reaches all the way around the textsante of the individual flowers extend
almost into the text, stressing the integratedneabd the relation between text and image. In
both examples the interchange of images and wardgsout the idea of the image-text as
organic creation with potential for growth, transhated as spiritual growth in the reader.

There are several important aspects arising otiteo€mployment of the interlinear
and marginal details in the illuminated books. tittse overall impression of individual plates
as well as a whole illuminated book has an aspeeter changing as there is a restless
quality in the visual impression of these desidi®e organic ornamentation emphasises the
progressive thrust of the words and their growingpaomous quality. Ruskin’s words sum
up the attitude one finds on the page of the olthi8dexts as well as in Blake’s illuminated
poetry:

It is that strangéisquietudeof the Gothic spirit that is its greatness; thatlessness

of the dreaming mind, that wonders hither and #rittmong the niches, and flickers

feverishly around the pinnacles, and frets andgaddabyrinthine knots and shadows
along wall and roof, and yet is not satisfi&bYVol. 2, p. 165)

The organic element also reflects very specifiagdef life and energy that are a paramount
stance in Blake’s text: “energy is eternal delightfHH 4). It emphasises the connection
between word and image as a physical manifestafioreative thought energy and situates
the poetry in the vegetable world, but, througleiter changing quality, also brings out the
idea that there is something more beyond the palyagpect of this world. This idea ties into
Blake’s idea of fourfold vision and will be disceskin chapter three. Another interesting
feature of the organic details in Blake’s illumiedtbooks in relation to Ruskin’s idea of
Gothic is that besides connecting to Changefulrtbey,are also a manifestation of
Naturalism.

Ruskin defines Naturalism as “the love of natutgkots for their own sake, and the
effort to represent them frankly, unconstrainedalfistical law” SoVVol. 2 p. 166). In light

of Blake’s stance on laws in art | will address lgiger part of Ruskin’s definition first. An
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example of Blake’s view is his famous aphorism “tane for the lion & ox is oppression”
(MHH 24) accompanied by the image of Nebuchadnezzaffigeres 6 and 7). As explained
above, the problem arising out of imposing genlkenas on the creation of art according to
ideas found in both Blake and Ruskin is that ittenbers and limits imaginative thought and
thus progression, and the importance of the humagination as a main thrust in Blake’s
text is again relevant to our discussion. While lRustresses that the workman must look to
nature for material, Blake advocates the imagimadi® the main source for artistic invention.
The seeming conflict between Ruskin’s view of ‘vt nature’ and Blake’s idea of ‘truth to
the imagination’ makes it necessary to exploresdegressed in their texts on the nature of
truth and its relation to the imagination.

The aphorisms froriMiHH are a good place to start exploring ideas of tiutBlake’s
text. In linking “Every thing possible to be belidus an image of truth”"NIHH 8) and “Truth
can never be told as to be understood and notleié (MHH 10) to “What is now proved
was once, only imagin’d"MIHH 8) it becomes cleat that in Blake’s text the digion
between truth and imagination is not necessarig@nt; imagination is a necessary step in
the course of reaching new trutfisirning to Ruskin’s views on truth and imaginatame
notices that there are some important paralleBla&e’s stance. Ruskin explains:

The imagination has three totally distinct functoit combines, and by combination

creates new forms; but the secret principle of ¢bimbination has not been shown by

the analysts. Again, it treats or regards bothstimgple images and its own
combinations in peculiar ways; and, thirdly it pegates, analyzes, and reaches truths

by no other faculty discoverabl®iP Vol. 2 pp. 338-39).

The remarkable feature here is the belief thatrtfagination actually is a means of discerning
truth, an idea very much akin to the sentiment tbunBlake. My argument is that this

similarity can be explained through the affinityGothic in both writers, and particularly so

in its relation to ideas on the function of art dhd role of the artist.
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The significance placed by Blake’s text on the imagon in relation to the creative
artist cannot be over emphasised, and the poaticgés the creative manifestation of the
imagination. In Blake’s earlier texts he refersttas ‘the Poetic Genius’ and the word
‘imagination’ was actually not used to any degretl the later prophesies (see Morton
Paley’sThe Development of Blake’s Thougipt 24-29). Los, the character in Blake’s myth
that embodies the idea of the poetic genius, hasveral studies been related to Blake
himself. However, the connection between the chierad Los and the poet-artist in more
universal terms is more interesting than the refatietween Blake and Los.

Los is “the Eternal Poet'Song of Lo8:1) who also is the creator of time and space:

Such are the Spaces called Earth & such its Diroansi

As to that false appearance which appears toethsoner,

As of a Globe rolling thro Voidness, it is a detusof Ulro

The Microscope knows not of this nor the Telescolpey alter

The ratio of the Spectators Organs but leave @bjattouched

For every Space larger than a red Globule of Méoad.

Is visionary: and is created by the Hammer of Los

And every Space smaller than a Globule of Mansdlopens

Into Eternity of which this vegetable Earth is authadow:

The red Globule is the unwearied Sun by Los created

To measure Time and Space to mortal Mdr2Q: 14-24).

Los corresponding to the artist has the importanttion of rising human understanding to a
higher level and can only do so by use of the imatgpn as “All Things Exist in the Human
Imagination” J 69:25). Just as Los iierusalenis the one “Giving a body to Falsehood that
it may be cast off for ever” (12:13), the artishday use of the imagination through poetry
and art provide a means by which to understandnierlying structures of the world, or the
deeper truth of humanity. Modern PainterdRuskin explicates how the imagination is an
indispensable force to the artist:

A powerfully imaginative mind seizes and combinetha same instant, not only two,

but all the important ideas of its poem or pictued while it works with any one of

them, it is at the same instant working with andlifying all in their relations to it,
never loosing sigh of their bearings on each othgethe motion of a snake’s body

goes through all its parts at once, and its valiacts at the same instant in coils that
go contrary waysMP Vol. 2 p. 345).
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The outlook expressed here is doubly interestingliation to Blake, considering his duality
as both poet and painter. In integrating the ichednly of the poem or picture, but also
combining the meaning of image and text into a sgtibentity, Blake’s illuminated poetry
is an exemplary model for the idea of the imagoragxpressed here by Ruskin. The function
of the image-text of also conveying ideas and paeganing becomes an even more
powerful entity in relation to Ruskin’s view of tlmagination. The arbitrary relation between
truth and imagination is also addressed and incthe® there is no complete distinction
between the two in Ruskin’s thought either. Thesestimagination is the organising
principle behind artistic utterance, whether ititb@ainting or poetry, or as in Blake, both
functioning as a complete entity.
Yet, establishing how Blake and Ruskin’s ideashmitnagination are related to their
affinity for Gothic needs careful thought. The ittepcal kinship between Ruskin and
Blake’s stance on the imagination and their oppmsito laws in art places the two writers in
conflict with the neo-classical ideas of Reynoldsleed this is even more apparent when
looking at Ruskin’s view on the connection betwé&eth and imitation together with
Naturalism and comparing them with the idea of atniin propagated by Reynolds in the
DiscoursesA mentioned before, the neo-classicist idea ofatiun is based on the Platonic
ideal. The idealization of the subject material@hted by Reynolds and the neo-classicists
are completely contrary to the Naturalism of Gatlbere there is an
extreme love of truth, prevailing over the sensbeduty, and causing it to take
delight in portraiture of every kind, and to ex@éise various characters of the human
countenance and form, as it did the varieties@fds and the ruggedness of branches
(SovVvol. 2 p. 181).
Reynolds places great importance upon the arasilgy to render ideal beauty in art, and

this is achieved by imitating only the best paftstber renditions. He advocates the view that

art should imitate general forms and not the paldicform of the individual subject matter.
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For instance in “Discourse V” Reynolds states tifatou mean to preserve the most perfect
beautyin its most perfect statgou cannot express the passions, all of whickyre
distortion and deformity, more or less, in the muesutiful faces” (Reynolds V: 35-37).
Blake exclaims in his annotation to this paragréptassion & Expression is Beauty Itself”
(Annotations to Reynold€Wp. 653). In comparing these two different outlookswhat
should be rendered in art it is clear that Blak&sv is a lot closer to the Naturalism in
Gothic, as he allows for the truth needed to repdeticular character in art. This is of course
also a matter of aesthetics and | would argueithabntrasting the neo-classical aesthetic
with Blake’s stance in relation to Ruskin’s theaope finds that both Blake and Ruskin are
advocates for what | will term a Gothic aesthelieat is, their ideas are closely related to
ideas on the function of art and beauty in the heiddjes.

Ruskin makes an important distinction regardinggbssibility for error in his idea on
truth in Naturalism: this occurs when “the lovetrith is too hasty, and seizes on a surface
truth instead of an inner oneS¢VVol. 2 p. 180). The distinction made between tireer and
outer quality of truth is another example of thaleictic relationship between inner and outer
in Gothic explained in chapter one. The expresesidnner qualities in art is another reason
for Blake’s opposition to Reynolds idea that theggans should not be rendered in art; they
are an intrinsic part of human nature. The humam fio all its varieties is in Blake’s text the
most important form of all and “Art can never Exigthout Naked Beauty DisplayedTle
Laocoon CWp. 275). The importance for all the different agpef human character to be
rendered in art will also be discussed on chapteetin relation to Blake’s aesthetic ideas.
Concluding paragraph needed.

A further implication of the element of NaturalissnRuskin’s element of
Grotesqueness: “the tendency to delight in fardastd ludicrous, as well as in sublime

images,” which is “a universal instinct of the Gothmagination” SoVVol. 2 p. 185). In
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Blake it is not so much a delight in the grotesgsdt is an important component in
illustrating all the different facets of human #pial life. Nebuchadnezzdfigure 7) is a good
example of how the grotesque is used to portragléimsement of human life that occurs
when focus on the corporeal has overshadowed thuapaspects of life. In the image
animal features like claws and fur are employedi®yliming the lowering of the human to the
state of animal. This is a manifestation of the igtic relationship between the interior and
exterior in Gothic art and Blake uses it as statdroéthe spiritual in the physicdh Urizen
the use of the grotesque takes on a slightly diffeform; it is the portrayal of the rational
mind, or limiting aspects of human thinking, thatassitates the use of grotesque imagery. In
the images of Urizen this manifests itself in loisked and introverted postures; in his self-
created world of theatio he illustrates the constraint this has put orflaisbility both
mentally and physically through his posturdszen personifies the abhorred rigidity of the
mind criticised in Blake’s text as the result digaal thinking: “Rational truth is not the truth
of Christ but of Pilate” (Anotations to Bacon, C\V. 621).

The element of Rigidity in Ruskin’s Gothic is nbgetlimiting, passive, and rigid ideas
of Urizenenic law, but Ruskin stresses that by @Rigihe means

not merely stable, buctiverigidity; the peculiar energy which gives tension t

movement, and stiffness to resistance, which mtidesgercest lightening forked

rather than curved, and the stoutest oak-branchlangther than bending, and is as

much seen in the quivering lance as in the glitteof the icicle $oVVol. 2 pp. 185-

86).
One could of course debate whether the qualityd byeRuskin to describe an inner force or
energy at work in Gothic architectural structures|ly can be transferred from the three-
dimensional art of architecture to literature amel two-dimensional art of illumination.
However, Ruskin’s continual insistence on the catina between what he calls ‘the moral

elements’ and their physical manifestation in adcemmodates the relevance of the

ideological implications of Rigidity.
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In using the term, then, as metaphysical conceptedisas a physical feature, Rigidity
is particularly noticeable in the postures of Blakiggures. The muscular tone of Blake’s
figures adds to the feeling of their inner eneyyl the possibility of movement is forever
present in the physique of many of his characesgecially Orc in thAmericadesigns (see
figure 8), and the figure on the title pagauifton. In Orc, Rigidity represents another aspect
of the potential for change, or Changefulnessectifig unrealized potential in revolutionary
energy.

Contrasting the images of Urizen with the rendegiafjOrc, who embodies active
Rigidity, | would argue that Orc represents thehowvhile Urizen represents the ideals of
neo-classicism that Blake protests against. Lassis significant here, and his craft as
blacksmith can also be related to Rigidity. Thergn®f the blows involved in hammering
out the world as he does and the result this preglaad the process itself also manifests itself
in the poetry.

The last element of Gothic, Redundance, definéthasuncalculating bestowal of the
wealth of its labour” $oVVol. 2, p. 189), is quite interesting in relation to Blake&vork.

Ruskin further describes it as

a magnificent enthusiasm, which feels as if it mexaild do enough to reach the

fullness of its ideal; an unselfish sacrifice, whigould rather cast fruitless labours

before the altar than stand idle in the market; &ndlly, a profound sympathy with

the fullness and wealth of the material universing out of that Naturalism whose

operation we have already endeavoured to defs@AVol. 2, p. 189).

