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William Blake

(1757 - 1827)

Introduction

The idea of writing about William Blake came to me by chance. It happened after my English lesson, one year ago. That day our teacher was telling us about outstanding men of British history. Among them William Blake was. This man of genius immediately attracted my attention. His poems and paintings have delighted me since then.

After lesson I began questioning if anybody knew about that poet. I wanted to get more information about him and his life. But it turned out that nobody had heard about him before! I was really confused. We knew so little about the outrageous people of the country which language we are studying! This gave me a shove of my searching.
In my search work I tried to show how difficult Blake’s life was and how he overcame troubles. I tried to realize how his world outlook influenced his poetry and artwork. My aim was to understand why Blake’s poems had no success among his contemporaries and why he was considered to be mad.

He was enthusiastic and honest one. He had a great willpower and tried to make his wishes come true. He never gave up and followed his own principles. To my mind William Blake is worth being known.
I am very grateful for giving me the opportunity to share my interest in William Blake’s biography and specific style of his art.
"To see a world in a grain of sand,
And a heaven in a wild flower,
Hold infinity in the palm of your hand,
And eternity in an hour. "
William Blake  «Auguries of Innocence»
William Blake was an English poet, painter, and printmaker. Largely unrecognized during his lifetime, Blake’s work is today considered seminal and significant in the history of both poetry and the visual arts. He was voted 38th in a poll of the 100 Greatest Britons organized by the BBC in 2002.
According to Northrop Frye, who undertook a study of Blake’s entire poetic corpus, his prophetic poems form “what is in proportion to its merits the least read body of poetry in the English language.” Others have praised Blake’s visual artistry, at least one modern critic proclaiming Blake “far and away the greatest artist Britain has ever produced.” Once considered mad for his idiosyncratic views, Blake is highly regarded today for his expressiveness and creativity, and the philosophical vision that underlies his work. He himself once indicated, “The imagination is not a State: it is the Human existence itself.”

While his visual art and written poetry are usually considered separately, Blake often employed them in concert to create a product that at once defied and superseded convention. Though he believed himself able to converse aloud with Old Testament prophets, and despite his work in illustrating the Book of Job, Blake’s affection for the Bible was accompanied by hostility for the established Church, his beliefs modified by a fascination with Mysticism and the unfolding of the Romantic movement around him. Ultimately, the difficulty of placing William Blake in any one chronological stage of art history is perhaps the distinction that best defines him.

Early life
William Blake was born in 28A Broad Street, Golden Square, London, England on November 28, 1757, to a middle-class family. He was the third of seven children, who consisted of one girl and six boys, two of whom died in infancy. Blake’s father, James, was a hosier. He never attended school, being educated at home by his mother. The Blakes were Dissenters, and are believed to have belonged to the Moravian Church. The Bible was an early and profound influence on Blake, and would remain a source of inspiration throughout his life.

When William Blake was four years old he screamed because he saw God put his forehead against the window. It was not, for him, unusual. At eight, when he was walking in the fields, he beheld “a tree filled with angels, bright angelic wings bespangling every bough, with stars”. On another occasion, he saw the prophet  Ezekiel under a tree in a field. To Blake the next world was as real as this one. Solitary by ordinary standards, Blake was surrounded from within by his own visions. His devoted wife once said, “I have every little of Mr. Blake’s company. He is always in Paradise.”

At the age of ten, Blake expressed a desire to be a painter and was sent to drawing school and then apprenticed to an engraver. He began engraving copies of drawings of Greek antiquities purchased for him by his father (a further indication of the support his parents lent their son), a practice that was then preferred to actual drawing. Within these drawings Blake found his first exposure to classical forms, through the work of Raphael, Michelangelo, Marten Heemskerk and Albrecht Dürer. During this period, Blake was also making explorations into poetry, he wrote a series of poems as amazing as anything in English literature ; his early work displays knowledge of Ben Jonson and Edmund Spenser.

Apprenticeship to Basire
On August 4, 1772, Blake became apprenticed to engraver James Basire of Great Queen Street, for the term of seven years. At the end of this period, at the age of 21, he was to become a professional engraver.

There is no record of any serious disagreement or conflict between the two during the period of Blake’s apprenticeship. However, Peter Ackroyd’s biography notes that Blake was later to add Basire’s name to a list of artistic adversaries—and then cross it out. This aside, Basire’s style of engraving was of a kind held to be old-fashioned at the time, and Blake’s instruction in this outmoded form may have had a detrimental effect on his struggles to acquire work or even recognition in later life.

