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Abstract

Il nsi de Wil | i aThe Rdrks & 8ibJsshua 8qynoldE98) are extensive

annotations; some agreeing, others objecting, some poetic, others simply dismissive. Despite the
fading manuscript notes, the impact of the marginalia hasvieehy usedin studiesof both

Blake and Reynold®oftenas evi dence of Bl ake 0 ssometgnetoheti cs
historicize or criticize the Royal Academy. The marginbbaebeen misunderstood and

misapplied in previous scholarship because the mannériah the annotations work alongside

Rey n ol teas dot Heensdriously taken into accoline manuscript notes have been

abstracted from their original source and the later development of the marginalia has been
neglected. Thi s tmargiraliasrtharmatenal and soncBptual leveld s

alongside theentretext (The Works of Sir Joshua Reynglslume 1) to better understand

Bl akeds writing in the margins. It suggests t
laboratory in whib he voiced his ideas in relation to Reynolds. The thesis begins by looking at

the nature of marginalia at the time and Bl ak
part considers the difficult artistic relationship between Reynolds, the-awuthority of

British art and Blakepart of anewer generation of artgstalthough a very distinctive onehe

third partexamines the threads of ideas in the margin&¥afksthat were later developed in

Bl a lownowsiting: theNotebook hisideason Art in theDescriptive Cataloguand 1809

Exhibition, the illuminated books, and one of his final works Lthecodn.
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Introduction

For Books are not absolutely dead things, but doe contain a potencie [sic] of
life in them to be as active as that soule [sic] was whose progeny they are; nay
they do preserve as in a viol [sic] the purest efficacie [sic] and extraction of
tha living intellect that bred them. | know they are as lively, and as vigorously
productive, as those fabulous Dragons teeth; and being sown [sic] up and
down, may chance to spring up armed men. And yet on the other hand unlesse
[sic] warinesse [sic] be lk[sic], as good almost kill a Man as kill a good
Book; who kills a Man kills a reasonable creature, Gods Image; but hee [sic]
who destroyes [sic] a good Booke [sic], kills reason it selfe [sic], kills the
Image of God, as it were in the eye. Many a fhaes a burden to the Earth;
but a good Booke [sic] is the pretious [sic] {fod of a master spirit,
imbalm'd [sic] and treasur'd [sic] up on purpose to a life beyond life

John Milton,Areopagitica 41

If books are not absolutely dead things, agdilsuggested, is partly because they are given

life by readers. The life presented by readers can sometimes be given a physical form in the
shape of marginalia or annotations. This staolysiders the marginalia left by William Blake in

his copy ofTheWorks of Sir Joshua Reynolds/98). The foundation of the Royal Academy of

Arts in 1769 wasnodelledafter the continental European academies that preceded it by

centuries. The institution would boast gifted artists like John Hamilton Mortimer, George

Romney, Thomas Gainsborough, and many others. Led by Sir Joshua Reynolds, the first
president of the Royal Academy, these artists were hopeful to elevate the status of the visual arts
in Great Britain. Appointed to the Royal Academy in 1770, William Blalgabdo study as an
engraver . Sir Joshua Reynol ds, having heard o
AWel I, Mr . Bl ake, I hear you despise our art

dondt despise it ?Tobiug was ijkest rtelse obdgitnmrei ng ¢

YJohn MiltonAr eopagi tica; a Speech of Mr. JohntheMi | ton f
Parlament of Englan@.ondon, 1644), https://www.proquest.com/books/areopagsipegeckhmr-john-
milton-liberty/docview/2240955001/s&?accountid=15181.

2 Alexander GilchristLife of William Blake 2nd ed., 2 vols. (London: Macmillan and Co., 188@g-I:

83.
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artistic theories in conversation with Reynolds. Many years later, Blake began writing his

t hought s DiscoursesyomAriThdse énnotations have been used and abused over the
years to study Blake, Reynolds, and British Art of the eighteenthrgeirtthis thesis, | will

examine the life that Blake has given to this work in three parts. In Part One, | consider the

cultural and theoretical implications of book culture and annotations during the period. After

that, lanalysethe four differenttypg o f annot at Works®artdWo isBvheaekle 6 s i n
join the cultural and authoritative force that was Sir Joshua Reynolds and the Royal Academy to
better understand why Blake selected this work to use as his laboratory for developing his ideas

on at. In Part 3, the most substantial of the parts of this thsisnanifestations or ghosts of the
annotationgound inWorksi n Bl akebés | ater productions. Ther
manifestations and there are simply far too many to consider iartgthlof this thesiS hereis

much more work to be done on these influences
The Descriptive Catalogu#lilton, Jerusalemand the_aocdn. Again, | want to clarify that

this is not exhaustive, and | am rigting to provide an irdepth analysis of these works; rather, |

am trying to show how the marginal ildelieve sur f ac
this provides nuance to how we can appheoach B

continues to develop, amend, revisit, and display his process.

13



Par t One: William Bl akeds

1.1 Book Culture and Marginalia in the Late Georgian Period

Books have been identified with a higher faculty of mind for centuries: detegmmonality,
ordainingreligion, and law, shaping identity, defining the world, exploring systems of belief,
administering advice, and so dnhen approachingighteenthcenturybook culture, important
guestions of how books were produced, distributed, and used is critical. Books, like other
manmade items, are subject to the economic, social, political, and culture factors of thiagime.
important to address questions abagréicy and book production boom in the eighteenth
century regarding changes in the population in Englenti696, the population of England was
approximately 5,118,000; in 1756, it had risen to 6,149,000. In 1781, England boasted 7,206,000
inhabitants, aise of 15 percent ian extremely limitedime frame of 25 years. Despite this
staggering growth, the population would continue to accelerate even more rapidly. In 1801, there
were 8,671,000 residents; in 1816, 10,628,000; and 13,254,000 residents.trE183L1 and 6 s
population increased rapidly but that does not mean that the desire for books and other
publicationgncreasechutomaticallywithit. Li t eracy i n Engl and was s
the portion othe population in employmenbnsideredilt er acy At o have been
functional wvalue, 0 extending ?tChidenflorovasousder at i

socioeconomic classes were either taught at home by parents or private tutiesrayority of

SFor more on the book as a mystical, sacred, and |
a Sy mbTid Qxford @ompanion to the Bo@010).

4 Edward A. WrigleyPeople, Cities and Wealth: The Transformation of Traditional Sof@tford:

Blackwell, 1992), table A9.1, 61415.

®S. NenadicfiThe Rise of the Urban Middle Claséd@s People and Society in Scotland, 17688Q ed.

T.M. Devine andRosalindMitchison (Edinburgh: John Donald Publishers Ltd., 1988), 111.
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middle class youth we educated in singteacher schookLawrence Stone estimates that,
outside of London, for the period 17%2, the rate of adult male literacy was 74% in Oxford
and Northampton, 66% in Bristol, and 64% in the rural East Riding of YorksTive.litelacy
boom of the eighteenth century was influential in the formation and consolidation of education of
the massethat was to comeThe availability of political treatises, philosophitakts poetical
essays, and radical pamphlets engaged a wider paputhtin ever before. The satirist, T.J.
Mathias claimed:
We are no longer in an age of ignorance; and information is not partially distributed
according to the ranks, and orders, and fu
scarcely able to name any man whom | consider as wholly ignorant. We no longer look
for learned authors in the usual places, in the retreats of academic erudition, and in the
seats of religion. Our peasantry now readRights of Marfby Thomas Paine] on
mountains, and on moors, and by the way8ide.
As described by Mathias, books weexbming increasingly more available than in previous
centuries thanks to economic and technological changes. Education and recreation activities were
dominated by print culture by the late eighteecghturyi newspapers, subscription journals,
pamphletsand books were crucial to navigating the rapidly changing wWdftte book trade
grew steadily during the seventeenth and early eighteemtury but by the 1770s, production

and collection saw a massive spiR@revious to 1700, around 1,800 titles evprinted per year

SNenadi c, fThe Rise of #twWe Urban Middle Classes, 0
"Lawrence Stone fALi t eracy and Radté Praseritdy @®ebruanyl96Oh §91L38.n d, 0

8 Thomas James MathiaBhe Pursuits of Lérature: A Satirical Poem in Four Dialogues with Notes

(London: Pall Mall,1799), 238.

9H.J. JacksorRomantic Readers: The Evidence of Margin@Naw Haven and London: Yale

University Press, 2005); M.

10 JacksonRomantic Reader210.
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whereas by 1800, it was nearly 6,000 titles per Yedmmes Ravepoints outthat despite these

i mpressive and il l uminated rmoaphnghesngtiondlher e ar e
bibliographical history of Englantf.Complicatingfactors like private libraries, book clubs,

subscription schemes, and other shared texts make it difficult to determine the accuracy of
readership.

The relative access to books was expanding but the demand overwhelmed means of
production and ultimately, awng books was expensiveeaning thait was still difficult for the
everyday person to access literature. Recently, the topic attessibilityof literary texts
during the eighteenth century has beentroversial For example, Thomas F. Bonnélhs
suggestdthat scholarshouldrecognize the extraordinary expense of books at the timthanhd
they remained luxury item'3 Sharingbookswas one way to gain access to expensive:texts
public reading, reading roomand book cluball provided avenues through which books could
be accessedReading aloud was common in a variety of environments, similar to satellite radio
playing in the background today: at artisanal shops, over the home hearth, dinner parties, walks
in nature, and even on the battlefiétdvhile reading aloud passed time, provided entertainment,
and fostered intimacy, it adAddionally, thevogubad d t he

reading was beginning to take root and reading rooms weggcellent location to display

1James Raven, @A The BT®he&amhrisige alist@yoofrtineddok ih Brifa@d. i n

Michael F. Suarez and Michael L. Turner, 6 vols. (Cambridge: Cambridge University Press, 1999), 92.

12 James RaveriiNew Reading Histories, Print Culture and tHeritification of Change: The Case of
EighteenthCentury Englana,Social History23, no. 3 (October 1998): 2687. 275.

13 Thomas F. BonnelfWhen Book History Neglects Bibliography: Trouble with titdd CanoiIn the

Reading Nation Studies in Bibliograhy57 (2005): 24B861.

14 JacksonRomantic Reader$4-56.

BYFor more information on elocution and reading al
the Social Life of Books: Reading Together in the Eighte@ahtury HoméYale University Press,

2017), 1135.
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bookishnesta much | auded trait. Charles Lamb descr |
mode of educating young men. Solitary reading is apt to give the headach [sic]. Besides who
knows that youlor e al@BiThedfashion breading was combined with the communal act of
sharing not only space balso notionsabout readingOne of the essential elements of fashion,
after all, is that it must be witness€dibigail Williams reminds scholars that
Once we relocate the booktime parlour, garden, or carriage, we can start to see how the
history of reading in its social context is inseparable from other areas of eighteenth
century life: concerns about public sociability, idleness, loneliness, the virtues of
conversation, the ogenting of intimate relationshig8.
Williamsé concern is with the sociability of
annotations. By including marginalia into the sociability of reading culture of the eighteenth
century, we can see those concesims listed as continuing to develiopother waysReading
does not need to be sudernal,and passive as evidenced by annotations inside of books.
While relocating thesocial life of thematerial object that is the book itself is crucial, we
must also onsider the interior of the book. Conversations about $ockurred not only around
them, but also insidénem, inther marginsi annotations left behind so that the next reader
couldknow where and how the previous borrower responded to the text. gineseal
additions to the book are referred to as marginalia, a term coined by Samuel Taylor Coleridge in

1819to refer to the commentary, notes or other written material in the margins of a book or

16 JacksonRomantic Reader47.

17To better understand the fashion of reading and all of the accoutrements it entailed at the time, see
Abigail Williambés chaptThe SocidKechBboks: Readi Togeth& mc i abi | i
the EighteentfCentury HoméYale University Press, 2017), &3.

18 Abigail Williams, The Social Life of Books: Reading Together in the Eighte@atiiury HoméNew

Haven: Yale University Pres$j3.
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manuscript?® Col eri dge wrote to Charles Lamb (in Lam
Charlesiand sure you wil/| not mind my’THealayiung s poi
comments charming and reveals the ambivalent attitude towards writing iksbewen today;

modern bibliophile®ftenlament the desecration of a book when a reader writes in the

margins?! Emma Chastain, a contributing writer for popular American bookselling chain Barnes

& Nobl e, asserts: fAhi gldltd g httd o ge a ssy.r i Ibtbd 9 nmgaq't
graffiti. Leave your books untouched, unsullied, like a series of pristine pools you can dive into
over and over a d@autduring the Igtoeightepmtitntury, Imdrginalia &vas

often a cherished adain to the book and people like Henry Crabb Robinson even inked over

his fri en destépreseveherefor futare referencé® Annotations produced from

shared books are the visible results of synthesizing reading, writing, and conversing. While
typical uses of the mar gi ntaunderastandandengagéh ai d t h
the text (as seen with primer school texts an
between the text, the current reader, and future reéeatsand inagined)?* The discourses

occurring in the marginsouldhelp better articulate criticism which, in turn, fosters

environmers of selfidentification. In a sense, the annotator makes their personal, physical mark
against the text which they are readinf@shioning a distinct identity to share with future

readers of the book.

19 Michael Suarez and H.R. Woudhuys&heOxford Companion to the Bo¢®xford University Press,

2010), 915.

20H.J. Jacksonylarginalia: Readers Writing in Book¥ ale University Press, 2001), 16.

2lFor more on the various opinions on annotations
Use or Bo o Marghblia: Realeds Writing in Bookpg. 234258.

22Emma Chastair'ls it Okay to Write in Books? Two Readers DebaBatnes & Noble Readsuly 7,

2014, accessed January 15, 201fs://www.barnesandnoble.com/blogtiokay-to-write-in-books
two-writers-debate/.

23 JacksonRomantic Reader$7.

24 JacksonMarginalia, 35.
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Publishing is often regarded as a formalized prooesslitingand reviewingnanaged
by formalinstitutions, but it was not so in the eighteenth centtiAccording to Samuel
Johnsonds sADictioharyefdhe EnglsmLamngdage 1785t he i nfiniti ve
publ i sho means 0ttomaltda generally and opénly knovanntdkproaladm; to
di vu®fH.el .0 Jackson argues that Bl ake wrote ins
of the book and thus foublishh i s quarrel with the ?dagrebor as t
withJacke n6s assertion that Bl ake was seeking to

own views, while referencing the current influences at the time.

The changing relationship of reading and publ i ca:
Speech, Print, and Decorum in Britaib6001750 (Routledge, 2016).

26 Samuel Johnsor Dictionary of the English Language vols. (London: W. Strahan, 1755),
https://johnsonsdictionaryonline.com/index.pAg1.

27 JacksonRomantic Readey4.69.
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1.2 Theoretical Implications of Marginalia

Reading, unlike conversation, consists for each of wsdeiving the communication of
another thought while remaining alone, or in other words, while continuing to bring
into play the mental powers we have in solitude and which conversation immediately
puts to flight; while remaining open to inspiration, tloeikstill hard at its fruitful
labours upon itself.

Marcel Proust, On Reading.

The experience of reading has long been considered a ragdit@nge or even combat
between the reader and the author. For theorists like Roland Barthes, there is a pgaler stru
between the two parties in that the readestdistento the authof? When a reader takes a step
past the initialdisteningdstage of reading and moves towards creating their own \thiee, the
annotation appearé book with annotations in theargins, responding to tleentretext (the
printed text, ithecaseo f Bl akebds anndtafitoasesot Reydebvds or
reade+@®d eganlifnat i on¥BJacksomliscusseshe difierencet between those
who comment and thoseghodonotifi per haps al | readers experienc
of the voice of the r e3Whidekeepihganotehoakondmtyaft or s k
oneds o wmight pravideg $uitakle alternative to marginalia, writing dirgaih the
page is a conscious effort to maintain focus and a direct resultodénbret e x t 6 s i nf l uenc
Writing in the margins of highly regarded texts allows for readers to interrupt and integrate their
opinions witha significanthistory of such respases As John Hollander explainshen we write

inbooks, itisit he dead whom 3WEhisawasve acthobopinidn nogplieates 0

28 Marcel ProustOn Readingeds. Jean Autret and William Burfoldéw York, NY: Macmillan, 1971).

29 Another excellent monograph from Elspeth Jajdelska on the act of internal listening is very useful in
under st andi ng B &ilent Readiny ana the Rirth of the MarratbBigeesity of Toronto
Press, 2007).

%0 JacksonMarginalia, 96.

31 Jaclson,Marginalia, 96.

32 John Hollander;The Widener Burying GroundIniversity of Toronto Quarterl{1992) 91.
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how readers approach books and thus, book history. While marginal notes were found in

previous centuries, annotdtenargins surged in popularity during the late 1700s in Britain.

Individuals like Coleridge, Leigh Hunt, Charles Burney, Horace Walpole, and John Keats were

keen annotatorsfa v ari ety of texts. The period was, as
reca d of reader so6 eng¥ghe coesiersweli oveh60@ Hoaks, 400 df 0 0 ks . ¢
which are Coleridgeds alone. The massive corp
onl y fgi basshe describeg tleehks John Thelwall, John Kas, and William Blake,

but also includes the fan ¢nRegadless @ thesmatls ofthee [ mi
annotatorgovered n Jacksondés st udy, howrdading s subjeotgmtliet ant t
structure determined and set out by the original text. For Barthes, the process of reading needs

and respects this influence but it also attempts to pervéitin  hi s essay, AThe PI
Text, 0 Bar t hessameanstaexptam the intrigues ohreading and interaction with

the text: At he pl easur e o fpunsbsits ownededs formy t hat m
body does not hav e®Thepsevatsiateraetion beteeersan aushorbndd o . 0
reader is much | i ke voyeurism: observing the
and having the nerve to comment on 3Qirclngs a st
back to Bl akedbds mar gi nalniod aesttéhrn isntved etue x ts,m BIf :
interjections on the page, and trying to understand the later developments of the annotations is,

for us as well, an entangled mess of communicaliorsituate the marginalia, we must consider

other theoretical implicains at stake.

33 JacksonRomantic Reader«ii.

34 JacksonRomantic Readersiii.

% Roland BarthesThe Preparation of the Novel: Lecture Courses 8achinars at the College de France
(19781979 and 1974980)(New York: Columbia University Press, 2010).

% Roland BarthesThe Pleasure of the Textans. Richard Miller (New York: Hill and Wang, 197%Y.

37 Barthes,The Pleasure of the Tex2.
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In Romantic Marginality: Nations and Empire on the Borders of the Palgx Watson
examines the printed footnotes by authors and contributors of the book. While distinct from
manuscript comment ary lintekegingBlhiraskakoatpagrateMilaalt s on de
elements that are useful when considering annotatfdrtse margins of the printed page act as
marginalized spaces of interrogation, according to Watson, contesting details of the controlling

centretext, utilizing diferent perspectives, literally and figuratively. He recognizes that

Aannotation comprised a social form of textua
|l iterary conver sat i oilfhis&nalysisis lenited to priethfsotnstes,c i al ¢
one mightsayhatt he edi t or 6s social <circle broadens tc

manuscript marginalia is taken into accoumtr at least those who had access to the text. Watson

also discussedighteenth and nineteertientury liteary creators who viewed the practice of

aut horial annotations as fAparasitico; quoting
is sure to be |l ost in an endless commentary u
without any comment*8 However, these critical assertions pramarily related to printed

amendments tand commentary otie centretext. For Watson booknarginsi their paratexts
function as an fAambiguous borderl andorst a phr a
Gl or i a E. Boalerlands/Ld Ftant@ra: The New Mestid®87) She explains that the
iBorderl ands are physically present! wherever

According to Anzaldua, these spaces can be economic, sexual, psyaipsmgitual, artistic,

%8 Much has been completed in recent years of scholarship on paratextual elements. Of course, Gerard
Genettebs RammitsnTaresholds af lkterpretatigBambridge: Cambridge University

Press, 1997 perhaps the best source to reference.

39 Alex Watson Romantic Marginality: Nation and Empire on the Borders of the Ragedon:

Routledge, 2012), 21.

40 Watson,Romantic Marginality 29.

41 Gloria AnzalduaBorderlands: The New Mestiza = La Frontefia ed. San Francisco: Aunt Lute

Books, 1991Preface.
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and | i ngui sseofAnzalddast stesarives a (physical or abstract) territory
where, fAthe space bet ween t*Heaiguedsthavthednargiiss s hr
act as a locus where authors contributthexentretext in a new collaborative creatiétiThese
conflictr i dden borderl ands are Anl i-tmextal 0| mbectatp emh &
like a new composition or conversatibm@ place that has been shrunken down by the edge of the
printed words* This creative opportunity allows for the author/reader to forge an identity on the
page that counters tloentretext by crossing several types of borders in the margins.

Decreasing the space between two individuals and the nurturing of collaborative creation

is also considered by Mikhail Bakhtin. This sense of identity formation is a bit more obscure in

hiswork,butBa k ht i nds di scussi ons oritteréndor thinkingggbostmé 1 nc
t he marginalia: O6heteroglossia,®é6 or what he s
t wo or more voices occurs often in novels whe

incorporating their style into the text is € Typically, it can be best witnessed when reading a
conversation between two characters in a novel that have different backgrbuodsdividuals

have different experiences and motivations alwagsentb ut t hey ar e fi gment s
imagi nati on and execution on the page. Bakhtin
express authori al i n t “@wihilei he is ncéntrating bmthe éiterarye f r a c t
device of two speakers at the same time, voicing their twoatepdentities, meanings, and

expressions, Bakhtin maintains that is not limited to works of fiction. This transmission of

communication is a conscious process as the artistic imagery and devices are practiced and

42 Anzaldud Borderlands preface.

43 Watson,Romantic Marginality 35.

4 Watson,Romantic Marginality 35.

45Mikhail Bakhtin and Michael Holquist he Dialogic Imagination: Four Essaysniversity of Texas
Press Slavic Series, no. 1 (Austin: Univigref Texas Press, 1981324,

46 Bakhtin, The Dialogic Imagination324.
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completed’ This concept, while difficulto grasp in the context of annotations in a book,
suggests that it would be the most authentic heteroglossia possible; two genuinely separate
identities, expressing their meanings and intentions in separate methods. Bakhtin believes
heteroglossia to be aifective discourse model movels,but this may render it more effective
when it is genuinel y tDisoourdesveré writtee withthe# oi ces. Re
consideration of public | ecturing in nmnd, wh
printed lecturareintended to be read silently and alone.

Natural |l y, t he DiscautsesmoreArieciurefresgntedtithe Royal
Academywere later edited, published, and dispersed amuorg people than the annotations in
Bl a k e 6nal copyeof tkat/orks of Sir Joshudespitethe status and circulation of Reynolds
at the time Blake has quickly surpassed Reynadldanportance certainly in literary history and
arguably in the Historyof At | n R o b e edition®f Ra yDiséobrekes an Arthe
concedes that no copy Discoursesvoul d be compl ete without Bl ak:
interesting reversal of importance should be examined alongside Michel Féusauli d eas i n
AWhat i s an Author?0 (19fpdnswei del Rotamsi @dar ¢ ¢
the Authoro (1961). While Barthes argued that
identity to understand the work, Foucault went further. For Foucault, killing the author in our
minds is not enough and can eedisentangléis or her identity fronour criticism. Like
Barthes, Foucault recognizes the author as a fiction but asks what kind of ideological power they
may embody. The Aauthor functiono is that the

ther particular discourse. In th&orks of Sir Joshua Reyno)d®eynolds becomes not just the

47 Bakhtin, The Dialogic Imagination359.
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man and author but rather the representative of the cultural institution of the Royal Academy and
perhaps, even an extensiortloé cultural power oGreat Britainitself.

Foucaultlists four elements of the author function: first, that it is based indawtly for
punitive reasons; second, it does not afédidexts in the same ways; third, attribution to an
author is difficult to decide upon; and finally, thlé author does not have to be a real person,
and often, is not. The most intriguing el emen
interrogation of the author as a beacon of intellectual power. Blake recognizes the physical and
i nt el Ipeaccteu alle fits empty by the authorés di sappea
di sappear arfdte aa of writing & & miander that forces the reader to physically
shift the book or tilt their head, factor discussed in more detail belthea nnot at i-on has
opt[ed] the bookés (and implicitly the author
reading through otherwise commonplace bibliographicctt®d. ak e s di smi ssal of
codes of readingextual articulationand his invasion of the authority of the authair (
Reynolds EdmondMalone, andSamuellohnson) corrodes institutional authority apens up a
spacefor debate. To return to Foucault:

We are accustomed to saying that the author is the genial creatamok in which he

deposits, with infinite wealth and generosity, an inexhaustible world of significations. We

are used to thinking that the author is so different from all other men, and so transcendent

with regard to all languages, that as soon as hekspeeaning begins to proliferate, to

proliferate indefinitely?°

“®Mi chel Foucaul t, Tihh aRo ucsa ualnt ARietahdoerrdo: iAn I,ntroduc
ed. Paul Rabinow, New Edition, Peng&acial SciencedNew York: PenguinBooks 1991) 209.

% Jason AllenSnarf he Torn Book: Unr e adi n(8elindgrove: CranlbaryBNU:a k e 6 s
Susquehanna University Press; Associated University Press, 2006). 22.

Foucault, AWhat is an Author?od6, 221.
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Naturally, the printed text is significant, with its inherent ability to proliferate meahurig
book with annotations reorients the power scheme. Additioritalge power relationsea
further altered when the annotations take different formats, types, and positions. The annotator
confronts the unique author that is fAso diffe
reader/writerfor their own authorityJacksorhaselaboratd onthisidea in relation to Blake,
we find a reader disposed to find fault, finding fault, and in the process, articulating a
strong position of his own, partly for his own satisfaction, partly for the correction of
error in others, and partly for the enlighteent of a friendly audienc®.
The margins are a place where Blake can display his expertise, question commonplace
viewpoints of the period, and experiment with his own aesthetic theories. While | mostly agree
with Jackson above, | am less convincedByata k e only wanted to enligh
audience, 0 or even emphasize to his potenti al
issues. When Reynolds moves diplomatically in the Seventh Discourse, stating that artists may
Aappear teommtdimefngars éimerely from the inaccuracy
It is not in Terms that Reynolds & | disagree Two Contrary Opinions can never by any
Language be made alike. | shgste& Genius are not Teachable or Acquirable but are
born with us Reyno®ds says the Contraryl[.]
Blake fractures the superiority Reynolds holds as the author by inserting the above annotation to
complicate theentretext, and thus thpower of theauthorfunctionasdescribedy Foucault

Further still, Blake galvanizes his annotations with acerbic criticism, poetry, changing

51 JacksonRomantic Readerd 69.

52William Blake, The Complete Poetry and Prose of William Blada: David V. Erdm, newlyrev. ed
(Garden City, NY: Anchor Books, 198859.All references to The Complete Poetry and Prose of
William Blake will hereafter be abbreviated as E, followed by the page number
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penmanship, and ot her [dicjtbhlei o garcaup Fé Byceescentidoe sa ctt o .
the hermeneutics proce&akeis encouraging the reader to become an active participant in the
dismantling of the text,ashe Haseni c o mp | i cati ng Reynol dsdé author
Al t hough Bl akeds saurgeg efispthiscmpinfiogt dwoafiy seamrtceinsistont e s
authorial consistency, it actually draws attention to the division, galvanizes the disruption, and

forces the reader to pursue the comniéBtl ake counters the hegemony
lectures and invites the reader to explore different viewpointbeAsys on the title page verso,

the institution commanded by Reynolds and hishirelagi [ d] i vi ded al |l t he Er
between them Fuseli Indignant hid himgelf a m °SRAindd[ .iJn0 a sense, many o
annotations arthemselvesiddeni either by unintentionally trimmed words, obfuscated inside

the spine, or compressed into small margibsit they encourage a disruptive reading practice

that engages the reader readersjn the aesthetic reconfiguration of the tirkerther still, the

annotations are written in a singular amecificcopy of the book, that few other peopld any

I may have read afterwards.