The enthusiasm here described has already bedmetugon in the discussion of
Changefulness, and | believe that it is closelynemted to this idea. In relation to Blake’s text
it is difficult to distinguish what relates to onethe other. One could distinguish Redundance
as referring to the stylistic changes Blake appledifferent copies of his illuminated poetry,

comparing for instance early and late version§te Songs of Innocence and Experience

(figures 9 - 12) and to the ornamental qualityoms of his designs. | would argue against
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such a division as this would not only diminish iimportance of these traits, but also is a
fundamental misconception of Ruskin’s idea thatdifierent elements of Gothic are moral,
referring to interiority and attitude as much asttge. It is indeed an embodiment of Blake’s
idea that “ Exuberance is BeautyfldH 10). | will instead argue that Redundance in Blike
closely connected with Changefulness and Naturakgnich is quite fitting considering the
interconnected nature of images and words, truthimagination, and craft and poetry.
Moreover, it is not only Redundance that is integthwith the other elements of
Gothic. As we have seen, this applies in the @tafiom Savageness to Changefulness and
further into Naturalism, which in Blake also engaalspects of Grotesqueness, which in turn
connects to Rigidity, with its connection backhe tspects of energy in Changefulness. This
string of connection between the different elemehiSothic and the connection between
their manifestations in Blake’s text becomes yeith@r emphasis on the interconnected
nature of Gothic. Thus, in venturing to establisak®’s adaptation of Gothic through
Ruskin’s theory it is evident that Blake, in morays than one, reflects the Ruskin’s elements
of Gothic. On one hand, Blake embodies the ideth®imedieval craftsman as he is the
visionary, the poet, the printer, and the publigifdris own work; there is no part of the
creative process, from invention to final executiontouched by his imaginative faculties.
On the other, the nature of Blake’s text in its éags on interconnectedness of image-word
relation, mythic characters and poetic ideas, Aagpaairamount importance of the function of
poetry as a means of deeper understanding retathe tdea of Gothic as both form and

power and life.
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! Capitalization will be used throughout to distifgjuthese as Ruskin’s terms from other uses o&thesds.

2 For an even more detailed description of Blake&huds of engraving see Raymond Listéernal Methods;
A Study of William Blake’s Art Techniquésndon, G. Bell & Sons Ltd, 1975 and Anthony Bliihe Art of
William Blake London, Oxford University Press, 195f. 44-46.

% For a broader discussion on this see Jerome JaNtGrhe Aim of Blake’s Prophesies” Blake’s Sublime
Allegory, Eds. Stuart Curran and Joseph Anthony Wittrelch Madison, Wisconsin, The University of
Wisconsin Press, 1973

* Ruskin classes the element of Changefulnessérstiools of Gothic architecture as diseased lbzhange.
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Chapter 3:
The Aesthetic Ideas of Blake and Ruskin

Sad task and hard, for how shall | relate

To human sense th'invisible exploits

Of warring Spirits; how without remorse

The ruin of so many glorious once

And perfect while they stood; how last unfould
The secrets of another world, perhaps

Not lawful to reveal? yet for thy good

This is dispenc’t, and what surmounts the reach
Of human sense, | shall delineate so,

By lik'ning spiritual to corporal forms,

As may express them best, though what if Earth
Be but the shadow of Heav’'n, and things therein
Each to other like, more then on earth is thought?

Paradise Losty 563-576

In chapter one | stated that | will view all of B&s production as one body of work,
including his prose. Since my argument is that Blaladaptation of Gothic goes a lot deeper
than just a borrowing of images, but is also fouhheGothic concepts and ideas it is
necessary to examine how this can be traced throisgheoretical ideas. Blake’s aesthetic
views show an especially close affinity with idéasnedieval Gothic art, as does Ruskin’s
theory of beauty, which again will prove usefuleaseans of elucidating concepts in Blake’s
text. The continued comparison with Ruskin’s adstitbeory alongside his definition of
Gothic will serve to elucidate the connection besw8lake and Ruskin’s aesthetic views and
Gothic art. One concern in this chapter is to disduwow Blake’s early work, as an apprentice
to Basire and working for the Society of Antiquarienfluenced his aesthetic views, the
argument being that his artistic practice, his th8cal and poetic ideas, and his adaptation of
images from Gothic art in his own designs are ediply vested in this early work with
Gothic.

Testimony on the importance of the early work atekB's stance on the development
of style can be found by looking to tBescriptive Cataloguéo his 1809 exhibition where

Blake included a version dhe Penance of Jane Shdfigure 13} with the following text:
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“This Drawing was done over Thirty Years ago, anavps to the Author, and he thinks will
prove to any discerning eye, that the productidreuo youth and of our maturer age are
equal in all essential pointsC{Vp. 550)* The importance Blake places on his early work by
giving such a statement is also of value to thigccas it affirms the difficulty of separating
one part of the text from another. Blake’s prosetpy, and images are all important
constituents in the discussion of his aesthetiasgand starting with a closer look at some of
Blake’s images from Westminster Abbey together witine of his early independent work
will shed some light on the matter.

Already in the engravings done from Westminster é&ypBlake’s preference for a
clear and precise outline is noticeable. Theredsrtain serenity of form in Blake’s copying
of these Gothic monuments; by using calm and umdist light as well as a steady subtle
line he captures the ethereal quality of the stattransposing their function as spiritual
images of the dead from their three-dimensionatspathe cathedral to the two-dimensional
medium of the page. This quality is an importamisgnce in Blake’s own designs and it
embodies the idea of the transcendental naturg.dhahe image of Queen Eleanor (figures
15 and 16) this is noticeable if one comparestih \&iphotograph of the effigy (figure 17).
One can observe, especially in the facial featafélse statuary, what can be described as an
emphasis on linearity and a simplification of detadt in the sense of lacking detail, but in
the clarity of it, which communicates the functiointhe monument better than any
photograph ever could. My argument is that thigisy of detail and focus on linearity, as an
influence from the visual impression of Gothic &tsomething he carries into his later
images as well as his aesthetic theory.

In comparing the Westminster Abbey drawings, wiiledke sketched and drew
several of the royal effigies, with subsequent wibikre is clear evidence of the stylistic

inheritance from Gothic art, particularly in thg@resentation of the human figure. The

32



characteristic linear and elongated figures in mxali Gothic are adopted by Blake in his own
art, of which the early imagehe Penance of Jane Shdfigure 13) is an example. Here there
is a resemblance in both costume and posture hétleffigies from Westminster Abbey, a
similarity also carried into th€helimages. In the title page (figure 14) Thel stardthe
right in a posture resembling the posture of Jaféhe Penance of Jane Showéhile the
drapery of Thel's dress is formed in the likenels&othic statuary (compare figure 14 and
157?). The significance of this trait works on tweéls. Firstly, the use of this kind of drapery
in theTheldesign situates the text outside physical timeaftusion to the drapery of Gothic
effigies, the images of people ascended to a difterealm, adds to the universal significance
of the poetry as prophesy situated outside timespade. Secondly, by doing so it also
emphasises the timelessness and universality @salft a trait which in turn can be viewed
as a sign of revivalism “asserting the timelessagigmatic authority of the aesthetic form”
(Argan quoted in Duncan note 13his idea of the timelessness of art is sometHhiagdan
be traced also in Blake, and it manifests itsetiigwview on imagination and spirituality in
art, which again relates to ideas on perception.

Both Blake and Ruskin advocate a view that plaeesgption in close alliance with
the divine, though with quite different religiouadis of course. They both share the idea that
the senses can open up to an understanding duspiand divine truth. The importance of
sensory perception in relation to art as a spirgndty is present in both, and this idea can be
traced back to the beginning of medieval Gothicespecially the ideas of Abbot Suger of St.
Denis. Suger championed the use of elaborate demoand the opening up the dark space of
the old Carolingian basilica into the space of whtdr evolved into the great Gothic
cathedrals. His views were founded on the beliaf the interior of the church should reflect
the glory of God. This could be achieved througécHc distribution and representation of

light, which also effected the impression of spiacthe interior of the church. Another means
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of reflecting the divinity of God was the use adl@brate decoration, rich colours, gold, and
gems in the interior. Suger believed that all tHes¢ures would guide the mind in devotional
meditation, and could raise spiritual awareneghernviewer.

The focus developing in the Gothic era on the dliyiaf all things grows out of a
more personal sense of worship, as emphasis shifedthe communal to the individual
spiritual experience. The increased use of perdesalters and Books of Hours is one
element that testifies to this charijehe relation between this concept and Blake’s waitk
be discussed in chapter four, where | will exanfiow his illuminated poetry facilitates a
spiritual and meditative process; a process deegsted in the interplay between word and
image aided by the visual splendour of the pagas the idea of beauty has specific spiritual
implications in Blake’s text.

In Blake’s myth beauty is as a concept relatedhéorépresentation of energy,
imagination, and sensory perception which assxiateith the land of Beulah. Damon
defines Beulah as “the realm of the Subconsciaus the source of poetic inspiration and of
dreams,” further stating that “Blake placed Bewahan intermediary between Eternity and
Ulro (this world of matter)” Dictionary pp. 42-43). This links it to the character of Lthge
eternal poet, as well as any concept or charauétiig representative of the creative and
limitless. Ideas of beauty and their implicationdBiake’s text, then, facilitate an aesthetic
view based on metaphysical concepts. The factRhakin’s theory of beauty is vested in
these kinds of ideas makes it especially suitaidedmparison with Blake’s stance, and also
affiliates it with ideas of beauty in medieval Giothrt. Ruskin’s bifurcated theory of beauty
can be linked to similar notions in medieval idesast where “the contrast between external
and internal beauty was a recurrent theme” (E&).pAnother factor that relates Blake’s
aesthetic ideas to medieval ideas is the struciunés writings, or perhaps more fittingly

referred to as the lack of structure and divisietwteen his aesthetic views, his ideas on
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artistic techniques, and his poetry. All of thespexts are entangled in much of his writing;
consider for instance the references to craft araginative creation in his poetry and the
poetic nature of the languageArDescriptive CataloguandA Vision of the Last Judgment
Blake’s aesthetic ideas are a puzzle where thepiae scattered throughout the range of his
production, and there is no division between idehexecution, which arguably is one of the
overarching principles that connect Blake to medli€othic art.

The idea that the physical world reflects anotheare spiritual reality is one of the
most important bases for Blake’s aesthetic viewstae comprehension of beauty has an
important premise: “Knowledge of Ideal Beauty istlobe Acquired It is Born with us
Innate Ideas. are in Every Man Born with himMXhfiotations to Reynolds, CpV648). The
idea is that beauty is something universally presethe human mind and thereby an eternal
principle. Traces of a similar notion can be fouméuskin’s theory when he separates what
he calls the theoretic form the imaginative facudtiyd makes the interesting move of placing
the concept and our understanding of beauty untiat te calls the ‘theoretic faculty’, not
the imagination. He states that the theoretic tsicul

is concerned with the moral perception and apptieciaf idea of beauty. And the

error respecting it is the considering and callirapsthetic, degrading it to a mere

operation of sense, or perhaps worse, of custoitinagdhe arts which appeal to it sink
into a mere amusement, ministers to morbid seits#si| ticklers and fanners of the

souls sleepNIP Vol. 2 p. 200).

This view also opposes that of Reynolds, who bebewat ideas of beauty can be taught,
which is what Blake reacts against in the aboveajiom. To Ruskin the imaginative faculty
is where “the mind exercises in a certain modesgarding or combining the ideas it has
received from external nature, and the operatiémghach become in their turn objects of the
theoretic faculty to other mindsMP Vol. 2 p. 200). The division made by Ruskin betwee

the theoretic and imaginative faculties is somevehaidds with Blake’s notion. To Blake

intellect and the imagination are interconnecteaifzes, and his view on Lockean doctrine

35



testifies to this. Blake’s idea that ideas of bgare innate places him close to medieval
philosophy, where the idea of Divine creation dtla¢ human faculties is the normative

view; in medieval philosophy beauty is related &rhony and to the central will of God as
the creator of all things. As we shall see, dedpiiskin’s divided idea of the faculties
discerning ideas of beauty his theory is closelynsxted with medieval notions that beauty is
connected with divinity.

Ruskin divides beauty into two main categories:i¢gpBeauty, which is concerned
with visual manifestations, and Vital Beafjtwhich is concerned with the emotional states
and their expression (Landow pp. 85-86). Typicalgg is again divided into six categories,
all are visual embodiments of divinity: Infinityr ®@ivine Incomprehensiveness, Unity, or
Divine Comprehensiveness, Repose, or Divine Perntané&ymmetry, or Divine Justice,
Purity, or Divine Energy, and Moderation, or Goveent by Law. The spiritual emphasis
Ruskin gives the different categories makes thatpmpiite clearly that the beautiful is to be
considered as a gift from God and as an emanatitredivine in the physical world.

Although all of Ruskin’s categories have interegtimplications in relation to Blake’s
ideas, not all of them are particularly relevanthte discussion here. Ruskin’s idea of Unity is
somewhat at odds with his views on the positiveatspof Changefulness in Gothic. Ruskin’s
thoughts on Repose show a certain religious vidatee to the eternal nature of the creator,
but although this forms an interesting dialectiBtake’s conflicted ideas of divine and
malign creation it constitutes a digression form iiain discussion. The aspect of Symmetry
is mainly described in ideas of symmetrical oppssih design, and as such not of particular
importance in a discussion focused around the adgcdl aspects of beauty. Ruskin’s idea of
Moderation is clearly deeply connected with Vicéorideas on morality; he calls it “the
girdle and safeguard” of the other aspects of Taijzauty MP Vol. 2 p. 275), an idea that

is very much at odds with the view given in Blake&ggt with statements such as “Those who
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restrain desire, do so because theirs is weak éntouge restrainedMHH 5) and
“Exuberance is BeautyMHH 10). | will therefore focus on the categoriesmdirity and
Purity as these are the ones that resonate mostdmately with both Blake’s stance and ideas
in medieval Gothic art.