After two years Basire sent him to copy images from the Gothic churches in London (it is possible that this task was set in order to break up a quarrel between Blake and James Parker, his fellow apprentice), and his experiences in Westminster Abbey contributed to the formation of his artistic style and ideas; the Abbey of his day was decorated with suits of amour, painted funeral effigies and varicoloured waxworks. Ackroyd notes that “the most immediate [impression] would have been of faded brightness and colour ”. In the long afternoons Blake spent sketching in the Abbey, he was occasionally interrupted by the boys of Westminster School, one of whom “tormented” Blake so much one afternoon that he knocked the boy off a scaffold to the ground, “upon which he fell with terrific Violence”. Blake beheld more visions in the Abbey, of a great procession of monks and priests, while he heard “the chant of plain-song and chorale”.

The archetype of the Creator is a familiar image in his work. Here, Blake depicts his demiurgic figure Urizen stooped in prayer, contemplating the world he has forged. The Song of Los is the third in a series of illuminated books painted by Blake and his wife, collectively known as the Continental Prophecies. Blake’s trade as an engraver was an important means of livelihood, for his pictures and his poetry were not widely accepted during his lifetime. His talent for sketching is seen in his illustrations not only of his own poems but of specially decorated editions of Milton’s Paradise Lost, Dante’s Divine Comedy, and the Book of Job. All his life Blake devoted himself to expressing his mystical faith and his visions of a heavenly world. His concern, in both art and poetry, was to represent eternal things in terms of earthly symbols.

The Royal Academy
In 1778, Blake became a student at the Royal Academy in Old Somerset House, near the Strand. While the terms of his study required no payment, he was expected to supply his own materials throughout the six-year period. There, he rebelled against what he regarded as the unfinished style of fashionable painters such as Rubens, championed by the school’s first president, Joshua Reynolds. Over time, Blake came to detest Reynolds’ attitude toward art, especially his pursuit of “general truth” and “general beauty”. Reynolds wrote in his Discourses that the “disposition to abstractions, to generalizing and classification, is the great glory of the human mind”; Blake responded, in marginalia to his personal copy, that “To Generalize is to be an Idiot; To Particularize is the Alone Distinction of Merit”. Blake also disliked Reynolds’ apparent humility, which he held to be a form of hypocrisy. Against Reynolds’ fashionable oil painting, Blake preferred the Classical precision of his early influences, Michelangelo and Raphael.

In June 1780, Blake was walking towards Basire’s shop in Great Queen Street when he was swept up by a rampaging mob that stormed Newgate Prison in London. Many among the mob were wearing blue cockades on their caps, to symbolize solidarity with the insurrection in the American colonies. They attacked the prison gates with shovels and pickaxes, set the building ablaze, and released the prisoners inside. Blake was reportedly in the front rank of the mob during this attack; most biographers believe he accompanied the crowd impulsively.

These riots, in response to a parliamentary bill revoking sanctions against Roman Catholicism, later came to be known as the Gordon Riots; they provoked a flurry of legislation from the government of George III, as well as the creation of the first police force.

Marriage and early career
In 1782, Blake met John Flaxman, who was to become his patron, and Catherine Boucher, who was to become his wife. At the time, Blake was recovering from a relationship that had culminated in a refusal of his marriage proposal. Telling Catherine and her parents the story, she expressed her sympathy, whereupon Blake asked her, “Do you pity me?” To Catherine’s affirmative response he responded, “Then I love you.” Blake married Catherine – who was five years his junior – on 18 August 1782 in St. Mary’s Church, Battersea. Illiterate, Catherine signed her wedding contract with an 'X'. Later, in addition to teaching Catherine to read and write, Blake trained her as an engraver; throughout his life she would prove an invaluable aid to him, helping to print his illuminated works and maintaining his spirits throughout numerous misfortunes.

At this time George Cumberland, one of the founders of the National Gallery, became an admirer of Blake’s work. Blake’s first collection of poems, Poetical Sketches, was published around 1783.
Song from Poetical Sketches
How sweet I roam'd from field to field

And tasted all the summer's pride,

Till I the Prince of Love beheld

Who in the sunny beams did glide!

He show'd me lilies for my hair,

And blushing roses for my brow;

He led me through his gardens fair

Where all his golden pleasures grow.