The act of writing in a book is the act of respondingtothé¢ dhor 6 s i ni ti ati on
conversatiorthat may or may ndie read by another, whether real or implied. Reaglggonse
theorist Wolfgang | ser coined the term Ai mpl.
whom the text i®riented, but annotatieras well as theentretext may have their implied
readersThe i ndividual that I s Asympathetic and r e
implied reader, whereas readers are not necessarily inclined to receive these strategies on their

own.Additi onal |l y, the implied reader carries no bi

S E702.
> E635.
>>E636.
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that might interf e%Theimpliet treadér s the stuéf of artistic dreams: me s . 0

an unwavering fan that understands precisely what the creator toeimd-or the annotator, the

implied reader coulbee i t her real or i mplied. Jackson wri't
there was al ways an AOther Reader, whether th
a future Fanesr @tOed®r ct Raeabe a person in the pr

years down the road. Frederick Burwick argues that all annotators considered this possibility:
Although few readers writing in books can have foreseen print publication, none of them
imagined thattiey were alone with their books and that no other eyes would ever read
them. Books are durable; they circulate; sooner or later they will be passed on to someone
else. Not only was there no prospect of privacy, then, but all marginalia involved an
elemant of performance and display. De Quincey complained that Wordsworth's
marginalia were pedestrigtn 6 s uch as mi ght havdasthaughn mad e
Wordsworth owed it to his admirers to do better.

The annot at i on sNorksfuncBohsa khis kirel ofdoabpewayo He appears to

be writing to concrete readerserhaps friendske Fuseli, but also tanimplied readerpossibly

a concrete future readtdrat he may or may not be familiar witBlecause of the uncertainty of

who may read hiannotations, Blake proclaiméis authorship of his notes insjde signedit,

Athis i s the opinion of Wil Bl ake my Proofs

Not eI[f. ][mi s book was picked up by someone who

lan Buchananj i mp | i e d ADietiandrg of Craicali TheoryOxford: Oxford University Press,
2018, https://wwwoxfordreference
com.libproxy.york.ac.uk/view/10.1093/acref/9780198794790.001.0001/2¢86f19879479@ 351.
Samuel Tayl or Co |IReaddrMagimalia, i Chiel®xford HarglleookafsSamuel
Taylor Coleridge ed. Frederick Burwick (Oxford: Oxford University Press, 2009), 279.

%8 Burwick, ed., TheOxford Handbook of Samuel Taylor Colerig@&9.

S E635.
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signing of his opinions on the Title Page ensures that his commentary does not go unnamed or
worse, unrecognized.
The earliest example of Wi lliam Blakeds anno
L a v a Aphoriéns on Marand the last surviving aotations are from 1827, shortly before his
passing. Blake annotated for almost forty years of his life, indicating a stnpudseto
communicate inside of books and with others reading them. There are eleven extant books
annotated by Blake, and two reded sets of annotations thanks to Edwin John Ellis and
William Butler Yeats-to S p u r z MObsermafion$1817) and conjectured annotations to
Cellini - printedin The Works of William Blake: Poetic, Symbolic, and Crit{@®93). The
booksBlake annotated ange f r om Swe d e likbldeavgnoaad itsr\Wandelisandt e x t s
Hell from Things Heard and Sednommonly known asleaven and Hell 784, although
Bl a k ediasionsawenmne not made until 1987 o F r a n c EssaysBMolpHtanaemical,
and Political(1798. Perhaps due to the range of subjectgered in these books Bl a k e 6 s
annotations vary greatly between them in his resgpsssible rereading sessipasdthe
number of notes. For exampl e, h®@bsdrvationsomnahel vy t w
Deranged Manifestations of the Mind, Or Insanityile there are aphorisms left in the margins
of Swe d Bivire havegaddsDivine Wisdam
Study Sciences till you are blind
Study intellectuals till you are cold
Yet Science cannot teach intellect

Much less can intellect teach Affectiofif.]

%0 E605.
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Blake scholarship, perhaps due to his reputationvésanary geniushas focused on the
illuminated moks, likeSongs of Innocence and Experigraed the individual works of art. The
marginaliahavebeenmainly studiedlesson its own term$ut when it is taken up it is often used
asaquarryfor biographical purposesr to support interpretations ofethiluminated books
Scholars like Mona Wilson, Northrop Frye, Harold Bloom, and Peter Ackroymptthe
annotations to support tohsgstem undenstddyngenesral terims Bl a k
Annotations certainly provide insight forthereaden d can FfAr ecapture the m
which readers appropriatedtexté a s J a ¢ k s oas well asemetimeg @owidirtge d
specific references to historical events occluded in the illuminated BbdKsen the annotations
are emoved fronthe fuller context of the work to which they respptitbugh, can risk
di storting their meaning to shofeshyosothem hem i nt
Writing, at its most basic, is intended for communication; the transfer of information or

contentbetween other literate and learned individuals. Writing in books is no different. Though it
is unclear and nearly impossible to determine who exactly Blake was writing for, there are
several possible readers in his cinsleo may have provided a more sugive form to his
implied readerAt this point, it is worth considering who some of these intended or potential
readers may have bedrhe most likelyintendedconcrete eader s f or Bl akeds art
William Hayley, Henry Crabb Robinson, and Hekiyseli.

William Hayley (17451820), a poet, essayist, and biographer, was best known for his poem
Triumphs of Tempdl781). The long, didactic poem was one of the most popular works of the

late eighteenth centuryhis allegorical work was intended for e f or m t he entire f

61 JacksonRomantic Readeysi.
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of Engl and %lywadiraeim@edsivéourteen éditions. In 1800, Hayley became
patron to Blake and employed him to illustrate the new editidiiamphs of Tempdor 60
guineas totat> A few other works \ere commissioneftom Blake includinga series oportraits
ofi nfl uenti al poets for Hayl eybds per sqTtom| l i br
who had recently passed awidyBeveralextantlettersexistbetween Blake and Hayley from
Felruary 18,1800,through December 11, 180Blake hadorobablybeen annotatinglhe Works
of Sir Joshua Reynoldmd drafting hiPescriptive Catalogu€l809)around this time&o prepare
for his upcoming solo exhibitiolBecause aome of the ideagbout art they held in commpn
not to mention their frequent communication in this petfioid, possible Hayley may have been
invited to read some of Blakeds annotations.
Hay | eosrdissionsand it is reasaable to expect Hayley to be interested in the artistic
philosophies and engagement with the arts community to be important.
The diaristand journalist Henry Crabb Robinson (171/867) was personally acquainted
with some of the most influential intelleetis of the period including Charles Lamb, Samuel
Taylor Coleridge, William Wordsworth, Johann Wolfgang von Goethe, Friedrich Schiller, as
well as with Blake. He played a crucial role in the development of University College London as
a shareholder and byaking several gracious donations for maintenance. There is a possibility
that Blake shared his annotations with Robinson becaubke cbse bondheydeveloped over
discussions of topics like politics, religion, art, and inspiration. Robinson felt ctainler
coming over to Blakebs home, for exampl e, he

December in 1825:

2 Evelyn Morchard BishoB| akeds Hayl ey: The Life, Works, and F
(London: Gollancz, 195153.

®Bishop,Bl ake ds286lay !l ey

¢ Bishop,Bl ake 0 s286lay | ey
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He dwells in Fountain Court in the Strand. | found him in a small room, which seems to be
both a workingroom and a bedroom. Nothing could excdeslsqualid air both of the
apartment and his dress, but in spite ofddirtnight say filthd an air of natural gentility is
diffused over him. And his wife, notwithstanding the same offensive character of her dress
and appearance, has a good expressionwftenance, so that | shall have a pleasure in
calling on and conversing with these worthy pedple.
Robinsonwould later writethat he did not feel comfortable trying to understandummarize
Bl akeds fAopi ni ons ddmatbefieeeddt Blakehasbdureohe chiasuysset ehne o r
connection in his mind,o as fAall his future c
i ncon ¢®Despitetyh.ed f act t hat Robinson co,hédwhs see no
fascinated with Blake upon this vig . He descr i biewbrkBthliirkeds sharin
| found [sic] at work on Dante. The book and his sketches both before him. He shewed
me his designs, of which | have nothing to say but that they evince a power of grouping
and of throwing grace and im&st over conceptions most monstrous and disgusting,
which | should not have anticipatéd.
Bl akebs interest in gheowe mgs cRodd tnismight hdvib eh ifid ednr
extenadto the marginalia in th&/orks of Sir Joshua Reynoldsl t hough he doesndt
the marginaliaRobinson provides an extensive list of the topics tlisgussed together,
includingbooks thatve knowBlake had annotated. Since these conversations were happening at

Bl akeds resi denc e wouldhaveipslledineoltssibdokselown to aid theB |1 a k e

¢ Arthur SymonsWilliam Blake(New York: E.P. Dutton and Compary907) 261.
 SymonsWilliam Blake 261-262.
67 Symons William Blake 262.
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conversation and provide evidence of his gegaent with the texts. On the same day when
Robinson witnessed Blakebds sketches to Dante,
Of the faculty of Vision, he spoke as one he has had from early infancy. He thinks all
men partake of it, but it is lost by not beingtaudited. And he eagerly assented to a
remark | made, that all men have all faculties to a greater or less §&gree.
The topic was one, as we shall see, wlnch | oo
Maloned anecdoteaboutReynoldsfailing to recognize Raphael at the Sistine Chapel, Blake
wrote in the margin: AMen who have been Educa
Eyes Cannot see Raf ael unl ess StRwoebyi nasroen dbsor n  w
understanding that Blake viewdfision as somethingenerally available but liabte be lost if
not cultivated, seems to stem from this much earlier annotatfoiiks whereBlake suggested
thatR e y n ovisi@harpcapabilities has contracteelcause of his poor focus and education
especially through the influence of what he thoughhefnferior Venetian artists
Anot her individual who may toaheWorlsofSiount er ed
Joshua Reynolds Henry Fuseli (1741.825). Their relationship is difficult to disemtgle,
partly because most of Bl akebs comments on Fu
The only Man that edsic] | knew
Who did not make me almost spésic]
Was Fuseli he was both Turk & Jew

And so dear Christian Friends how do you d8[.]

8 SymonsWilliam Blake 264.

¢ E637.

0 E507.1t should be noted that although he does at least comment on his relationship with Fuseli, unlike
his relationship Robinson. These comments are not that different iii kibeit more positivé from

some of the comments Blake wrote regarding Hayley.
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Seconl-handreports suggest that their relationshga alot of irreverent playfulnesabout it
For exampl e, Bl ake i s supposed to have told h
praisedo his painting, F u s eirhmaculatetdste G Fredaérick hat
Tathamés account of Bl akeds Wkabcednimhl8i5alaieche Roy a
that Fuseli burst into the room and cried: 06
come and learn of you, not you of &si¥ As indicated by this anecdote, despite their occasional
di sagreements, they remained r es piNotebobkhe of ea
drafted thePublic Addressround 18091810, a previously untitled essay, given this title by
Gedfrey Keynes’® In it, he places Fuseli among the creative geniuses he so admired:

No Man Can Improve Afsic] Original Invention. [ Since Hogarthsic] time we have

had very few Efforts of Originality ] <Nor can an Original Invention Exist without

Executon Organized & minutely Delineated & Articulated Either by God or Man [.] | do

not mean smoothic] up & Niggled & Poco Piudisic] [ but ] <and all the beauties

pickd [sic] out [ but ]& blurrd[sic] & blotted but>Drawn with a firm <and decided> hand

atonce [ with all its Spots & Blemishes which t are beauties & not faults]like Fuseli &

Michael Angelo Shakespeare & Miltor}]
Many of the phrases used in this WokeRoati on ap
example,the oncentration on AOriginal I nventiono of

example, Blake wrote:

L Allan CunninghamThe Lives of the Most Eminent British Painters and Sculjidesv York: J & J
Harper, 1833), Voluma, 264.

2 Gilchrist, The Life of William Blake297.

3 For more information on the Public Address and how it has been pieced togethscdttesred pages
in theNotebook seeThe Complete Writings of William Blaked. Geoffrey Keynes (London, 1966).

"4 E576.
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Invention depends Altogether upon Execution or Organization. as that is right or wrong
so is the Invention perfect or imperfect. Whoever is set to Undetimngxecution of
Art is set to Destroy Art Michael Angelos Art Depends on Michael Angelos Execution
Altogether[.J°
Here, we can see that the concepts of Execution and Organization are intertwined with the idea
of Invention for Blake. In the Public Addre®8lake added Fuseli to this list of artists to admire
for their invention and execution. Further, t
a phrase wr i tReaulnritibgys oR enyannoyl dbsl,e nii s hes; whi ch, h
lifeandinpai nti ng, cease ’GTowhxlpBRakeaaspondedtmReynolds in the . o
mar gin with, @l nf’éAlthaugh thispaashgérbnotioeBublic Addresks[far ] o
from explicit, Blake was clearesibout his admiration of Fuselihen he wrote to the editor of
The Monthly Magazinm 1806 defendingpis paintingUgolino and His Sons in the Towekfter
Fus el i 0=ceipedalanktustrengticefromBe |l | 6 s Week!| Bl Mesedenfgette
edtor begins:
My indignation was exceedingly moved at reading a criticism in Bell's Weekly
Messenger (25th May) on the picture of Cou
advantageous opportunity to counteract the widdfjused malice which has for many
years, under the pretence of admiration of the arts, been assiduously sown and planted
among the English public against true art, such as it existed in the days of Michael

Angelo [sic] and Raphael. Under pretence of fair criticism and candour, the most

SEB3T.

8 JoshuaReynolds,The Works of Sir Joshua Reynolds, Knight; Late President of the Royal Academy:
Containing HisDiscourses, ldlers, A Journey to Flanders and Holland, and His Commentary on Du
Fresnoy6s AedtEdnoohd Malane,®aditiom gorrected, 3 volumes (London: T. Cadaliy.,
and W. Davies, in the Strand, 1798),65.

TEB57.
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wretchedtasteever produced has been upheld for many, very many years: but now, | say,

now its end is comé&.
He thenfollows up with his owrfavourableaccount of the painting whose subjédt not
Fusel i 6s T\nhards ibere no fd i istc u\&rksgadnatieinwill Retuyn moanl Pdrts 6
Two. Fuseli and Bl akeds personal and professi ol
yet appeared to have been closest in the 1790s, the period when Blake began aihetating
Works of Sir Joshua Reynolds his Life of William Blake Alexander Gilchist tells a story
about Bl akeds mar gi,mwdiloi a ab edi mg er ecaodu | ldy aFsuwssueleid
c har act e’?Fuselnwouldhasenbeemmaturally inclined to read the notes Blake made on
Aphorisms on Maras he was the editoranda ns| at or of the English ed
collection, bufi for obvious reasonsit is also likely he would be interested in marginalia on
Discourseson AriGi ven Fuseli s posi ProfessoradRaintR@gngal Ac ad e
Keeperthe Discoureswere not only topical but afpecialprofessional interest to him. As the
Professor of Painting from 179805 and again from 1811825, Fuseli delivered lectures at the
Royal Academy. | n Leblaas onHPairdti@y@slembelished evithia 6 s
frontispiece engraving and a tailpiece engraving completed by Blake. Fuseli was also known to
annotate his opinions in books as revealed in a letter from Joseph Farington in 1801. Farington, a
fellow Royal Academicianwrote to Fuseli asking for evaluatigad didactic commentary on his
assessment of Salvator Rosa and Poussin, and
can i mmé%Fiusted liyyp.sO propensity to receive texts

i nterest i n s eeiravigushB dlendsidedteir smalar and nespdctiulgposjions

8ET768.
9 Gilchrist, Life of William Blake62.
8| ondon, Royal Academy of Arts Collection and Archive, 491, F1D1
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towards each other as artists would suggest that Fuseli would have been a desired reader for
Bl akeds maheWaorks af Sir Jashua iReynolds

Now that lhavelaid out the historical groundwvk, this section proceeds irdo
discussionohow ot her schol ars have appafemched BIl ake
monographs that focus entirely on the annotations but not any thgpdidvany particular
attentionto The Works of Sir Joshua Reynoldisa s o n T&enTarn Bodks UnReading
Wi I Ii am Bl a k(20063 esdiiews lgdagraphital aaalysis taleks asts focus the
di sruptive nat ur e olffis eflectimekytbedistfulvlengthcriticayworkn b oo k s
specifically interested n Bl a k e 6 $Snamaegueg that thel annatations impose upon the
printed pageassertingtheim ut hor i-0 gyt biyndglcot he bookédés (and i m
own strategy for controlling the experience of reading through othecatmenonplace
bi bl i ogr aplhiacgrceoed ewsi.toh Snart és decl aration t ha
viewed books as a site for both asserting and contesting auff@itart is not concerned with
interpreting, applying, or criticizing the contenf Bl akeds annotations, bu
an fAunr eadi ng dayarmaationgncion®dHee sd etshcer i bes hi msel f
interested iwhatB| ake writes in the margins tARsn by th
approach wasat followed inthe nextfull engt h st udy of the annotat.
Bl akeds Margins: An | nt e(ROpdpeovidewvcencisetingightyintoof t he
the thirteen surviving annotated books and theories about other annotations. ifjh#astrard

approach is undertaken to provide meaningful analysis of the text Blake annotated and the

8Snart,Jasomf he Torn Book: Un Re adi n@usiuehiarina Uninversidy| 2810 6 s Ma
22.

82 Snart, Torn Book 156.

8 Snart,Torn Book 22.

84 Snart,Torn Book 11.
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content of the annotatiois n di rect opposition of Snartdés pu
intertextual and interdisciplinary analysis that Snappaatedly avoids. Highly critical of
Aunreading, 06 Adams insists that analysis of t
content of the notes and the#lationship tadhe content of the printed text.
Despite theidistinctivedifferences, both Snart addlams engage with by H.J.

J a ¢ k KRomaritis Readers: The Evidence of Marging®@05), a book which synthesizes the
economic and social contexts of readamalysingg he fAavailability of book
publishing and marketing, and attitudes tonhs b 0 0 k s ®3PerHaps oresofitiemgst 0
intriguing moves on her part is the juxtaposi
scrawls of early education students learning Latin, to examples of specialized annotation, like
botanistJameEd war d S mi t h 6 sefeckrcidg andapersodal additions. Sackson
maintains an interested ambivalence towards annotations andutiers regardless of social
status; remarking that recognized figures as well as other people with accessowriier
friendsé) books were annotators. She interrog

Of all British writers of all kinds of writing who flourished in the period that we

call Romantic, only three have so far come to have theiriradig included

among the collected works: Blake, Coleridge, and Keats. Why only three? Why

even three? Whihesethree$®
She later clarifies that compared to other eighteenthnt ur y Br i ti sh reader s,
eccentric at all: he talked back tis lbooks, and like certain other readers, he took steps to

di sseminate his opinions #Thisé afmpartantpant formanus cr

85 JacksonRomantic Readersiv.
86 JacksonRomantic Readerd53.
87 JacksonRomantic Readeyd.70.
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furtherinvestigationinto the marginalia to Reynolds. is alwaystemptingto radicalize,
modernize and apply the charged reactions in the margins to suit the myth of Blake but the
recognition of other inflammatory annotators like the politician John Horne Tooke helps place

his work in a wider context of textual interventidfis.

8 John Horne Tooke, an English clergyman, philologist, and politician associated with radical
parliamentary reform was perhaps Hesbtwn for having stood trial for treason in 1794. After receiving a
copy ofDisquisitions Relating to Matter and Spi(it777) from the author, Joseph Priestly, he annotated

the copy intensively. F dMargimal@a:rReadaysrviting iniBsoksfrome e H. J .
Yale University Press, 2001.
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1.3 Four Types oAAnnotations

Blake owned the second editionTdie Works of Sir Joshua Reyngldsrrected,
published in 1798. He annotated only the first volume which contains a dedication to the King,
written by Reynol dsdo fri edotinsona8omer Aacduhiexot
Life and Writings of SrandthérfAsldiessao tiedMgmbers aitke, 0 by
Royal Academyg and Discourses | through VIII, written by Reynol&sen thougtBlakeonly
annotagdthe first volume, the content bis notes indicate that he read the book in its entirety.
There is scholarly debate about the date that Blake began his annot&iorkefMona Wilson
believes he began in 1808, Frederic Will supposes 1820, while David V. Erdman suggests
between 1798rad 1809. Regardless of tdebate over themeline, scholars typically concur
t hat Bl akebs responses are cont rthefiij @ml obdgar
ravings of a bitter man; 06 Haz ®r ca nAldRRWakesay s B
|l aments fithe spit ef belabooredisgapynaDiscoarsesvivarkithinksh i ¢ h  h
the annotationsreveh compl et e | ack of sympathy with the
t hi nki n g% Ehis mther neglacts thedfacttha Bl aked6s comments on Re
oftenpositive For example,Blake onc ur r e d w apprbbatiRrefWNicotasPousins
Reynolds waxes poetic about his selectiofigafre symbolism and sense of time:

If the Figures which people his picturesd a modern air or countenance, if they

appeared like our countrymen, if the draperies were like cloth or silk of our manufactures,

if the landskip[sic] had the appearance of a modern view, how ridiculous would Apollo

8 Edgar Wind, 1960 Reith Lecture879; Hazard Adam& | akedés Margins: An Interp
Annotations 144; Robert R. WarlDiscourses on Ailby Sir Joshua Reynolds, xxvi.
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appear instead of the Sun; an oldriyiar a nymph with an urn, to represent a River or a
Lak®?20
Bl ake comments to the side of this p&ragraph,
Theutensisused inthewriting f Bl ake 6s annmngaftompencd vary.
inscriptions, pencil with pen written ovédretop the original, and direct pen markings. This
evidencein conjunction with the publication of tH2escriptive Catalogue 1809, suggests that
he most likely began reading and annotaiingj798, and revisited the notes on several occasions
untilat leastL 8 1 0 .  Bokelbokkeodtainsan untitled essay, which Erdman refers to as
APubl i c Add thersiswhat séems tobk a drdft oratmthe Chalcographic Society
(the societydedicated to copperplate engravers) al@ariterbury PilgrimsHe indicates and
reuses language from his annotation®Mairkswhich leads me to believe he revisited the
commentarywhen he waslraftinghis speech. Blakenvited the reader into some insigint his
annotation rereading habits\iorks
| read Locke on Human Understanding & Bacons Advancement of Learning on
Every one of these Books | wrote my Opinions & on looking them over find that
my Notes on Reynolds in this Book are exactly Similarltitfee Same Contempt
& Abhorrence then; that | do no%.
He intimates to the reader that he keeps his annotated copies as a reference guide for himself and
suggests that he-evaluateshis previous positions againkts current viewpoint. During the late
eighteenth and eaHyineteenth century, fseeading was widely practideasintensive reading

was regarded as conducive to evaluating the text. Further yet, artbeyeliconsidered

% ReynoldsWorks 1:135.
°1EB5S.
92 E660.
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understanding of a work wassentialbut memorization of a text wassaladmired> While
Bl ake did not commit Reynoldsd | ectures to me
repeated occasior&ross an extended period

Physical |l y, Wrkses kogabostavesinep gnd lmotind in raw sienna dyed
calf leather. ie exterior of the bookis in good condition despite being 220 years old. Inside,
there are four mai Morksygnatenly,dank on baambigedoby thenbook e s i n
binding process, pencil with black ink over it, and ink only gamgik binding The pencil
annotations appear to be initial reactions to the text and perhaps sometimesnerited that
is,f or Bl akebds personal reference or amusement,
compared to the ink annotations. These commeatsy/pically in a larger hand, often with a dull
pencil, and not as neat compared to the later marginal notes in pen. As of/Bea38 first
examined the volumenany of the annotations David V. Erdman reported are no longer visible.
The first instancefgoencil only annotations is next to a footnote concerning the English portrait
painter Thomas Hudson (17217 7 9 ) . Mal one was <critical of Hud
including his overusef bluevelvet coats and white shirds clothing for his figuredut Blake

responds: fAHudson Drew Corrwelr!l yo in | arge,

9% William St. Clair, The Reading Nation in the Romantic Per{@Ambridge University Press, 2007),
395.
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Figure 1 William Blake, pencil manuscript annotatioWérks L:iii), British Library,
London, United Kingdom.

He does not respond to the criticism but countetis what he deemed, more important
concerns: the basis of design. The character of the comment seems nasdttvehnd perhaps
can also be recognizéuthe appearance of the handwriting. The curgtels are not carefully
constructed, suggesting a quickly written note. The pencil annotations that are left without ink
could eithehave beemissedby Blakeor notes to revisit for a later date perhaps, not
regarded as important enough to revisite annotations in pencil are typically derisive or
theories in flux- to be found amusing or reconsidered by Blake.

The blackink-only annotations damaged by the book binding process appear to be
opinions that Blake did not expect to change. These are often longer notes, lasting for several
' ines. Anot her an Aphdriens endMarprovalés evaidenceBof carkmeerdtasy,

completed before the book was cut and botfrithe lines that are cut away and edges of letters

mi ssing from Blakebs annotations are indicatd.i

% E583.
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fit the brown leather selected for his copywébrks The contehof these annotations is often
reacive as in the case of the |l engthy note respo
with examples from AMi chael Angel o, Correggio
the old GothicHsiclma s t % Blake. ré&sponds with incredulity; writing quickly and in a
sl apdash way. |l nstead of the calligraphic pen
books, this annotation is angular, varied, and slanted, utilizing most of the free space on the page.
The persnal and unrefined penmanship includes the reader into a private conversation where he
inquires:

Here is an Acknowledgment of all that | could wish But if it is True. Why are we

to be told that Masters who Could Think had not the judgment to Perform the

Inferior Parts of Art as Reynolds artfully calls them. But that we are to Learn to

Think from Great Masters & to Learn to Perform from Underlings? Learn to

Design from Rafael & to Execute from Rubens [line cut awdi/] ?
The question mark after the cut awane is visiblein the shape dd large, squiggly hook at the
end of indecipherable phantom letters (bgere 2) . Bl akeds annotation rea
the hypocrisy of the content and demands the reader investigate and disbelieve the printed text.
Unfortunately, the book binding process was not kind to this annotation and Blake did not

attempt to rectify it by writing above or on the next page.

% Malone, ed.Works l:xxix.
9% E638.
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Figure 2 William Blake, black inkmanuscripannotation Works I:xviii), British
Library, London, United Kingdom.

A betterpreservedb | ack i nk comment appears when Mal one

for paintings likeThe Infant Hercule§1792) andVirs. Siddons, in the character of the Tragick

Muse(1827).Mal one gi ves further information about F
footnote reference to Samuel Johnsondés |l etter
in which he says, fAReynolds is wi tohuossuatndas or i v a

continuing later, AMr. Ré&8ymakleds gé¢ti ghsily tdmaoma
asks in messy handwr it i Mfhiscdnientrelatas ihisatherd Bar r
bl ack inked annotati on oPoortnemploydsici exceptlpyhig e ver s
own Erergpd to the blank page facing the Dedi
while he DidthatWork he Li ved on BYdedpinbnyphesanteds thdse ] 0

annotations appear to be morally chargeactions to the main text. The previous examples

9 Malone,ed.,Works I:Ixx, note 38, quotinggamuellohnson in 1761.
%8 E640.
9 E636.
10 EG36.
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represent issues of ignored genius, and even the deleterious acts by the state of patronage in
Englandi topics that Blake would rail against his entire adult life.