The idea that art inheres the ability of “displaythe infinite which was hid"NJHH
14) also finds expression in Blake’s pro§ke importance of infinity and its expression it ar
is of paramount concern in all of Blake’s text, andhade particularly explicit in his views on
the importance of linearity in art. There are twportant aspects in relation to the
significance Blake gives linearity. On the one haBldke emphasises the need for a clear and
precise outline, and this is manifested in sevaspkcts of his work. His choice of engraving
technique, where he prefers line engraving as aggptusthe technique of using dots and
lozenges, is one example. Another is his idea eruie of colour: “Colouring does not
depend on where the Colours are put, but on wiheréghts or darks are put, and all depends
on Form or Outline. On where that is put; wherd tharong, the Colouring never can be
right” (DC, CW pp. 529-530). The importance of the line is alsdedded in Blake’s poetic
conceptions and is mythologized in the Urizen-Lahotomy, which will be discussed in
chapter four, and the idea of the line of rectitUsMat is it that distinguishes honesty from
knavery, but the hard and wirey line of rectitude aertainty in the actions and intentions”
(DC, CWp. 550). The importance of linearity in art, themnot only a stylistic concern for
Blake, but also has deeper ideological implications

The significance of linearity in Blake becomes ewsre apparent when he
emphasises the possibility embodied in the linespwhks of “the bounding line and its
infinite inflexions and movementsDC, CW p. 550). The element of potential rests in the use
of the word ‘bounding’, and Raymond Lister pointg a@s double meaning:

The word ‘bounding’ has two distinct meanings, &dd not think that there is much
doubt that Blake’s use of it embraced both. Th& fineaning is here more apparent; to
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guote Webster'dlew International DictionaryThird Edition, it is ‘the external or

limiting line of an object, space or area’. Thew®t meaning, although not so

apparent in Blake’s context, provides a vivid dggimn of the quality of Blake’s

linear compositions: ‘a leap or spring usually madsily or lightly’ (p.10).

| agree that this is a likely interpretation ofiB&’s use of the word as it embodies the duality
which is so characteristic of his thought, and loarviewed as a reflection of the idea from
Ruskin’s definition of Gothic on the connectionween internal and external qualities;
outline has a stylistic aspect, namely to deterrfone, and an inner quality which is its
infinite possibilities. An example where this idsasisualized can be found in plate 32 of
Jerusalem(figure 18) where the leaping figure to the faghti fittingly posed over the form of
a Gothic cathedral, embodies the leaping facet@bbunding line, while the veiled form on
the left, usually identified as Vala (ErdmBlaminated Blakep. 325), posed near the dome of
a classical church, represents the limiting aspEtlthearity. Both aspects are needed, of
course, and equally important to Blake becausehawit contraries is no progressiotiKiH

3).

The linearity of Blake’s art has very strong asatons with medieval Gothic art, a
resemblance pointed out by Nikolaus Pevsner whespbaks of Blake’s flaming line (pp.
128- 156). The importance Blake places on outlarelme attributed to his adaptation of
Gothic, which of course does imply a certain adathéew; “The great and golden rule of art,
as well as of life, is this: That the more distjrsftarp and wirey the bounding line, the more
perfect the work of art”"lPC, CWp. 550). To Blake the importance of outline igymptom of
the importance he gives clarity and the specifigiclv will be discussed at greater length
later, but it is also related to the idea of ars@asething transcendent which functions as a
gateway into the realm of the spiritual. The ideat @artistic technique is connected to the

ideology of art is a view also found in Ruskin, amdiewing Blake’s propagation of linearity

in art through Ruskin’s theory of Typical Beautyedinds an interesting dialectic.
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Ruskin discusses line as a reflection of infindly Divine Incomprehensiveness. He
further describes the beauty of lines in the follmyynanner:

| assert positively, and have no fear of being &blerove, that a curve of any kind is

more beautiful than a right line, | leave it to tieader to accept or not, as he pleases,

that the reason of its agreeableness, which isrtheone | can at all trace, namely that

every curve divides itself infinitely by its charsgef direction MP p. 237).
Ruskin’s idea that the lines are a reflection dihity, and thus an expression of divinity is an
important stance in his theory and testifies tortbeon discussed earlier that art is timeless.
Ruskin’s ‘divine’ is arguably the same as Blakergihite’ which means that the implications
of the curved or flaming line is one of reflectitige metaphysical. Outline is the only way of
conveying the necessary clarity and art has tddse precise and definite in order to “reveal
the infinite which was hid”"NIHH 14), or as expressedJderusalem

| rest not form my great task!

To open Eternal Worlds, to open the immortal Eyes

Of man inwards into the Worlds of Thought: int@ ity

Ever expanding in the Bosom of God. the Human Insgpn J 5:17-20)
A clear and precise outline is thus a further nsezfrrevealing deeper spiritual truth which to
Blake is the great task of the artist: “in Eterrtitg Four Arts: Poetry, Painting, Music, / And
Architecture which is Science: are the Four Fadddam” (M 27: 55-56). The importance for
precise outline for Blake can thus be related soskance on the purpose of art and the
function of the artist. The artist is a prophet aedr of divine truth and precise and firm
outline is an artistic tool for — as well as an eahiiment of — this view. In Blake’s view there
is no division between artistic techniques andstctideas, no separation between the stylistic
and the ideological; the two are different aspetthe same idea.

Blake uses the line to achieve the ethereal quialitgid in many of his figures, which
associates them with images in medieval Englishtpaj where there is “an unconcern with

the solid body and a watchful interest in the tifdine instead” (Pevsner pp. 135-36). Blake

thus relates the idea of the ‘bounding line’ to l@ots “Living Form” and “Living Form is
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Eternal Existence’@n Virgil, CWp. 270). Blake’s stress on the vitality of lindaiin art also
implies a somewhat organic view, where it is the lihat gives life to the form. This
importance of the organic aspect of line is stre@gs@n more fervently by Ruskin: “The eye
is fed in natural forms with a grace of curvatut@at no hand or instrument can follow”
(MP Vol. 2 p. 237). The problem of the artist’s indyito reproduce in art the refinement of
form found in nature does not exist in Blake’s thlou He asserts that “All Forms are Perfect
in the Poets Mind. but these are not Abstracteddmmpounded from Nature, but are from
Imagination” Annotations to Reynold€Wp. 648), an idea that relates to the importance he
places on the imagination and not nature as theesdar artistic expression as discussed in
the previous chapter (in Ruskin’s view the imagorais applied after the impressions from
nature have entered the mind of the artist).

Ruskin’s idea of ‘truth to nature’ also affects tiiew on gradation, which is another
reflection of infinity: “what curvature is to linegradation is to shades and colours. thexe
[sic] infinity, and divides them into and infiniteumber of degreesMP Vol. 2 p. 238).

Nature is the unattainable ideal to which the tactés only hope to achieve some closeness:
“nearly all the gradations found in nature aredatige [sic] and between degrees of tint so
slightly separated, that no human hand can in @sg ®qual, or do anything more than
suggest the idea of themVIP Vol. 2 p. 238). Blake on the other hand suggdwssit is the
imagination that is the source for the best colggirflmagination only can furnish us with
colouring appropriate’MC, CWp. 545). This difference in outlook is interestemgd sheds
some new light on the relation between truth analgimation discussed in the previous
chapter.

Even though both writers share the idea that ttagination is related to truth, there is
an important difference in what function the imagian has in relation to the sensory

perception of nature, which in turn comes down kakB and Ruskin’s different views on
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nature itself. Blake and Ruskin’s ideas convergg@notion that nature embodies qualities
beyond the physical, but to Ruskin nature is angivdreation and for that reason it cannot be
surpassed in art by the human artist. To Blakéherother hand, “the Human Imagination:
which is the Divine Vision & Fruition / In which Mualiveth eternally” M 32: 19), is the
supreme manifestation of divinity. Blake’s view thall Things Exist in the Human
Imagination” J 69:25) means that as long as the source for grgcasf artistic creation
comes form the imagination it will be closer toidev truth than nature ever could.

Blake does however share Ruskin’s sentiment tHatidog is a question of gradation
but again proclaims the superior importance of fdi@olouring does not depend on where
the Colours are put, but on where the lights anisdare put, and all depends on Form or
Outline. On where that is put; where that is wrahg, Colouring never can be righDC,
CWpp. 529-530). Blake’s illuminated books, and matairly The Songs of Innocence and
Experienceare a good example of how colour is added asamsef adding to the sensuous
visual impression of the page without necessaalyiig any symbolic significance. Compare
for instance two different editions of “the Divitrmage” (figure 9 and 10), where one has a
range of colour in the watercolour-wash while ieisompletely absent in the other, and as
mentioned in chapter two this also exemplifieselement of Redundance where decoration
does not necessarily have to add meaning to thelbdesign, besides the ideological
implication the trait in itself inheres. Blake'saate that form is the paramount principle in art
is very close to the practice of medieval Gothiosdrere the importance of form prevails
over colour as the determining principle. The mebling example of this is of course the
stained glass windows of medieval Gothic churcimescathedrals where there is a very
determined form that the colouring has to be fill@d, but also in medieval painting the

prevalence of form, with a strong linear thrusthis norm. | would argue that this trait is
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something that Blake adopts from his work with Go#rt, and his cry for clarity in relation
to the outline is an example of how this influenbéslaesthetic views.

Blake’s opinion on chiaroscuro is a testimony t® ¢ibseness to the mode of
colouring in Gothic art. Blake opposes “that infdrmachine, called Chiaro Oscur®,
CWp. 547), which in his view produces a generaliaffgct that blurs meaning and
imaginative thought in art. On the colouring of Wenetian painters he says: “Colouring
formed upon these Principles is destructive ofsktlbecause it takes away the possibility of
Variety & only promotes Harmony or Blending of Cote one into anotherApnotations to
ReynoldsCWp. 661).The darkness produced by the effect of chiarossucontrary to
everything Blake proclaims art should be. In pamtich as Rubens the result is that even
“though the original conception was fire and aniorathe loads it with hellish brownness,
and blocks up all the gates of light, except oné, that one he closes with iron barBG,
CWp. 547). The importance and purity of colour, theeo rests on the use of light. This
notion is also explicitly expressed in Ruskin’sdahge

And again in color. | imagine that the quality bivhich we term purity is dependant

on the full energizing of the rays that composw®itereof if in compound hues any are

overpowered and killed by the rest, so as to beofalue nor operation, foulness is
the consequence; while so long as all act togettezther side by side, or from
pigments seen one through the other, so thataltdtoring matter employed comes

into play in the harmony desired, and none be dueshaor killed, purity result$vP
p. 270).

The stress put by both Blake and Ruskin on the rtapoe of clarity is, as mentioned above,
vested in a certain ideology and philosophy oméiith forms the background for their view.
This ideological view also permeates Blake and Ruskiews on light in art and the
importance of clarity also is as a strong forcesher

Ruskin relates the use of colour to the representat light when he says: “On the
right gradation or focussing of light and color dagds in great measure, the value of both”

(MP p. 239). The importance of colour in the reprederaof light then, is an intersecting
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point in Blake’s and Ruskin’s theory, and emphasigight is of course also one of the most
important attributes of Gothic art. It can be adjtigat the ideas of Blake and Ruskin in this
area partly are a result of their affinity for Giatlart. The significance of light to the idea of
clarity and purity in the theories of both RuskidaBlake is closely related to medieval
Gothic notions of light as something spiritual. §becomes evident in examining Ruskin’s
notion of light in relation to ideas in medievaltBic art and to Blake’s stance.

In his theory of Typical Beauty Ruskin discussgbtimainly as a representation of
purity, or what he calls Divine Energy, and mospartantly light is a sacred symbol. He
makes an important distinction, however, in distuysthe beauty of light since “it is natl
light, but light possessing the universal qualibébeauty, diffused or infinite rather than in
points, tranquil, not startling and variable, puret sullied or oppressed, which is indeed
pleasant and perfectly typical of the Divine natidP Vol. 2, p. 266). In relation to the
beauty of light we also return to the idea of iitfiras an important aspect, but the aspect of
purity entails more specific connotations of dityrbecause: “With the idea of purity comes
that of spirituality, for the essential characticisf matter is its inertia, whence by adding to
its purity or energy, we may in some measure sgilite matter itself”’IP p. 271).

With the idea that light represents somethingtsgil the connection between
Ruskin’s theory and ideas of light in medieval Go#rt reaches an even more striking point.
The first resemblance with the medieval notionrbisathe idea that the beautiful, by being
present in art, facilitates a spiritualization lofgs present in the physical world. This idea of
spirituality in matter is also related to the medieway of representing light in pictorial art:
“In the world of medieval images, light is imman&mthe world of things that reach the eye
of the beholder as sources of their own luminogibgwis p. 9).The idea of light being
present in all things can be ascribed to a ladkcantific knowledge of the nature of light,

but in this context it is far more interesting iew this idea as a manifestation of medieval
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religious belief, which acknowledged light as bemgepresentation of divinity and purity in
the physical world. The medieval habit of represgnlight as an innate quality in the
different elements of the art image can also beetkas an extension of the medieval
allegorical mode of representation, a way of fuitigg in the image itself, a sense of the
Divine presence. “ ‘Materialia lumina, sive quadunaliter in caelestibus spatiis ordinate
sunt, sive quae in terries humano artificio effitier, imagines sunt intelligibilium luminum,
super omnia ipsius verae lucis’ (‘'The material tgghboth those which are disposed by nature
in the spaces of the heavens and those which adeiped on earth by human artifice, are
images of the intelligible lights, and above altloé True Light Itself’)” (John the Scot quoted
in Panofsky p. 165). The focus developing in théht&oera on the divinity of all things grows
out of the more personal sense of worship andals plays a significant role in the
representation of light in medieval art. This idspecially applies to the special effect of
light produced by the stained glass windows of @othurches and cathedrals, where the
outside light, the actual divine light, emanatesrfrthe images, projecting their divine and
spiritual content into the interior space whichritliecomes something more than a physical
space; it is given new meaning being elevatedsptotual space.

Blake’s rendering of light comes very close to thedieval Gothic representation of
it, as he rarely uses shadows or external lightcgsuin his images. Blake’s notion of light,
and the importance of it, is concerned with thedrfee light in order to see clearly; this he
expresses when he dismisses the chiaroscuro of mdheers such as Rembrandt and
Coreggio, and on the other hand Blake’s concerh light is on a metaphysical level; as a
symbol for imagination, clarity of vision, and spial energy. The notion of light as a
spiritual entity is expressed clearly by Blake aspages from botilton andJerusalem

Every thing in Eternity shines by its own Interhight (M 10: 16).