With sweet May dews my wings were wet,

And Phoebus fir'd my vocal rage;

He caught me in his silken net,

And shut me in his golden cage.

He loves to sit and hear me sing,

Then, laughing, sports and plays with me -

Then stretches out my golden wing,

And mocks my loss of liberty.

Песня
	В полях порхая и кружась,                 

Как был я счастлив в блеске дня,

Пока любви прекрасный князь

Не кинул взора на меня.

Мне в кудри лилии он вплел,

Украсил розами чело,

В свои сады меня повел,

Где столько тайных нег цвело.

Восторг мой Феб воспламенил,

И, упоенный, стал я петь...

А он меж тем меня пленил,

Раскинув шелковую сеть.

Мой князь со мной играет зло.

Когда пою я перед ним,

Он расправляет мне крыло

И рабством тешится моим.

	
	Как сладко по полям задумчиво бродил я,

Вкушая жадно все лета краски дня,

Пока любви я принца не увидел,

Что в свете солнечных лучей сидел и звал меня.

В мои он волосы две лилии вплетал

И розы нераскрывшейся пылающий бутон.

Провел меня в сады, где красок карнавал,

Цветы из наслаждений  выращивает он.

Росою сладкой опьяненный,

Восторженный, я песни пел Светилу,

И не заметил, как был в шелковые сети пойман,

Как стал рабом я вмиг отныне.

Теперь мой принц сидит и смотрит,

Как песни звонко я пою.

И лишь украдкой он смеется,

Что я в неволе здесь живу.

	Перевод С. Я. Маршака
	
	Перевод А. М. Салыкиной


After his father’s death, William and his brother Robert opened a print shop in 1784, and began working with radical publisher Joseph Johnson. Johnson’s house was a place of meeting for some of the leading intellectual dissidents of the time in England: Joseph Priestley, scientist; Richard Price, philosopher; John Henry Fuseli; Mary Wollstonecraft, an early feminist; and Thomas Paine, American revolutionary. Along with William Wordsworth and William Godwin, Blake had great hopes for the American and French revolution and wore a Phrygian cap in solidarity with the French revolutionaries, but despaired with the rise of Robespierre and the Reign of Terror in the French revolution.

Blake illustrated Original Stories from Real Life (1788; 1791) by Mary Wollstonecraft. They seem to have shared some views on sexual equality and the institution of marriage, but there is no evidence proving without doubt that they actually met. In 1793’s Visions of the Daughters of Albion, Blake condemned the cruel absurdity of enforced chastity and marriage without love and defended the right of women to complete self-fulfillment.

Relief etching
In 1788, at the age of 31, Blake began to experiment with relief etching, a method he would use to produce most of his books, paintings, pamphlets and of course his poems, including his longer  ‘prophecies ’and his masterpiece the “Bible”. The process is also referred to as illuminated printing, and final products as illuminated books or prints. Illuminated printing involved writing the text of the poems on copper plates with pens and brushes, using an acid-resistant medium. Illustrations could appear alongside words in the manner of earlier illuminated manuscripts. He then etched the plates in acid in order to dissolve away the untreated copper and leave the design standing in relief (hence the name). This is a reversal of the normal method of etching, where the lines of the design are exposed to the acid, and the plate printed by the intaglio method. Relief etching, which Blake invented, later became an important commercial printing method. The pages printed from these plates then had to be hand-coloured in water colours and stitched together to make up a volume. Blake used illuminated printing for most of his well-known works, including Songs of Innocence and Experience, The Book of Thel, The Marriage of Heaven and Hell, and Jerusalem.
The Lamb is one of the poems in Blake’s Songs of Innocence :
Little Lamb, who made thee?
Dost thou know who made thee?
Gave thee life, and bit thee feed,

By the stream and o’er the mead;

Gave thee clothing of delight,

Softest clothing, wooly, bright;

Gave thee such a tender voice,

Making all the vales rejoice?
Little Lamb, who made thee?

Dost thou know who made thee?

Little Lamb, I’ll tell thee,

Little Lamb, I’ll tell thee:

He is called by thy name,

For He calls Himself a Lamb,

He is meek, and He is mild;

He became a little child.

I a child, and thou a lamb,

We are called by His name.

Little Lamb, God bless thee!