Apart from the original inked annotatis, here are also pencil annotations with overlaid
ink. These appear to be pencil notes that Blake reread and still found to be an accurate reflection
of his position on the subject at hand. Possibly, he elected to not erase the underlying pencil

becausét revealed his consistency of thought and understanding and mastery of the text.

b cxi

/
) by three // L//&& ('
ve other

p T

b i 5N o X e m._y
Figure 3. William Blake, pencil manuscript annotativiofks l.cxi), British Library,
London, United Kingdom.
Jackson agrees in relatiron ftwh aBtl aikse 6isn taenrneosttaitn

conviction that consistency of opinion over time is a good thing, a sign of personal iritegrity

and that marginalia coud%d be used to test tha

101 JacksonRomantic Reader458.
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This demonstration of confidence, whether real or projeetechurages the reader to admire the
steadf ast ness o fNotbhoakshawstimbhe was,ondeed, 8rhetickl@d dsafter
and editor. Morris Eaves explains that for BI
is identical form, actiating the image with inward life. Ultimately, making a line signals
readiness for relation, and the t%Eavaslist i s the
di scussing Blakebds reactions to Reynoldsé dis
the annotationmore generallythe line underneattould alsandicate theadamanand
consistenbpinion of the content

Finally, the ink only, pst bookbinding comments are probably the latest of the
annotations. These marginal notes are typically writtermuch smaller and neateandthan
the earlier notes. The letters and lines are carefully positioned in the margins and show no signs
of clipped characters or lines cut away. This means they were written after the book was fully
bound. The content is usually introductory or explanatory; for example, the title page is all black
ink with no signs of cut away lines or letter markingkake seem#o have felt no neetb draft
the thoughts placed on this page, written after reading the book several times presxpustiz.
any title pageBlakeincludedthe most important information forraader to approach his

following annotationslike his nane and motivations.

02 Morris EavesWi | | i am Bl a k gRiscetohRrimaetoryUnivefsity Rnests, 1982).-43.
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Figure 4 William Blake, black ink manuscript énnotatidN()rks I: title page), British
Library, London, United Kingdom.

The word fAdepresso in relati on DiscoursassntArtbaitp pe ar s
also in an 183 letter to Thomas Butts, aindan 1805 letter to Thomas Hayl&}.I believe this

suggests that he was revisiting his annotatioN§ddkswhile drafting theDescriptive Catalogue

and then wrote the introductory mateal thetitiepage The annotationsn the verso pages of

the Discoursesare written in black ink only with no book binding mangling with the exception

of the Fourth Discourse (pencil with ink overlaid). Despite acting as introductions for the
discoursesthey are not always neathyitten. For examplegn the back of the introductory page

for Discourse lll, Blake wrote his own introduction for the lecture, featwiggotation from

John Milton followed by the word fAdiscourse, O

103EG36, annotation; E730, letter to Butts; E767, letter to Hayley.
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marked hrough with inkdabs obfuscating therror,and rewritten above in a heavily inked

black pen.

Bl akedbs marginalia oscil | at iaforlneutivie e n
important to note that when he uses poetry, it is always written in blaekthafter the book
was bound. The first instance of poetry as marginalia is the footer anndtigtiva 5)on the
title page olWorks

Degrade first the Arts if you'd Mankind degrade,
Hire Idiots to Paint with cold light & hot shade:
Give high Price fothe worst, leave the best in disgrace,

And with Labours of Ignorance fill every plat¥.
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Figure 5 William Blake, black ink manuscript annotatioi@rks I: title page), British
Library, London, United Kingdom.

These poem annotations appear to béevriafter latere-readings of the book, revealing more
about the potential date of the black ink with no dardag#ing. Later,Blakecondemns the
FI emi sh pai mdoarpdbethei cBSbade i s always Col d
ColouristsH6 & Yel | o WHT hBe ofiwngt.g obr own used for shad
writing of the fAhot shadeo on the title page,
still, in an 1802 | etter to Thaommdleur Butt s, Bl a
| have now given two years to the intense study of those parts of the art which
relate to light & shade & colour & am Convinfgic] that either my
understanding is incapable of comprehending the beauties of Colouring or the
Pictures which | painted for Yo#ire Equal in Every part of the Art & superior in
One to any thing that has been done since the age of Rafadl.Sr J
Reynolds's discourses will shew. that the Venetian finesse in Art can never be
united with the Majesty of Colouring necessary to Histbeauty%
Blaked swvo yearsof intensive study of chiaroscuhas, to him, vindicated his claims written in
Works He mentionghe Discoursesand Sir Joshua Reynolty name, indicatinghat he hase-
examinechis marginalia. The letter continues to Mr. Butts:
But | do not pretend to be Perfect. but if my Works have faults Caracche
Corregios & Rafaels have faults also. let me observe that the yellow leather flesh

of old men the ill drawn & ugly young women &@e all the dawbegsic] black

15E662.
106E718.
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& yellow shadowshat are found in most fine ay & the finest pictures. | altogether
reject as ruinous to Effect tlisic] Connoisseurs may think otherwitg.
Once again, Blakeeferenced he fAy el | ow s h a dmendemishpdinteBulb en s
believe this is evidence to suggest that he was using his earlier notes and borrowing from his
marginalia to process and refine his aesthetic theories.

Some pages have a combination of different types of annotation. For example, the
introduction page of the First Discourse includes a header note written in pencil only and the
bottom annotation written in black ink only. For the reader, the shift in medium from the top half
of the page to the lower half suggests Blake revisited #tieltéhe annotations had both been
written in black ink, they might appear at first glance to have been written at the same time.
However, Blake abstains from inking over the pencil, perhaps to avoid creating any impression
thatthey are addressed to th@me situation. The two annotations are concernedGethus but
differ in that the first comment (in pencil) is general to all nations, whereas the footer note (ink
only) is concerned with the English art market. Any reader encountering these ansatedion
well conclude that prospects had grown dimmer for English artists. Blake wanted the reader to

recognize the declining integrity of English art, ushered by Reynolds: reaffirming his

introductory statement that'“™eynolds was d@AHir

Most of Bl akeds mar gi n-gpeakilg bibliegaaghicipatterrt: r ad i t i

top-down, left to right. However, there are moments when the page seems to have been too small

for his entire commentary to fit. Perhaps to remedy this, Blake sliféepdage while he was

writing by 90degrees androteaccordingly. The first instance differently oriented

annotations (as in, a note written left to right horizontally) is in response to a footnote concerning

W7ET19.
108 EG35.
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the fAprivate c¢har aeperefithe Raydl Ac&lenyiBiake rebtts stomgly K

and writes in black ink only, indicatirggsenséhat his viewpoint on this will not change over

time. He writes largely, clearly, and takes up most of the page. The last line at the footer of the

page is cut away, indicating that this note was written before the book was bound. There are
severalsmudge, f or example ALebrunso and ARubenso a
errorofhandbumay ref |l ect Bl akeds | ud gnedhatehetweremot t he s e
committed to this viewPerhaps dissatisfied with the previous notes, Béalfeedto writing

along the spinside of the margin, as no more room was left at the footer or outer margin. To

read this commentary, one must carefully spread the book open farther with their fingers.

f
£ = —
g - i L =
- s ) - - <>
o7 I pore - % =- a
eaf = 2. 8. A =
[ ’ y

Figure 6 William Blake, black ink manuscript annatat (\Works I:xlviii), British
Library, London, United Kingdom.

19E639.
52



Even after doing this, it is difficult to make out the innermost comment. There is no evidence of
ink transfer onto the other page (xlv), providing further evidence that this annotatiornitters w
while the book was still in loose paper format. This writiedpavioun s r ecor ded i n Bl
Notebook for example on page 61: he begins to edit a line, but there is no longer room parallel
to the stanza. Instead of writing below or on the nexé phg moves thiotebook90 degrees to
the right and continues the thougHtThe writing in the spine dVorksis small, dark, clear, and
precise in the spine, indicating his attentiveneshdéameeds of any putative readeeadership
can be passive, btie disorients reading patterns and traditional bibliographic codes by requiring
the reader to physically turn the book or their head to read his note. Finally, Blake uses a caret to
insert the term AUNnfinishdo b eitiomallyevntterfifidr y 06 and
commentonthepagé!The addition of AUnfinishdo clarifi
concerning AThe Man who does not know The Beg
Artif2. 10

Marginalia is inherently responsive, in thlaé annotator pauses the act of reading and
switches intellectudunctions,responding by writing directly on the page making for a
synthesized reading process. When Blake decides to write in a method different from traditional
top-down, left to right reding patterns, he forces the assumed reader to stop, and reorient
themselves. This complicates ideas of the passively receptive reader, and might suggest, as

Evelyn B. Tribble asserts, that marginalia 1is

1owilliam Blake, The Notebook of William Blake: A Photographic and Typographic Facsiedile
David V. Erdman (Readex Books, 1977), 61.

11 E6309.

112F6309.
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text and annotation as well as between print author and annotative ‘déMimhel de Certeau
callsthecentret e xt t he #fAi sl and of the paged where fAco
construction, on its own, blank spdcehe pagé a text that has the p@r over exteriority from

which it has first been isolatedéthe blank pa
have be e n!“@heblanicpage & the safest place away from ambiguities. But with the

addition of printed, central texambiguities are addedndto complicate the page, the

subsequent alition of marginal commentary, dissent and discourse takes place once again,

remixing all these ambiguities, ardgagingwitiVvat sondés concept of the m
borderlands.

Jackson states that Awe owe i mportant marg
Crabb Robinson who fAcarefully over traced or
originally in pencil*'® This is accurate for a few of the annotated booksWharksis not one of
these texts. For example, the occasions when ink is applied over pencil, it is never directly on top
of the graphite. Often, it is positioned just forwards to the pencil markings. The letters are shaped
characteri st i c alekamplecomesfiora theefiord matter m dhich Blake
|l aconical |y r e%5fhepeahdl unddindathNsdahick gnd shawlowy, suggestive of
writing with a dull pencil. The black ink layered on top is smaller in character size and shifted
towards thaupper left The letters do not synchronize in size, position, or intenaiycating

that Blake himself wrote on top of his original commentary mentioned previously, there are

113 Evelyn B. Tribble Margins and Marginality: Printed Page in Early Modern Englai@harlottesville:
University of Virginia Press, 1994), 10.

114 Michel de Certeau, The Practice of Everyday Liferans. Steven RenddBerkeley:University of
California Press, 2007), 10.

115 JacksonRomantic Readey$7.

116 E641].
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several types of notes that Blake made using various writing uteffsiannotations that have
been damaged and in black ink only are instances that prove it coldldenotRo bi nsonds wo
Blake is remarkably steadfast in his opinions, as evidenced by his revisiting and
affirmation of earlier annotations, but he did not fuvelop and expand anany ofthem until
1809 in hisDescriptive CatalogueBlake proclaims in an 1809 letter to Ozias Humphry, RA and
Portrait Painter in Crayons to the King, that
iCour age t o [sig.y'd’ Blake eRcloged anadmission ticket to the-aatf
exhibition to Mr. Humphry and included the Catalogue Int€Xhe ticket given to Mr.
Humphry may have come with tiescriptive Cataloguéo further encourage his interest in the
exhibition, bu even if not included in the package, Blake told him he was ready to give him the
publication if he attended. | belieWée Descriptive Catalogus a more finalized publication of
his Aquarrel, 0 as Jackson des cartiestablishmeéenhEie mar gi
significance of the annotations e Works of Sir Joshua Reynotdds e t hat t hey r eve
drafting and prefiguring his aesthetic theorigsrhaps even considering amlp and approval
from his circle.
One of many examples 81 a k e 6 s ¢ Warksappedrisg latemmore fully
conceptualized in thBescriptive Catalogue o mes i n Mal dfiMalso mMeAcscount .

footnote pr ai s e sasaBobyrietaldining e canseclose te nneasthing the oil

paintsecretsofth Renai ssance Venetian school . Bl ake w
Col ours will not do, o0 followed by a footer an
H7ET70.
18 E528.

119 Malone,ed.,Works of Sir Joshya: vii.
55



Colourist & yet i n¥oeater, iotheAdvertisemers of #Exhiktionn ans [ 2] 0
(1809), Blakeexpanded

Oil will not drink or absorb Colour enough to stand the test of very little Time and of the

Air; it grows yellow, and at length brown. It was never generally used till after

VANDYKE'S time. All the little old Pictures, called cabinet Pictures, are in Fresco, and

not in Oil. Fresco Painting is properly Miniature, or Enamel Painting; every [icjgn

Fresco is as high finished as Miniature or Enamel, although in Works larger than Life.

The Art has been lost: | have recoveredHibw this was done, will be told, together with

the whole Process, in a Work on Art, now in the Press. The igniosarits of

Individuals will not hinder me from doing my duty to my Art. Fresco Painting, as it is

now practised, is like most other things, the contrary of what it pretendstb be.
He goes onto clainm the Advertisement that hveascast out of the Byal Academy because of
his use ofvatercolouy or what he renames O6fresco; 6 the r
putting on his own exhibition. The declaration that he has recovered this lost art directly
correl ates to Mal on admarharseceveredithe briliantelofavenetRreod n o | d
paint mixtures and methods; while Reynolds was close, Blake proclaims only he has truly
completed the task of finding the lost method of true art. The annotations show that Blake was
developing this idea earlier years

Bl akebs access to his own commentary i s im
thought. One of his annotationsWhorkshints at the way his rereading of his commentary
worked:

| read Locke on Human Understanding & Bacons Advancepnfdrgarning on Every

120E640.
121527 .Original emphasis.
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one of these Books | wrote my Opinions & on looking them over find that my Notes on

Reynolds in this Book are exactly Similar. | felt the Same Contempt & Abhorrence then;

that | do nowt??

Blake seems to have kept his annotated books neaohaftow him to revisit andnalysehis
opinions and comparing them with related works. This constant protesgsion and editing
which he sometimes attempts to veil from the puldias central tahe process of writing the
Descriptive CatalogueMuch of the diction included iDescriptive Catalogueannot be found

in theNotebook(despite several poems decrying the supposed genius of Reynolds) or in other
incarnationg however, there are cleanks between it and the annotationd\orks In efforts

to be seen by the public, Blake made his annotations and therefore, opinions, even more public
by creating théescriptive Catalogué go alongside the exhibition. Aackson argues, Blake
certainlymeant to publish his views by writing in the margin§\adrks but after years of
increasingly hostile feelings towards the English art world, he ultimately chose to publish for
(hopefully) a larger audience than his friends who borrowed his books.

The reationship with books was changing rapidly in the late eighteenth century and it is
essential that we consider the materiality of the book as an object. Other scholars have expertly
begun this course of action by resituating the book into sociabilityrdlnemce. | believe that
annotations should be treated similarly. Bl ak
have been often cited and used for historicizing the Royal Academy, Sir Joshua Reynolds, and
Blake himself. | believe that by considagithe various writing utensils he used, the possibility

of other readers encountering his annotations, and the revisiting of his marginale will b

122E660.
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invaluable to Blake scholarship. His choice to develop his ideas on art in this work was a

deliberate choie. In the next part of the thesis, | will examine this choice of text.
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Part Two: Sir Joshua Reyno

Wi |l I i am Bl ak erbesworksaof SjriJashaad Reyno{dZ98) are scattered
disproportionatehacross the first volumeéut of three volumes, only the first is annotated. Most
of the marginalianfacto c cur s i n E di®ane Accolra of thenLe&edand Writings of
Sir Joshua Reynoldsthe first substaidl section of the book located directly after the Contents
and Letter to the King. Blake may have elected to write the majority of his commentary in the
beginning sectiojrecognizing that not all readenuld bewilling to endure three volumes of
Reynod s 6 | i t eimoderyoen gageeBl akeds annotated react |
publication of al/l of Reynoldsdé writing, incl
Holland, anchis Idler essays, which may nbaveappeatdto readers thawvere friends of
Bl akeds . offheduwsteriehd oflsssannotatigri@lake had certainly read all the work
Several early annotations showyathesis oEomments omdeas from the second and third
volumes into his commentary in the first. Areadeuwod not mi ss Bl akeds ae:¢
declarationsal t hough they would miss Reynoldsé i f th
volume or evenafter thefirst section.

Alternatively, the locus of the marginalia may point to something madieidual. Blake
could be declaring that as consumers and connoisseurs in art, we are obligated to recognize the
artist as the individual especially if their words and actions are deleterious to the state of art.
Blake often condemns Reynolds as the figuaehef the British art worldnost likely because of
his prestigious institutional duty as the first president of the Royal Academy. While there were
other societies and circles intended to promote British art, none were so clearly identified and
promotedss the key institution for British art dlse Royal AcademyAt this point, | will attempt

to |lay out something of Reynoldsds role at th
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world. Next, | will examine and explore popular reactions to Reynaidsh&Discoursesrom

the likes of William Hazlitt, John Constable, James Barry, and Catherine the Great. Finally, |

will attempt to summarize and clarify the elements and critical points of the lectures
contemporaneous t o Bl awlaeobfactormimtmesdaaledliomicals ( meanii
Discourse which went unpublished in this edition). In doing so, | hope to make clepoithis

of contentiorbetween Reynolds and Blake.
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2.1 Sir Joshua Reynoldsd6 Cul tur

Born in Plympton, Devonshire tocdergymanschoolmaster, Joshua Reynolds received a slightly
lacking educationyet appears to have been an independently focused reader. He copied
guotations of interest in his commonplace book from authors like Plingc&eBen Jonson,
Shakespeare, Milton, Dryden, Bacon, and his perdamalrite Alexander Popé?® James
Northcote, Reynol dsd biographer asophdticsedudent ,
early education: At he ma ®wasdistinggishedevasdhe resulbhad wl e d
much studious appl i?tAadge 1d,me donvinchd his fathdr tp apprentice a r s .
him to the portrait painter Thomas Hudsarprolific artist who completed at least 400 portraits,
about eighty of whicver e engr aved. Hudsonds studio was a
Joseph Wright of Derby and John Hamilton Mortimer would begin their cai¢edson also
empl oyed the skilled drapery painter Joseph v
father, is evidence of the young artistodéds rap
Joshua goes on very wedodo@Bia], adrdhing df lisysaid wh o s
thathe who drew that would be the first hand in Englavd Tucker, a painter in
Plymouth, who saw that drthree or four more, admired them exceedingly, as | had it
from Mr. Cranch; yet when he saw drawings

apprenticeship), he still saw an improvement.

123 Frederick Whiley HillesThe Literary Career of Sir Joshua Reynol@ambridge Cambridge
University Press, 1936201-216.

124 James Northcotd he Life of Sir Joshua Reynolds, Late President of the Royal Aca@evols
(London: Henry Colburn, Conduit Street, 1819)0I

125 Joshua Reynold3he Letters of Sidloshua Reynolded. John Ingamells and John Edgcur(idew
Haven:Yale University Press, 200(06.
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Anot her | etter from Samuel hielgiter totme, waslevert fas f
better pleased in his employment in his master, in everythingvhi | e | am doi ng th
happi est cwasthd way Reynalds descibeidposition & The happiness
dissipated as Hudson and Reynolds severedpiprenticeship earlier than anticipated. There is
debate about the events leading up to the split: James Northcote asserts that Hudson was jealous
of Reynoldsodé6 abilities and style; Joseph Far.i
delivery to lave been completed by Reynolds; Nicholas Peniggested that may have been
t hat Hudson offered nothing more to | earn; an
separation was mutual and amicable.

In 1749, Reynolds embarked on a Grand Msiting Lisbon, Cadiz, Gibraltar, Minorca,
and Rome. In Port Mahéon Minorca,Reynolds was disfigured by a honsding accident. The
horse unexpectedly reared and bolted, causing Reynolds to suffer a severely lacerated lip, which
resulted in an opetian to have a portion of it remové#f.During his recovery in Minorca, he
was taken in byritish soldiersstationed thereand painted portraits of all the officers. In an
ongoing themef misfortune Reynolds fell ill in Rome, which he blamed on a chdl
experienced while painting in the Vatican, although some sources consider this a hereditary
affliction.'?® Regardless of the cause, he would use a silver ear trumpet the rest of his life. This

tool would later become a signifier for him in various intetgtions.drawing attentioro his

126 1an Mclintyre,Joshua Reynolds: The Life and Times of the First President of the Royal Academy
(London: Allen Lane, 2003p8.

12 Northcote,The Life of 8 Joshua Reynold<08.

128 Martin PostleReynolds, Sir Joshua (172B792), Portrait and History Painter and Art Theorist
(Oxford University Press, 2015), accessed
http://www.oxforddnb.com/view/10.1093/ref:0dnb/9780198614128.001.000 -@B®19861412@-
23429.
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figure and as commentary on his sobi@haviourat the Royal Academy (séigures7 and 8)

and as a metaphor in Blakebds scorn.

Figure 7. Johan Joseph Zoffﬁ)he Academicians of the Royal AcadetMr 11772, oil
on canvas, 40 x 580 (101.1 x 147.5 c¢cm), Ro
Kingdom, https://www.rct.uk/collection/400747/theademicianef-the-royalacademy.
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Figure 8 Johan Joseph Zoffany, detail e Academicians of the Roystademy177%

1772, oi | on canvas, 40 x 580 (101.1 x 147
United Kingdom, https://www.rct.uk/collection/400747Aheademicianef-the-royak
academy.

Uponthe recommendation of an early patrbard George EdgcumbeReynolds set up a studio

in London in October 1752. He quickly established himselffas@uredportrait painterand

soon found himself proudly sharing the name of some of his more illustrious sittegisl f i nd |
have but a little room left so must tgthu as fast | can who of the principal people that | have
drawn and |l eave you to conclude the resto whi
Commaodore Keppéf® His early succesgave him grime opportunity to forge lontasting and
meaningful relabnships with important figures of the time like Edmund Burke and Dr. Samuel

Johnson. Johnson and Reynolds were introduced to each other by James Boswell in 1754.

129 Mclntyre, Joshua Reynolds: The Life and Timgs.
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Although Johnson was ignorant of the arts, Reynolds was inspired by his friénd: e
observabns he made on poetry, on life, and on everything about us, | applied to our art, with
what success d%Theadmsiratiorufa intellpctvwhg neutuad, as Johnson
expressed, fAwhen Reynolds tells meiidesagdhmet hi ng,
mo r @' Thie relationship was particularly beneficial to Reynolds, however, as his first
published writingldlerappeared in Johnsonos
In 1764, Reynolds and Johnson established The Club or the Literary Club. It boasted
renowned membelike Oliver Goldsmith, Edmund Burke, and Adam Smith. Charles Burney
describé the group as:
composed of the heads of every liberal and literary profession, that we might not talk
nonsense on any subject that mighstated buhave somebody to refer to in our doubts
and discussions, by whose Science we might be enlight&hed.
As Mark Hallett describes, The Cl ub was a unique assembly @d:e
and witty ceotrehaeund Jalnsomyio wasvery muchan intellectual celebrity at
the time'33 The benefits of these conversations found their wayDigooursesas Reynolds

affectionatelyrelatedthat,

130 John TimbsAnecdote Biography: William Hogarth, Sir Joshua Reynolds, Thomas Gainsborough,
Henry Fuseli, Sir Thomas Lawrence, and J.M.W. Tuthendon: Richard Bentley, New Burlington
Street, 180), 108.

11 Northcote,The Life of Sir Joshua Reyno)ds2.

132 James BoswellThe Correspondence and Other Papers of James Boswell Relating to the Making of
the Life of Johnsqred. Marshall WaingrowEdinburgh:Edinburgh University Press, 2002)331.

133 Mark Hallett,Reynolds: Portraiture in ActiofLondon; New Haven: Paul Mellon Centre for Studies in
British Art; Yale University Press, 2014), 242.
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our hearts, frequently warmed in this manner by the contact of those whom we wish to
resemblewill undoubtedly catch something of their way of thinking; and we shall
receive in our own bosoms some radiation at least of their fire and sptéhdor.
The Club grante®Reynoldssubstantiahccess to influential circles orbeoadfront, andhe was
also nvolved in thedevelopmenbf a new institutional landscape for the visual aktsother
group that Reynolds was partofwa® ndondés Soci ety -1991)akolleciive t s
interested in sharing othitellectual and culturgbursuits of theime *° The society included
painters, sculptors, architects, and engravers interested in showcasing their art to the public.
Looking towards the continental societies, they agreed to premiere waks lsy &stablishing
an annual exhibition of which the firsiok place on April 21, 1760. The showcase was
successful but planning for the next exhibition proved to be a tumultuous process, eventually
resulting in several schisms. In 173& Essay in Two Parts, On the Necessity and Form of a
Royal Academy for Paiing, Sculpture and Architectureas published in London, perhaps
written by John Nesbit or John Gwynn. The author explains that English art seekers spend

fortunes on paintings completed by foreign

(a

h a

thear and soil that gave birth to a Shakespear

foster artt®® The author continues:
If the national character ought to be consistent, the present wild and neglected state of the

arts [in England], and of paintingn par ti cul ar , i s worthy of

134 Hallett, Reynolds: Portraiture156.

135 For more information oifhe Society of Artists and other visualsagroups at the time, see Matthew
Har gr av €andidateofa kame: The Society of Artists of Great Britain, 117811 (2006).

136 An Essay in Two Parts, Qhe Necessity and Form afRoyal Academfor Painting, Sculpture, and
Architecture(London: J. Robinson at the Golden Lion in Ludgate Street, 1755).
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bring about this desirable end, it has been thought expedient to solicit the establishment

of a Royal Academy®’
The author included a listing of likainded artists to the end of the essay where Reyh@ 6 n a me
appears, revealing his collaboration. Despite this coalition pushing for a site to encourage British
art, the artists, again, found it difficult to compromisetheir valuesEventually, in 1768, an
improved petition initiated the founding of anademy. The objectives were to promote
academic British art and showcase the results in an annual exhibition. William Chambers,
Benjamin West, George Moser, and Francis Cotes prepared an agenda for a royal academy
which | ed to the RtoyomDecedinber H0e1m68,6igned off ByWimai r
George lll. Shortly after the petition was approved, Reynolds was unanimously elected President
of the Royal Academy and knighted.

Between 1769 and 1790, Reynolds sethisiacademic agenda for the Royal Academy
in a series of lectures during prize ceremonies. He delivered two lectures in the founding year;
annually, the next three years; and afterwards only every otheapaat frommoving to
Somerset Place in 1779. Edmdvich | one points out that At was n
his office to read | ectureso, but he fAvolunta
students and dispense aesthetic observati8se y nol dsoé f i nal Inecture to
Decembeof 1790,was a momentous gathering with eminent artists, intellectual celebrities, and
highly admired dignitaries in the audience when suddenly a gigantic crash and rupture happened
T the floor gave way. The attendees panicked and rushed for the dd@isies of the walls but
fortunately, the floor did not fall through, and the lecture continued. After the ceremony, the

floor was inspected and fAnone of the beams for

137 An Essay in Two Partd 755.
138 Malone,ed.,Works I:xl.
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wei ght of t%Hnehisanensee Reyriolgs.tobd Northcote that had the floor and

ceiling collapsed, most of the I|listeners

country would have been hrown two hundred

wo ul

y e

Reynol dsd appr oach timportantih thexominig gears, certainiy n u et

in the realm otolour. In 2010, the Wallace Collection and the Paul Mellon Centrgpomsored

a campaign called the Reynolds Research Projextdlysehe technicalities of his technique
and conserve the painjrs as many of the pictures have
due to his extensive experimentation. UsiAgyx technology, conservators and art historians
alike have examined the paintings to better understand his goals to generate newfeffect

colour, tone, and depth using various pigments, varnishes, glazes, and oils. Some of these

concoctions includibeeswax, spermaceti, copaiba balsam, bitumen, and lake pigments. Lake

pigments are created by the act of precipitation: where a liquigspeaded in a binding agent

creating solid matter. Reynolds commonly used red lake pigment which is responsible for the

fading flesh tones in several loik paintings. He confided in Northcote that vermilion did not
appear to lend a realistic flush to skind found that red lake, made from the crushed husks of
cochineal insects, gave an earthy vivaétiyunfortunately, with exposure to light, the reddish

tint flattened to a ghostly pallor as seen in his 1755 portrait of Charles Churchill (seeJig

139 James Northcotévlemoirs of Sir Joshua Reynolds, Kniglhipndon: Henry Colburn, 1813), 363.
140 Northcote, Memoirs 363.
141 Northcote Life, 18.
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Figure 9 Joshua Reynold§harles Churchill 1755, oil on canvas
96.5 cm), National Gallery of Canada, Ottawa, Canada,
https://www.gallery.ca/collection/artwork/chareburchill.