And:
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In Great Eternity, every particular Form gives foand Emanates

Its own peculiar Light, & the Form is the Divinasibn

And the Light is his Garment. This is Jerusalemavery Man J 54: 1-3).
Here the medieval manner of representing lighgxgsained above, is moved into the realm
of the metaphysical; light is a symbolic represgateof Divine vision, which in Blake’s
system of ideas is an attribute of the imaginatiod thus also the true poet. It represents the
purity achieved when the divided state of the warid man is united again in its purest form.

The idea of purity can thus be connected to thmmance of the human form in
Blake’s text which is the ultimate representatibb@auty in art. Proclamations such as
“Passion and Expression is beauty itsefhotations to Reynold€Wp. 653) and “Art can
never exist without naked Beauty displayeth¢ LaocoonCWp. 275) are embodiments of
his view on beauty where the human form divindnesdentral idea. The idea that light is the
garment expresses that it is the spiritual nontlhe made that is appropriate to render in art,
and thus also emphasises the idea of the prelapgdauiman formThese statements embody
the belief that it is the human form that is thamsource for beauty in art, in addition to
stressing that it is the connection between therigualities and outer form that produces
beauty. The relation between inner qualities amohfoecome even clearer when one
considers Blake’s view on ugliness: “what is trulgly; the incapability of intellect’C,
CWp. 545). This idea is allegorizedNebuchadnezzgfigure 7) and, as discussed in chapter
two, the animal- like features of claws and furresgnt the debased intellect. Interestingly
this state has come about as a result of overiedalgof the senses. As explained earlier
sense perception can serve as a means to spattligthtenment, but the state envisioned in
theNebuchadnezzamage is the negative aspect of sensuality andeBta&kes an important
distinction between the gluttonous tendency enmesibin the image and the enjoyment of

sensory perception related to spiritual growth.
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The example oNebuchadnezzalso proves useful in a comparison between Blake
and Ruskin’s notion of the physical expressiorhefinterior human state. Ruskin attacks the
neoclassic mode of representing subject mattent iacaording to the Platonic ideal
proclaiming that they are “wholly losing sight ohat seems to me the most important branch
of the inquiry, namely, the influence of good and ef the mind upon the bodily shape, the
wreck of the mind itself, and the modes by whichmaey conceive of its restorationMP
Vol. 2 p. 304). The Grotesqueness of the human fsra result of a debased intellect
becomes an important contrast to the beauty dfitinean figure in its eternal form where it is
spiritual beauty which is rendered. Even thougtkBknudes are undoubtedly classical in
form they are not renderings of a universal idearoideal human form; in Blake ideal beauty
is a means of visualising the internal. Ruskin gu&at emphasis on the right moral feelings
as being a positive influence on the human formitmieauty. Feelings explicated as wrong
in this respect are listed by Ruskin as for insteselfishness and anger which are improper
because they overpower reason. Sensuality is olotded because it overgrows and chokes
reason, which also Ruskin uses Nebuchadnezzarasaample of. Neither agitation, fear,
cunning nor deceit is included in the right moelings. Ruskin’s view on the beauty
produced by the proper moral feelings differs fdlake’s idea of “Passion & Expression” as
beautiful regardless of what moral feelings lieibdhsince, as mentioned above, the only
instance Blake gives as being truly ugly is theeabe of intellect. Even if Blake and Ruskin
differ in the view of which human emotions can basidered as adding beauty to the human
form, their ideas are congruent in the overalldfeh the importance of portraying the
influence of the “intellectual powers upon the teas” and expressing “energy and intensity”
(MP Vol. 2 pp.304-5).

The significance given to the interior qualitiesloé human figure and their aesthetic

importance in the ideas of both Blake and Ruslgo &ads to their unified view on the
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importance of particularity in art. “Ruskin’s reig, for example, supports an aspect of his
philosophy of beauty when he derives the charatieriomantic demand for particularity and
detail in art from his own belief in man’s falletate” (Landow p. 168).The importance of the
particular is especially related to the renderihgwman character, which is an echo of
Ruskin’s element of Naturalism in Gothic. Ruskiridees that

The love of the human race is increased by thdividual differences, and the unity

of the creature, as before we saw all unity, maatéept by each having something to

bestow and receive, bound to the rest by a thougamous necessities and various
gratitudes, humility in each rejoicing to admirehiis fellow that which he finds not in
himself, and each being in some respect the congrleof his race. Therefore, in
investing the signs of the ideal or perfect humanite must not presume the

singleness of that typ&IP Vol. 2 p. 308).

This is an interesting outlook on the necessityiridividuality and the expression of

particular character in art, which lifts Ruskinfgebry of the Vital Beauty in man beyond the
realm of aesthetics and places it in a socio-caillttontext. Based on this trait on Ruskin’s
aesthetic theories, and the importance he givasgithlity one could argue that his views in
Modern Paintersare closely connected with his views on Gothicarain ideal. Ruskin’s

view on the socio-cultural importance of art baththe artist and the viewer/reader share the
ideological basis with the element of Savagenebg;hwis, as discussed in chapter two, the
cornerstone for the structure of the other elemeh@othic, and his idea of Vital Beauty in
man as a manifestation of rendering the partictiats delighting in “portraiture of every

kind” (Stones of Venicéol. 2 p. 181).

Blake firmly believes in the necessity of rendenpagticular character, and this view
is based on his view on truth. To Blake the paldicis the true, and truth is never general:
“To Generalize is to be an IdiotA@inotations to Reynold€W p. 641) and “All Knowledge
is Particular” Annotations to Reynold€Wp. 648). Ruskin expresses similar sentiments

when he says that “it is the distinctiveness, hetuniversality of the truth, which renders it

important” MP Vol. 1 p. 127). The idea of Blake and Ruskin wilgards to expressing the
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particular in art can be related to the mode ofesgntation developed in the transition from
the medieval Romanesque to the Gothic period, wieréess stylized rendering of for
instance the Christ figure is closely related @ leed for more explicit imagery in order to
make art more immediate to the viewer.

The emphasis on the specific human experience @igeoparticular is also related to
Blake’s idea of the Sublime: “Singular & Particuletail is the Foundation of the Sublime”
(Annotations to Reynold€Wp. 647). Blake also states that “Without Minutealihess of
Execution the Sublime cannot Exist! Grandeur oa&lis founded on Precision of Ideas
(Annotations to Reynold€W p.646). This view is undoubtedly influenced by bors’
ideas of the Sublime which gives several sourcesublimity “the first and most important is
power to conceive great thoughts,” and “the sedsmstiong and inspired emotionL1
Sublimity Nortonp. 140). Blake’s view on the importance of enesgyg imagination
certainly accommodates a Longinian view of the Bul It also explains his antipathy
towards some of the ideas in Edmund BurkeBhilosophical Enquiry into the Origin of Our
Ideas of the Sublime and Beautjfalmilestone in the theoretical development ofS8hblime.
One major gulf between Blake and Burke’s ideasmigevhat the sources of the sublime are.
Burke asserts that the Sublime is related to fepam and death:

Whatever is fitted to excite the ideas of pain, dadger, that is to say, whatever is in

any sort terrible, or is conversant about terrdigects, or operates in a manner

analogous to terror, is a source of silime that is, it is productive of the strongest

emotion which the mind is capable of feeling (Byikertonp. 549).

To Blake pain and terror in the sense discussdslunke are related to the corporeal, or the
sleep of Ulro, which is only a transitory stateeWpiritual state of man is not affected by
such emotions. Blake is thus closer to Longinusaithat “some emotions, such as pity, grief,
and fear, are found divorced from sublimity andwétlow effect,” and “the orator must not

have low or ignoble thoughtsNertonp. 140). Longinus’ view can be related to the idea

expressed by Ruskin with regards to the right mi@elings elevating the beauty of the
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human form, whether or not Ruskin was directlyuaficed by this thought or not is hard to
say, but there certainly is a similar ideologicasis; Ruskin’s idea of the positive influence of
the right moral feelings parallel Longinus idealod possibility the nobility of the orators
thoughts have of conveying sublimity. The Longinfacus on the orator as the mediator of
sublimity can also be related to Blake’s idea &f ploet as prophet, who by the means of art
can convey the Sublime to the reader/viewer byofislee imagination.

Blake strongly opposes Burke and claims that “BisrReeatise on the Sublime &
Beautiful is founded on the Opinions of Newton &cke on this Treatise Reynolds has
grounded many of his assertions,” subsequentlingt#tat “They mock Inspiration & Vision.
Inspiration & Vision was then & now is & | hope Wwadlways remain my Element my Eternal
Dwelling place” Annotations to Reynold€W pp. 660-61). Despite this fervent negation of
the validity of Burke’s treatise, there are sonterigecting points with Blake’s own views.
They both agree that the Sublime is produced thr@agtraries and both propagate the Old
Testament as a prime source for the Sublime. “@iglteenth-century view of the sublimity
of the Old Testament merges with an older tradittomedieval and Renaissance critical
theory, according to which the prophets were po@sley p. 20). The dichotomy of poet-
prophet is an ever recurring view in Blake’s thougghd is highly influential also on his views
on the Sublime. In thBescriptive Cataloguéhe full implication of this view is expressed:

The Prophets describe what they saw in Vision alsared existing men whom they

saw with their imaginative and immortal organs; Apostles the same; the clearer the

organ the more distinct the object. A Spirit andision are not as modern philosophy
supposes, a cloudy vapour or a nothing: they ayarized and minutely articulated
beyond all that the mortal and perishing naturepraduce. He who does not imagine
in stronger and better lineaments, and in stroagdrbetter light than his perishing
mortal eye can see does not imagine at all. Thetgranf this work asserts that all his
imaginations appear to him infinitely more perfantd minutely organized than
anything seen by his mortal eye. Spirits are ogghimen: Moderns wish to draw

figures without lines, and with great and heavydsives; are not shadows more
unmeaning than lines, and more heavy? O who cabtdbis! OC, CWpp. 541-542).
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The idea of the poet-prophet culminates in Blak#és of speaking “to future generations by
a Sublime Allegory,” and “Allegory addressd to théellectual powers while it is altogether
hidden from the Corporeal Understanding is My Diéfin of the Most Sublime Poetry”
(Letters27,CWp. 730). Easson points out that “the verb ‘sublimeans that a substance
may pass from solid to gas without passing intartkermediate liquid state” and argues that
“so, too, Blake is using the word. Sublime alleg@rpoetry that speaks to the intellectual
powers without penetrating the intermediate stddbeocorporeal understanding” (Easson p.
316). The idea of the Sublime, the need for pddrdty, clarity, outline, and the idea of the
poet-prophet all come together as united aspedteiaim of Blake’s prophesies, and all are
closely connected with his idea of fourfold vision.

Now | a fourfold vision see

And a fourfold vision is given to me

Tis fourfold in my supreme delight

And three fold in soft Beulahs night

And twofold Always. May God us keep

From single vision & Newtons sleelpetters23, CWp. 722).

Blake’s idea of fourfold vision is closely connett® the allegorical nature of his
poetry, especially the illuminated books wheredhbality of the text and images form a
visionary base for the interpretation. The intrgceglation between text and images is an
important factor in aiding the interpretation todsBlake’s idea of fourfold vision. The fact
that some images relate directly to the text, wbileers visualize an interpretational
consequence of the allegorical events in the geatfeature that testifies that the idea of
fourfold vision is incorporated as a devise foraoking deeper spiritual truth. This type of
correlation between images and words is the saatetie can find in some medieval
manuscripts. Blake’s illuminated poetry followstire tradition of Gothic illuminated

manuscripts where Blake’s idea of fourfold visi@nde related to the medieval practice of

exegesi3 and particularly the Gothic illustrated Apocalg@nd its numerous commentaries.
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The connection between Blake’s idea of fourfoldonsand medieval anagogical thinking has
been made before, and Dante is given as the pmkahlce, or at least the most probable
origin of Blake’s idea. My argument however is ttfas is not the only possibility, and
discussing other potential links makes it posdiblmore thoroughly understand the
connection between Blake’s illuminated poetry aisddalaptation of medieval Gothic ideas
which in turn can add new levels of interpreting taxt.

Considering Blake’s work with Gothic art in his lgayears as an apprentice and
young artist, combined with the fact that the Lathbdibrary had several Gothic illuminates
manuscripts, the Lambeth Apocalypse to mention smgports the idea that Blake could
have read and known other medieval sources on gi@@j@ision. The commentary of
Richard of St. Victor is especially interestingitashows some interesting parallels to Blake’s
idea. It is impossible to say whether Blake acyuadhd Richard of St. Victor's commentary,
but there are some factors that aid the probabHitgt of all the abbey of St. Victor was one
of the most important monasteries in the Gothi¢ &na Lewis points out that this is the
probable origin of the famou&ible Moralisée The abbey also had close connections with
England and a translation of Richard of St. Vidd@énjamin minowas exported to England
during the early thirteenth century (Lewis p. 378 1). In examining Blake’s idea of fourfold
vision together with the notion expressed by Sti®isome interesting correspondences
appear.