Little Lamb, God bless thee!
Because a symbol implies a meaning beyond its surface meaning, it can serve both to clarify the idea of a poem and to give it added dimensions. Like a metaphor, a symbol suggests a relationship between two objects. Symbols are often derived from conventional relationships familiar to and readily identifiable by most readers. Night, for example, often symbolizes death or evil; white stands for purity; the owl, for wisdom; the lion, for courage.

Although Blake’s lamb can be thought of as real animal, its function as symbol should be emphasized. The lamb is used as a symbol of the innocence of childhood.

His Songs of Innocence and Songs of Experience, two fanciful works which appealed so much to later Romantic poets, are also studies in contrast. In these works, this great poet of contraries pointed out the need for both childhood’s innocence and the wisdom-however painful and disillusioning-gained by experience. Songs of Innocence and Songs of Experience,  though  not appreciated until some fifty years after his death, contain some of the most beautiful lyrics in the English language.
Songs of Innocence: Introduction
Piping down the valleys wild,

Piping songs of pleasant glee,

On a cloud I saw a child,

And he laughing said to me:

“Pipe a song about a Lamb!”

So I piped with merry cheer.

“Piper, pipe that song again;”

So I piped: he wept to hear.

“Drop thy pipe, that happy pipe;

“Sing thy songs of happy cheer:”

So I sung the same again,

While he wept with joy to hear.

“Piper, sit thee down and write

“In a book, that all may read.”

So he vanish’d from my sight,

And I pluck’d a hollow reed,

And I made a rural pen,

And I stain’d the water clear,

And I wrote my happy songs

Every child may joy to hear. 
Later life and career
Blake’s marriage to Catherine remained a close and devoted one until his death. There were early problems, however, such as Catherine’s illiteracy and the couple’s failure to produce children. Gilchrist refers to “stormy times” in the early years of the marriage. It is possible that at one point, in accordance with the beliefs of the Swedenborgian Society, Blake suggested bringing in a concubine. Catherine was distressed at the idea, and Blake promptly withdrew it. Blake taught her to write, and she helped him to colour his printed poems. Around the year 1800 Blake moved to a cottage at Felpham in Sussex (now West Sussex) to take up a job illustrating the works of William Hayley, a minor poet. It was in this cottage that Blake wrote Milton: a Poem (published between 1805 and 1808). The preface to this work includes a poem beginning “And did those feet in ancient time”, which became the words for the anthem, “Jerusalem”. Over time, Blake came to resent his new patron, coming to believe that Hayley was not paying as well as he could afford to pay.

Blake returned to London in 1802 and began to write and illustrate Jerusalem (1804–1820), his most ambitious work. Having conceived the idea of portraying the characters in Chaucer’s Canterbury Pilgrims, Blake approached the dealer Robert Cromek, with a view to marketing an engraving. Knowing that Blake was too eccentric to produce a popular work, Cromek promptly commissioned Thomas Stothard to execute the concept. When Blake learned that he had been cheated, he broke off contact with Stothard, formerly a friend. He also set up an independent exhibition in his brother’s shop, designed to market his own version of the Chaucer illustration, along with other works. As a result he wrote his Descriptive Catalogue (1809), which contains what Anthony Blunt has called a “brilliant analysis”of Chaucer. It is regularly anthologized as a classic of Chaucer criticism. It also contained detailed explanations of his other paintings.

He was introduced by George Cumberland to a young artist named John Linnell. Through Linnell he met Samuel Palmer, who belonged to a group of artists who called themselves the Shoreham Ancients. This group shared Blake’s rejection of modern trends and his belief in a spiritual and artistic New Age. At the age of 65 Blake began work on illustrations for the Book of Job. These works were later admired by Ruskin, who compared Blake favourably to Rembrandt, and by Vaughan Williams, who based his ballet Job: A Masque for Dancing on a selection of the illustrations.

[image: image1.jpg]



Blake’s  “ A Negro Hung Alive by the Ribs to a Gallows”, 
an illustration to J. G. Stedman’s Narrative, of a Five Years’ Expedition,
 against the Revolted Negroes of Surinam (1796).

Blake abhorred slavery and believed in racial and sexual equality. Several of his poems and paintings express a notion of universal humanity: “As all men are alike (tho’ infinitely various)”. He retained an active interest in social and political events for all his life, but was often forced to resort to cloaking social idealism and political statements in Protestant mystical allegory.