, 4

According to Al exandr a fGoeelnltgweld oTmMacsmaHsu dBarndvse |
prescriptive method fromihe Practice of Painting and Perspect{(1&56) to completing a

painting in the most efficient method: building up a picture in many layers, including the practice

of deadcoloring!*2 Deadcoloring is the technique of applying monochromatic tones previous to

the application of final colors, imeed to eliminate flat or dull appearances in the final result.

This technigueemained n Reynol dsd tool belt, as evidenced

12 ucy Davis, Mark Hallet, Alexandra Gentoshua Reynolds: Experiments in Pdintndon:
Holberton, 2015), 43.
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and election to persist with more layers of paint, covering mistakes or changes &fheart.

Reynotl s 6 i n ray w the useoandsmisuse of various chemicals to the pictures. He kept

|l edgers that he 0caMrligd et @ onhasi@uchal teisacdesssorg u a g e s
failure of his concoctions. For example, he recognized and soonaadsehthe cracking,

fial |l i gator skino ¥ Bitumeeo,bfterfaundsireadphait gnd madtswifacieg) .

is a natural, sticky substance intended to enhance deep, dark tones. Due to the tarry nature of the
substance, it never dries and with tlleliion of wet oils on top of it, creates air pockets which

result in cracks and flaking paint. Despite becoming wi#telywn for his rapidly deteriorating

pictures, Sir George Beaumont wrote to Oldfield Bowles of North Aston, father of Miss Jane

Bowles (®efigure 10 : Atake the chance; even a faded pi ¢

thing y%u have. o

143 Davis,Joshua Reynolds: Experimenis .

144 Davis,Josha Reynolds: Experiment49.

145 Charles Lesliel.ife and Timesof Sir Joshua Reynolds: With NoticesSomeof His Contemporaries
(London: John Murray, Albemarle Street, 1865),34.
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Figure 10 Joshua Reynold#fiss Jane Bowled7751 776, oil on canvas,
70.9 cm), Wallace Collection, London, Unit&thgdom.
Perhaps due to his broad social network and celebrity as the foremost English painter, Sir Joshua
Reynolds6 death in 1792 was a grandiose funer
The spectators, both in the church and in the street were innumerab$hopsevere
shut, the windows of every house filled, and the people in the streets, who seemed to
share in the general sorrow, beheld the whole with respect and sitence.
The noble company of mourners made up of several Dukes, Marquises, Earls, Knijhts, a
Lordstravelledin 42 coaches and an additional 49 arrived empty, signifying the presence of
those who could nottravét’Per haps Reynol dsdé closest friend,

eulogy that expounded on his amiable personality but also fitisdEpas an artist:

146 Malone,ed.,Works l:cxiii.
147 Malone,ed.,Works,l:cxv.
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He was the first Englishman, who added the praise of the elegant arts to the other glories
of his countryéHe had too much merit not t
to provoke any enmity. The loss of no man of his time eafel with more sincere,

general, and unmixed sorrdi?

Whil e Reynol dsoé i nf lisunpartaneto corsider thednfluemoesnigora |, it
Reynol dsd artistic approaches as it rapidly b
AsScottJJuengel expressed, Bl ake was fia notori ous

notebooks, annotations, and other commonplace writings often read like an extatedivgue

of specific an®Wipielted yl gdad envaatncsesshsdcri be t o t hi
Bl ake, | do agree with Juengel that Bl ake ten
professional resentmento in r'®Beacawsse ooft hReyen
affable personality, he was often the partvde and varied social circles. Described as a man of
conversation and interest, he became one of the first celebrities. It is certainly true that he

gleaned much of his worldview by sharing with his friendls fact, he often recommendedit.
Because of this breadth of social interaction
have influenced Blake to pick Wyorksto work through his artistic theories and observatiéfs.

The echoes of Burke and JobnghroughouR e y n diterdrg véorks have been expertly traced

by other scholars, yet virtually everyone agrees that there was no plagiagbhosbsriting that

148 Malone,ed.,Works l:cxx-Cxxiv.

WSscott J. Juengel , iSBlL Stubdiesanmnglsh latdraudesl 5080058, Md. 8 s , 0
(2018): 70329, d0i:10.1353/sel.2018.00ZR)4.
Juengel, AWi lliam Blake6s Enemies, o 704.

151 Northcote Life of Sir Joshua Reynold$94195.

152 For example, Malone listed the original members of The Club on page Ixxxvi as Reynolds, Samuel
Johnson, Edmund Burke, Dr. Nugent, Mr. Langton, Mr. Antony Chai@iedohn Hawkins, Topham
Beauclerk, and Oliver Goldsmith. Bl ake responded
have known such knaves[.] 0 For this annotation an
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occurred despiteumoursaboundingatthe time'®3Johnson would have had encountered

significant issues writin@iscoursesas he was largely unfamiliar with art. Northcote described a
dinner at Reynolds6é home with the majority of
conversation of Richardsonoés remembergdthathereadhe ar
it once and fAdid not think Reypmwslsd$Dd epdor shg:
affected his reception of Johnsonds comment a

who echoed Johnsonodosdt¢cygmmamtd Jpbkhesowner ymbarr a

wish, Sir, that Sir Joshua PsThipintdradtiony anoey been t

ot hers, shows the | ack o Discaursedbr Reynoldd.dhensonédés p
rumourthat Burke wrotédiscoursegirculated after the Johnson as ghester theory occurred.

Malone confirmed that Burke had confidently told him that he did not write any of the é€says.

In 1790, Burke wrote to Malone praisibgscourseand t he aut hor amefiHe i s a

man; the same philosophical observer, with the same minuteness, without the smallest degree of
t r i 13 Northgatedexpanded on his position that Burke would not have been able to have
Awritten the foregoing cristtiancem oofn Raerytn oMi d sh,oc

that if one influenced the othghenit was Reynoldsvho influencedBurke1°8

153 Blakereferencedheserumoursin the annotations té/orks Reynolds conceded that while the
Venetian painters had /e xdolouanouldbe deimental okistdryl , 0 t hei
painting and the grand styl e. I n t he or®Reygoidsl, Bl ak
think that Barry or Fusel!:@ wrote it[.]o For more
154 Northcote Memoirs of Sir Joshua Reyno)®S6.

155 Northcote Memoirs 236.

156 Malone,ed.,Works I:xliv.

157 Northcote Life, 317.

158 James Northcoté&Supplement to the Memsiof the Life, Writings, Discourses, and Professional

Works of Sir Joshua Reynolds, Knt. Comprighaglitional Anecdotes of His Distinguished
ContemporariegLondon: Henry Colburn, 1815§xxiv.
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Reynolds demonstrated hisde range otarlierinfluencesn his writing, but hewas also
familiar with and deeply indebted to the critical art theorists of the period. In 1783, William
Mason published an edited translation of Charles Alphonse du Fresnoy featuring annotations by
Reynolds. The additions to the text are typically a samyror translation of what du Fresnoy
described. For exampl e, Fresnoy wrote AFair i
thy piece should meet the sight, o and®Reynol d
His commentary is not inteled to encourage discussion or cast shadows of doubt or pleasure
over the theory, but rather acts as a middl em
understanding. Neverthel ess, Reynol ds shaped
should mea to any young artist.

Regardingother continental artistic theorists, Reynolds was also familiar with Roger de
Piles. ThroughoutVorksit is not Reynolds that cited him but mostly Malone in the footnotes. In
ADIi scour se Eight , 0 dshemindectoetstuderds thatmovelti, vacidly, aRde y n o
contrast fin t heiwoulgbedisracing éne detineatal tb ¢héireat dnd 0
that simplicity is the key to successful.ftMal one directed attention t
recommendations to portrait painters that art
inmany respects, can be di miortiad hed steynctei 0fi BHimpl i city
Reynol ds &etdthemAaademy, becreminisced about his experience in Rome, where he
found exquisite and overwhel mingly excell ent
admirable in the inferior schools [ sit]i || i fe

Piles!®®He continued that his opinions were awry a

159 ReynoldsWorks 11:16.
160 ReynoldsWorks 11:16.
161 Reynolds Works 1:256.
162 ReynoldsWorks 11:191-192.
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every opportunity of recommending a rational
part, but not in the whole, has been much the object of these Discoffs2® Pi | es® appr c
to art was certainly differeritom Reynold®in that he believed thablour, not line,wasof the

utmost importance. Additionally, he lauded the notion that genius, imagination, and expression

cannot be taught or learnékhis sulject would appear iReynold®many lectures during his

time as the President of the Royal Academy.

I n Mal onebs opening statements about Reyno
consistently in the early development of his aesthetic rationalathiomRichardsorRichardson
isregardeda8 mor e i nfl uenti al & bepeoducedne of the fisstwotksa n a p ¢
of artistic theonyin England entittedAn Essay on the Theory of Paintifig/15), which he would
later develop intéAn Essay othe Whole Art of Criticism as it Relates to Painting and an
Argument on Behalf of the Science of a Connoisdetir9). Richardson argued that for painting
to take its (rightful) place alongside the sister arts of drama and poetry, it would be required to
either perfectly match or ideally outweigh the qualities of the other genres. The elements of
proper painting consist of: l nvention, Ato ma
otherwise; and then to consider how to Improve it, keepingwwin t he Bounds of Pr
Expression, Awhatever the gener al Character o
t he advantage of the wholeédetermination of t
Colouring referring simplytoh e c hoi ces; Handl i ng, Athe manner
Pencil ; 0 Grace, and Greatness, AA Painterds O

should be Beauti f[sidfy, and Nobly for moéd

163 ReynoldsWorks 1:192.
164 ReynoldsWorks I:41; ReynoldsWorks 1:87; ReynoldsWorks 1:117-118; ReynoldsWorks 1:164;
Reynolds Works [:209.
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Ri c har ds o ni#sacelra Gieanesot nminal were just agmportant to a
painteras themeasuredability to paintproperly werean important influencen ReynoldsThe
application of painting to the promotion of civic virtues is foun®iscoursedime and time
again. John Bar eThe Rolgical Theory of Paintingrapples with the idea of civic virtue as it
influenced the artists of the period, Reynolds chief among.tHestory painting was associated
with a quality of oOo6mindé that atedéssvaluebtbtee t o gr a
public. Portrait painting, a potentially lucrative business, pandering to individual vanitpotvas
readily associated with these higher vallishardson, unlike Lord Shaftesbury, who dismissed
portraits as 6 meortait paiatndgcaudiagpisedo the bame pubblic values as
historypainting He also pointedutthatRichardsob s c¢ i r ¢ would affactthe iengact of
Reynold® r e cas wdiliith® onique position of income generated largely as a portrait
painte rather than a history painter. It seems nearly impossible for a chiefly commercial artist to
demand ethical and aesthetic requirements while focusing on more lucrative options. Lord
Shaftesbury di smissed portrai ynoldstweudas fimer e m
appropriate to describe capabl e Royal Academy
me ¢ h ani c®Richdrdsdn cldimed that unlike the other arts, painting (including
portraiture) alone can accurately express the ideas and virtuesp#ittter to the public:
And this is a Language Universal; Men of all Nations hear the Poet, Moralist, Historian,
Divine, or whatever other Character the Painter assumes, Speaking to them in their own
Mother Tongue. Painting has another advantage overdVand that is, it Pours Ideas

into our Minds, Words only Drop thetf®

165 Reynolds Works 1:55.

166 Jonathan Richardson, the Eldéhe Workf Jonathan Richardson. Containing I. The Theafy
Painting. Il. Essayn The Artof Criticism, (So Far as It Relates to Painting). lll. The Scievice
Connoisseur. A New Edition, Corrected, with the Additmin&n Essay on the KnowledgEPrints, and
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This universal language of imagery, told by stkéful and mindful painter, would be an
invaluable asset to any natiorhis would particularly apply tGreat Britainwhich had not had
the luxury of long established academies of art (unlike the contiherdtj92, the editor ofhe
Works of Jonathan Richardsoin the opening dedication letter to Reynolds stated that if
Ri chardson were still alive, he would have fdc
Academy that could rival European schools of
Time hewould have confessed that our admirabiscoursesvould have rendered his own
Writings | &ss necessary. o0

From this perspective, Reynolds lectures, publishddissourses on Artcrowned the
success of British painting, confirming its status as afieateal enterprise with genuine public
benefits. They were translated into sev&walopean languages (French, German, and Italian)
during his lifetime and well over thirty English language editicar®e outfter his death. The
lectures are largeltheoeticaland intended to not only guide thought but to stimulate the hearts
and minds of the students. Reynolds was cautious to present his pers@ectives theorist
instead, he preferred to state that his lectures were drawry&arsof observatioras a
practicing and working artist. Perhaps one of
approach to art and the lectures would bedbdarationt hat At he great end of
t he i ma YSinrhia thiiteenhdisdourse he insistatatit he true test of al
solely whether the production is a true copy of nature, but whether it answers the end of art,

which is to produce a 'l easing effect upon th

Cautions to Collectors. Ornamented with Portraits by Worlidge, &c. of the Most Eminent Painters
Mentioned. Dedicated, by Permission, to Sir Joshua Reynolds. The Whole Intended as a Supplement to
the Anecdotes ¢tainters and EngraverStrawberry Hill, London: B. White and Son, 1792)

167 RichardsonThe Works of Jonathan Richardsen

168 ReynoldsWorks 1:84.

169 ReynoldsWorks 11:136.
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Like Richardson, Reynolds encouraged studahtee Academyo practice and develop
their mechanical mastery of the arts. In the early stages of becoming a successful artist, the
importance of dexterity and mastery of the tools of art is the main soudgoof. Northcote
rel ated t hat Rey arohng gearsiniisoaredhatder with iy pericihtlzan  f
any mechanic had ever N/Rayrdoldsddoea grantintrs letctures,de f or
however, that after the initial mastery, the practice and discipfipaintingwill become a
mental, invente labourinstead of théaser craft task He also admitted the flexibility and
fragility of artistic rules for more advanced
the main character should bentrestage, Reynoldsaidt h at t Wwoald encumbeshimsédif
with needless difficultieséother consideratio
w a Y"1 This is one of the manpstances oReynold$contradicions would ariseln Discourse
Two, he asserted that fAnothing is denied to w
without it, o0 and that persistence and practic
similar to those which some call the results of natoiral w e'f? doweéver, in the twelfth
di scourse, he stated that it is futile to tea
talents will find methods for themselves, methods dictated to them by their own particular
dispositions, and by theexpern ce of t hei r o wni’Rerhaps Reynoldssaw n e c e
a shred ohis own situationn this statement, as Northcote once casually reported to James

Ward:

7owilliam Hazlitt, Conversationsf James Northcote, Esg., R(Aondon: Henry ColburandRichard
Bentley, New Burlington Street, 183@)19.

171 ReynoldsWorks 11:268.

172 ReynoldsWorks 1:326.

173 ReynoldsWorks I1:59.
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He [Reynolds] was unquestionably a genius but as a teacher he was the worst master
possibé. He had no regular education himself, and could not even draw a hand, except as
an object of sight. What he did was entirely from the force of his genius alone, and
genius, you know, cannot be communicatéd.

Scholars like Robert B. Watkave suggestetiat the contradictions here are actually a question

of address. The earlier comments are directéldetmeeds of studerds the beginningf their

studies whereas the latter discourse is for an audience of nearly professional @Tibese

contradict ons woul d agitate the | ikes of Wi lliam H
|l nconsistencies in Si r'%Jndhe maner oRiecgnsistdnays 6 s Di s ¢
however, Benjamin Haydon wo ulDikcolirseghefelt st ate th
compelled to become a painter; after all, Rey
men were equal and that Application made the

174 Northcote, William Hazlitt, ed Conversations71.
175\Wark, ed.,Discourses on Arixx.

For more on Hazl itDistarses endAosteieo ni Rieoy nRe ydnso ladnsdd Ha z | i
Clinton Elliott in The Journal of Aesthetics and Art Criticiskol. 21, Issue 1, 739,1962a nd A Gener al
and I nvariable | deas of Nature: Joshua RmReynol ds a

English Associationvol. 54, 113, 2005
177 Benjamin Robert Haydo,ife of Benjamin Robert Haydon, Historical Painted. Tom Taylor, 2 vols
(New York: Harper & Brothers, 1853:14.
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2.2 Analysis of Reynoldsd Most Co

Reynolds placediligent study of theld Mastersat thecentreof his idea of an education in

Fine Art. They were the key to the development of original inveratir@heven Genius. He

explained in Discours¥l: Athe mind is but a dxbausteé andsoi | ; a
will produce no crop, or only one, unless it be continuously fertilized and enriched with foreign

ma t t'’8FRor.Réynolds it was important that students sought some form of inspiration in

previous achievements beyond their own natural ressutie does not specifically mean that

the inspirational artists should be foreign or explore foreign lands, but rather they should be of a
different time, place, etc. to be truly considered an Old Master worth studying. It is important to

keep in mind tht hewasspeaking to an audience largely comprised of students at the Academy,

it was clear that his motivation was to continue their academic engagdéimeat.a position that

he repeated againandagain il know but of one ;thisis,byoad of sho
careful study of the wbtrtkes rfe ath eu saen cd fe ngt wsdwi
is, to open the mind, to shorten our labour, and to give us the result of the selection made by

those great minds of what is grand or bdauwtil i n natureéit is an art a
experience to know how to find it[;]odand fthe
Artist is found in the great works of his predecessors. There is no other way for him to become

great himself & In other words, Reynolds argued that not only have previous artists

encountered the same obstacles as the amateur artists before him but that the student can only
achieve success through careful study of those who came before them. He expandsh@amthis

speaking of Michelangelo in his final discourse, that painters like Francis Floris and Jerom [sic]

178 ReynoldsWorks 1:157-158.
17 ReynoldsWorks 1:60; ReynoldsWorks 1:162-163; ReynoldswWorks 11:92.
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Cock gazed upon Michelangel o6s works but when
on a soil not prepared or adapted to their nature, theenafhiMichael Angelo thrived but little
with ¥Hemewver, this is not the fault of the F
thistaste though we are with the seeds of it, which, by the heat and kindly influence of his
[ Mi chel ang.el m@®dy ]b g enmfl\whesmnFods andiCoak sbsetved and studied
him, they had yet to develop or cultivate a sendasiéat least from R y n opderdpediive, that
could be ripened by encounteringdidelangelo

Blake and Reynolds agreed more thasometimes imagined when it came to the
importance of studying theld Mastersbut they did disagree as to whose example was the most
worthwhile. Debates abothe canon oftte Old Maters continug but generally theoster
includesRaffaello Sanzio da Wino, Leonardo da Vinci, Michelangelti Lodovico Buonarroti
Simoni RembrandHarmenszoon van Rijisir Anthonyvan Dyck,Alessandro di Mariano di
Vanni FilipepiBotticelli, among other&?Chr i st i ed s, hduseanBeoinganys h auct
has an entirdepartmentf saledevoted to th®©Ild Masters They boast that in recent auctions,
the sale of L 8avatoa Muhdeamalrted Yia record 450 million in 2017,
overwhel ming the pr e\wotendlsis Dauglaersdsr £45 milidn® of Rube
These two examples provide some insight into what British institutions codduidtasters

now. works from European artists that exhibit excellencies of the movements they originate

180 ReynoldsWorks 11:202.

181 ReynoldsWorks 11:207.

182 Note that the names of these artists have been written in many different formats over the centuries. For
example, Michelangelo di Lodovico Buonarroti Simoni is simply known as Michelangelo currently.

However, Reynolds would sometimes segment hisnaméiMo c hael 0 f ol | Raffeeld by A AT
Sanzio da Urbino, now known simply as Raphael, has also changed. Blake would sometimes write
fiRaf ael 0 and at ot her ti mes, ARaphael . o | have no

ReynoldéorBl akeds writing.
8Christieds, A0l d Masters and Early British Paint
https://www.christies.com/departmentstotihsterandearly-british-paintings70-1.aspx.
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from.1®4 This interpretation isbesismme d up by their assurance to

old master costs tens of millions of pounds. The specialness, rarity, depth, craft and value of 500

years of art history c¢an ®an Chilhers susely mustchavé or a's

recogni zed the prevalence of these canonical dg¢

theOxford Dictionaryof Arta s, fan | mprecise but wuseful term

cover European artists (particularly painters) from the Renaiss@noeabout 1800; the term is

applied also to their works, so aff®f Ol d Master
Beforeanalysingthe views on th®©ld Masterentertained byReynolds and Blake is

useful to think about the different ways in whitle two men encountered thefor example,

what did it mean dddvastet®ieestundy@duld mean sevinal dhinddliee

context ofDiscourseson Art Samuel Johnson defined it in two

very close applicatio; t o mu snedavoadni d i figt¥an artl aystudy has come to

mean a sketch, painting, or any other medium prepared prior to a more finished piece. In these

definitions, the act of meditating and drawing from other artists has an end goatliramin

finalized understanding or work. As mentioned previously, Reynolds had been on the Grand

Tour and spent much of his time in Italy, primarily in Rome. The Sistine Chapel is where he

claimed to have lost his hearing because of his extended periodslyfrsthe buildings of the

BEor an interesting conversation on the current i
vivid stories from the Ol d Masters, o a conversat.
Hennessy Chairman of the Department of EuropeanfPai ngs at New Yor kds Metro
https://theeasel.com/essays/vivitoriesfrom-the-old-paintingmasters/

BBChristieods, A0l d Masters. O

186 The Oxford Dictbnary of Art "Old Master" accessed March 18, 2022,
http://www.oxfordreference.com.libproxy.york.ac.uk/view/10.1093/acref/9780198604761.001.0001/acref
-978019860476%&-2562.

187 Samuel Johnsor Dictionary of the English Languaga Digital Edition ofthe 1755 Classic by

Samuel Johnson. Edited by Brandi Besalke. Last modified: December 6, 2012.
https://johnsonsdictionaryonline.com/pagew/&i=1964.
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https://the-easel.com/essays/vivid-stories-from-the-old-painting-masters/

Vatican. Blake, however, never left England in his entire life. The farthest he ventured from
London was to Sussex, ahdwas only there for but a brief time, from 1800 to 1803. This does
not mean that Blake was incapable diyfeomprehending the works of the®&d Mastersas he
explained inan annotatiomo Reynolds At he Man who never in his Mi
[sic] to Heaven is No Arti$f] 0'% Roger Murray explains that this comment shows that Blake
believedthat the essential elements of important art do not have to be experiencedciu#he
art object On the contng, as Murray explainsift hey are evident to him
travelled n his mind, not just to théeé®Onemdd gall er
understand this 1 dea as wiblaminadand diseiningesénsetoh at h
vision, which | willanalyseurther in a later chapter. For Reynoldsyés important to visit the
Old Master worksto copy and contemplateem.His lengthy journey to Flanders, Holland,
Italy, and other countriesasessential to his training as an artist.

Blake and Reynolds both greatly admired @d Mastersbut therewvere other important
differences beyond the matter of who they included in the categiohpw they encountered

them Both men have immense admiration for Raphael and Michelangelo, although Blake

guestions iReynolds didully understanar appreciatedht e m. I n Mal onedbds accou
Reynol dsd I|ife, he shared an anecdote of when
l'taly. Reynol ds admitted that Al remember ver

t he Vd%®beocawsahebadoverboed t he Ol d Masterds wor ks. H

attendants at the Vatican for the | ocation of

188 £646; Reynoldsworks 1:56. In 1784, John Hawkins attempted to raise enough money to secure Blake
a tiip to Italy to study. Ultimately, it failed.

189 Roger Murray;'Working Sir Joshua: Blake's Marginalia in ReynoldBritish Journal of Aestheticé

(1977) 86.

190 Malone,ed.,Works I:xiv.
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by them without recognizing or &XBfakeriiaanci ng,
attempttoproveth poi nt that a real artist can see Gen
cannot say that Rafael Ever was from my Earliest Childhood hidden from Me. | saw & | Knew
i mmedi ately the diff er elwihthsannstaiennBlaevideke | & R
early evidencdor the reader ofhe marginalia thatei not Reynolds wasthe superior artish
tasteandin the ability torecognzegenius i Men who have been Educat e
Venetian Artists. under tskeRafael udlgsethey are Binwithe e X
Det er mi n a'f&lotkngable te seé Raphael means two different things to Reynolds
and Blake: for Reynolds, he did not see the works as grht first glance. For Blake, he could
see the greatness of Raphael because he was born with and cultivatelitiessi abilities that
are most likely something more than vision or the visible

Admiring Raphael was not only an excellent aesthetic choitasiabut also carried
patriotic overtone$or art critics in this periodThe Cartoons, when displayed at Hampton €our
ignited conversations and pride among the English. John Shearman explained that it was then
At hhat the first steps were taken towards the
Engl i s'YThagigantic works were wildly popular and became national beacons of pride
and tasté Acting as the Lord Mayor of London in 1777, John Wilkes opined that the Cartoons

and theirfavourablereceptiorwereindicative that the English people would benfbin

91 Malone,ed.,Works [:xiv.
192 Malone,ed.,Works I:xiv.
193 Malone,ed.,Works I:xiv.

1%4John ShermagiRap hael 6s Cartoons in the Collection of He
the Sistine Chapél.ondon: Phaidon, 1972)51.
For more on the English cul tur aThedgiscdvatyeof i N Raphae

painting: the growth of interest in the arts in England, 16868 (New Haven, CT, and London, 1988)
and J o h nTh&pleaswresrofitte imagination: the egemce of English culture in the eighteenth
century(London, 1997).
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increased efforts to purchase books, paintings, and other cultural works by the Royal court. He
recalled the history of King Charles who paid for the Hampton Court to receive visitors for
Raphael 6s Cartoons and @ En gitaptusohs enjgymentofrtheive r e t
beaut5Add.ed King Charlesd execution, the works
described the national treasures as fAperishin
gr eat s mY’Khe hduse Wilkesdseferring to is Buckingham Palace where the English
public could not access the Cartoons. The removal to Buckingham Palace may have inspired
Bl akeds | at Advertisementorihn gs iemx htithd ti on f or his #Ainv
f resc o, wil develppariPartt Thrée abouthe Descriptive Catalogué®

Over the years, Reynolds recommended studyin@ttiéMasterdo the students of the
Royal Academy. Addressing the aglel question for students of all subjetts there are any
shortcuts tsuccess he expl ained: Al know but of one met |
a careful study of t he°Tisis&raremomentihiseouraesci ent s
where instead of recommending painters to the students, he engaged witiytieeapproach
taken by the Royal Acaderdypedagogy. In other art academies, students began drawing from
engraved prints, outlines, and drawings by advanced artists; at the Royal Academy, they began
their scholarship drawing from ca$t8.The rationaldor this approach, Reynolds suggesteds

because the Old Master sculptors have created perfect renditions of nature and models that an

196 As quoted from Baron Fermor and Victoria and Albert Museurhe Raphael Tapestry Cartoons:
Narrative, Decoration, DesigfLondon: Scala Books in association with the Victoria and Albert
Museum, 1996).