St. Victor firstly differentiates between corporeald spiritual levels of seeing. The
first corporeal level is seeing “the figures antbaos of visible things in the simple
perception of matter” (St. Victor quoted in Mich&dAmille'sGothic Art: Glorious Visiong.
16)°. This corresponds to Blake’s idea of single visishich he related to the Newton and
his complete materialism. St. Victor’'s definitiohtbe second level of corporeal vision is

seeing the “outward appearance” and in additiosinggits “Mystical significance” (p. 16).
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This is the parallel to Blake’s idea of seeing tigio contraries recognising the presence of
something beyond the physical appearance of thiffgs spiritual levels are divided by St.
Victor into seeing “the truth of hidden things ... imgans of forms and figures and the
similitude of things” (pp. 16-17), which relatesthe visions of St. John in the Apocalypse,
and the Mystical mode which constitutes “the purd maked seeing of divine reality” (p. 17).
This highest level is described in Corinthians 23 for now we see through a glass darkly,
but then face to face”. In the Gothic illustrategdo&alypse the third level is visualized in the
images by including St. John as he sees his visigether with the actual visions, making
him bothauctor et actoritas and thus effacing the difference between visiod narration
making the visions more immediate to the readee. §dme effect is achieved by the text in
the inclusion of both the original biblical textcathe commentary. A similar structural plan is
found in Blake’sJerusalem“This narrative is composed of four elements tharal

intrusion, dramatic narration, visionary narratiangd visionary definition which represent
different aspects aferusaleris narrator” (Easson p. 312). Each of these cooedp to one
level of vision, and the totality of their presenceites the possibility for the reader to
achieve the highest level.

Interestingly there is also a similar notion ofiersin Ruskin’s writings and it ties in
with the idea of the poet as prophet. Davis hastpdiout that there are “some important
parallels between Ruskin’s idea of vision and Blstkand that “Ruskin’s visual exploration
of the world, then, was an essentially spiritualrjeey, as indeed it was for Blake” (Davis p.
24), and the four levels described by Blake alsd &n echo in Ruskin’s thought:

And thus, in full, there are four classes; the mvéio feel nothing, and therefore see

truly; the men who feel strongly, think weakly, asgk untruly (the second order of

poets); the men who feel strongly, think stronglyd see untruly (the first order of
poets); and the men who, strong as human creatarele, are yet submitted to
influences stronger than they, and see in sortlyntbecause what they see is

inconceivably above them. This last is the usuabd@mn of prophetic inspiration
(5:209) (Ruskin quoted in Davis pp. 34-35). Findjioal!
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Ruskin’s notion of the four different classes ofmaend the different levels of vision related
to each is explicitly linked to the function of thdist, while Blake’s notion of fourfold vision
is more allegorical in its expression. Their sharadis is the importance of vision and a
certain view on sense perception, the importansehach will be explored more fully in the
following chapter. There are several instances e/Béske comments on the nature of vision.
In “Auguries of Innocence” he states: “We are ledBtlieve a Lie / When we see not Thro
the Eye” Songs and Ballag€Wp. 496), and a similar example can be found Mision of
the Last Judgmentl question not my corporeal eye any more tharould question a
window concerning a sight. I look through it nothvit” (CW). The similarity between Blake
and Ruskin is pointed out by Davis as he quotekiRigsstatement: “You do not see with the
lens of the eye. You see through that, and by meftist, but you see with the soul of the
eye ... Sight is an absolutely spiritual phenomenpn’37). These ideas of vision together
with the idea of fourfold vision manifests the vieithe poet as prophet and explicates the
aim of Blake’s prophesies as a means of risingtaplrawareness in the reader.
Poets of the allegorical renascence who uses fberimg metaphor of visionary
experience undertook to describe the entire canfreeman life both as personal
history and as a progressive movement toward satvahd the vision of God.
Between verbal beginning and conclusion, writemsv& to encompass specific time
and space within the visionary perspective of tie & time (Nolan p. 133).
Fourfold vision and the function of Blake’s proplessto open up to spiritual vision in the
reader is the ultimate function of the poet as pedpbut it also implies a more complex level
of narration. It also provides the notion that tbader by ascending in an anagogical manner
to the higher levels of spiritual vision can bedmae a prophet too, narrating his or her own
spiritual visions by the aid of the illuminated padhe prominence given to the senses in

Blake’s text is one of the factors that contribiat¢his idea and this will be explored in the

following chapter.
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! There are several known copies of this image,i€wthe earliest (Cat. 67) is usually dated 15&e Martin
Butlin The Paintings and Drawings of William Blak&Vols. New Haven and London, Yale University$3re
1981figure 59.

2 Another interesting point abolihe Penance ofane Shorelrawing is the fact that it was meant to consgitut
part of a larger cycle of images illustrating tlaelg history of England. For further discussiorttus see David
Bindman “Blake’s ‘Gothicised Imagination’ and théstdry of England” inwilliam Blake; Essays in honour of
Sir Geoffrey Keynesds. Morton D. Paley and Michael Phillips, Oxfo@flarendon Press, 1973

% For a more specific discussion on this developnss=e Eamon Duffilarking the Hours; English People and
their Prayers 1240-157MNew Haven and London, Yale University Press, 2006

* Capitalization will be used throughout to distifgjuthese as Ruskin’s terms.

® The tradition of reading scripture in this way veamethod Ruskin was familiar with. See Georgedhdow
The Aesthetic and Critical Theories of John RusRitmceton, New Jersey, Princeton University Br&8g1 pp.
329-356.

® All subsequent quotations of St.Victor are fronchiel CamilleéGothic Art; Glorious Visiond.ondon,
Perspectives Prentice Hall, Inc., 1996
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Chapter 4:
A Study of ‘Urizen’ and ‘Europe’

This chapter will be a case study, looking at tw&kake’s illuminated book<uropeand

The Book of UrizerBy relating them to the ideas discussed in theipusvchapters | aim to
explain how ideas in these texts are related taematlGothic art. The discussion will
particularly focus on how poetic conceptions insthéexts exemplify Blake’s stance in
relation to the importance of the imagination amel senses, which, as we have seen in the
previous chapters, are closely connected to comrepin Gothic, especially in relation to
Ruskin’s theory. The importance of imagination aedse perception in Blake’s illuminated
poetry is intimately connected with the functiontteé illuminated books as spiritual guides,
or a Bible of Hell. My focus will include lookingt ilow Blake’s mythological universe in
these two poems manifest his ideological viewshenfiinction of art and the artist, with
special emphasis on Orc and the Urizen-Los dichgtdine importance of these characters in
Blake’s myth is the basis for selecting these paldir poems, as this is where they first start
to play major roles. My argument is that many & itheas connected with these characters

are derived from or connected to Blake’s use oh@pa mythologizing of Gothic ideas.

4.1 Europe A Book on Leaves of Flowers

Europeis a poem concerned with the problems and shortgsof the material world, and
the ideas and issues presented here are in marsythv@grigins of the ideas in later poems.
This is also where we meet Los for the first timvbpm, together with Urizen, is one of the
most important characters and concepts in BlakgthnThe relationship between text and
image is complicated and sometimes even abstraosee 6f the plates (for instance plates

one, six, seven, and possibly eight) can be artuéé depictions of the contemporary
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consequences of the events in eternity describeélddeogoem. As such, the relationship
between these plates and the text is congruenttestiimage relations in medieval Gothic
manuscripts where the images do not always sedra tlirectly related to the actions in the
text, but form an alternate view contributing te thverall interpretation. Some plates are
teeming with life, with rich use of marginal detawhile others offer bleak and dismal visions
in sombre colours, but all are an integral padrgating the dual vision of spiritual potential
on one side, and closed Newtonian perception oottier where “the reader becomes caught
between the paradoxical forces of unshakable stasiselentless progression, between the
perception of immobility and the belief in the pibdgy of transformation” (Lewis p. 22).

The introduction tdeuropeis included in only two of the twelve known copibsit it
makes an astounding statement, giving an orgaoicsfand functioning as a visionary portal
into the poem. Many of the most important aspet®lake’s adaptation of Gothic can be
drawn out from this short piece, and the ideaseguresl here can be traced throughout the
rest of the poem. The introduction as a whole atr®the idea of poetry as vision and the
role of sense perception and imagination as negeagants in the creative process. This
relates the theme of the introduction to the imgooee of the imagination in Ruskin’s
definition of Gothic, and the organic symbiosida#ga and visualization, or text and image, is
emphasised through the metaphors used. Other sslnalae pointed out that the introduction
mainly addresses issues of the sensual, and garticthe sexual, path to spiritual vision and
understanding; a setting of the tone for the régt®poent- However, | will argue that the
visionary focus created by the introductiorEiaropegoes beyond merely setting the tone,
and that the function of the introduction is similathe function of the introduction in
medieval Gothic visionary quest literature whereofyer interpretation of the introduction
reveals the symbolic structure and spiritual fumtif the whole composition in miniature”

(Nolan p. 136). The intro functions on a metapoletie!, addressing issues like the nature of
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poetic imagery, poetry as vision and inspiratiorg the poeticality of writing poetry, all of
which are major concerns in Blake’s poetry. In jgatar Blake’s view of poetry as prophesy
and the poet as prophet, as discussed in theregthpters, is an important idea.

The prophetic role of the poet in the introductiofcuropecan be brought out by a
comparison with the Apocalypse as there are soruetstal ploys incorporated in the poem
that connect the two. BotBuropeand the Apocalypse start with a visionary encauwntgch
results in the writing of a text, and “the genemiedieval structure of the illustrated
Apocalypse is dominated by vision, as both intdyngénerated by the imagination and
externally perceived by the senses” (Lewis p. Additionally, the function of the poet
speaker in the introduction is similar to that ef ¥®hn in the Apocalypse, more particularly
to the role assigned to him in the Gothic illusttchApocalypse, as a mediator of spiritual
truth? As mentioned in the previous chapters, therenievafocus on the personal spiritual
experience and this focus was an important facttine rise of popularity of the illustrated
Apocalypse, this also contributed to shaping itsnfcand gave it great prominence in
medieval church wall painting, and it “constitu@g@owerful, pervasive presence in the
dominant discourse of medieval culture” (Lewis)p. |

The importance of Apocalyptic and cyclical imagprgvides another link between
Europeand the Apocalypse as the actions in the Preludindithe main Prophesy following
the introduction are very much apocalyptic in natdie vision following the introduction is
related to the question posed in the third stafizlaeointroduction: “What is the material
world and is it dead?” (iii: 13). The nameless sivaglfemale is, according to Damon, “this
material world, a fallen form of ValaD)ctionary p. 369). She is tired of the cycle of life on
earth that she is responsible for and wants tacetthat my place may not be found” (1: 5).
The fact that her roots are “brandish’d in the eV (1: 8), and her “fruits in earth beneath”

(1: 8) reflects the idea that the world of generais connected to the heavenly, asserting
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Blake’s stance on the inseparability of body anal,smagination and creation. The
apocalyptic aspect of the Preludium arises ouhefrétreat she makes, which hides and even
separates the connection between the spirituaheaidrial.

The reason for her retreat is the decaying andalistate of the material world
signalled in the poem by the phrase: “my fruiteamth beneath / Surge, foam, and labour into
life, first born & first consum’d! / Consumed andrsuming” (1: 8-10). There is a strong
presence of organic imagery suggesting growth aodygtivity but the use of phrases such
as “dark cloud disburdend” (1: 7) and “labour ifife” (1: 9) as a metaphors for birth signal
toil and hardship rather than positive progress.tblenent is even more evident in the second
plate where she is “drown’d in shady woe, and viarg joy” (2:12) suggesting the duality in
her connection with both earth and heavbenlight of Damon’s definition, there is a certain
world view being portrayed here; the spiritualhie brigin of the physical world but it is in
the physical world that the fruits of the spirit@aé created. The shadowy female’s ‘shady
woe’ is not a result of the material world in ifsélut of the attitude and actions of life, more
explicitly human life, as a never-ending circlecohsumption without focus on spiritual
ascent. In Blake’s belief system this problem camended by applying a metaphysical use
of the five senses.

The spiritual potential of the five senses is @yréd in the first stanza of the
introduction, which , considering the function bétintroduction as an equivalent to the one
in medieval quest literature, gives this aspectrpnence in the interpretation of the poem as
a whole:

Five windows light the cavern’d Man: thro’ one hedthes the air;
Thro’ one, hears music of the spheres; thro’ enefernal vine
Flourishes, that he may receive the grapes; thre’aan look.

And see small portions of the eternal world thegregrowth;

Thro’ one, himself pass out what time he pleasehle will not;
For stolen joys are sweet, & bread eaten in spbeasant (jii: 1-6).
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The use of the word ‘windows’ alludes to the idéaering beyond the limitations of one’s
own position into a different sphere. The ‘cavermidn’ is an allusion to Plato’s cave
parable, but aligned with ‘windows’ it brings anetlraspect to the metaphor; it can be
interpreted as an allusion to the interior spaca cifiurch or cathedral where the ‘windows’ in
Blake’s metaphor have a parallel function to tteéngtd-glass windows of the Gothic
cathedral. The ideas of Abbot Suger on the potefatispiritual elevation by meditation on
the splendours of the church room can be alignédetdeauty of sense perception when they
are used metaphysically. The light flowing throulge windows, or in this case the sense
impressions, elevates the interior to the realtthefspiritual, relating Blake’s idea of the
senses with ideas propagated by Suger as discimsskdptetthree. This metaphor also
addresses Blake’s belief that “deities reside enitbman breastMHH 11), which means

that the potential for spiritual enlightenment liesnan himself and can be accessed via the
senses. The importance of the ethereal is empliasigber by ‘music of the spheres’,
another allusion to medieval ideas, referring ®rbtion that all the seven heavenly spheres
emitted music on different pitch levels.