He rejected all forms of imposed authority; indeed, he was charged with assault and uttering seditious and treasonable expressions against the King in 1803, though he later was cleared in the Chichester assizes of the charges. The charges were brought by a soldier called John Schofield after Blake had bodily removed him from his garden, allegedly exclaiming, “Damn the king. The soldiers are all slaves.” According to a report in the Sussex county paper, “The invented character of [the evidence] was ... so obvious that an acquittal resulted.” Schofield was later depicted wearing “mind forged manacles” in an illustration to Jerusalem.

Blake’s views on what he saw as oppression and restriction of rightful freedom extended to the Church. His spiritual beliefs are evidenced in Songs of Experience (in 1794), in which he shows his own distinction between the Old Testament God, whose restrictions he rejected, and the New Testament God (Jesus Christ in Trinitarianism), whom he saw as a positive influence.

Later in his life Blake began to sell a great number of his works, particularly his Bible illustrations, to Thomas Butts, a patron who saw Blake more as a friend than a man whose work held artistic merit; this was typical of the opinions held of Blake throughout his life.

Blake and religion
Although Blake’s attacks on conventional religion were shocking in his own day, his rejection of religiosity was not a rejection of religion totally. His view of orthodoxy is evident in The Marriage of Heaven and Hell, a series of texts written in imitation of Biblical prophecy. Therein, Blake lists several Proverbs of Hell, amongst which are the following:

Prisons are built with stones of Law, Brothels with bricks of Religion.

As the caterpillar chooses the fairest leaves to lay her eggs on, so the priest lays his curse on the fairest joys.

In The Everlasting Gospel, Blake does not present Jesus as a philosopher or traditional messianic figure but as a supremely creative being, above dogma, logic and even morality:

If he had been Antichrist, Creeping Jesus,

He’d have done anything to please us:

Gone sneaking into the Synagogues

And not used the Elders & Priests like Dogs,

But humble as a Lamb or an Ass,

Obey himself to Caiaphas.

God wants not man to humble himself.
Jesus, for Blake, symbolizes the vital relationship and unity between divinity and humanity: all had originally one language and one religion: this was the religion of Jesus, the everlasting Gospel. Antiquity preaches the Gospel of Jesus. Blake designed his own mythology, which appears largely in his prophetic books. Within these Blake describes a number of characters, including ‘Urizen’, ‘Enitharmon’, ‘Bromion’ and ‘Luvah’. This mythology seems to have a basis in the Bible and in Greek mythology, and it accompanies his ideas about the everlasting Gospel.

One of Blake’s strongest objections to orthodox Christianity is that he felt it encouraged the suppression of natural desires and discouraged earthly joy. Blake does not subscribe to the notion of a distinct body from the soul, and which must submit to the rule of soul, but rather sees body as an extension of soul derived from the ‘discernment’ of the senses. Thus, the emphasis orthodoxy places upon the denial of bodily urges is a dualistic error born of misapprehension of the relationship between body and soul; elsewhere, he describes Satan as the ‘State of Error’, and as being beyond salvation.

He did not hold with the doctrine of God as Lord, an entity separate from and superior to mankind; this is shown clearly in his words about Jesus Christ: “He is the only God ... and so am I, and so are you.” A telling phrase in The Marriage of Heaven and Hell is “men forgot that All deities reside in the human breast”. This is very much in line with his belief in liberty and equality in society and between the sexes.

Dante’s Inferno
The commission for Dante's Inferno came to Blake in 1826 through Linnell, with the ultimate aim of producing a series of engravings. However, Blake's death in 1827 would cut short the enterprise, and only a handful of the watercolours were completed, with only seven of the engravings arriving at proof form. Even so, they have evoked praise:

“The Dante watercolours are among Blake’s richest achievements, engaging fully with the problem of illustrating a poem of this complexity. The mastery of watercolour has reached an even higher level than before, and is used to extraordinary effect in differentiating the atmosphere of the three states of being in the poem”.

Blake’s illustrations of the poem are not merely accompanying works, but rather seem to critically revise, or furnish commentary on, certain spiritual or moral aspects of the text. In illustrating Paradise Lost, for instance, Blake seemed intent on revising Milton’s focus on Satan as the central figure of the epic; for example, in Satan Watching the Endearments of Adam and Eve (1808) Satan occupies an isolated position at the picture’s top, with Adam and Eve centered below. As if to emphasize the effects of the juxtaposition, Blake has shown Adam and Eve caught in an embrace, whereas Satan may only caress the serpent, whose identity he is close to assuming.