197 Quotations taken from Sharon Fermor and Victoria and Albert MusEaenRaphael Tapestry
Cartoons: Narrative, Decoration, Desighondon: Scala Books in association with the Victoria and
Albert Museum, 1996).

198 E528. This will be expandeon in a later chapter.

199 ReynoldsWorks 1:60.

200 Holger Hoock,The Royal Academy of Arts and the Politics of British Culture, -1'B3@(Oxford:
Oxford University Press, 20095.
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artist could search their entire livesf8tHe asked rhetorically, d@dif i
far, maynotyoualo hope for the same f%dnbDscodsefllr om t he s
where these points are madgrearrangements had been made for more plastertodses
procured tagyrace the halls of the Royal Academy. The castesfus de Mediavas gifted to the
school by the antiquarian Thomas Jenkins in 1769. Joseph Baretti described his understanding of
the acquisition in his pamphl&uide Throughhe Royal Academin 1781
| have been told, that the Original of it
the enormous sum of three thousand pounds. If the fact is true, this ought to be the Venus
of all Venuseséit would be a hard rkmaftter t
Art fetch such prices in England, though the idea of English opulence, of English
liberality, and of Englishasteis great every where [sié}®
Baretti consciously described the power of English commercéaatein his description of the
Venus déVedici, instead of the artistic excellencies that students could gain from it being in the
collection for study. Instead, Reynolds has already made these points in his lectures; here, Baretti
is acting within his position as the Secretary for Foreign&spandence for the Royal
Academy. However, not all of the sculptures Royal Academy students contemplated were
incarnations of the pantheon members of the Anci€atsexample,hte Ecorché(French for
0fl ayedd or O&éskinned?©6)inli7i;¢ghese mopswere anchars still used k e | 'y
as learning aids for medical students and artists alike. William Hunter was the first Professor of

Anatomy (appointed in 1768) and assisted with the creation and design of this cast; a grotesque

201 Hoock,Royal Academy of Arts and the Politi6s.
202 Hoock,Royal Academy of Arts and the Politi&s.
203 JoseplBaretti A Guide Through the Royal Acadethgndon: T. Cadell, 178§129-30.
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sculpture posbiy made from the corpse of a crimirté&t.Once the body had been stripped of the
skin, they were often put in classical poses
Ecorchéis set with one arm raised and bent, with the lower bodycom&rappostagosition,

which may correspond with illustrations in seminal anatomical treatises lilkabrea of

Vesalius®®

Figu‘re11£corch® figure, 1771, pl aster cast, 56
143.3Ibs. (65 kg), Royal Academy of Arts, London, ltkd Kingdom.

In Discourse X, Reynolds spoke at great length about the different plaster casts held by the Royal
Academy and their rightful place in a school of artistic cultivathdhthe sculptures that were in
the Royal Academy during this period tdbe calledOld Masterseven when the artists were

unknown. For example, when Reynolds lectured on the representation of expressions and

204 Unidentified makerEcorchéFigurg 17 7 1, pl aster cast, 171.5 x 61 >
kg (143.3bs.), Royal Academy of Arts, London, United Kingdom.
205 EcorchéFigure
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character in sculpture, he argued that the fa
even withthegenehla ex pr essi on of the passions, o0 with e
what is now entitled’he WrestlersHe referred to the work as a 0
assured the students that he does not recommend imitating this facet of ti{&’ piktceugh it

appears that Reynolds appreciated the effect of the passion on their faces, he eventually
conceded that this is a Afrequent deficiencybo
i nat t &3%intoiher wardgd, Reynolds found the validéTbe Wrestlersn the fluidity and
movement of the bodies repres®Heexeddsasinilar t he s
criticism to theLaocoon and hisSons whi ch Pl iny the El der descri

sculptures, themostor t hy o f 2'3Réyndlds regaidedthe dost effective sculptures

arethosenwhi ch t he emoti onal range i s subtle and |
thatLaocodn and hisSoish ave more expression in the count
antique statues, 0 but dismissed it as a fAgene

the writ[h]ing and cont or £iHe nontinded, teferenciig@ady t h a
publication that was released shortly before this lectureptaae, that the sculptor missed the
opportunity to rouse a greater intrigue for t

children?'2 Reynolds commended the author of this sentiment, as someone highly decorated in

206 ReynoldsWorks I1:7.

207 Reynolds Works I1:7.

208 ReynoldsWorks I1:7.

291t i s important to r enbeanbetertoanindividualtwbreandotr m A Ol d M
necessarily and individual artist.

210 pliny the ElderNatural History ed. E.H. Warmington, 10 volgLondon: William Heinemann

Limited, 1938),6:37.

211 ReynoldsWorks I11:22.

212 Reynolds Works 11:22. The authothat Reynolds referenced here is still unknown. According to

Robert R. Wark: AWinckel mann in 1764 says just th
less than that of his childreffitfe History of Ancient ArBk. X, Ch. I, Sec. 16). Lessing 1Y66 does not

deal directly with the point ihaokoon[sic]. Hazlitt, in his marginalia to thBiscourses s ays O6Locke,
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the art world, but believetthat if the sculptor had indulged in portraying the anxiety of the father

for his sons, the artist would Arun great ris
intelligi bl &BThie sculptuee iss pigniticara ga of thedeighteesentury

discourse on expresg the passions in art. Blake would also take up this point of inspiration

with his own representation of Thaoco6n which will beanalysedn further detaiin Part

Three of this thesig\gain, like his reception ofFhe Westlers Reynolds identified these works

as important to study because theyauralifying asOld Mastersbut not necessarily made by

Old Master artists.

Figure 12 Attributed to Pergamene school and Follower of Lysipiphs, Wrestlersca.

370300BCE scul pture cast (plaster), 363 x 20614
Academy of Arts, London, United Kingdom, https://www.royalacademy.org.uk/art
artists/workof-art/thewrestlers.

presumably Wi lliam Locke Sr. of Norbury Park, but
180 of his edition oDiscoursa on Art
213 Reynolds Works,1:22.
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Figure 13 After Athenodorus of Rhodes (fl. ca. AD-PQ) and After Hgesandrus

(c.100BC- c.20BC) and After Polydoros (c.50B.0BC), cast of.aocotn and his Sons
(Roman version of a |l ost Greek original),
x 163 x 80 cm), Royal Academy of Arts, London, United Kingdom.

Reyndds continued to answer the questions of students anxious to find success earlier in their
careers by studyin@ld Mastersbut with the variation that it may help alleviate some mental

labour He stated:

The great use of studying our predecessors is, to open the mind, to shorten our labour,

and to give us the result of the selection made by those great minds of what is grand or
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beauti ful in natureéit is an ar whawfto | ong d
find it.214
Here, he reiterated the importance of the intensive consideratiaa thmtertaken when
practicing as an artisas t is an art of long dedication. However, & Masterdhave
encountered and succeeded against the same obstatlég®thmateur artists are beginning to
face. By studying the correct artists and finding the brilliance in them or their works, the
student/artist can minimize their time and effort spent, allowing them to move forward with their
craft. Usinganaturemetp hor , Reynol ds reminded them that
the mind of an Atrtist is found in the great works of his predecessors. There is no other way for
him to bec omé®Therakoariothihgiatitsde &dbpted by Reynolds is a edfect
in Discoursesut in this instance reveals the emphasis he wished to place on the examination
demanded of th®Id MastersIn Discourse 1] a lecture given to still fairly amateur artists,
Reynolds recommended:
Consider with yourself how a MICHAEANGELO or a RAFFAELLE would have
treated this subject: and work yourself into a belief that your picture is to be seen and
criticised by them when completed. Even an attempt of this kind will rouse your
powers?16
In his final lecture to the Royal Acaden®eynol ds descri bed Michel ang
Founder and Father of Modern Art, of which he was not only the inventor, but which, by the
divine energy of his own mind, he carffed at

Michelangelo Buonawoti was a painter, sculptor, and architect during the high Italian

214 ReynoldsWorks 1:162-163.

215 ReynoldsWorks 11:92.

216 ReynoldsWorks 1:35. Original emphasis and spelling.
217 ReynoldsWorks 11:196.
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Renai ssance, and considered by just about eve
His works are lauded for several reasons, one of the foremost is as the absolute model artis

working with human anatomy. Henry Fuseli in one of his addresses to the students of the Royal
Academy, inLectures on Paintingg ai d t hat Mi chel angel ob6s Amight
opportunities to study fAsubdndiilrye adt It aanfc empd n
complicated by some forms i dRusskbelievedtmgt el vy s
mistakenly,in many ofMichelangel® d e s i gn s, At he hump of his dwa
dignity; his women are moulds of generatibig infants teem with the man; his men are a race

of g i'¥Notnse. 6of Fuselids concerns bother Reynol d
Michelangelo as one of the foremost important artists among the An&énts.

W. E. Suida apotheosized Raphael as, M@ARapha
possibilities beyondihs t i me, and poi n?tidethermeovewta & litanyoof t he f
artists that have found inspiration in his wo
Poussin and Rembrandt, Ingres, the Neoclassicists, and the Romanticists, even the Moderns,
made use of Raph a e |??6Suida bringsddmana snpartant irformateom | t h . 0
concerning the | ongevity of Raphael s career

oppositional aesthetic theories find solidarity in the work of RapgR&€his point becomes

218 Henry FuseliLectures on Painting, Delivered at the Royal Acad@ropndon: T. Cadell and W.

Davies, in the Strand, 1801), 59.

219 Fyseli,Lectures on PaintingsO0.

220The frontispiece foAphorisms on Artvas going to be completed by Blake. However, Fuseli was not

able to finish the work and the book was never compl€tedlr mor e on t hi s, see Siby
Their Mar k: Lavater, Rpharisms on Mam GanpaBativa €rigicdl Studiemp r i n't
vol. 3, issue 3, 2006, 34369 2006

221\W.E. SuidaRaphaelNew York: Phaidon Press, 2018§.

222 Suida,Raphael 47.

22Per haps because Raphael 6s wor k,aonotedrandfiurtrer s hort | i
expandean inRaphael: from Urbino to Romey Hugo Chapman, Tom Henry, Carol Plazzotta, Arnold
Nesselrath, and Nicholas Penny (London: National Gallery, 2004).
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evident wheranalysingReynoldda nd Bl akebdés cel ebrations and in
Master.

Reynolds admired Raphael but Blake felt theitherhe nor his friends or institution
couldsee or appreciate the Old Master. Edmund Burk&se friend of Reynoldas previously
mentionedwr ot e t hat he was, Athe first Englishman,
the other glories of his country, faste in grace, in facility, in happy invention, and in the
richness and harmorof his colouring, he was equal to the great masters of the renowned
a g e’ James Barry, who was appointed Professor of Painting in 1782 to the Royal Academy,
had numerous disagreements during his career with both Reynolds and his early patron, Edmund
Burke. Barry was one of the few contemporary artists that Blake admiredandfrf e d Bur ke o
praise of Reynolds:

Barry Painted a Picture for Burke equal to Rafael or Mich Ang or any of the Italians

Burke used to shew this Picture to his friends & to say | gave Twenty Guineas for this

horrible Dawbsic] & if any one[sic] would give [line cut away] Such was Burkes

Patronage of Art & Sciené®
| will analysethe feuds between members of the Royal Acadeateybut importantly, Blake
stated that Barry possessed equal talents to Raphael and Michelahgetbe efforts were
wasted orpatrons like Burke. Had Burk®earbouredhe sense to appreciate the works of these
Old Mastershe would have also had the sense to understand the brilliance of Barry. However,
the feuds between Barry and Reynolds were largely known and discussedte #ighteenth
century art world in Great Britain, and Blageled withMichelangelo, Raphael, and Barry

instead oReynolds, Burke, and the Flemish artists.

224 Malone,ed.,Works l:cxx.
22°Reynolds Works l:cxx.
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Anot her artist Northcote recalled that Rey
Nicolas Pussin?®®l n a | etter to the Duke of Rutland in
certainly ranks amongst the first of the first rank of painters, and to have such a set of pictures of
such an artist will r é&%&Hislpgriotiaapmtoadth wasIngast politer i ¢ h t
in urging the DukS®evetSacrapaentsatlia 9 fRosssiindéslondt

them out of your Graceod6s hands, but P®certain

Figure 14 Nicolas PoussirExtreme Unction from The Seven Sacramet$881640, oil
on canvas, 3 x 46 (96 x 121 c¢cm), Fitzwill:i

Reynol ds6 admirat i on Dissourded/ asranexample af coesisteneymas i v e |

an artist. The affectiogl ows from his | ecture; for exampl e,

226 JamedNorthcote Supplemento the Memoirs of the Life, Writings, Discourses, and Professional
Works of Sir Joshua Reynolds, Knight, Late President of the Royal Acdamdgn: Henry Colburn,
1815),CXLVII.

227 Joshua Reynold3he Letters of Sir Joshua Reynglti42.

228 Reynolds Letters of Sir Joshual42.
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Marriage in the Aldobrandini Palace at Rome Reynol ds confirmed that
modern [artist] has so much of t%Reymidy of Ant
continued, to which Blakeould later writefi Tr u e 0 :
No painter was ever better qualified to paint such subjects, not only from his being
eminently skilled in the knowledge of ceremonies, customs, and habits of the Ancients,
but from his being swell acquainted with the different characters which those who
invented gave to their allegorical figures
represented, nothing in the picture ought to remind us of modern times. The mind is
thrown back into angjuity that may tend to awaken it from illusiH.
Over four pages of analysis of Poussin in DiscoMtse Bl ake wrote, ATrueo, t
margins, concluding with, #aTREHowevermonalotks on P
Reynol dsan Poussinaorpleased Blake. Later in DiscoMiile Reynolds pointed out
t hat Poussi nb6s acblouschoicewasmacking in padicularoto thedbluish hues
found in his drapery®>Bl ake responded, incensedestuit®uch Har
of Art One Species of General Hue over all is the Cursed Thing[saljJdHarmony it is like the
Smile of aFodl]o***B| akeds reference to a fAiGeneral Hueod

tones to a painiVhile Blaketried to maket clea thatcolouris not the dominant concern when

it comes to art, Reynol dsd suggestion that Po
whol e of art. On the next page, Bl ake made a
shadows : wia$siCaldl&neversas ia Rubens & the Colourists Hot & Yellowy

229 ReynoldsWorks 1:136.
230 ReynoldsWorks 1:137-138.
231 ReynoldsWorks,|:135-139.
232 ReynoldsWorks 1:1273-274.
233 ReynoldsWorks 1:274.
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B r o w A*{Thid i®an excellent example of Blake using one Old Master against the other to

define the artists worth studying and appreciating. This point seems to be a particular thorn in
Blakebs si de as he puts it in the first two stan
vol ume: ADegrade first the Arts if you'd Mank
& hot 2¥lhardoee.intimate twist, a letter about repairind ®aster paintings, from
Reynolds to John, thdé®Ear | of Upper Ossory on July 10, 17
by Titian himself from that in the Colonna palace, | am confident | see the true Titian tint

through the yellow dirty paintand varnishi t h  whi ch t he 2%6eyoddsis e i s co
referring to one of the several iteratiaafsvenus and Adonisompleted by Titian, and it does

have a yellowy and brownish appearance. Blake views this yellowish colouring [?] as a

shortcoming in a paintesomething to be rectified. However, Reynolds advised the Earl of

Upper Os s or ymiteh should tryfita get this off, owauis the picture in the attempt.

't is the col our al & hTeecdloarahbice@rad mniquestda@re what v a |l u a
Reynol ds f ound warks|but Blake rgjeciedhtheDil paintiags, arsl really, oil

painting altogether. In thBescriptive Cataloguehe explained that he does not use the medium
because it fails t oi niestamd 2fBestedeotbdingrabfedtover y |
persist eternally in the same state as other
colour it is mixed with, at its first mixture, and in a little time becomes a yellow mask over all

that it touche 2%

234 ReynoldsWorks 1:275.

235 ReynoldsWorks I: Title page.

236 Reynolds,TheLetters of Sir Joshua Reynojd$2.
237 Reynolds,;The Letters of Sir Joshua Reynglti62.
238 E530.

29EB30
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Figure 15. Workshop of TitianJenusand Adonis 1554, oil on canvas
188.9 cm), The National Gallery, London, United Kingdom,
https://www.nationalgallery.org.uk/paintings/workshafgtitian-venusandadonis

The foundation of the Royal Academy wasatedy looking towards the FrendRoyal

Academy of Painting and Sculpture and similarly, arguments aboGidhg@astershad broken

out thereIn 1671, theQuerelle du colorig 6 Di sput e on col ourd) began
Champagne gave a lecture at the French Royal Academy of Painti§g@pture in 1671. In it,

he dismissed the style of Titian, but praised Nicolas Poussin. He argued that they should value

the balanced, intellectually rigorous art of Poussin as opposed to the more sensual manner of
artists like Titian and Rubens. Thisated two schools of thought within the academy:

Poussinistes and those who opposed it, following Rubérfth&he Poussinistesiso took up

240 For more on this debate, see Honddir,and J. Fleming, (20093 World History of Art7th edn.
London: Laurence King Publishing, p. 609. An interesting argument abotnlthe and form debates
over the centuries was posited by David Batchelor in his recent 6botanophobigReaktion Books,
2000).
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Raphael to their inspiration, citing the excelldasign, decorum, and the correct expression of
the passionsThe Director of the Academygt the timeCharles le Brusided with the
PoussinistesTo these academiciarslourwas simply ornamental to the more important
element of form. On the other side, the Rubénistes followed the Flemish Peter Paul Rubens
approab citing other artists like Titian and Correggiothsir inspirationsThey claimed that in
order to attain a trugompe I'oeil(deceives the eye) effeciplouris crucial to imitating nature.
The dispute was political from the beginning as Poussinaweive French artist and Rubens
had been suspected to have engaged in espionage for the Netherlands. Wark calls attention to
Reynoldsd sensitivities for both sides of thi
percolatingaroundeighteenthcenturyLondon?*! His analysis and diplomatic handling of the
two schools of thought, Wark argues, is evidence of his-mmperament and emblematic of
theappropriateness of his place as president of a Royal Academy. Further, this is how Wark
introduces (whatdh cal | s) Bl akeds fAspiteful mar gi nal i a,
reading of not onlDiscoursesut also Reynolds as an individdéWar k 6s approach t
Blake and his annotations should be mediated with the fact that Wark is selecting to edit
Reynolds and is, as discussed previously in Part One, forced to include Blake in the volume.

The importance of diligergtudy ofprecursorsvas not just a matter for the students of
the Royal Academy. Th@ld Mastergshemselves, Reynolds argued, had suiglist as
diligently of the others that came before thd&ine first Discoursacknowledgedhat Raphael
had not studied at an institution like a Rogahdemy butlaimed that he benefited frolming

in Rome andhavingexperienedt he A wor ks goefl oMiicnh #ddersudgestedl ar . 0

241\Wark, ed.Discoursesxxv.
242\Wark, ed. Discoursesxxv-xxvi.
243 ReynoldsWorks I:9.
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that Raphael had an artistic conversion or epiphany when he viewed the Sistine Chapel. W.E.
Suidaand other scholars have certainly foyméé ant oms of Mi chel angel o06s
works.Suidal i k e n's R almdgveomdn drsthe kightesiele @&ntombmento

Mi ¢ h e | aDorg Eohdo;élasms theCaritasp a n e | Acould hardly have b

without a knowl edge Pittiffonthi’d hel angel o6s marbl e

Figure 16 Raffaello Sanzio da Urbindhe Deposition 1507, o1 | on wood
567 (179 x 174 cm), Borghese Gallery, Ro me
244 Suidg Raphael

99



Figure 17 Michelangelo BuonarotHon Family, known asDoni Tondg 15051506,
tempera gr assa dametew(@20 dm in dam&er)fUdfiei Gallaryn
Florence, Italy.
Michelangelo wrote an embittered letter to an unknown recipient in late 1542 about his contracts
and commissions from popdde began the letter dramatically, exclaimthgt the completion
of the lateswvork would bélate andin turn, this tardiness will complicate lasrrent
commissim, Al get stoned ever,glanerainyg hiasipposétd | 6d cr uc.i
punishment$# He continued t@ommiserate abotie state of commissions anoheplained
that he felt he was owed more money for his efforts to the Italiasstztgs. This reads as a
typical letter of an artist who would like to receive higher payment but these demonstrations are

intended to build to his conclusion that comes itiequest to recognize that whatever Pope

Julius fspeaks ill10o of him, it is be#Hase of

245 MichelangeloBuonarroti,Michelangelo: Poems and Lettetsans. Anthony Mortimer (London:
Penguin Group, 200,7119.
246 Byonarroti,Poems and Letterd 21.
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believed that Raphael not only fAmeant to ruin

because, fiwhahtee vheard ai r¥f Céardynthersleyas dnspiration between

the two, as pointed out in the previous examp
irritation: he believes that Raphael 6s fireact
Aentirely original, o0 but not wuntil he Afound

desire in the achi eve me?Thiscandludimgtsdntendssstriking g r e a't
because of the similarity & | a k e 6 s r e a c tagsertion thabRaphdedd stodied s 6
Mi chel avorgse | 06 s

| do not believe that Rafael taught Mich. Angelo or that Mich. Ang: taught Rafel., any

more than | believe that the Rose teaches the Lilly how to grow or the Apple tree teaches

the Pear tree how tmear Fruit. | do not believe the tales of Anecdote writers when they

militate against Individual Charact&?
To Blake, Raphael alreaghpssessedn inner flame of genius and inspiration that studying and
experiencing another great aritstitivated butcould not implan. This is greatly dissimilar to
R e y n assedrtodthat Raphael ascended to greatness because of his experience of
Mi chel angel o6 s annotatioksarsasffiking resarbbtance to another marginal
comment of Bl akApliogsms on Mail783a Apadrienr582snstructed the
reader to take qualities from Raphael, l i ke n
RUBENS his supernatural luxury of coloursdeduct this oppressive EXUBERANCE from
each, 0 combine the result, and -iffoemeetbbesune, Ayour

quite conve /*Lkeathe previolsganotationyBlakasweredvith metaphor

247 Buyonarroti,Poems and etters 121.
248 Byonarroti,Poems and Letterd 21.
29E643.

250 E595.0riginal emphasis.
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Deduct from a rose iteedness. from a lilly its whiteness from a diamond its hardness

from a spunge its softness from an oak its heighth from a daisy its lowness & [ chaos ]

rectify every thing in Nature as the Philosophers do. & then we shall return to Chaos&

God will be complld to be Excentric if he Creates O happy Philosopher

Variety does not necessarily suppose deformity, for a rose &a lilly. are various. & both

beautiful

Beauty is exuberant but not of ugliness but of beauty & if ugliness is adjoined to beauty it

is not he exuberance of beauty. so if Rafael is hard & dry it is not his genius but an

accident acquired for how can Substance & Accident be predicated of the same Essence!

| cannotconceive[.F°*
Reynolds believed that the inspiration received from great aztistbelp develop new artists
whereas Bl akebs sentiments suggest that they
Blake, Raphael and Michelangelo exhibit distinctly different styles and even preferred mediums
T they could have not taught eacheatlanything about their respective craft and art.

Other differences between Reynolds and Blake occur in the acknowledgment and
application of artists that excelledg¢hiaroscuro Tate Britain offers a brief and effectively
vague definition of <chiaroscur dodarlkeadreferstégi|l t al i a
the balance and pattern of [P?Thendefinitonabntisubsade i n
with a nuanced recognition of the common appl

remarked upon when it is a particularly promineatdiee of the work, usually when the artist is

51 E595596.
252 Tate BritainIn Art Termsfi Ch i ar, @s awrce s s e d his:Hveviv.tate.org.uk/artiag 2 |
terms/c/chiaroscuro.
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using extreme c on t?BEhenuancasduggésiivg df the osemdhelnsing a d e . 0
feature that the style embodies. Artists, like Michelangelo Merisi da Caravaggio, are typified and

haunted by discussms of their bold dichotomy of light and dark in their paintings.

Figure 18 Michelangelo Merisi da Caravaggibhe Flagellation of Christl6071610,
oil on canvas, 964 x 706 (286 x 213 cm), N a

In The Flagellaion of Christ(1607), the description of the painting provided by the Tate Britain
begins:
We approach unannounced amidst a scene of immense brutality. Three assailants lurking
in the shadows circle about the central figure of Christ who is emblazotied wi
brilliant vertical shaft of light. Christ, with his hands bound behind him, shines forth from

the abyss like a pale moon in the dark night®Ry.

253 Tate Britain/n Art Terms fiChi aroscuro, © accessed March 20, 2¢
terms/c/chiaroscuro.

Museo e Real Bosco di Capodiacressed Meh 20/i2022e FIl agel | a
https://artsandculture.goo gle.cormphasis mine.
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When chiaroscuro is a substangément of the workgiscussiorof its effectstends to

overwhelm theest of the criticismasevident inthe Tate definitionThe attention to anatomy

and the passions of the characters are wholly present and various but the discourse surrounds the
light andcolour. In an interestingcrossx ami nati on, Mi chel angel obds r
Sebast i an dhe&lagkliatiersbCluristevdkes different responses despitiking

similarities.

[Figure 19 Michelangelo BuonarrotiThe Flagellation of Christl516, red chalk over
stylus, The British Museum, London, United Kingdom.
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wii s

Figure 20 Sebastianael Piombo,The Flagellaion of Christ 15161524, mural painting
in oil, San Pietro in Montorio, Rome.

The same preoccupation with light atmlourusearef ound bot h i n Reynol dsé
Bl akebs marginalia and his | ater owaofthei ng. |t
masters the students of the Royal Academy should admire, but it is clear that Reynolds did have

an awarenessf the artist. Reynolds had amassed an incredible collection of art from the various

and influential European schools of paintfiglLucy Davis believes that he amassed one of the

greatest collections of art frothe Old Mastersin eighteenticentury GreaBritain. 28° Upon

his death, Reynolds6é executors held a massive

entitledSalome receives the Head of John the Ba(it&®9) by Caravaggio was sold to a Mr.

XFor more information on Reynol ds & MartipRogakoai ve c ol
Ki schdés chapter, n Raaigshooougth and Reynolds inGhe Britidlnsetinotlied i n
drawings of Gainsborough and Reynolds with a survey of mezzotints after their paintings and a study of
Reynolds' collection of Old Master dvangs: catalogue of an exhibition at the Department of Prints and

Drawings in the British Museui978).

X6lucy DavisiPai nt er 6s Paintingso Bmnomodstétiadléoo Van Dycl
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Wil son with the descri pt i otmevarious dhdracteraanect i on ¢ a
strongly expressed and painted in?23 stile [si

Instead of the peculiar talents of Caravaggio, Reynolds listed the more prominently
recognized masters of chiaroscuro at the fimi&ian, Rembrandt, and Correggiioas the artists
to examine. These artists, time and again, are certainly applauded and suggested for emulation in
DiscoursesOn t he subject of Titian, Reynol ds remar
about hitnmoe amod|l eness and simplicity of charac
entitle him to the greatest respect, as he undoubtedly stands in the first rank in this branch of the
a r ®8Blake highly disputed this statemeqtiestioningTitiand &ignity, 6 suggesti ng i n
thatheigi ve[ s] al ways t he CH/%Eventbaireluson o TitiarMu |l gar S
Reynoldsd | ist of mastdéMhywahoqgoeastTi emnead K&y TH
Named in a discourse on Art Such Idiotsiare t A #¥°Blake toacluded this page of
annotations with a couplet: AVenetisgln; all th
Pl asters on &% Rlakeirmikeetlyrefédnced Reynofils j udgment on tF
mattersin The Descriptive Caloguepreface:

THE eye that can prefer the Colouring of Titian and Rubens to that of Michael Angelo

and Rafael, ought to be modest and to doubt its own powers. Connoisseurs talk as if

Rafael and Michael Angelo had never seen the colouring of Titian cedipo: They

ought to know that Correggio was born two years before Michael Angelo, and Titian but

four years after. Both Rafael and Michael Angelo knew the Venetian, and contemned and

X’ Sir Joshua Reynol ddbheéRBubngtbneMagazine for ConfnoisBeiiiéoluraer e s
87, no. 510 (September 1945): 210. 215.