The sense of taste also involves the eternal antugprather than the transitory and
corporeal as ‘the eternal vine’ is another useebiious imagery, the vine being commonly
used as a symbol for the spreading of Christiahityelation to the sense of sight it is
interesting that Blake chose to use ‘small porticasost giving an impression of limitation.
The sense of sight only enables the ‘cavern’d ni@see a certain part of the eternal, partly
because the other senses are also important imggavuller spiritual experience, and partly
because to see completely also entails the ussmudbfd vision; this is also arguably another
reference to seeing “in a glass darkly” (1 Cor123}, the biblical idea related to anagogical

vision. However, my argument is that this is onfe@spect of this metaphor.

59



The ‘small portions’ also reflect Blake’s idea ofmte particulars which is “To see a
world in a grain of sand’Auguries of Innocen¢€W p. 490). The issue of particularity is
addressed again later in the poem, towards th@fBditharmon’s summons, and is visually
emphasised by the increased use of marginal aedingar detail in plate twelve. Again the
designs are teeming with life and forms expressimgrgy, especially the last two plates of
the book. There is a small detail in the text, y esition in Blake’s system of ideas, that
brings out the idea of the particular even morartye “Between two moments bliss is ripe”
(14: 23). This idea is also found Milton:

There is a Moment in each day that Satan cammadbt f

Nor can his Watch Fiends find it, but the Indigsts find

This Moment & it multiply & when it once is found

It renovates every Moment of the Day if rightlpaqed M 35: 42-45).
Both the quotation frorMlilton andEuropestress the importance of the particular and in
Milton the importance of labour and awareness as a pos$itree is particularly emphasised.
The idea of time and its particularising functisrgiven even more prominencelihe Book
of Urizen discussed in the second section of this chapter.

Catching this moment can be achieved by usingeghses as a portal, where the last
sense, the sense of touch, is probably the mosirtart to Blake, as it inheres the highest
potential for spiritual ascefitThe last line of the poem deals with human unagltiess or
neglect to use the sense of touch, or the sensésatomatter, to achieve a higher spiritual
awareness, another aspect of the Nebuchadnezzay, eurere the senses are purely corporeal
and their metaphysical aspect is excluded fornhtimean mind. The first stanza thus sets the
tone and puts a strong emphasis on the conndmtibveerspirituality and sense perception,
also emphasising the divine potential in man. Thesgects in turn relate to the idea of
imaginative vision, to Blake the most importantulig of the poet.

The next stanza addresses these issues moreyditeotligh interaction between the

poet speaker and the fairy, a symbol for the im&gon. The use of the phrase “command
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me, for | must obey” (iii: 12), signals that thegbspeaker is in control of the visionary
aspect, symbolised through the fairy. Aligning taiey with a butterfly (iii: 9) stresses the
relationship between vision and nature, or thetsjpiraspect of the material world. The
butterfly symbol is present also in plates four &outteen where the visual impression of the
page is one of energy and life due to the relatilaige amount of marginal and interlinear
details. This highlights the presence of imaginmgtend it is worth noting that the butterflies
are only present before and after Enitharmon’spslgris emphasising the dismal state of the
imagination during her absence.

The necessary attitude towards the imaginativeltipand vision is provided in the
poem when the poet speaker takes the fairy invissrh bosom” (iii: 19). Vision and
imagination needs to be welcomed, internalized,ramtured in order to produce illuminating
poetry, that is, poetry “addressed to the Intellacpowers while it is altogether hidden from
the Corporeal Understanding” (Blaketters27, CWp. 730). The poetic image of the poet
speaker carrying the fairy is reminiscent of adieaimage fromSongs of Experiencehere
the frontispiece with the shepherd and the chi/joles a parallel to this metaphor. Mitchell
connects the frontispiece to earlier medieval irsaafeSt. Christopher carrying the Christ-
child, stressing the importance of the poet, dsiaats protector of the imaginative facufty.

The fairy-imagination sets as a premise for creaimgpiration that the poetic speaker
feeds him on “love-thoughts” (iii: 14) and “sparidj poetic fancies” (iii: 16), emphasising the
importance of the senses, not just for initial irefpon, but throughout the creative process.
The use of ‘sparkling’ gives connotations to dinngk emphasised by the “sparkling wine of
Los” (4: 6) in the Prophesy. The word ‘sparklingves the allusion to something luxurious,
an adjective which can be related to the visuarggbur of illumination, and to Ruskin’s
theory on the beauty of purity as being represebyea certain rendering of light as discussed

in chapter three. ‘Sparkling’ also addresses tagatglof vision and imagination, reflecting
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Blake’s idea on the clarity of vision: “he who daest imagine in stronger and better
lineaments, and in stronger and better light tih&nperishing mortal eye can see does not
imagine at all” DC, CWp. 541). The use of ‘feed’ establishes that vissonmecessarily
dependant on imagination and other visions in otaexist, and this relationship forms a
metaphysical ‘circle of life’ where vision begetsien and the results in a spiritual ecstasy
signalled by the phrase “when | am tipsie” (iii:)1®his idea, together with the last two lines
of this stanza: “shew you all alive / The world,emhevery particle of dust breathes forth its
joy” (iii: 16-17), connects to the idea of fourfolision, since spiritual ecstasy is also an
important aspect in the medieval idea of anagogisidn. This ties up the idea of the infinite
with the idea of the particular and these realaretican only be achieved on the spiritual
levels of seeing, that is threefold and fourfolsien. It is also the only way the answer to the
question of the first line of this stanza can bsvweared. In Ruskin’s idea of the four classes of
men, this is the mode where men, or poets, aranigtda to influences stronger than they,
and see in sort untruly, because what they seea@nceivably above them” (Davis pp. 34-
35). This can also be related to Ruskin’s ideahenbeauty of infinity since, as mentioned in
the previous chapter, infinity represents whatdlés Divine Incomprehensiveness.

The whole third stanza of the introduction is anmosm of Blake’s stance on art and
poetry, and also exemplifies his adaptation of @odin an ideological level. Ruskin’s idea of
Savageness, as established in chapter two, idledated to the use of the imagination,
emphasised in this stanza by the fairy, and thianm opens up to the element of
Changefulness. One can interpret the use of thralpllowers” (iii: 14, iii: 20) as alluding
just to the plural, but it can also imply the u$sseveral different types of flowers. Either
way, considering the diversity in minute detailglod same species of plant, the idea of the
plurality of natural objects, so important in Ruskitheory, is present here. Naturalism

through the use of the organic metaphor, and the ad the book as a natural object
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emphasises the “love of natural objects for thein sake* SoVVol. 2 pp. 165-66). The
organic nature of craft is also addressed throbghtetaphor “write a book on leaves of
flowers” (iii:14) as it connects the immediacy bfiminated poetry, as a handwritten text,
with organic creation. This in turn exemplifies Béés view of art, and more specifically
poetry, as living form and his statement that “Goth Living Form” (On Virgil, CWp. 270).
The idea of living form is closely related to wiiskin’s calls the element of Naturalism in
Gothic, the ‘love of natural forms for their owrksa The connection between Ruskin’'s
different elements of Gothic is also important &2 in mind here. It is ultimately the
element of Savageness, with its potential for imatijve creation resulting in the
interconnectedness of craft and design, the phyaichthe metaphysical, that is the
determining factor for organic creation.

The introduction addresses the nature of the nateadrld and its connection to the
spiritual, and the third stanza poses one of tlyegkestions in Blake’s poetry: “what is the
material world, and is it dead?” (iii: 13). The gtien comes as a result of the fairy’s song in
the first stanza, and considering the role of Hig/fas the imagination it is the poet speaker’s
question to his or her own imagination seeking arswn the metaphysical. The answer to
the question in the next line shows that art isapent for answers as the fairy-imagination
function’s as a catalyst for writing the “book aabes of flowers” (iii: 14). The metaphor
alludes to Blake’s own illuminated poetry beingoarge for answers to spiritual questions,
but also suggests that answers are available by tis¢ organic as a portal into seeing the
spiritual significance of the material world.

The answer to the question of whether the mateweald is dead or not lies in Blake’s
idea of infinity, a notion explicitly present ingtiourth and last stanza of the introduction
where the second line reads: “Wild flowers | gatiteiand he shew’d me each eternal flower”

(iii: 20). The repeated use her of ‘flower’ conrebtck to the third stanza and arguably gives
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a deeper meaning to the function of the metaphooKton leaves of flowers” (iii: 14), as it
implies that also this has an eternal form anddigplay “the infinite which was hidMHH
14).

The idea of infinity is best presented by a linepave with “infinite inflexions and
movements”PC, CWp. 550) like the spiral shape of Orc in his setjerm. The serpent
Orc is the main focus in the title pagekafrope(figure 19), and the spiral form of the serpent
can be seen as an example of ‘living form’ and @husflection of the ideas related to Blake’s
adaptation of Gothic. The spiral contains the ide@flexion’ and ‘movement’ emphasising
Orc’s potential as revolution and energy, and sihieal form of the serpent is echoed in the
initial ‘E” in ‘Europe’ showing that also the poesia meant as a vehicle for progression. The
revolutionary element of fire is present in thepgerts tongue which is formed as a red flame,
and the serpent transgresses the boundaries pageesignalling the impossibility of
containing revolutionary energy. The contrast betw®rc in the title page is an altogether
more organic image than the frontispiece (figurg 20d provides the dual focus needed in
the reading of the rest of the poem. My argumetitas the two images function as an
awareness of the proverb “Without Contraries ipragression” MHH 3) in the reading of
the poem as the reader is made aware of two ctintyagorld-views; the rationalistic, or in
Blake’s view neo-classical, sentiments on the anedhand the imaginative, or Gothic, on the
other. Urizen’s presence in the frontispiece aglaa of the static and immovable, signalled
in the image by his firm posture and the fact thest not effected by the strong wind blowing
through his hair and beard, strengthens the idieeiscnlar limitation in the poem. One could
say that the mathematical depiction of Urizen e®atrast to the Gothic rendering of figures
such as Orc, where symmetry and circularity artacga by asymmetrical more progressive

forms?
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The dual focus created by the frontispiece anel pidige is reflected throughout the
poem, one instance being the already mentionedetivstate of the shadowy female between
“shady woe, and visionary joy” (2:12). The passamg@ediately following this line is a key
passage in the poem:

And who shall bind the infinite with an eternalra?

To Compass it with swaddling bands? and who sintish it

With milk and honey? (2: 13-15)
The idea of binding the infinite can be viewed a®atradiction in terms. However,
considering this line in light of Blake’s “boundimmgtline” (DC, CWp. 550) it becomes clear
that there is also another possibility; the shadtemyale is asking for someone to give form
to the infinite, a mediator between the spirituad ghe material world. The duality of her
sentiments can also be related to the frontispften referred to afhe Ancient of Days
(figure 20) with Urizen and his limiting compassiesgonnection with which the use of the
word ‘compass’ becomes an irony, and a warningherdangers this entails. Urizen’s
compasses are, as pointed out by Michael J. Tgll®pably derived from earlier sources
such as Milton’Paradise Losvii, but interestingly this image is also commormedieval
manuscripts, a likeness pointed out by Blunt, lrehhey are often in the hand of Christ
(figure 21). I would argue that the medieval imggeran important aspect to Blake’s use of
‘compass’ in the above passage as a dual image.ig hlso supported by an image from
Jerusalenwhere the compasses are placed in the hands ofHeoEternal Prophet.

The compass does have certain attributes, or caasegs related to the negative
notions in Blake’s belief systenOne such notion is their function as an instrunfient
drawing angles, a characteristic of ‘mathematiofpand the aspect of them as a scientific
symbol is a theme addressed in the painiewton(figure 22). The compass is also the
instrument used to draw a circle, a fact refledtetthe frontispiece by the circle surrounding

Urizen. This facet of the compass-symbol from tiveg an emphasis to the issues of
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circularity presented in the Preludium by “Consuraed consuming” (1: 10) and “Devouring
and devoured” (2:5), and it is this never-endimngleiof creation and destruction without
evolvement the shadowy female wants to escape ffbis.becomes evident in the next
stanza when Los speaks:

Again the night is come

That strong Urthona takes his rest,

And Urizen unloos’d from chains

Glows like a meteor in the distant north (3:9-14)
The image of Urizen points back to the frontispjeaggain making the contrary relationship
between him and the serpent Orc relevant, but trel Wdistant’ implies that the
consequences of Urizen’s freedom are not an imrteedenger. | would argue that the danger
is not so much the presence of Urizen as it isgékeof Urthona who, as the un-fallen form of
Los is the origin of imaginative creation, and thsult is that the material aspects are free to
take over. There is a disagreement among schdlarg aho the speaker of the next lines is.
Harold Bloom believes the whole section from 30%114 is spoken by Los, while Erdman
ascribes the passage to Enitharmon with the sobsinén speaking lines 3-9. Considering
the association of Urizen’s sons with the four edais “the Four Elements are the inexorable
forces of Matter in the unending strife of Natu(@amonDictionary p. 117), and the nature
of the sentiments expressed | would argue thatrBlemterpretatioris more likely.
However, | would argue that the sons of Urizendirect speakers even if the passage is
assigned to Los. It is Los’s pride that provokes ko encourage the wakening of the sons of
Urizen so that they can “look out and envy Los”Z%: Their reaction is a key passage in the
poem:

Seize all the spirits of life and bind

Their warbling joys to our loud strings

Bind all the nourishing sweets of earth
To give us bliss, that we may drink the sparkhvige of Los (4: 3-6).
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Again the ideas from the introduction are relewahere it is clear that the elemental, or
material world is only one aspect of a dual existeT he sons of Urizen are right that the
senses can be a path to bliss, but the supposii@bithis can be achieved on the corporeal
level only is false. The first two lines is remicent of a poem from Blake’s notebook: “He
who binds to himself a joy / Does the winged litssttoy” CWp. 470) The sons of Urizen
are wrong in presuming that binding a joy, or liestrg it to a merely physical sense
perception, will enable them to enjoy Los’s “sparglpoetic fancies” (iii: 16), which is
something that can only be achieved through thedfyen of the imagination and by opening
the senses to the infinite.
The poem addresses how the senses are, durin@indh’s sleep closed off from

divine vision:

Plac’d in the order of the stars, when the figases whelm’d

In deluge o’er the earth born man; then turn&ftbxile eyes

Into two stationary orbs, concentrating all tling

The ever-varying spiral ascents to the heavehgabens

Were bended downwards; and the nostrils goldessganut

Turn'd outward, barr’'d and petrify’d against tinénite (10: 10-15).
This again brings the thoughts back to the intdogere the importance of the senses as a portal
to infinite vision was explicated. Returning toskadeas in the prophecy makes it clear that
the poet by his relation to the fairy-imaginatidscasees the consequences of having a limited
view of the material world; the poem thus empldy=eé-fold vision. It is the age of reason
that has left the world in the “mind-forg’d manal€‘London” SIE, CWp. 27) of
Newtonian single vision and divided sensual peioadtom the spiritual, and this is made
clear in the next stanza:

Thought chang’d the infinite to a serpent; thatchhpitieth:

to a devouring flame; and man fled from its facd hiul

In forests of night; then all the eternal forestrevdivided

Into earths rolling in circles of space, that l&keocean rush’d

And overwhelmed all except this finite wall of fles
Then was the serpent temple from’d, image of itdini
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Shut up in finite revolutions, and man became agein

Heaven a mighty circle turning; God a tyrant croav(L0: 16-23).
There is a duality embedded in the reference tepival form of Orc (figure 23) as ‘finite
revolutions’; on the one hand the word ‘revolutioméans the revolving form of the spiral,
but it also refers to revolution as upheaval an fiee idea of the Orc cycle is important. It is
evident that the Orc cycle is not a circular cyblet, as reflected in his serpent form, an
upward spiral; an ascent increasingly getting c¢los¢he final stage where the infinite is
again accessible. The visionary potential of theses is one way of achieving this.