In this instance, because the project was never completed, Blake’s intent may itself be obscured. Some indicators, however, bolster the impression that Blake’s illustrations in their totality would themselves take issue with the text they accompany: In the margin of Homer Bearing the Sword and His Companions, Blake notes, “Every thing in Dantes Comedia shows That for Tyrannical Purposes he has made This World the Foundation of All & the Goddess Nature & not the Holy Ghost.” Blake seems to dissent from Dante’s admiration of the poetic works of the ancient Greeks, and from the apparent glee with which Dante allots punishments in Hell (as evidenced by the grim humour of the cantos).

At the same time, Blake shared Dante’s distrust of materialism and the corruptive nature of power, and clearly relished the opportunity to represent the atmosphere and imagery of Dante’s work pictorially. Even as he seemed to near death, Blake’s central preoccupation was his feverish work on the illustrations to Dante’s Inferno; he is said to have spent one of the very last shillings he possessed on a pencil to continue sketching.
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William Blake illustration to Dante The Divine Comedy, Inferno, Canto I, 1-90
Blake’s death
On the day of his death, Blake worked relentlessly on his Dante series. Eventually, it is reported, he ceased working and turned to his wife, who was in tears by his bedside. Beholding her, Blake is said to have cried, “Stay Kate! Keep just as you are – I will draw your portrait – for you have ever been an angel to me.” Having completed this portrait (now lost), Blake laid down his tools and began to sing hymns and verses. At six that evening, after promising his wife that he would be with her always, Blake died. Gilchrist reports that a female lodger in the same house, present at his expiration, said, “I have been at the death, not of a man, but of a blessed angel.”

George Richmond gives the following account of Blake’s death in a letter to Samuel Palmer:

He died ... in a most glorious manner. He said He was going to that Country he had all His life wished to see and expressed Himself Happy, hoping for Salvation through Jesus Christ — Just before he died His Countenance became fair. His eyes Brightened and he burst out Singing of the things he saw in Heaven.
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Monument near Blake’s unmarked grave in London

Catherine paid for Blake’s funeral with money lent to her by Linnell. He was buried five days after his death – on the eve of his forty-fifth wedding anniversary – at the Dissenter’s burial ground in Bunhill Fields, where his parents were also interred. Present at the ceremonies were Catherine, Edward Calvert, George Richmond, Frederick Tatham and John Linnell. Following Blake’s death, Catherine moved into Tatham’s house as a housekeeper. During this period, she believed she was regularly visited by Blake’s spirit. She continued selling his illuminated works and paintings, but would entertain no business transaction without first “consulting Mr. Blake”. On the day of her own death, in October 1831, she was as calm and cheerful as her husband, and called out to him “as if he were only in the next room, to say she was coming to him, and it would not be long now”. On her death, Blake’s manuscripts were inherited by Frederick Tatham, who burned several of those which he deemed heretical or too politically radical. Tatham had become an Irvingite, one of the many fundamentalist movements of the 19th century, and was severely opposed to any work that smacked of blasphemy. Sexual imagery in a number of Blake’s drawings was also erased by John Linnell. Blake is now recognized as a saint in the Ecclesia Gnostica Catholica. The Blake Prize for Religious Art was established in his honour in Australia in 1949. In 1957 a memorial was erected in Westminster Abbey, in memory of him and his wife.

In addition to his influence on writers and artists, Blake’s role as a song-writer and as an exponent of sexual and imaginative freedom have made him an influential figure in popular culture, especially since the 1960s. Far more than any other canonical writer his songs have been set and adapted by popular musicians including U2, Van Morrison, Jah Wobble, Tangerine Dream, Bruce Dickinson, Kathleen Yearwood and Ulver. Folk musicians have adapted his work, and figures such as Bob Dylan and Allen Ginsberg have been influenced by him. The genre of the graphic novel traces its origins to Blake’s etched songs and Prophetic Books. Children’s author Maurice Sendak and exponents such as Grant Morrison, Robert Crumb, and J.M. DeMatteis have all cited Blake as one of their major inspirations.
To my mind the greatness of William Blake lies less, perhaps, in his apocalyptic outlook than in his mastery, in art and verse, of an extreme and moving simplicity. In conclusion I want to say that I absolutely agree with William Wordsworth’s note about this extraordinary artist and writer: “There was no doubt that this poor man was mad, but there is something in the madness of this man which interests me more than the sanity of Lord Byron and Walter Scott.”