258 ReynoldsWorks 1:100.

259 ReynoldsWorks 1:100.

260 ReynoldsWorks 1:100.

261 ReynoldsWorks 1:100.
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rejected all he did with the utmost disdain, as that which is fahdiéatehe purpose to

destroy ar®?
The endi ng phr a seeertotd thefannotatichershter dy tdret page of B
of Works where he presented his overal/l reaction t
De pr e s*8Thareferénceotthe relative ages of the artists seems to have been important to
Bl ake while he read Discourse VI: in response
and Raphael were aware of the fAall the knowl e
works of their predecess¢f® Blamgye@ n t he margins: dAlf so. the
Correggio knew Correggio was two Years older than Mich. Angelo Correggio born 1472 Mich
Angelo born 14747%* In theDescriptive CatalogueBlakeagainapplied thesame information
on birth dates to adjust t he r Ehsdt@emémnseclnesnse o0
an earlier marginal comment, referring to Rap
AAs i f Mich. Ang o ofTitarss #Michs Ang. Knew & DespBedalltiai ct ur e
Titian c*OrRéyWnalods Jwel at ed a mo melivesAfteaktem f r om
shared his painting of Danaz, Michelangel o an

pai nt er 6 %50pce thestwomereleftpthey spoke honestly between themselves.

Mi chel angel o related that he Acodemeanodod d it no
Titiandscadourwastpyheasdng, Abut that i1t mwas a p
262529,

263 ReynoldsWorks I: Title page.

264 ReynoldsWorks 1:159.

265 ReynoldsWorks 1:98.

266 Gjorgio VasariLives of the Most Eminent Painters, Sculptors, and ArchjtedtsGaston du C. De
Vere, vol. 9, 10 vols. (London: Philip Lee Warner, 1912)
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to draw wel | f2"dhese artisthat blie ropti learn thenirgporéance of good
drawing weregparticularly contemptuous to Blake who declared that,
The unorganized Blots & Blurs of Rubens & Titian are not Art nor can their Method ever
express ldeas or Imaginations any more than Popes Metaphysical jargon of Rhyming [.]
Unappropriatdsic] Execution is the Most nauseous <of all> affectation & foppery He
who copies does not Execute he only Imitates what is already Executed Executign is onl
the result of InventioR®®
Another strong conviction found Discourseson Ait s Reynol dsdé assertion |
diligent study of thédld Mastersan an artist develop original invention processes, and even
Genius. He explained in Discourse Yilt he mi nd i s but a barren soil
exhausted, and will produce no crop, or only one, unless it be continuously fertilized and
enriched wi t R%®He doesenot gpecifically imeaa that the inspirational artists
should be foreigiut rather they should be of a different time, place, etc. to be truly considered
worth studying. It is important to keep in mind that he is speaking to an audience largely
comprised of students at the Academy, so the motivations are reasonable as¢onveioyd
encourage them to remain engaged in the academic process put in place at the Royal Academy.
For Reynolds, the successful painter is a Mahasite Thetastenakers recognize that there are
universal styles and approved elements of gastk From this perspectiyeBeauty,and Truth
function as stable, independent entities, mediated by neither historical nor popular cultural
developments. As Barrell explains, the mamastefi wi | | always prefer the

modern, the grand style to thenamental, and will never be tempted to question the place of

267\/asari,Lives
268E573.
269 ReynoldsWorks 1:157-158.
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historypai nting as t he mo?&Thiseitizanof bigrepablicpkaster es of ar
recognizes that the foundations of what is goadsteis Nature, God, Reason, or Scieiice

never smething borne of fashion. Even mentadtecan begin to doubt their inventories of likes

and dislikes which is why they must defer to thetenakers around theinother citizens of

like-minded and similar stattisrendering thaeed to establishRoyal Academy to cultivate

British artists andhe public for its worksFor Reynolds, the artist should seek to perfect what is

found in nature by eliminating the particul&rareaknesses, blemishes, defects, abnormalities.

These particulars are distractingfot he spectator but al so hinder

confident paintef/* Wark clarifies thisoy embracing thigraditional line of thinking, inspired by

classical phil osophers | ike Plato and Aristot
eliminating what is specific and indi*idual,
Barrell claims that Reynolds finds fApainting

in such a way as to make it an instructive metaphor for trelas perceived by an ideal
c i t i?ZThaideal citizen instructing the massesisthe drtise ani ng t hat Richar
of the Grace and Greatness needed from the pa
factors for ambitious artists.

Recognizing the difference between thargt and the ornamental was of chief
importance if the artist wished to distinguish themselves as the highest form of painter. In
Discourse 1V Reynoldsmaintained that both the grand style and the ornamental have purpose

and pleasurable quality, however they can never be combined. He recommended the artists to

20JohnBarrellThe Pol itical Theory of Painting from Reync
(New Haven: Yale University Press, 1986). 81.

271 ReynoldsWorks 1:86.

212\Wark, ed. Discoursesxvii.

23 Barrell, Political Theory 71.
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practice restraint and Asometi mes devihemte fro
grandeur o¥*Ushegdesegof ohis most often refere
Cartoons, heremindddsst udent s t hat the men featured i n t
respectabl e appearance; 06 St. Paul ,Mgasfausa weak
was physically disabletl> Raphael sacrificed the particulars of their physical states of nature,
using the license of creative liberty, to magnify the dynamic figures. The artist must omit these
deficiencies of nature because unlike the pihetpainter only has the single moment to
represent a noble figure, after all, he canno
him | ook?® i ke one. 0

The termdnventiordin art theory generally refers to the process the artist takes when
cred i ng a composition or a narrative. l nventi or
to imitation, which is developed from observing nature, other arti-etdreynolds, it was not
always as simple as the definition | have provided; Invensiattained by becoming familiar
with the genius and inventions of othersDiiscourseV] he expl ains that Aif
experience, we shall find, that it is by being conversant with the inventions of others, that we
learn to invent; as by reading tti®ughts of others we learn to thiok’ He divulges his
personal opinion that in the earliest stages
necessity, o moreover, the diligent study of o
throughoutourwb | e FPiHweax.,0 he departs and makes a mor

contrary persuaded, that by imitation only, variety, and even originality of invention, is

274 Reynolds, Works 1:59.
275 Reynolds Works 1:60.
276 Reynolds Works 1:60.
27" ReynoldsWorks 1:156.
278 ReynoldsWorks 1:151.
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produced. | will go further; even genius, at least what generally is so called, islthefc
i mi t &PHrooeeding forward, he confesses the need to explain his rebellious viewpoint and
admits that Genius and Invention have laws by which they abide. While he tries to administer
these rules, dAdifficult itagthdy aresyll seea gnd felentheo c o n
mi nd of IhsummaryiGenss inclades first and foremost an ability which has been
the major preoccupation of the empirical sciences: the ability to observe; Genius consists
principally in the compreimsion of the whole not particulars; Genius consists in the
apprehension or imaginative construction of a general nature.

Perhaps the most broadly influential contributagpears iiscourse Ill and Discourse |V
which outlinehis understanding of ti&Gr and Manner 6 of painting. Gr
Style refers to an elevated approach to history painting. The required elements for a work in the
Grand Style can beummarisedn two parts. First, a noble subject, either from a pivotal moment
in history,classical mythology, or the Bible. Two noteworthy examples aseDeath of
General James Wolféigure2) by Benj ami n We King LeanVWeeplhgavwer s Bar |
the Dead Body of Cordelidigure22). Secondlythe subjects depicted are generalized and
ideali zed. Representing the idealized version
aesthetic theory. Instead of reproducing the imperfections of something in nature, the artist
should improve upon it by ettecating particulars and deviations, allowing for the rendering to
exist eternally causing the same impact as when first created in all ages, locations, and
generations. Richardséran important source for Reynolds, as we haveseenx p | ai n s, nwe

see he Persons and Faces of Famous Men, the originals of which are out our reach as being gone

219 ReynoldsWorks 1:151.
280 ReynoldsWorks 1:155.

111



down with the stream of Timeéln PicAme we ne
Uhry Abrams asserts there are three reagmisGrand Style was so importda eighteenth

centurytastes: first, the painting appears as a thrilling narrative; secondly, it reveals truths about
contemporary issueand not only i historical subjectlending itself to interpretation as a

political and social allegorical compasit; and finally,it serves t@wonceat h e apersonat t 6 s
concerns, motivations, artistic goals, professional and academic interests, and perhaps even

romantic or sexual tendenci&.

Figure 21 Benjamin WestThe Death of General James Wolt&€70,0 i | on canvas,
(152.6 x 214.5 cm), National Gallery of Canada, Ottawa, Canada,
https://www.gallery.ca/collection/artwork/treeathof-generaiwolfe-0.

281 Reynolds Works 11:7.
282 Ann Uhry Abrams;The Valiant Hero: Benjamin West a@aand Style History PaintingNew
Directions in American Art (Washington, D.C.: Smithsonian Institution Press, ,1985)
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Figure22. Benjamin WestKing Lear Weeping Over the Dead Body of CordelizgB61788,
oil on canvas, 8696 x 1206 (269.2 x 367 c¢cm),
Reynolds6 account of the Grand Style had a
won, notleast among those who wished to use culturecagedoration of their public virtues.
Malone recounts that Catherine the Gréatjnstanceheld Reynoldsin high regard:
Some years after the publication of the first seven of Discourses, the Author [Reynolds]
had the honour to receive from the late Empress of Russia, a gold boxbagha
relievoof her Imperial Majesty in the lid, set round with diamonds; accompaniadawit
note within, written in heéeourle@avalbrand, cont
Reynol ds, en temoi gnage dsic]lzlecture dersésment que
excellens Discours sur la ppgure. %8

Before this luxurious gift and compliment, st@mmmissioned he Infant Hercules Strangling the

Serpentgseefigure23 whi ch remains in St. Petersburg to

283 Malone,ed, Works I:xlv.
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and unique effects, this is one of the paintings that has deteriorated swiftly. Reg#ridtess

current statgit is one of the paintings he spent the most time on and inchedesalportraits of

his friends. The Hermitage descriptismggestt hat At he soot hsayer Tires
to the writer and phil osopher Hetavenseed porttatbofn s on é

the great tragic actress Sarah Siddons. 0

Figure 23 Joshua Reynold$nfant Hercules Strangling Serpenis/86, oil on canvas,

106 x 967 (303 x 297 cm), State Hermitage
https://www.hermitagemusen.org/wps/portal/hermitage/digital
collection/01.+paintings/38698.

Although he easily impressed the Empress of Russia, King George 11l did nohshare

admiration. Sir William Beechey, another leading portraitist at the Shreredatense

conversatiorne had with the King about Reynolds to James Ward. Beechey was speaking about

his adoration of the artisthen theKing cuthimoffil dondét | i ke that Reyno
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Rey n oWhksBeechey askedwhy,h e Ki ng r es pond edtreesiiPaigtsc ause |

redt r e?&bld was shocked by this statement and reminded the King that some trees do

change to shades of red during the Autumn mon

red as v shomtotheimonarch. Beechey repotist King George 11l was highly

di spleased with the fred® branch |lying there o
Others less concerned with public grandeur than Catherine the Great or George Il still

greatly respected Reynoldacluding thdandscapistJohnConstableln the 1836 Annual

Exhibition at the Royal Academy, he debu@ehotaph to the Memory of Sir Joshua Reynolds,

Erected in the Grounds of Coleorton Heflgure24 ; a dr amati c oi | pai nt i

empty monument surrounded by towering trees in Fall aalarge stag looking back towards the

spectator, interrupted on his ambling through nature.

284 Northcote,Conversations152. Original emphasis.
285 Northcote ,Conversations152.
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Figure 24 John Constable;enotaph to the Memory of Sir Joshua Reynolds, erected in

the grounds of Coleorton Hall, Leicestershire by the late Sir George RedpuBt,

18331836, oi l on canvas, 463 x 366 (132 x 10
United Kingdom, https://www.nationalgallery.org.uk/paintings/jaomstablecenotaph
to-thememoryof-sir-joshuareynolds.

The memori al st oneandisflankesl byhests of Rapkdasl and Miahalangelo,
theartists that Reynolds most venerated. The sympathetic and grand essence of the painting
compl ements Constabl eds under s suggedsithmfiuencd Reyn
on his own dttude towards painting. In a letter to his wife, Maria Bicknell, Constable wrote of
his experience at an elegant and exclusive tribute exhibition to Reynolds:

on no occasion was there ever assembled a more magnificenit partgany of the

nobility andso any men of the talents. It was a moment of exaltation and joy to me to see
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this horour and homage to my own beloved pur$uitt was indeed the triumph of genius
and paintingéhere is no vul gauwigouryitior r awne
cettainly the finest feeling of art that ever exist&®.
Whil e Reynol dsdé styl e arecdved, theeeomere dissentere.r e gener
Nathaniel Hone, a fellolRoyal Academiciansubmitted a satirical painting entitlétie
Pictorial Conjuror, dispaying the Whole Art of Optical Deceptifor the annual exhibition in
1775(figure 25) The paintingdepicts a bearded magician with a young girl resting
affectionately on his knee. Surrounding the two figures are a gallery -ohaster prints giving
way to an oil painting, magically summoned by the old man wielding a wand. The conjuror
represent®keynols,and the young, contented girl is meant to be Angelica Kauffman, another
founding member of the Academy. The painting was rejected due to the offensive content to
members of the RA. Honebs scathing painting c
personaliy and aesthetics he found offensive: themouredaffair between the much older
Reynolds and Kauffman (he was 18 years her senior) and higaligrce on previously

invented compositions to create his own designs.

286 John Constablel o hn Const abl e ed RdaldBrymer Bezkett & vo{fo®vich:
Suffolk Records Society, 1962):106.
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Figure 25 Nathaniel HoneThe Pictorial Conjuror, displaying the Whole Art of Optical
Decepton 1775, o0oil sketch on wood panel, 1069
London, United Kingdom.

Another Irishman, James Barry, professor of painting for the Rogad@my from 1782 to 1799,
famously disagreed with Reynolds. Barryds acc
testimony that he deliberately acted out of b
digressions, in which he abused some membettseohcademy, both living and dead, and taught

the students and encouraged them to a |icenti
is most |ikely in reference to his own | ectur
suggestions, theogeand positions iDiscoursesBarry insisted that portraiture could not reach

the poignancy or impact found in history painting blow to the very successful president of the

Royal Academy®” Northcoterecountedhat Barry would become enraged amtoffensivey to

B'For more on Barryos ThedifeandArecf James Bagpyblighed by PRut e s s | y ,
Mellon Centrg(1981).For the lectures, sa®i | | i am Bur kebdés The Wor ks Of Jan
Painter; Formerly Professor Of Painting At The Reyalademy; Member Of The Clementine Academy
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Reynol ds 6 aswhiohsRieymalds would metend to be asleep or leave the room when

Barryds outbursts became too much to handl e.

Barryds conf | inegtected ® delivasheeohtle IBcaures he was requiraalgive

at the Royal AcademR ey nol ds as k aeayal kecuet BalByalenchedhss fist,

and shouted, dAalf | had only in composing my I

Discourses | shoul d have my wé&%Akcordinyto@accourstsofither e ady t

incident, Reynoldsdidnete s pond but | ater related that dAmatl

to himself, so he thought® they were new to ev
Sir Joshua Reynoldsdé6 |l egacy as an artist a

impressiveRey nol ds 0 s riessettherstaridarafor aichderoic artistic practice in

England and the Royal Academy through the nineteenth century. His ideas on education were

critigued by many other artists, although his aesthetic perspectives remained steadfast. The most

sustained dticism is the marginalia of William Blak&lthough Blake preferred to be viewed as

someone whaonceptualized and executed in a fell swoop, there is so much evidence to the

contrary.In the following part of this thesis, | wilnalyseexamples fromBlak 6 s wr i t i ng t |

show this long process of development.

At Bologna, &c. Containing, His Correspondence From France And Italy With MkeBiHis Lectures
On Painting Delivered At The RoyAtademy Observations On Different Works Of Art In Italy And
France- Critical Remarks On The Principal Paintings Of The Orleans Galé&tgsay On The Subject Of
Pandora; (Now First Published From Masxeripts, And lllustrated By Engravings From Sketches, Left
By The Author.) And His Inquiipto The Causes Which Have ObstructieeProgressof The Fine Arts

in England- His Accountf The Paintingsat The Adelphi And Letterto The Dilettanti Societyavailable
online

288 Northcote Supplementcxvi.

289 Northcote Supplementcxvi.
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Part Three: Bl akebs Devel or
Reynolds

In the firstpartof t hi s t hesi s, | p olbe WorkohSirdosiHia a k e 6 s
Reynoldswith the larger book culture ofi¢ period an@nalysecis unique interactions with the
nextbook. In the second part, | integraedecentistory surrounding the influence of Reynolds,
the Royal Academy, and the late eighteerghtury art world occurring around the same time as
Bl akedbs annotations. In this final and most s
implicationsoft he annotations iinto theTheDescepiver Ki ngs i
Catalogue The Vision of the Last JudgmeahdLaoco6n The Notebook is particularly
interesting as, like the annotations, it is an easily neglected unpublishedffariting. After
discussing the Notebook, | will turn to tBescriptive Cataloguand theVision of the Last
JudgmentBothused the annotations from tR&orks of Sir Joshuand the drafts and satiric
verses from the Notebook to develop ideas on paitiiagBlake ptbefore the publicThese
ideas also made their way into the illuminated bodk&next sectiorfocuses orexamples
drawn fromMilton, A Poen(18041811)andJerusalem The Emanation of the Giant Albion
(1804 1820)to look at the use made of the annotagitherel end this final part of the thesis
with the discussion ofFhelLaocodn(1815, 18261827)a distinctive form of engraving that both
returns to the ideas expressed in the margiaak# in its use of a central image surrounded by
a paratext hascertain formal qualities in common with them
The manuscripts, as Mark Crosby argurerecent special edition of théuntington
Library Quarterlydevoted tothetopjc ar e a fisigni ficant yet under

schol &PHekxplginsthattese handwritten records can inf

299 Mark Crosby,"Introduction” Huntington Library Quarterly80, no. 3 (201): 361:364.
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personality, philosophical views, relationships with contemporaries, composition processes and
practices. | agree that the value of the manuscript writing can allow foritisggats and want to

addthat tracing the content of the annotations is cruEia example, the Notebook is an

excellent fount of knowledge for researchers on Blake, as it reveals aspects of the artist and poet
that may not be discernible in other areas of his creative ouigatCrosby, Morton D. Paley

recognizes that materials like tNetebookare often neglected favourof other works. He

suggests thaheseforms tend to beverlookedb e ¢ a u s e o-&nddady enanner, fidggerele
rhyming, and frequently outrageoustho ur , © most obvious P the var
agree withPaley buimust also add that access to this resource has beerestigted at least

until recently. Thanks to scans from the British Library and the Blake Archive there are now full
colour and higherdefinition images available for clogseading. This is where my inspection of

t he Notebook differ s fConmplete Poatty & Prose of Willidimi Blake h e u
collection by David Erdman, | am looking at scans of the Notebookb@&hefit of my approach

is that Icanexamine the materiality of the work, including the glue maaksia fortisspills, and

erasures that contribute to their meaning. The inspection of the Notebook on material and
conceptual levels alongside the annotatiatiows for a better understanding of them both. The

first volume ofWorks of Sir Joshydhe Notebook, thBescriptive Cataloguehe llluminated

Books, andrhe Laocoorall functionas aspacdor creationconceptionand execution for

Blake.

291 Sarah Haggarty and Jon Md&take and ConflicLondon: Palgrave Macmillan, 200910.
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3.1Will 1t am Bl akeds Notebook

Al t hough we refer to this as Blakeds Notebook
Robertdos death. A few of the pages have desig
Blake. For forty years, Blake woufdi | | the journal with fAembl ems
large and small, with lyrics and epigrams, and drafts of essays on the state of art and artists, on
his own exhibitions, 0 and d??anhistesourtedsingatutbay s an
because of the consistent use through Bl akeos
analysedo better understand the creator as an individual and as a producer of texts and images.
For example, Leonardo da Vincids numerous not
mechanical designs for unique inventions like dsep diving suits, engineerealwithstand the

pressure of the oceamdhis preference for pink hosiery to emphasize his #&H4/hile not as

reveal i ng as [L[Neteboakprodidestbe besBsbuack ferdnis more private

thoughts, drawings, and practice. Over this lengtimoé, Blake sketched and played with ideas

and images on these pages. As | attempt to disentangle the annotations and the works he created,
this may be the best reference point. While many sketches and lines are erased (to free up room

on the page) yeard practice, thought, drafting, etc. are best represented iNdtebook To

illustrate why | believe that thidotebookis a fruitful place to begin contextualizing the

annotations tdhe Works of Sir Joshuawill examine asinglepage from thgournal hat

showcases many of the elements that are shdtkdhe annotations

292 David V. Erdmangd. The Notebook of William Blake: A Photographic and Typographic Facsimile
(Naples, FL.Readex Books, 197,/1.

293 eonardo da VinciNotebooksed. Irma A. Richter, Thereza Wells, and Martin Kemp (New York:
Oxford University Pres2008.
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First, we should start with understanding thiseenpage or the physical arrangement
of the entire page, as | did when discussing the annotations in myafit$t* Considering the
general layout of the page will be beneficial when moving forward with the analysis of the
Notebookbecause it considers featutié® the columns, spaces between paragraphs,
illustrations, margins, amendments, style of script, decorative features, and oriefeationes
that all helps to generate the meaning of what appeardiamhile this concept of misen
page is usefultidoes not focus on the content of the words or the designs beyond facesalue
this is more in the realm of misatexte It does not exhaust the meaning of what Blake has
written but it does allow us to consider the meaningful ways that Blake used \alyen
constructing meaning and developing ideas. For example, we will see that Blake gave preference
to sketches, devoting the middle of the page to them first, whereas text often took a secondary,
arguably, lesser position. The page | have chtsemmine nowis typical in this regard. We
can see that it is anchored by a pencil sketch in the middle. Surrounding therbsketth are
a variety ofmulti-colouredmanuscript writings with various orientations. Some of the text is
marked through with lies and some is scribbladoundthe central image. Th&ze and neatness
of the lettering varies the added manuscript to the pagkere is a small side portrait in ink in
the uppeileft corner with slight linear scratching with pen. As a whole, thgepaads like a
drafting page because of the use of different writing utensils, across different media,
amendments, orientations, and interlinear gldke. textual articulation is difficult, as the

elements otolour, style, and regulation are ignored Biake.But we can go further still and

2941f the reader is fluent, a very useful guide to better understandingemis@ge and misentexteis

Mise en page et mise exte du livre manuscrigty H. J. Martin and J. Vezin (1990).

295 For more on how the page can be used as an innovative, collaborative, and evolutionary space for art
and word, readt. Ha g e 6 s-enipdge ts Miseen-scene: Intersecting Display Strategie®ada Art
Journals and Exhibitionsdo (2017).
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elucidate more from the mispage reading by focusing emallerparts of this pagd will
use Erdman and Mooreds categorization of thes
consistency and lucidityas vell as their numbering system found in their edition of the
Notebook?®® The manuscript writing is in three different mediagrayishbrown ink, black ink,
and pencil. Erdman and Moore claim that PA 56 and 57 were written directly after PA 55 on the
previous pagé®’ PA 54 was inserted later, where some space had been left because of the central
drawing. The range of writing utensilsdatemparable téhe annotations. The most striking
difference from the annotations is that there does not seem tg b@aaniscript that is written
on top of another. As mentioned earlier, the pencil manuscript notes with a layer of black ink
over the topffersan i nt eresting, curated experience of
revision and curation aspects of thaatations convey the edited reality of the note versus the
spontaneity of it.

Thissuggestsaonsi stency i n B\btebkokdBakewasropentoon of t
sharing his book with others, as seemBawebeenthe case with th@/orks of Reynold$ieused
the ink to confirm what may have originally been a tentative opinion. Erdraansthat the
productions inside thdotebooka r € pur el y f o’PHiBratiankleighatthe wn us e .
nature of this itema drafting notebook formerly owned by his éased brothewould not

encourage circulation between frierf@$While | believe that Blake certainly kept it near to him,

291n this set of examples, | aamalysing he fAPublic Addresso draft in th
Moore have given the manuscript indicator APAO0 fo
refers to the 54segment of the Public Address found in the Notebook.

297 Erdman, David V., and Dad K. Moore, edsThe Notebook of William Blake: A Photographic and

Typographic FacsimileReadex Books, 1977. NdA9

2% ErdmanNotebook fAl ntroduction, o 1.

299 Additionally, the skewed continuity throughout the Notebook is used to affirm their position that it was

a highly private item. The textual articulation is incredibly difficult, for example, the main body of text

begins from theentreright at the top othe page and trails the breadth of the page beforeetitee

image until it continues down to the bottom. However, as seen in Part One, this was also found in the
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much likeThe Works of Sir Joshud cannot be certain that it was kept entirely private.
Referringto the first part of this thesj Henry Crabb Robinson described visitBigke and
witnessinghis sketches ithe Notebook Regardlessf thismoment the continuous development
throughout the years suggests that Blake found this to be an invaluable source for his own

creation and pehnaps not so readily passed to others

SR 7 GO,

.

Figure 26. W lliam Blake, page 26 of Will:
London, United Kingdomittps://www.bl.uk/collectioritems/thenotebookof-william-
blake

marginalia toWorks Much of the written orientation is traditional: top to down, leftight. Blake

repositioned the Notebook to fit text onto this page, suggesting that he believed it to belong with the rest
of this commentary found on the page. Perhaps, further still, if a note is squeezed into a corner, facing a
different direction, it magignal a new thought or a variance of opinion to the other statements on the

page.
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At the centreof this page (see figure 26) is a port@itented pencil sketch of a boy with his
right arm rased, holding a brimmed hat in pursuit of a nude elikd figure flying away from
hi m. At the boybés feet is another nkode figur

Children: The Gates of Paradises t he A Al as! o0 print.