The expansion of Urizenic thought is symbolisecabymage of a pope to symbolize
Urizen with “his brazen book” (11 or 10: 3) thatenxds its influence form north to south, and
the “last doom” (12:13) is ushered in when Urizenclaspd his Book” (12: 4). The final step
comes when Newton “seiz’d the Trump, & blow’d themous blast!” (13:5), resulting in
the death of the spiritual world:

Yellow as leaves of Autumn the myriads of Angelasts,

Fell thro’ the wintry skies seeking their graves;

Rattling their hollow bones in howling and lameiat(13: 6-8).
The world has now fallen into Newtonian single @isiand an explanation of the effects of
the closed senses comes in the last stanza adritte plate:

& in avale

Obscure, inclos’d the Stone of Night; oblique dat, o’erhung

With purple flowers and berries red; image of thaeet south

Once open to the heavens and elevated on the hoecin

Now overgrown with hair and coverd with a stonyfroo

Downward ‘tis sunk beneath th’ attractive norttgtttound the feet

A raging whirlpool draws the dizzy enquirer to gisve (10: 25-31).
There are several interesting metaphors here thatrgortant to address in relation to
Blake’s adaptation of Gothic. First the problemsinélarity are addressed by the obscure

vale, while the word inclod’s echoes the ideasrmoiting the infinite. As explained in chapter

three the idea of clarity also relates to light #melpassage above provides a contrast to the
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fairy’s song in the intro. The contrast betweendlosed and open sense is also given through
the opposition of north and south, a referencéégobsitions of the four Zoas, where Urizen
now rules the south and ‘strong Urthona’ the ndllake’s notion of the four directions and
their symbolic significance brings an interestisgect to interpreting his poetry. The
association of Urthona with north is remarkabledwse it does not fit with the conventional
position given to the four elements and their diesi The north is traditionally associated
with earth, the rational, and the practical, eastsisociated with air and intellect, south is
related to the element of fire and to action, wiikst is connected to water and emotion and
is usually considered the most creative sectiorobthie four. It could possibly be argued that
the change from the traditional system arises fBbake’s view on the different geographical
areas representing different forms of art. Nortim¢p¢he place of Urthona can be related to
Blake’s view on Gothic, the living form of the Nbrtwhile Urizen’s location in the south
relates to the mathematic Greek form. Later Uriz€given a place in the north’ signalling
how the southern ideas, and mathematic form, haea booted in the north, a result of
enlightenment philosophy.

It all ends in a revolution, the French revolutibnt it is also analogous to the spiritual
battle of once again ascending to the heights dfipheivision, and once again restoring
energy and imagination, and giving freedom of thotgghuman kind.

It is evident that many of the ideasknropehave clear similarities to the different
elements of Ruskin’s Gothic, as well as sharinguies found in medieval texts. Particularly
the different associative meaning of North and B@st representative of the opposition
between Classical form and Gothic form, Los anaé&hj is an important principle. The idea
of opposition works on many levels in the poem, ezad be related to the idea in Ruskin’s
Gothic of the symbiotic relationship of inner anger, which despite their apparent division

can never be truly separated because they are lyuefexive. The same is the case with
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ideas in Blake’s poem, where opposing forces ctutsta whole and are necessary because
they represent the spiritual truth of the oppogarges in human reality. This focus on duality
as a necessary progressive force is even moreratalinThe Book of Urizenwhere the
Urizen-Los dichotomy foregrounds the opposing ide#agason and imagination,

‘mathematic’ and ‘living’ form.

4.2 Swift Winged WordsThe Book of Urizen

In relation to Ruskin’s theory of Gothithe Book of Urizers interesting because of the
mythic ideas on reason and imagination, but alsalse of the focus on creation. The whole
poem is structured around the idea of creatiobpth the positive sense of imaginative
craftsmanship and the negative sense of limitaimhstasis. The apocalyptic undertones
from Europeare present here as well but this time it is egldb even deeper levels in the
spiritual world, as the inner forces of the myteiernals, Los and Urizen result in the creation
process described in the poem. The idea of the imgslof inner and outer from Ruskin’s
theory is highly relevant here as the study of hatk and Urizen in the poem will show, and
The Book of Urizebuilds and elaborates on many of the issues disdus relation to
Europein the previous section.

There are some important structural similaritiesveenThe Book of Urizeand
Europe as they both have introductory elements befagarhin poem. IThe Book of
Urizenthere is only a Preludium and this is considerabilyrter than the one Europe It has
a similar function, though, of providing a meansifderpreting the main poem, providing the
visionary focus needed to frame the narrative. Time it is not the imagination dictating the
poem as it was ikurope but the Eternals, and the tone is altogether rdismal:

Of the primeval Priests assum’d power,

When Eternals spurn’d back his religion;
And gave him a place in the north,
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Obscure, shadowy, void, solitary.

Eternals | hear your call gladly,

Dictate swift winged words, & fear not

To unfold your dark visions of torment (2: 1-6).
The ‘swift winged words’ are probably a referencelte shorter verse line applied here
compared tdeurope which means that also here the poem directly centsnon its own
form. The use of ‘winged’ brings an associatiorl@vation and thus establishes that the
poem, despite its ‘dark visions of torment’, ispirisual creation designed to enlighten the
mind of the reader, a trait that connethe Book of Urizeto the Apocalypse. The two last
lines of the Preludium can also be viewed as a cemhimn the relation between images and
words in the main poem, where ‘swift winged wordser to the text, while ‘dark visions of
torment’ can be seen as referring to the images. drnplifies the sense of self-awareness
within the poem illustrating its autonomous natym@cing it in a context of prophetic writing
manifesting Blake’s view of the poet as prophetr=mted to the prophets of the Bible. This
is especially evident in considering the ideasiwistbn and loss of eternal vision for both
Urizen and human kind presented in the poem, whéepoet speaker in the Preludium is able
to commune with the eternals.

The biblical parallel is emphasised by the divisodithe text into columns, chapters,
and verses calling up the idea of the illumingiedtry as a Bible of Hell, and it also gives it
a structure associated with medieval illuminatecnsaripts. Mitchell briefly explores the
use of columns iThe Book of Urizeand concludes that the result is a stronger dinisi
word and image (p. 110-11), but this is not neadgdhe case. My argument is that the
columns and the mirroring of them in some of theigies function on a meta-textual level,
commenting on the creative process and its powgenedl as explicating thathe Book of
Urizenis a poem in the form of a book, about a bookbitazen book of Urizen. The most

obvious example is plate five (in most copies,fout in the example given here, figure 24)
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where Urizen opens his book and it is perfectlgradid with the columns in the text, but there
are several other examples where there is a syminettie design that follows the text.

Although the connection between word and imageisesvhat different here than in
Europe it is nevertheless equally interlaced with thdual elementsin some plates the
impression is that the designs have been paintédeopage with text, intruding on, or even
devouring the text. In the third plate the figun@ming across the top almost steps on the first
word on the page (figure 25), while the flamesmjwsh issuing from Los in the seventh
plate seem to eat into the text (figure 27). Myuangnt is that this emphasises the symbioses
of text and image as sometimes mirror images di efter, and sometimes distortions
designed to provide deeper and more complex meaniigs is a common trait in Gothic
manuscripts where the images do not always sedra telated to the text, but nevertheless
endow the text with extra-contextual material beyadg its relevance and interpretational
range.

The imagery itself is even more apocalyptic thakunopebut here we dealing with
the beginning of existence. The functionldfe Book of Urizeas part of Blake’s Bible of
Hell has been addressed by Dambit{jonary p. 46), and in presenting the mythology of
Urizen and Los and their beginning it is a kind3@nesis, even if Damon claims that the
parallels are not as clear as betw&be Book of Loand Genesis. The connection between
these two characters is particularly interestingelation to creation, with Urizen’s creation of
the material world in one side and Los’s creatibhime and a human form for Urizen on the
other. Many of the ideas found lruropealso find expression here, and the ideas of creatio
the five senses, the role of the imagination, &wedopposition between ‘living’ and
‘mathematic’ form, forms an ideological basis foistpoem, linking with Ruksin’s idea of the

opposition between mechanical and imaginative mmeand the element of Savageness.
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In Blake’s myth Urizen is the embodiment of ‘mathaio’ form andThe Book of
Urizenis the one of Blake’s shorter illuminated bookatthive the best insight into the nature
and importance of this character. The first chaptieoduces Urizen as “a shadow of horror”
(3: 1), which is “self-closed, all repelling” (3),3and in comparing this description with the
idea of the closed senses fr@uropeit is evident that Urizen’s nature is one of liation. It
is important to keep in mind that is the eternatsdg we are reading and not an objective
account as they also are participants in the diareaénts of the poem. My argument is that
Urizen have many traits associated with human eahe is inquisitive and contemplative,
trying to understand his own existence. The idesootemplation is present through the use
of the word “brooding” (3: 7), along with the ide&incubation® The third stanza of chapter
one builds on this image:

3. For he strove in battles dire

In unseen conflictions with shapes

Bred from his forsaken wilderness (3: 13-15)
Considering Urizen's state as “A self-contemplasihgdow” (3: 21) where nothing enters it
is clear that the shapes he fights with are his thenghts. The reason for his battle is given

when he speaks in chapter two:

I have sought for a joy without pain,
For a solid without fluctuation (4: 10-11).

The problem of Urizen is one of fundamental misust@ading. he is trying to find a way of
dividing good from evil, but his whole agenda isni@d upon false ideas. In Blake’s system
of ideas the idea of good and evil does not eitist;the misconstrued idea of organized
religion:
Without Contraries is no progression. Attractionl &epulsion, Reason and Energy,
Love and Hate, are necessary to Human existenom ffrese contraries spring what

the religious call Good & Evil. Good is the passiliat obeys Reason Evil is the
active springing from EnergHH 3).
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There is also a visual connection between platetbfThe Marriage of Heaven and Hell
(figure 26) and plate three dfhe First Book of Urizehere that strengthens the association
between these two passages. The running figudeizen corresponds both to the image at
the top, and at the bottom of the plate frohe Marriage of Heaven and Hellthe flames
surrounding them both and their outstretched pestare very similar, even if one is facing
the reader and ibrizenthe figure faces inwards, perhaps reflecting Urizself-
contemplation (3: 21). The reference to the flammedso given in the text:

5 First | fought with the fire; consum’d

Inwards, into a deep world within:

A void immense, wild dark & deep,

Where nothing was: Natures wide womb (4:14-17).
The difference of Urizen’s battle with his inwaitefand the association between Orc and the
flames of energy is one of attitude. Where Orc'srgyg explodes in revolution, Urizen
implodes and enters a route of self-destructio.i§ras | discussed in chapter two, an
embodiment of the qualities of Changefulness weittails growth and expansion, while
Urizen represents a negative form of Rigidity, imgatible with the organic nature of
positive growth in Gothic. The different attitude® reflected in the images and the similarity
between the figure in plate threeTihe Book of Urizeand the figure from the bottom right
in the plate fronThe Marriage of Heaven and HelWhere the postures are more or less
precise mirror images of each other is even maoildargy. The different attitudes are signalled
in the design by the direction they are runninghie; Urizen-figure runs towards the
beginning of the poem, while the figureTihe Marriage of Heaven and Hetlins towards
the continuing pages. This difference signals tiheréJrizen is about to commit and that he
is about to leave energy behind in his misconsteftaits to find the ‘joy without pain’. It is
interesting to notice, as Erdman points dldirhinated Blakep. 185), that the footprint-like

marks at the bottom of the plate frdrhe Book of Urizeare going on the opposite direction

of the figure at the top, signalling the actuakdtron of the narrative. The mood in this plate
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and the next is also markedly different which istaer way of visually emphasising the
erroneous path of Urizen. He is actually walkingihis own nightmare.

The nightmare consists of Urizen’s “wide worldsolid obstruction” (4: 23) in which
he forms his books of metal, and where he has

... written the secrets of wisdom

The secrets of dark contemplation

By fightings and conflicts dire,

With terrible monsters Sin-bred:

Which the bosom of all inhabit;

Seven deadly Sins of the soul (4: 25-31).
Urizen’s books, although they are made from metath could align them with Blake’s
illuminated books, lack the organic nature of ilination. The difference is that Urizen’s
books are made “Of eternal brass” (4: 33) and ttayver printed. In relating this idea to the
process of creation of Blake’s illuminated bookse @ould argue that Urizen’s books only
consists of the “bounding lineDC, CW p. 550), written in reverse (Blake’s mirror wrigin
and have not yet been ornamented and given liéy; &ine therefore un-organic and do not
have “living form” (On Virgil, CWp. 270).

In an effort to rectify what Urizen has done Loshis one who creates his form;
“Giving a body to Falshood that it may be catsfoffever” @ 12: 13). This reflects Blake’s
idea of the bounding outline which can be relatethé function of his painting and poetry;
he gives a from to error so it can be limited andarstood and thus overcome. In the poem
error is pointed out by relating it to ideas ohligclarity, particularity, and circularity. In
relation to Urizen we find words such as “dark™{3:*shadow” (3:21), and “featureless”
(7:5) expressing that he is associated with althimegs which in Blake’s stance are symbolic
of lack of vision and understanding. Where Gothicelated to light, “pure, not sullied or
oppressed” (RuskiMP Vol. 2 p. 266), Urizen is connected with darknd&lake’s emphasis

on the particular shows that Urizen, being “absedt(3: 6), is a generalizer. The association

of Urizen with ideas fundamentally un-Gothic is segsed also in relation to images of
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circularity. He is constantly described and linkedhe idea of circular motion. He is: “Dark
revolving in silent activity” (3: 18), calling ui¢ idea of the circle of life, a self-enclosed
series of activity, which Urizen himself sees dweor because “he saw that life liv’d upon
death” (23: 27). The imagery of the self-contais&dularity of Urizen’s “enormous labours”
(3: 22) is expressed by the “rolling of wheels” 88), which, as a reference to the most
important scientific invention, illustrates how tbieizenic world grows and evolves by
scientific, rational development and not throughitl enlightenment.

Los on the other hand is described in images enghgsis function as prophet and
craftsman, and he is continually associated wighsihiral in contrast to Urizen’s circle, which
aligns with Los with the idea of the vines and t@sdn both Blake’s illuminated books and
Gothic ornament (see figure 3). Urizen is encld$edvhirlwinds of sulphurous smoke” (4:
47), and later "in whirlwinds / Of darkness theraet# Prophet howl'd” (10: 6-7). The use of
spiral images for Los associates him with the sdrfiem of Orc which expresses his
prospective fatherhood to the spirit of revolution.

The five senses play an important partire Book of Urizeand here we find the
story of their development from the beginning iereity until their contemporary state. The
first mention of the senses comes in chapter twelation to Urizen: “The will of the
Immortal expanded / Or contracted his all flexipémses” (3: 37-38). The state of the senses
in eternity, before the creation of the materiatilowas one without restrictions directed by
individual determination. Sense impression in etglis not something imposed by existence
but is something that comes from within.; a formmantal energy directing perception. In
this un-fallen state of the five senses they armtmgral part of the collective faculties. It is
only after the fall, which, as previously discussed fall into division in both Blake and
Ruskin’s system of ideas, that the senses becaostrected. When Urizen ventures into his

introverted contemplations resulting in the cr@af Urizenic law and his division from Los
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his senses can no longer attain their ‘flexiblatet This is the result when one divides reason
from imagination because “reason must work in hegveth faith and love to draw the fiery
chariot of inspiration” (Easson p. 320). Urizenoks are not sprung from inspiration but
from an enclosed rigid state of introspection.
After Los has given shape to Urizen, binding hinpltysical form, Urizen’s senses are

also bound and his eyes are “fixed in two littleesa/ Hiding carefully from the wind” (11:
14-15), while his hearing is described as beingdrffped” (11: 23). The limited condition of
the senses after Los has forged a form for Urizamoimes apparent in chapter five:

With hurtlings & clashings & groans

The Immortal endur’d his chains,

Tho’ bound in deadly sleep.

2.All the myriads of Eternity:

All the wisdom & joy of life:

Roll like a sea around him,

Except what his little orbs

Of sight by degrees unfold

3.And now his eternal life
Like a dream was obliterated (13: 25-34)

Interpreting the ‘chains’ as both Urizen’s matef@in and his five senses means that eternal
life is no longer available as long as the senseglased. In fact, ‘All the wisdom & joy of
life’ is now without and unattainable; the search‘a joy without pain’ has resulted in no joy
at all, just emptiness. This emptiness is transtetmto the sons of Urizen, the four elements,
and humankind, and the last mention of the sengaegses the dismal state of this situation:
No more could they rise at will
In the infinite void, but bound down
By their narrowing perceptions (25: 44-46).
The state of the senses described here is theaathe narrow perception of purely

scientific and rational thought, and the poem fiomd as a warning against the errors of

circular, and self-contemplative thought. It is mn@ant to notice that in also here, as well a in
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Europe one of the last vision we are given is one of,@Qral this image together with the last
lines of the poem gives the idea that a changekiag place:

8. So Fuzon call’d all together

The remaining children of Urizen:

And they left the pendulous earth:

They called it Egypt, & left it

9. And the salt ocean rolled englob’d (28: 19-23).
The biblical reference to Egypt as a symbol fovets might give the impression that the
material world of Urizen is unbearable and thushalbaed by the sons of Urizen, the eternal
elements (DamobDictionary pp. 425-26), leaving only the material. | would@ghat
instead this provides hope as the biblical exodus fEgypt, despite its toil and hardship, also
ends in arriving in the promised land, the landndk and honey. So the reader by
understanding and interpreting the narrative canddhe slavery of the purely corporeal and
achieve a higher understanding of the underlyingtsal structures of human life. The last
line gives association to the biblical flood, whiwhcourse leaves the earth purged from sin
providing a fresh start for the worthy.

Form the above discussion it is clear that ided$e Book of Urizeas well in
Europeclearly resonate with Ruskin’s idea of Gothicyasl as with conceptions found in
medieval Gothic art. The fact that the Urizen-Lahdtomy can be related to Ruskin’s
element of Savageness in Gothic by the shared fatusaft and imagination as well to his
idea of the ideological difference between Grealssical form and Gothic provides by itself

important proof that the relation between Blakedetpy and medieval Gothic is an significant

force.
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! See the commentary the Complete Poetry and Prose of William Bl&eid V. Erdman ed., Berkeley and
Los Angeles, Universitpf California Press, 198pp. 903-906

2 For a discussion on this see Suzanne Lewgading Images; Narrative Discourse and Recepticthé
Thirteenth-Century llluminated Apocalypsgambridge University Press, New York, 1995, {39
% The recent boolilliam Blake’s Sexual Path to Spiritual Visi®2008 deals explicitly with this idea in Blake.

* For a further discussion of this similarity see WT Mitchell'sBlake’s Composite Art; A Study of the
llluminated PoetryPrinceton New Jersey, Princeton University Pr&8g8, pp. 6-9.

® Mitchell provides a discussion on the meaningifiédent geometric forms in Blake’s poetry and mish
Blake’'s Composite Art; A Study of the llluminatexefy, Princeton New Jersey, Princeton University Press,
1978, pp. 58-69

® The use of 'brooding’ also has a clear connediioihe beginning of John Milton’s Paradise Lostefhare

also several other parallels to Paradise Lost tifrout the poem, which are discussed in Harold Bleom
Blake’'s Apocalypse; A Study in Poetic Argumérdaca, New York, Cornell University Press, 190, 164-175
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Chapter 5:

Final Remarks

After looking at Blake through Ruskin’s definitiarfi Gothic it has become clear that there are
many congruencies between Ruskin’s idea of Gothicideas in Blake’s text. Particularly
Blake’s idea of Gothic as ‘living form’ resonatésosgly with the ideas from “The Nature of
Gothic”, as does the importance of craftsmanshgtha importance of the imagination. The
overarching principle of the symbiosis betweenititerior and exterior qualities in Ruskin’s
definition of Gothic has strong resemblances wdéas in Blake's text. The inseparability of
word and image in the illuminated books is the mimogtortant aspect that links Blake to the
medieval Gothic tradition, but this also works dheay levels. Arguably the total structure of
Blake’s text, that is the interrelated nature &f poetry, prose, and painting in relation to his
aesthetic ideas, and poetic conceptions, charaetedsthemes is a common trait in medieval
theories as well, where there is no clear distimchetween what is theory or philosophy and
what is poetry, narration, and theoldgy.

The particular elements form Ruskin’s theory otléa Savageness, Changefulness,
Naturalism, Grotesqueness, Rigidity, and Redundhage proved to resonate well with
important ideas and poetic conceptions in Blakenfog a new vantage point from which to
view his text. The cornerstone of Ruskin’s thearyhie element of Savageness where the key
aspect is the importance placed on the imagina#iod the significance of the imagination is
one of, if not the most important facet in Blakeleas. This, together with Changefulness as
an idea of energy, and Naturalism and the impoegafi¢he organic and the human form
divine in Blake creates a strong base for the idatBlake’s poetry can be viewed as

fundamentally Gothic in character.



The discussion has shown that many of the mostrit@pbaspects of Blake’s ideas, in
his poetry, prose, and painting can be relatedddieval Gothic ideas. There is evidence
throughout his illuminated books that the functadrhis poetry is related to the idea of the
artist as craftsman and the poet as prophet. Tagome between text and image in Blake’s
illuminated books is deeply vested in the earliadition of medieval illuminated
manuscripts, and not only in the formal aspecthisflikeness but also in the ideology of the
poetry itself. One of the most important connedibetween Blake and medieval Gothic,
which | would argue is one of the strongest indicaibf Blake’s indebtedness to this
tradition, is his views on the function of art, andarticular poetry: Blake’s idea of ‘Sublime
Allegory’.

The importance of fourfold vision in the structamed interpretation of Blake’s poetry
had been briefly visited before, but the full scop¢his has not been sufficiently addressed.
The possibility of connecting Blake’s idea of fanid vision to the ideas found in Richard of
St. Victor's commentary on the Apocalypse, opensoup wider scope of possible medieval
sources as basis for Blake’s own ideas. This trakisesses the possibility of viewing
Blake’s text more closely in relation to mediewdgas and in so doing also opens up new
interpretative possibilities.

One focus that is strengthened by viewing Blakexs$ as part of the Gothic tradition
Is the idea of poetry and art as a meditative disssowhere the goal is to reach spiritual truth,
and in a sense provide one’s own glossing of tkie Agguably this function is also the
reason why sense perception has such a prominerinnmedieval Gothic philosophy,
Blake’s text, and the theories of Ruskin. The id&fa®r instance Suger have strong parallels
in Blake’s poetry, as was shown in the readingwfopeandThe Book of Urizem chapter

four and these ideas are also akin to Ruskin’s wiewthe importance of perception.
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The importance of perception and the spiritualss &und in Ruskin’$/lodern
Painterswhere he provides us with his aesthetic theoryl discussed in chapter three, the
ideas found here on Typical beauty are closely eotad with his ideas on Gothic and they
also share close affinity with Blake’s aesthetieasd. Their ideas on linearity and colouring in
particular show similarities in the mutual connentmade between artistic technique and
ideas on spirituality, he idea of infinity beingetmost important notion. Blake’s idea that art
has the power to ‘display the infinite which wad’lian be related to the medieval spiritual
quest, such as in the instancéP@drs PlowmarandPearl, where the reader enters into his
own meditative spiritual quest through the readirgerience. Such too is the function of
Blake’s prophesies: interestingly the relation kedwthe different books can be said to form
a certain spiritual quest in itself, as Blake coutilly elaborates and provides deeper
understanding over the time of his production, ¢oating inJerusalem| believe that by
concentrating more scholarly effort on the Gothéreent in Blake’s text one could discover
interesting dialectics between the individual po@mprophesies, as well as discovering new
meaning by examining how they respond and relateddieval philosophy and ideas.

| would argue that there are several very speisfioes that also connect Blake’s
poetry and images with medieval ideas. One is $esaf gesture and body posture, a subject
visited by Janet Warner in her article “Blake’s a$&esture”. However, in addition to
connecting this with certain attitudes and energigsuld argue that it also can be seen as
continuing the earlier medieval tradition of usgstures as a form of communicating
specific messages to the viewer.

Another area that has received little attentiothésorganic nature of Blake’s poetry,
its ‘living form’ if you will. As my discussion oEuropeshows there is a certain
preoccupation with organic imagery and natural€yaeh the poetic images, which is also

reflected in the visual aspects of the page, eappgthe use of interlinear and marginal detail.

83



| also related this to ideas of energy and to Ruslglement of Changefulness in Gothic
which means that the focus on ideas of growth agph research on medieval illuminated
manuscripts would also be a valid approach to BsaKeminated books.

All'in all, it is evident that there are closeatgbns between Blake, Ruskin, and ideas
in medieval Gothic art, of which this thesis hascdssed some of the issues. It is clear though
that this is an area of research that has beerlywieglected and that there are vast amounts
of possibilities in making new, discoveries as veallelaborating on the findings | have made
here.

| give you the end of a golden string,
Only wind it to a ball:
It will lead you in at Heavens gate,

Built in Jerusalems wall.

(William Blake,Jerusalenv7)

*kk

! See Umberto EcArt and Beauty in the Middle Ageslew Haven and London, Yale University Press,6198
ch. 1-3
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