Figure 27. Willam Bh k e , A Adr €heldrem: TherGates of Paradis&793, intaglio
etching/engraving, Library of Congress, Washington, D.C., United States of America,
http://www blakearchive.org/copy/gatehild.d?descld=gateshild.d.illbk.09

Erdman believes that Bl ake 0 sChaceBnmblgmg7i@gEe i nspi

Wynneds book is a collection of allegorical e

and vese paired together. The Wynne woodcut that Erdman believes Blake used was called

=1}

AVain Pufseet®Wygonered28rribed this design as

with a blind precipitancy pursues vain pleasures that never can afford ang soe nj #y ment . 0

300 Erdman,Notebook 92.
301 John WynneChoice Emblems: Natural, Historical, Fabulous, Moral and Divine, for the
Improvement and Pastime of Yo(itlondon: George Riley, 1772), 107.
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Figure 28. Samuel QWaiteeemblem¥7r2, etchddwoodcuti t s o i n

If the boy manages to capture the beautiful butterflyyitledismantle his own curiosity

because in grasping thepcteé®@mdimasimiaetondiothess hes
pursuit of beauty and taste, fihis own eagerne
which he cov®tedetpdh pHos Sed®.md considered Bl ak
in its significancef om Wy nneb6s: @Bl ake was interested in
inner states of the soul 3Cantimdingrwihtthe claimsmwfdhisa | i z i
thesis, we should look for any ghosts of Reynoldspiseourses and Bl akeds mar gi
is moralizing about how Reynolds, despite his efforts to see and capture bedstiycapable

of witnessing iwithout crushing it. His lack of vision and ability means that he (and the

institutions he maintains) may dest it. It is possible that, to Blake, Reynoiddike the boy

after the elusive butterfly, pursuing Beauty in vain. By cultivating taste in flawed pictures,

imitating Rubens, and Titian, and by teaching this folly to the young artists of England, BReynold

will set up the infrastructure to destroy the path to a glorious nation of art. And in this

302\Wynne,Choice Emblemsl06-107.

303Wynne,ChoiceEmblems107.

MJoseph Sal emi, @AEmMbI| &he&atds of ParadigeBlake/Andllostrated Bl ak e 6's
Quarterly15, no. 3 (Winter 1982, 10824), 113.
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treacherous path, some creative, imaginative beings of beauty will be trampled upon and left to
die |ike the figure at the boybs feet.

In the following few paged will examine the specific parts of this page using Erdman
and Mooreds guidance. The pagedsaggnregatbdel hape f f i cu

it will be easier to follow
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PA 54

Figure D. Wililam Bl ake,

page

26

of
London, United Kingdomittps://www.bl.uk/collectioritems/thenotebookof-william-

Wi

H

PA 56

PA 57

PA 56
continued

am BI

blake
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B (emblemmotto):

The manuscript written in pencil directly below ttentreimage has lead Erdman and Moore to

call this the i moOxfordEnglishfDictiomaedefinesthit sonnaf mottdhas:
Afa word, sentence, or pnblenmatcal designtoexpliea t o an i
emphasi ze i t°T hsei ggnuioftiactainocne .i 6s TheFaeneQEekmu nd Spen

Ah luckless babe born under cruel star

And in dead parents baleful ashes bred

That little weenedfisic] now what sorrows are

Left thee for portion of thy Ilivelihed [ si
This quotation fronthe Faerie Queenén Book 2, Canto 2, v. 8ccursMor dant and Amavi
death,andGuyon laments the poor fate of the infant child. A water flows from a nearby $pring
the enchanted forest, and a nymph emerges bifeyecontinue their journey
PA 54:
Surrounded by text, in the upper left quadrant is a profile of an unnamed man drawn in ink.
There are no textual clues as to his identity, but Erdman suggestantatit be Bl akebds b
Robert®Robert 6s eyes are fixed on a segment of m
small:

When you view a Collection of Pictures painted since Venetian Art was the Fashion or

Go into a Modern Exhibition with a Very felaxceptions Every Picture has the same

Effect. a Piece of Machinery [ of ] <or>Points of Light to be put into a dark hSle[.]

305 Oxford Emglish Dictionary Onling"motto,n, 6 accessed Marchoe@0, 2022, ht
com.libproxy.york.ac.uk/view/Entry/122777?rskey=9sYblf&result=1&isAdvanced=false.

308 For more information on how Erdman arrived at this conclusionNetgbook Al nt rauct i on,
307E579.
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This commentary on viewing and seeing a collection of pictures is being viewed by Robert
across the page [?There is a sense pflay to this juxtaposition which is interesting to the tone
of the overall page. PA 54 in the Notebook could be related to an annotation Blake made in
relation to Discourse VII; a lecture concerned with standardsasteand Beauty for artists. To
illustrate his point that the work of the painter is ultimately to please the audience, Reynolds
recounts his experiPenseusf aNdc @éds s@mémbEiead s r
from it with disgust and s3fbhaiemlsionthat Rejnaldse | o o k
felt was based on the fact that HAevery princi
principal figures, lights, subjects, or groups. The action is disjointed and diffused across the
composition, and efitameg eaewh® Eventuflts KRegnpllsdiseoyeed
that this chaotic composition does bear the hallmarks of Poussin which he characterized as
icorrect drawing, for ci BYThereegsnpreferenseitodhis picttaen d j u
that can béound and even at the time of publication, Malone adds in a footnote that this can be
found in Sir Pe t¥dtiseeBsweryirapgrobable thad Bladkeewouldi hava ever
seen this picture but regardless, he has read enoughktmrsesoknow t hat , fAReyno
Eye. could not bear Char ac t3ThissommentisQatieroiur i n g
black ink and fits within the margins on the page nicely suggesting it is one of the later
comments added to the book.

Although Reynoldsadi t s t hat dal l the excellenciesbo

paintero are present in this picture it is al

308 ReynoldsWorks 1:208.
309 ReynoldsWorks 1:208.
310 ReynoldsWorks 1:208.
311 Malone,ed.Works 1:207.
S12E660.
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his example. AThis conduct of Poussin Id hold

please at first sight, and appear t3°Bekevite t
bani shed the thought: APl ease! Whom? Some Men
Cor né4T[h.i]sO manuscript is the |pri¢ingislbelowandsort whe

stretches beyond the corners of the black ink on top of it. He does not trace it minutely to conceal
the phantom penci l manuscript below but all ow
and in confir magtoisan iwint,h tthridmarypse of writing
earlierpencilledtext.

Like the earlier mentioned profile portrait of Robert, looking at this manuscript, the
position of the comment is important. Blake talks about the dark corner of a gallery space, but
this segment itself is pushed into the corner of the page. To engage yothmustshift the
Notebook to the side and nearly squint to make out the lettering. There is an active participation
required even for his own Noteboblsomething like an exhibitioft> Blake criticized the
annual Summer Exhibitions at the Royal Aeatty as having only pictur es
Effect. a Piece of Machinery [ of 3Hixor >Poi nt
commentonthePoussiranecdotein he annotations criticize the
limited and misjudgethste In the second comment in the annotations, Blake criticized
Reynol ds & iirmagainiiuhléss tlye pitture isireaedark corner. This could mean that he
only sees the pictures that are accepted into the Royal Academy exhibtih@nsnes that make

it through on these ideals Basteand Beauty set down in Discourse VII.

313 ReynoldsWorks 1:208.

314 E660.

315 This will be expanded in the next section of the thesis.
316 Erdman,Notebook 19.
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A Spirit and a Vision are not, as the modern philosophy supposes, a cloudy vapour or a
nothing: they are organized and minutely articulated beyond all that the mortal and
perishing nature can produce. He who does not imagine in stronger and better lisgamen
and in stronger and better light than his perishing mortal eye can see does not imagine at
all. The painter of this work asserts that all his imaginations appear to him infinitely more
perfect and more minutely organized than any tfsi] seen by g mortal eye. Spirits

are organized men: Moderns wish to draw figures without lines, and with great and heavy

shadows; are not shadows more unmeaning than lines, and more heavy? O who can doubt

this3
These lines about seeing and vision orgaarsyinto the Laoco6n

It manifests itself in his Works of Art (In Eternity All is Vision)

All that we See is VISION from Generated Organs gone as soon as come

Permanent in The Imagination; considered as Nothing by the NATURAL NfAN
This section of the plate curvasound the central image, annotating the rise of the principal
figure of Laoco6n which will beanalysedn further detailaterin the thesis.
PA 56:
This section is a part of the draft for thablic AddressAfter analysingthe scattered drafts and
mentions throughout tHgotebook Erdmanrecognisedhat Blake was most likely anticipating
the publication of this essay which he intended to work up from the raw materials of these

Notebook paragrapid® The most probable daterfthe publication would have been in 1810, so

317E541542.
S18E273.
319 Erdman,Notebook N19 Transcript.
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this manuscript drafting would have been around 1809, as noted by the announcement on page

56.320

At this point in the draft, Bl ake compares
Romanods fr es cpalace. He isruthldsgdy criMlelmt Rut®asor k, cal |l i ng
work of a blockheado full of fAbloated godso t

in a fAhiggl edy?Ipdpite ofithsio Blakedf sa sRw@mianiais discrediteby
Reynolds and other AENngl i sh dtomhisexecit®rewas so as
lacking. In a play on art terminology and vernacular, Blake elevates himself to the status of a
AMent al Princeo with t he calbtéed& hargyheitsauls asxGeiltyu t e
of Mental H¥gh Treason. 0

Blake, of course, owned all three voluneéshe bookWorksandseems to haveead all
the contentThis page from the Notebook provides excellent evidence of this interaction with
Reynolds.h hi s annot atThedn o PaintingReyneldsaskg y Gisvh o knows t |
Julio Romano, if he had possessed the art and practice of colouring like Rubens, would not have
giventoitsomeéasteo f poeti cal gr an @Thisquesortis agkedtin at t ai n e ¢
rel ati on TheCh&iotrofdhe Supd 52 7 ) . Reynolds admits tha
Astrike the i maginat i cluranmplei d aotricarb | o/f, 0A tbltud pwe

may have elevated the art. Later in this accoungnBles continues that Romano

320 Erdman Notebook N19 Transcript.
821 E58Q.

322 E580.

323ReynoldsWorks 111:174.
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did not exactly understand either light and shadow, or colouring. He is frequently harsh

and ungraceful; the folds of his draperies are neither beautiful nor great, easy nor natural,

but all of them imaginary, and too like thabits of fantastical comediaffs.
This second volume is full of even more examples of unligeimparisondetweerOld
Masters Comparing Romano to Rubens is done in extensive detail and often in the second
volume which is perhaps, where Blake drewthisr r el at i on from. The bril
genius is boiled down t o 0 RiEseryMrissHashisdwnejeRaph a
which means that he cannot have the same excellencies as another artist. This outright rejection
of Ro ma maidestitycs am artist would be objectionable to Blake.
PA 57:
To the right of theentreimage, PA 57, is written in greyishbrown ink. This section does not
directly interact with the main body of text but carries similar themes. This manuscript segment
reads almost as a conversational explanation. Frustrated by the lack of judging vision of his
peers, Blake states that Rubamnsl Correggio are poor models to judge on Execution. To
illustrate his viewpoint, Blake references Sir Francis Bacon, an-ofiet ed exampl e i n |
Discourseand Bl akeds marginalia. The dismissal i s
taught &compelled to walk like a cripple, while the Cripple must be taught to walk like healthy
peopl e. O rare wisdom. o6 This consideration ma
in theNotebook

The Cripple every Step Drudges & labours

And sayscome learn to walk of me Good Neighbours

Sir Joshua in astonishment cries out

324 ReynoldsWorks 111:203.
325 ReynoldsWorks 111:298.
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See what Great Labour Pain him & Modest Doubt

Newton & Bacon cry being badly Nufsic].

He is all Experiments from last to first

He walks & stumbles as if he crigc]

And howhigh labourdsic] is every step
The themes dfbourin artistry and craftsmanship are at play in both the -tgimd segment of
this page, but also in the satiric versall founded upon earlier inscriptions from the pages of
theWorks From thissingle page taken out of context, we can see that the Notebooloftean
overlooked richsourcef i nf or mat i on ab o wtlfthBdnaokattofsdo aest het
Worksarethee vi dence of earl y c ontNotwpdkiawhereBlake of Bl al
continued to experiment and extend the initial thoughts. First, the annotations were responsive to
the texts of Reynolds, using thematdiculatehis own artistic theories and philosophies.
Secondly, building on the evidence of the use of marginaliaok bolture of the time, it is
likely that Blake would have loaned this book to friends; encouraging them to respond to his
ideas.It would be a mistak& suggest that the annotations to the book came first and the
Notebook was the drafting middle stagéwmen the later published works likbe Descriptive
Catalogue As previously acknowledged, the variety of writing utensil media and thitiag
over the top of pencil means that Blake interacted with the marginalia throughout the drafting
process in ta book. We can imagine that Blake usedwWwrksfrom 1798 to around 1810, from
Er dmanos 3®Bldake anded to thenNotebook over a much longer period. He probably
movedbackwardsind forwards between the Notebook and the annotations over th@déaitet.

Il n a sense, the met hod Workshaawhe che®8hakeéd Boanoe

326 E635.
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aesthetics and artistic theories is something he may have wanted. However, the complete erasure
of Reynoldsdé6 central tewm$ whrcabi hviyetdotbeda
comment. Further, the removal of the revisited commentary element also complicates the
interpretation. The comments left in the tentative pencil should not carry the same sense of
clarity and conviction as the neatlyitten black ink and less still with the published works like
Descriptive Catalogue
In the Notebook, there are many examples where Blakms to beesponding to
Reynolds and developing Hisoughts as expressed in @renotations. Beyond the Notebook, h
further developedtiis theories on aih his other writig. PA 57, the righthand section of this
page next to the central image, reads as follows:
Who that has Eyes cannot see that Rubens & Correggio must have been very weak &
Vulgar fellows & <we> arg¢ we ]to imitate their Execution. This is [ as if ] <like
what>Sr Francis Bacon [ should downright assert | <says>that a healthy Child should be
taught & compelld to walk like a Cripple while the Cripple must be taught to walk like
healthy people O rare sdon??’
Il n Discourse |, Reynol ds s-ablvéeheahdwhhtsstcalleda A f aci
masterly, handling of the chalk or pencil, are, it must be confessed, captivating qualities to young
minds, and become of course the objects bfe i r  &fbi ti on. 0
<| consider>The Following sentence is Supremely Insolent <for the following Reasons
Why this Sentence should be begun by the Words A Facility in Composing | cannot tell
unless it was to cast [ an Eye ] <a stigma>upon Real facility inpOsition by

Assimilating it with a Pretence to & Imitation of Facility in Execution or are we to

327 E580.
328 ReynoldsWorks 1:13.
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understand him to mean that Facility in Composing. is a Frivolous pursuit. A Facility in
Composing is the Greatest Power of Art & Belongs to None but thegSteatistsi.e.,
the Most Minutely Discriminating & Determinaté
Now that | have demonstrated the method in which, | believe, is the best to understand a page
from the Notebook, | will shift attention to pages that seem to be conneithédl alarger tleme

and feature manifestations from the marginalia.

Figure30. Wi I I i am Bl ake, page 24 of William BI .
London, United Kingdomittps://www.bl.uk/collectiofitems/thenotebookof-william-
blake

329E643.
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https://www.bl.uk/collection-items/the-notebook-of-william-blake
https://www.bl.uk/collection-items/the-notebook-of-william-blake

At first glance of pag@4, we see that there are three pencil sketches: two in the upper left
guadrant andree in thecentre The lower third of the page has manuscript in black ink that trails
up the right side of the page, ending at aboutémreof the edge. Above the black ink
manuscript is a fainter, pencil comment. On the upper right of the pageatbexréew spots of
what appear to be aqua fortis, or nitric acid used for engraving. Despite these ornaments
(intentional and accidental) on the page, the negative space, or unused area, is the most
substantial part. The largeriseen-pagesuggests thahts sheet was used for working through
ideas and refining the clarity of them. It also shows that Blake considered the entire layout of the
paper but gave preference to images.

Shifting to the content on the page, the upper left sketches reveal Blakauwliptt
spaces to trial designs. The two pencil drawings depict a male body held in the mouth of a giant
humanoid creature with a flowingoustachend beard. The closest to the top sketch is smaller
in size with focused detail work on the devouring rhaarndmoustachewhereas the larger
sketch, located farther down and towards the left, is alpsget larger in scale, aquesent
more detail work on the body caught within the teeth. The two previous pageNioté&i®ok
also depict a similar image addsign. Onpage2, t here are three iterati
v u | t3%¥ Allehree sketches have a body caught in the mouth. The top two illustrations look as
though Blake was experimenting with the sense of movement in the design. The topdlustrat
appears more static, which probably accounts for the multitude of lines that make up the body
extending almost past the page. The second sketeledthe bodyto a higher angle and

reinforced the angular arm position to create

330 Erdman,Notebook N15.
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final illustration on this page is a closer, detailed sketch for the design of mouth and the body

caught within its grasp.

Figure3L. Willi am Bl ake, page 22 of William Bl akeb
London, United Kingdom, https://www.bl.uk/collectiitems/thenotebookof-william-
blake.
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Figure32Wi I | i am Bl ake, page 23 of William Bl ak
London, United Kingom, https://www.bl.uk/collectioritems/thenotebookof-william-
blake

The next paglas two sketches of the soaring monster with relatively little detail but thoughtful
anabmical consideration. As seen on the previous piageré 31), Blake is still working

through the movement of the creature, as indicated by the hair being flung behind the monster as
it flies and the symmetry of the arms despite the diving motion. Erthmzents that Blake

probably sketched these designs for something that is nowé&iwever, we cannot say that it

has entirely been lost as it is still available inNwtebook

331 Erdman,Notebook N16.
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The attention to the monstr ousmawbcsuas@pretheand t he
page wedve beern2 Owrahe soursegfthree pagBmkegevelopethis
soaring creatureds seen in figure 3Ghe soaring creature is conceptualized as an entire image;
the second page, he focuses on the anatomyrapdlpion of the creature; and finally, the
details of the most horrific part of theimaige he det ai |l s. These three peé
creative process with multiple pages of edits, revisions, and mistakes. All these study drawings
suggest that Ble worked through onelementof a design on each sketch on each page. This
means that Blake found it necessary to separate the sketches to better understand the whole, later
composite image.

Further, theedrawings show Blake interacting with other d@diglesigns. According to
Erdman (as informed by Keynes), these illustr
Ulysses Between Scylla and Charabydizg96)>*>Fus el i 6s wor k was creat ed

be included in the Milton Gallery, falwi ng t he successes of 3Boydel |

332 Erdman,Notebook N17.
333 For more on the Milton Gallery, see thedapth monograph byuisa CaleFus el i 6s Mi |l t on G:
Turning Readers into Spectatomyblished in 2006.
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Figure3. Henry FuseliOdysseus acing the choice between Scylla and Charybdis
1796, oil on canvas, private collection.
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Figure 3. Henry Fuseli, Detail 0©dysseus facing the choibetween Scylla and
Charybdis 1796, oil on canvas, private collection.

The integration of animagmaion ofatistan irderedtiag pdiret®i gn an
consider. As a commerci al engraver ,crdadttake of't
new renditions. Out of all the artists that Blake would create engravings from, Fuseli is perhaps
the most recognizable and most repeated &#figErdman suggests that Blake sketched a sort of
iBl akeds Milton Gal |l er yetedhdy Ruseff®®WhileoFnsslievouldde t h e w
the painter of the exhibition, Blake sketched several scenes in a similar fashion. Erdman believes
that the sketches are attemptsratating conversationwithu s el i 6 s wor ks. Thi s
hisonetimefriend 6 s art within his personal Not ebook,
compelling enough to attempt reinventidime cache of images and designs that Blake would
often revisit, not only Fuseli 6s bhet from oth
Notebook. For exampleh¢centret mage i s a repeated, Tkembl em i n B
Traveller33 As discussed in Part Two, Reynolds attempted to impress on the students at the
Royal Academy that having a bank of images from worthy sources is areex@efctice. It
seems that Blake agreed with this, even if only silently and in his personal practice.

Anotherelement that suggests thhésepage wereintended to be a locus for testing out
ideas, is that the manuscript at the bottom is written in pencil, black ink, and does not follow a
coherent or typical reading orientation. The manuscript comment written in pencil floats above

the black ink argumerandappears as a second thought or as another consideration to amend

%For comparisons of Blakeds Not e bNombookbliviN7d, es and
N100, N112, and N114.

385EG78579.

3% For more aboutheTravellerimage see Fr ank M. Par i &or Ghéldreh:'THeEmb | e ms
Gates of Paradisé Interpreting Blake Ed. Michael Phillips. Cambridge: Cambridge University Press,

1978. 70110.

144



what was written in the ink. In a way, the pencil is another sort of annotatmmmenting on
Bl akedbs own words this time. This patatern of
difference between thidotebooka nd mar gi nal i a as opposed to oth
While the illuminated books require intensive interaction in their conception and execution, each
individual copy eventually is determined as finished. Theroitld/be sold or given away as a
singul ar product , odadbookarfdthB dnackaedmokswemr ttemethat T h e
he would be able to pick up and interact with in a very different manner. The illuminated books,
typographic works, and paintingse standalone works that can reach a finaltatiis;
howeverthe nature of th&lotebookis an example of an interactive object for Blake. This
interactive object functioned as a space for thought, conception, execution, and experimentation.
The objecd proximity in his daily life allowed for opportunities to revisit previous designs and
drafts. The interactive status means that what is put intddtebookcan be viewed as nen
committali as it can be erased, scratched through, or blurred. Futibeeueal of what is
contained in the journal to an external eye w
at any timeThis intimate reveal is lxury that cannot occun hiscompleted works.
A textual example of this revisiting process ifsagmentary note concerned with legacy
at the bottomofpage 190 f t he Br i ti s hinpenlBlalkewoyeds pagi nati o
| wonder who can say Speak no Il of the dead when it is asserted in the Bible that the
name of the Wicked shall Rot It is Deislitéartue | suppose but as | have none of this |
will pour Aqua fortis on the Name of the Wicked & turn it into an Ornament & an

Example to be Avoided by Some & Imitated by Others if they Plg§&Ee

3TEST9.
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As examined earlier in the thesis, black ink pen scopBfake usually means that this is a

thought through and determined accurate stance. However, there is still a drafting element to this
inked comment. The first |ine of, fAl wonder w
addition, floatingaboe, t hat reads, fAAre gl ad when they ¢
and dual mediums suggest that Blake revisited the sentiment inked at the bottom of the page and
decided to add to it. However, it is pencil, perhaps the same pencil that drewttiesion the

page. This is not something | can determine, as accessNotilieookis denied to (just about)

everyone. Nevertheless, the pencil annotation is written at a different time than the pen

manuscript. Like the annotations to terks of Sir Jshug there is an element of revisiting

previous thoughts written in the margins of a page. This time, Blake is annotating his own words.
Continuing in pen at t he discoveredgsmpnmrica \fesputiss t h o u g
finishd[sic] & smoothd[sic]o a n dhetext them moves along the righand edge of the page

foll owing the corner: Ait over | ike an Englis
appears to be concerned with another issue separate from the first about sdezkimg dead.

First, he states that Columbus discoveketerica,but that Amerigo Vespucci refined the

understanding of the continent. Certainly, as history shows, Columbus was confused with his
discovery, but Vespucci recognized the continent adilneus Novusor the New World*® He
continued the simile: Al i ke an English Engrav
setup. Blake pairs Correggio with Titian often, for example, in the annotations to Discourse V-
fiCorreggio & Titian Knew howtE x ecut e what they c¢cJd®Thad not Thi

sentiment is very similar, suggesting that Correggio and Titian could not create original works

38 There seems to be a resurgence of interest in Vespucci in the late 18th century because of previously
undiscovered letters allegedly written by the navigator. However, most scholars now agree that they are
fakes.

339EB54.
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but could finish another artistodés work. This
the drawings at the top: it also shows that Blake is considering other artists witNotél®ok

Bl akeds Not ebook, Works shavsBtakewerestiragwith) ideasfori a t o
future works, both image and word. The methods and processes are difficult to deduce at times,
especially in the Notebook, but we can see that it is a place in which Blake can revisit ideas.
Here, we see that Blake does eayph process of working through and developing his ideas
inspired from external sources, like Fuseli, Reynolds, and other interactions. The nature of the
Notebook, whether highly private or not, is nearly impossible to say. However, in the next
section, lwill analysethe very public development of his artistic theories inQbscriptive

Catalogue
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3.2The Descriptive Catalogud809) andA Vision of The Last

Judgmen{1810)

In 1809, William Blake organized an independent exhibition featuiktgen of his painting¥'?

To accompany the event, he wrdtee Descriptive Catalogyevhichincluded explanatory

statements about the pictures presented and explored his artistic philosophy and aesthetic

theories. These are often difficult to decipherwaiting about art often is, but especially so

when Blake as always, tends towarB®mantic mythos Mor ri s Eaves argues t
critical language, found in tHeescriptive CataloguandA Vision of the Last Judgmeste best
described as Aconservative Enlightenmento dis
those of a #fr ad¥ilcamle that@lake did nothave anstndulartheary of art; he

was constantly drafting, editing, and extendinggd@sspective on art. Eaves tends to suggest that
there is a clearer and particul ar whenviyt o read
dependent, contra John Barrell, on an implied teleology from Enlightenment to Ronhantic,
suggestthasi exactly why he finds Bl akeds prose to
considering the previous writing in the Notebook and the marginalia Wanks of Sir Joshua

Reynoldsit is difficult tracethe development or perhaps more appropriately changdegs in

340The paintings were as followshe Spiritual Form of Nelson Guiding Leviathan; The Spiritual Form

of Pitt Guiding Behemoth; The Canterbury Pilgrims, from Chaucer; The Bard, from Gray; The Ancient

Britons; A Subject from Shakspeare [sic]; The Goats; The Spiritual Protector; Satan Gadlidgs

Legi ons, from Milton; The Bramins [sic], a Dr awin
Body of Abel found by Adam and Eve, Cain fleeing
Garment, A Drawing; J agetsbldvaringlowedtiitedody of FesuBinthewi ng; A
Sepulcher, a Drawing; Ruth, A Drawing; The Penance of Jane Shore, ADrdwing. phr ase i a
drawingo added t o t heisnotindicative of pehn orpendil dlustratioh astvér e s e p i
would expectoday. Instead, it refers to a mixed media format typicallyatercolourand pen. For more
information on the individual pieces in the exhib
Descriptive CatalogueSeen in My Visions: A Descriptive @ltgue of Picture¢London: Tate

Publishing 2009.

S Morris EavesWi | | i am B a k €RyiscetonhNg: @ningetorn UniveksitytPress, 1982), 130.
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thought Nevertheless, | want to make it clear timgt primary purpose is not to offaew
interpretations ofhe Descriptive Cataloguer A Vision of the Last Judgmemdy intention with
this thesis is to presenthat | believe is a betterwaytoapp ach Bl akebds arti sti
philosophies using the various manifestations of the marginalia. At the beginning of this section,
| will discuss the possible motivations behind Blake organizing an independent exhibition. Next,
| will analysethe uniqe format he chose for his exhibition catalogue. This ambitious venture
had manypotential benefits for Blakea chance for seliranding, promotional value, increasing
commercial interest, arttieamplification of his perspectives on art. These goalsralieed very
similar to the desired outcomes of the marginalia founthem Works of Sir Joshuzy Blake if
with a more public orientatiortJltimately, | argue that thBescriptive Cataloguean be
understood as marginalia to the paintings in the gallery.

The only exhibition of Bl akeaddheldhier k duri ng
brotherdéds store on Broad Street in London. Th
wanted to stage an independent exhibition. Northrop Frye theorized that there aasainsras

to why Blake would have decided to run his own exhibition. FirstDeseriptive Cataloguand

the pictures in the exhibition would work tog
fresco]éand il lustrate whdaur athleé*pimo Beaaske® swo u
advertisement for the exhibition, he wrote th

iworthy [of] the consideration of the *ich an
Because of the small size of thedi ur e s , It would be simpler to i

p | e a £1As exploded in part two of this thesis, frescoesaaneedium associated with Old

32 Frye, Fearful Symmetry409.
S43ER27.
S ERDT.
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Masters such as Raphael and Michelandgglake continued in his advertisemeémat the

portable fresco heras exhibiting would enrich the nation just like the works of Raphael and
Michelangelo did for Italy. And for Blake, he believed that this invention and his sharing of the

medi um was f@the gr eat ¥Jhesexdnd réason Frgedisteithe my coun
independent exhibition was that by writing the catalogue, he would be able to justify the

Amaj estic frescoes of s tobudt Itihnagt bhriisl |iinavnecnet iaonn
to the English public. This feeds into the third reason,ttieproliferation of oil painting on the

mar ket was a disadvantage to the nation becau
as a medi um f 0P Asiprevioosly explgreal ithe secondgpadd this thesis, the

Grand Style of paiting, or academic history painting, was of premier importance to both Blake

and Reynolds. If this was to be the method in which Great Britain positioned itself as a glorious

nation of art and empire, excelling at this style of painting was critical. duréhfreasonFrye

suggestedva s t o i i andn of \asiorelooks atvkis time, and how political events and

figures are evolved by the artist into imperishable feortiee most obvious exampldseing the

pictures of William Pitt and Lord George NelstfFifth, Frye gives, was that by bringing to the
forefront British myths of AAl bion, Aothur, D
Blake could set out a unique path to uplift the British natiba time of crisiS®®L ast | y , Bl ake
rationale for a solo independent exhibition with a descriptive catalogue accompanying it would

be to Ashow the British public what | mmense s

if viewed with the corret vision and finished with proper executitf.

345EB28.

346 Frye, Fearful Symmetry409.
347 Frye, Fearful Symmetry409.
348 Frye, Fearful Symmetry409.
3489 Frye, Fearful Symmetry410.
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Buil di ng on &ccoyngldveuld dranppartictilaa attention®| a k e 6 s
feelings of neglect by the Royal Academy aimel primary reason why ttecidedo exhibithis
worksindependentlyandsupportthem with a statement of his theories on art inDbscriptive
Catalogue What too Blakecentral an approach risks ignoring, though, is that plenty of other
painters felt similar tensions in this periadddecided to stage their own exhibitioBdake
certainlyfelt that his use ofvatercoloui nst ead of oi | paint caused
refused to be exhibited by tiRoyal Academgnd theBritish Institution %6° The hierarchical
about the different media for the visual playedraportant rolen the selection of artists chosen
to exhibit Bl a k evds seleated itokbe exhibited at the Royal Academy Annual Exhibition
on six different occasions, the last time in 1808, not long before his personal exhibdiayht
to be noted that tharrangement of the pictures was a source of massive friction in the artistic
community during the timand a source of resentment for Blakbe decisions made by
members of the Hanging Committee at the Royal Academy amplified the struggle for
recognitionand status fowatercolourartists upon the move to Somerset House in £780he
upper floors were wetippointed and sophisticated public galleries of oil paintingsfigpee

35), whereas the ground floor was reservedafatercoloursaand other loweranking mediums.

30E527, original emphasis.

351 Blake exhibited paintings at the Royal Academy Summer Exhibition in 1780, 1784, 1785, 1799, 1800,
and 1808. For more information on what wassented at the Royal Academy Exhibition in those years,
see www.chronicle250.com.
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Figure 3&. Thomas Rowlandsorgxhibition Room, Somerset Houd808, etching and
aguatint, handoloured The Metropolitan Museum of Art, New York City, New York,
United States of Americéttps://www.metmuseum.org/art/collection/search/636776

This poor appointment, a reporter for e James Chronicleuggestedmeant that less talented
artists would not contribute tesoimpredeneastoi bi ti o
l end good Drawings to be di s ®Blakecontdbgteddoutrel v v i
first Royal Academy first exhibition at Somergdace a pen and ink drawing call@ite Death

of Earl Godwin If the viewing conditions weras the reviewer claimed, it may have been a
disappointing experience for young Blake. After many public complaints, the Council Room was
designated as a space ¥atercoloursand drawings to be hung from 1795 until 1809, the same

year as Bl akebs independent exhibition, in th
However, it seems that the problem merely mutated into another issue. A writaefbiterary

Panoramanotadl t hat pictures in the Council Room wer

¥2gt . James,®324 Rayn78% b4c | e
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often a vicious glare [came] dazzl i®*@egupon th

Smith generously writes that, #fAit is debatabl

greater disadvantageo than oil paintings, fndbu

not allow their talents either collectively orindividuhy t o be o6fairly evince

public justly appreciate the Merits of such a
Blake and other artists felt disenfranchised by either the exclusion or relative neglect of

the Royal Academy. This sentiment reverberateoughout th®escriptive Cataloguas Blake

describes his gallery as open AFor Public Ins

exhibition3°® Perhaps referencing the poor exhibition conditionsvatercoloursthe

Descriptive Cataloguepenswi t h: AMr . B. appeals to the Publ |

narrow blinking eyes, that ha*msteadobtheldarkng gov e

corners in the gloomy downstairs or the searing light which would make a viewer squint at a

panht i ng in the Counci/l Beasaiptive C&dloguaeitédscloserx hi bi t i or

inspection from the public. This intimation between Blake and the reader/spectator sets up his

gall ery as an answer to the segitiomgati on of th
In the scholarshipontie8 09 exhi bi ti on, the physicality

beenarecentfocid®’Bl akeds exhi bition was held on the wu

353 Literary Panoramavol. 2, pp. 621, 1807.

¥Smith, Greg. fAWatercolourists amrld 3VBakineD&ido!| our s a
H., ed.Art on the Line: The Royal Academy Exhibitions at Somerset House1838(0New Haven, CT:

Published for the Paul Mellon Centre for Studies in British Art and the Courtauld Institute Gallery by

Yale University Press, 2001. (pp. 198)s Barrel |l contends, the Apublicbo
seems that for Blake, the English audience is only a public when it exhibits (as it rarely does) the qualities
necessary to appreciate his wor kepredeessorp[likd | i c 6 i

s
Reynol ds] best understood as a concept rather tha
of the public for Blake, se€he Political Theory of Painting from Reynolds to Haziti. 253257.

35 E527, E529.

36 E529.

®'TateBr i t ai nés 2019 retrospective William Bl ake exh
1809 showroomLike a diorama, the Tate built up walls and a wooden floor for visitors to step into the
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business run by his brother in Soho. Morris Eaves believes thataging of this showroom

outside of an institutional space, like the Royal Academy or Boydell Gallery, was significant to

Bl akeds #fr oma n¥iindeed, Faves adinitd 1o asing Blake and Reynolds as
ishorthand expr essiEnigstenmdntprespeRtiveiydHistinacyi s m an d
opposition of the two artists is underpinned by the idea that Blake was uninterested in gaining

access to the group Reynolds symbolized. Instead, Eaves argues, the independent exhibition was

i ntended tgooupfwghehis ewn aniagenatian at tieentre 8° However, this analysis

neglectghe factthat several artistécludingJ.M.W. Turner, attempted to declare their

independence by maintaining private, residential galléfids. spite of this independestreak

onthe partofthe artistaves attempts to dissuade us from
exhibition as an Enl i ght endfermti si mfmawenrd eedk fmean
t hat Eaves refers to ar i s eeyombntiosarelMkedbya Sypher
feeling not dAany a {®Eeaevneesn tt aakbeosu tt hei xse cau tsitoenp. of u
the institutions that represent artistic consensus are sadly at odds...Blake wants to be accepted, of
course, but he does notwantag e me nt . He want s i f%Qthersutistsn on hi
were similar in this regard; for example, Gai
Reynolds compelled him to remove his works from all Royal Academy events in 1784. As a

foundingmember of the Royal Academy and a welbresented painter in the exhibitions,

1809 exhibition. For more information on this, see Yilliam Blake Exhibition Catalogue (London:
Tate Publishing), 2019.

%BEavesWi | | i am Bl ake®s Theory of Art

%EavesBl akeds T,(6eory of Art

%0EavesBl akeds T,e@ory of Art

%1Giles WalkleyAr t i st s 6 Ho us €8l4(AldersHoto Hadts) Bnglan@&chdadress,

1994). 1723.

%2EavesBl akeds T,e@ory of Art

%3Wylie Sypher Literature and TechnologyThe Alien Visior{New York: Random House, 1971). 41.
%4EavesBl akeds Thré.ory on Art
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Gainsboroughoés withdrawal caused a pubeic sca
Gazetteereported:
The celebrated Mr. Gainsborough, whose labours have so muiibetad to enrich the
Royal Academy for several seasons past, has been under the necessity of withdrawing his
performances fr om Thédcaasion ef this §iep, itessadjwasat i o n !
refusal on the part of the Academical Council, to hangpamtcular picture in a situation
capable of shewing its effet®
As with the previously mentioned struggles betweemitiiercolourartists and the hanging
committee, Gainsborough also dealt with a similar situgfidRor him, the separation from the
Royal Academy and introduction of his independently organized exhibition, had nothing to do
with being excluded but rather, it afforded him a greater amount of personal freedom. Blake,
however, had relatively little to deith Gainsborough and less admiration for his art. So, to say
that Gainsborough and Blake saw eye to eye on this issue would be a mistake, although the
similarities exist in their respective situations.
An artist with much more influence on Blake, GeorgeriRey, also organized
independent exhibitions of his work hosted from home. | believe that Romney is perhaps the
biggest influence behind Blakebs organizati on
himself to be particularly astute at marketing arehding in the commercialized, highly

competitive London art worléf” He set his prices considerably lower than Reynolds and

365The Gazettee23 April 1784. For more information on the rift between Reynolds, Gainsborough, and
their financi al af fahe sArseef MThbmas Gasesabbadbdgh.
the Ey , pablished 1999.

366 Although, it must be noted that Gainsborough received famgurableconditions compared to other

artists.

367 Heather McPhersoiii, Re c o n s i d e y hightgentRCenmuny Stydie86, no. 3 (Spring 2003):

417 22.
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Gainsborough and promised a faster 4around for portraits, thanks to his technique of painting

directly on primed canva$® As Hat her McPher son points out, Ron
with the art world is often framed negatively
Academy, did not exhibit his works publicly after 1772, and was moody, unsociable, and

r e c | t®8Thaseritidsmscentrepr i mar i |y around the fAmaverick
resists in his analysis of Blake. Romney and Blake met in the 1790s, most likely bonding over

their similar political beliefs and similar approaches t¢'QRichard Cumberland, a énd of

Romney admitted he was a difficult man to bef
contemplative; conscious of all the di®$advant
It was observed t hat Ro mniaiyywithiGentleamereotihisal way s t
Pr of e ¥°Jhrae exceptions to this observation were: Jeremiah Meyer, Ozias Humphry, and
John Flaxman. Of course, Bl ake-demumdnteB.IG&Ex mano s
Bentl ey, Jr . expl imaeRaenhn foundaptaiseiahdopatrors éothfsfieay | i f et
friend. o Romney wa &3Aeacbrding toa kttai by Fakmab,RonmBiéya k e .
admired Blakeds work from as early as 1784, e
hi storical drawings @ rF%Ask wei thha vteh csseee no ff rhdlm BA
annotations, a ¢ o mprawingswould bé an infdnsaytsatisfyeing g el o6 s d

compliment (as they would have been to anyone). Further still, Romney was the original buyer

%8Mc Pher son, AReco#Si dering Romney,

¥Mc Pher son, AReco#Si dering Romney

379Morton D. Paleyfiwilliam Blake, George Romney, and The Life of George Romney, Eigke/An

lllustrated Quarterly45, no. 2 (Fall 2011): 5@5.

371 Richard Cumberlandvlemoirs of Richard Cumberlandd. HenryFlanders (Philadelphia, PA: Parry

and McMillan, 1856).211.

372 CumberlandCumberland 211.

SBG.E.Bentley, JriiBl akeds Engravings andG8&thtiesin Biotiographg®s hi p wi
(1959) 161i 88.

374 Fitzwilliam Museum, Cambridge, United Kingdom, ms., letter, John Romney.
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of sever al of Bl aAreiéasA Propheajcapy A)d e ¢Fdst] Bamlook s :
Urizen(copy B),Visions of thédaughters of Albiorfcopy F), andSongs of Innocence and of
Experiencgcopy A)3°Al r eady befriended by Flaxman and o]
believe that Blake decided to reach out to Ozias Humphry to broaden his social and artistic
circle. Around May 1809, Blake wrote to Humphry:

You will see in this little work the cause of difference between you & me. You demand

of me to Mix two things that Reynolds has confessd [sic] cannot be mixed. You will

percieve [sic] that | not only detest False But have the Courage to say so Publickly

[sic]. & to dare. all the Power on Earth to oppbsElorentine & Venetian Art cannot

exist together Till the Venetian & Flemish are destroyd [sic] the Florentine & Roman

cannot Exist, This will be shortly accompid [sic]. till then | remain Your Grateful

although [sic] seemingly otherwise | say Your Grateful & Sincere [line break]

WILLIAM BLAKE I inclose [sic] a ticket of admission if you should honour my

Exhibition with a Visit[.P®
Containing a ticket to the 18Gxhibition and possibly a copy of tbescriptive Cataloguegthe
l etter seems to be working from Romneyb6s pl ay
exhibition culture, Romney and Blake are depicted as being Romantic loner*&riistis.may
betrue in some senses but what is more important to note is that independent exhibitions shift

the power balance and allow for greater public image control. By withdrawing from the

%Joseph Viscomi, fAThe Myth of Commissioned 1|11 umi
and 6ONE HUNDRED AND S| XT Blake/andllusgated Quartedy23.2 8-allak e 6 s, 0
1989): 4874.

ST6ET770.

87" For more on the relationship between Gedigemney and Wil |l i am Bl ake, see
article, AW Il iam BlhealkeofGetGge®Romney, ERpBiaketAn |jlustiatedd

Quarterly, volume 45, issue 2 of Fall 2011. https://bg.blakearchive.org/45.2.paley.
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institution when it no longer serves the artist, they are in control afrépitation and sharing

their artistic theories with more people.

For all the freedoms it might have given,
commer ci al and critical fail urBeExd@mnewenl!| y kno
sofarast@l escri be Bl ake as, Afan unfortunate | unat.

him from c3Huntjulgedtedescriptive Catalogue 0o be a #Afarrago o
unintelligibleness, and egregi oadstempened ty. 0 t h

b r a¥°Another contemporary of Blake, Henry Crabb Robinsalied theDescriptive

Cataloguea fAveritable folio of fragmentary wutteran
arrangement, o0 but nevert hel eharsHudtHAfterdistinma c h mor

litany of explosive phrases from tBescriptive Catalogue Robi nson expl ains, ¥
wildest and most extravagant passages of the book, which lead to the consideration with which

we begin this account. No one can démt, as even amid these aberrations gleams of reason

and intellig®®@eerseshinecbaoltfr$otread somewhere

analysis. Eric Loy characterizes thescriptive Cataloguasafi hi gh deci bel , cacop
aggressiveamglam of painting by painting description
artistic pr ac tdooredsy erghugsiasnp resemnoent pblaraes andidefensiveness,

sharpened by hints of conspiracy, technical description, and assorted otherditeaywjthin a

3781 eigh Hunt,The Seleted Writings of Leigh Hupedited by Robert Morrison and Michael Eberle
Sinatra (Florence: Taylor & Francis Group, 2003), 606.

379 Hunt, Selected Writings605.

%80 Henry Crabb Robinsoilliam Blake: The Critical Heritageed. G.E. Bentley, JrThe Criticd
Heritage Serie@_ondon; Boston: Routledge & K. Paul, 197559.

%81 RobinsonWilliam Blake: The Critical Heritagel61.
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si ngl €% This tharacterization is also found on the Blake Archive page introducing the
Descriptive Catalogudirectly before the user accesses the material.adusuntof the
Descriptive Catalogués certainly a legitimatenough but the litany rather obscures the
guestion of the literargenreof art catalogugin the period, which tended to privilege the
description of individual paintings over any coherent account of theoretical prinéipkeg
entryi n Bl a k e Grwvokes@rincglesotigearies, opinions, and critiques of other artists
based on the specificities of each of the paintings they desbrétead of viewing the entries as
a kaleidoscopic foray inthis theories of art in gersd, it is important to recognize that Blake is
approaching each picture from a set of issues explored from different angles.

This leads to the next point about the format ofldleecriptive CatalogueAt this time,
exhibition catalogues were brief and &tioned primarily to list basic information about what
was in the showroom. For example, figare 36, a page from the Royal Academy Annual

Exhibition of 1809.

382 Eric Loy, fiPublication: A Descriptive Cataloguédle | | 6 s Printing Press:
Archive and Blak&uarterly, 30 April 2018, accessed 3 March 2022
https://blog.blakearchive.org/2018/04/30/publicateedescriptivecatalogue/.
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Figure 3. The Exhibition of the Royal AcademDCCCIX Published in conjunction

with an esibition of the same title, organized by and presented at the Royal Academy of

Arts, Summer 1809.

Optimized for functionality, the exhibition catalogue is clear about the title of the work, the

artist, and the number corresponds to the position itoatupien t he ar ea of

t

Descriptive Cataloguehowever, did not have the same necessity for optimized space or clarity

aboutwhichpi ct ur es

ar

e

w h i cthe resiBtansiyiing 6f sheDequrptive® a ¢ h

Cataloguewereunique at theime for British gallery and exhibition catalogué®wever much

they shared son& their basic featureKonstantinos Stefanis argues thatErescriptive

Cataloguestems from the French tradition adtalogue raisonnés completed, published, and
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anal ytical cat al d®%Hearguesthatthe eonreatidnibetwednslesaviptivek .
catalogues and catalogues raisonnés in England was introduced with the bilingual publication of
James TPRAdsseriptigedCatalgue of a General Collection of Ancient and Modern
EngravedGemé 1 791) . Thi s catalogue |lists over 15, 0C¢C
both a reference work and an &dYtslwuldbeaddedg cat a
that Blake most likely encountered this same text when he was commissioned for engraving

work for The Cyclopaedia; or, Universal Dictionary of Arts, Sciences, and Liter§t@@>

1819) by Abraham Rees. | suspect that his resdaddbt he encounter of Tassi

his own plates on gem engraving (§gere 37).38°

383 KonstantinosStefanisfi Reasoned Exhibitions: B |, od&tecPaperd4 1 809 an
(Autumn 2010).

St ef RKReiason@d Exhibitions. o

%85 There is evidence that this plate was one of the first commissions for this book. Blake would later

contribute engraved plates for the sculpture section d@ylapaediavhich included the first iteration of
theLaocoongroup.Formor e on t hi s, Nstabke Efcyclapedias df thd Liate Eigihteenth

Century: Eleven Successors of the Encyclop@iford: Voltaire Foundation at the Taylor Institution,

1994).
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—-? *‘w b . —
Figure . Wi | | i am Bl akig,e mi Minga alvliamgy padgke from \
Cyclopeedia; or, Universal Dictionary of Arts, Sciences, and Literatil8&9,Abraham
Rees, Designs by John Farey, Sr. and engraved by William Blake and Wilson Lowry,
University of Michigan, Ann Arbor, Michigan, United States of America.
Thecatalogue raisonné®rmat is an interesting conflation of commercial and scholarly
pursuts. Another source of theatalogue raisonnéstyle around the time wdse bee; or, a
companion to the Shakespeare Gallery: containing a catalogue raisonné of all the pictures; with
comments, illustrations, and remaig Humphry Repton in 1789. Reptornrmduced his work
as a finecessary consequenceodo to e¥Becauseof t he b

this new style of exhibition related literature, he continued in his introduction to explain his

format:

386 Humphry ReptonThe Beepr a Companion to the Shakespeare Gatl€@ontaining a Catalogue
Raisonné of All the Pictures; with Comments, lllustrations, and Rerflashslon: T. Cadell, in the
Strand, 1789)2.
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Through ShakespesoadfBrilish Paetoy pdured farththe n@st n i u
wondrous efforts of the Pen; and, by the same channel, the Genius of British Painting
now displays the choicest Productions of Beacil Impressed by these considerations,
the Bee was induced to remove his latschither, and to quit his original design of
commenting on the Pictures of the Royal Academy, where the multitude of portraits and
less interesting objects, rendered it impossible to take notice of every Picture; while here,
each subject will call forthasne occasion for remark’
Repton directly stated that the pictures presented by the Royal Acadeeryot as interesting
as those in the Shakespeare Gallery. The Royal Academy exhilgoewo immenseo create
the strong response as the Shakespgaliery, meaning that hielt able to dwell and delve
deeper into his individual responses to each pain8irgee it was his own independent solo
exhibition, Blake wouldhaturallyfeel similarly towards his own works. By using a descriptive
catal ogue format, he would be able to Acal/l
express to the public. As we have seen from the first part of this thesis, this feeling of needing to
Aal | f or t h o weratypicaldar Blaket mieether agn the page of someone else or on
his own.
Another reason for selecting the more descriptive format of an exhibition catalogue is
that is created the space for him to expand on a justificatibis ractice and offer his paintings
for sale.While | wish to make it clear that Blake was certainly intending to make money and
seek future patrons out from the crowd, the publication ob#seriptive Cataloguallowed for

Blake to create thappropride settingfor approaching his picturé The catalogues like those

387 Repton,The Bee6.
388 |n fact, the commercial element is crucial to remember about the exhibition. Placed directly before the
preface in thdescriptive CatalogueBlake provided purchasing conditions:
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of the Royal Academy do not allow for analysis or commentary but the descriptive format does
just that. Because Blake wrote his own exhibition cataloguegstanotheextension ohis
personakuration. First, there are lucid explanations of how payment would be processed for
completed pictures and the timeline for their delivery indicates that all the paintings were for
sale. Although the exhibition was relatively small, the choicdfar every painting means that
this was not just intended to show his artistic capability. Secondly, his inclusion of the
forthcomingCanterbury Pilgrimsengraving was to solicit for future work and patrons who may
be longetterm purchasers. But thgescrptive Catalogués much more than a statement of the
conditions of sale and a listing of what hung in the gallery. In it, he provided critical and
anal ytical di scussion of the works on view,
aesthetics. ThBescriptive Catalogugas an opportunity teet out hiopinions on arbna
grander scale to a wider (if still limited) publi@imilar to the annotations in théorks of Sir
Joshua t he central focus (Reynol ds g&ploteckbyBlake t h e
(marginalia, thédescriptive Catalogue

The Tate Britain Blake show of 202820 aimed to recreate his 1809 exhibition, but
many of the paintings that Blake exhibited have gone mis&ierhaps because of the missing
pictures and theatt there relatively fewesponsefrom spectatorst the time have survivethe

fact that theDescriptive Catalogugends to become theentreof scholarly attention when

I. One third of the price to be paid at the time of Purchase and remambe&livery.

Il. The Pictures and Drawings to remain in the Exhibition till its close, which will be the 29th of
September 1809; and the Picture of the Canterbury Pilgrims, which is to be engraved, will be
Sold only on condition of its remaining in thetist's hands twelve months, when it will be
delivered to the Buyer.

389 These missing pictures af@ée Ancient Britons, The Goats, The Spiritual Prote@odThe Bramins
[sic].
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discussing the exhibitioff° Like the marginalia, this removal from the originahtext of the

physical space of the showroom with the paintings complicates our understanDegroptive

Catalogu@ s essential funct i dumourbecbesclearenwherr connect i
examining theéDescriptive Cataloguand the paintingarepresated together as theyiginally

were, in that small exhibition room. Of course, for Blake, the extensive work done on the

Descriptive Cataloguand the setup and layout of the exhibition was evidence of the importance

of this moment in his career. It istdifficult to imagine that Blake saw this as an opportunity to

share with the wider public his points of view towards art. However, Troy R.C. Patenaude points
out that the admission price for the esghibitd.i
to exclude the | ower classes, 0 and with added
Descriptive Cataloguat two shillings and sipence suggests he wanted a more noble, higher
spending audience to read his essayBatenaude contends that thisogtionate price was set to
appeal to, in Blakeods wor ds, *?Whil bbslievethiB o be st
could be an oversimplification of Bl akebs int
consider. While the exhibition may hagetpricedsome of the lower or middling classes, it may

have been to elevate his own status as an artist. If Blake were to make the exhibition free or the
Descriptive Cataloguavailable at a much lower price, it may have suggested that his work was

not worth as much (fiscally or culturally) as other competing artists at the time.

%0As noted earlier, the Tate Br i tmaersive lBordatiobafthei on, #
small domestic room in which Blake showed his art in 1809. Intended for the spectator to experience how

the works were shown in such a space. For more information on the Tate exhibition-202018ee
https://www.tate.org.uk/whatsn/tatebritain/exhibition/williamblake/exhibitionguide

®lTroyR.CPat enaude, O6fiThe Glory of a Nat bitom ®: Recover
British Art Journal4, no. 1 (Spring 2003): 583.
392E528.
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Having explained something of the context for Brescriptive Catalogue n Bl ake s 180
exhibition | want now to return to its content, and the relationship between the opinions Blake
expressed there, and his annotations t&\tbeks of Sir Joshua Reynold$iave been suggesting
throughout this thesis that the annotations functioned as a kind otatyoof ideas for Blake.

The Descriptive Catalogualows us to see some of the results of his experiments in the margins.
| n Bl ak e dhe Bard) from BGraythe fourth worldescribed in theatalogue, Blake
begins with lines taken from thmem hatinspiredthe picture:
On a rock, whose haughty brow
Frown'd o'er old Conway's foaming flood,
Robed in the sable garb of woe,
With haggard eyes the Poet stood,
Loose his beard, and hoary hair
Stream'd like a meteor to the troubled air.
Weave theavarp, and weave the woof
The winding sheet of Edward's raté.
Thomas T@aBarg,d®findaricOde1757) i s about Edward |1 6s a

with a Welsh bard who curses the king and predicts the return of Welsh rule through the Tudors.

The Pet, or the Bard, stands above the men, looming omingsesé/figure 38)

393EBA1.
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Figure 3. William Blake, The Bard, from Grayl809, watebased tempera with a glue

and/or gum binder and with pen and ink outlining and shell gold or gold leaf on canvas,

20 06 (60 x 44.1 cm), Tate Collection, Lond
http://www.blakearchive.org/preview/but655?descld=but655.1.pt.01

After quoting from Goaynbés emaems Blhalhe sbhpaamth
winding sheet of Edward's race by means of sounds of spiritual music and its accompanying

expressions of articulate speech is a bold, and daring, and most masterly conception, that the
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public have embraced and appr e d  wi t *f* The shroddifar a/corpse, before burial
being woven by music and the poetic genius of the people from the land is a narrative for Blake
that would certainly elevate the myths of the British Isles. As explored earlier in this section,
Frye believed that Blake was keen to resurrect these national stories to create history paintings
unique to Great Britain. He continued:
Poetry consists in these conceptions; and shall Painting be confined to the sordid drudgery of
facsimile representatiortd merely mortal and perishing substances, and not be as poetry and
music are, elevated into its own proper sphere of invention and visionary conception? No, it
shall not be so! Painting, as well as poetry and music, exists and exults in immortal
thoughts®®
Thesefimmortal thoughtddo not necessarily ring true éamys e n t i mergmalié istheir
exact phrasing. Howevedheycan be linked to the perspectives Blake has brought up time and
again in the marginalia and elsewhere aliouti si onary conception, 0 esp
thathadhéi any ot her power than that of a poetic vi
hi s adv3®The apecfidaslverdary BhomasSt o t o paidtibgsversion ofrhe
Pilgrimage to Canterburyhich wascommissioned by Robert Cromdiake claimed that
Cromek had first approached him for a Canterbury Pilgrims piece but deci&tdtbard.
However, he contrarian rhetoric and the specific content of what Blake says summons the
annotations for anyone who has read thByn1809, Reynolds had been dead foryg@rs but
his presence was still naturally felt in the English world ofGie r t a i n Idgfendgdf thek e 6 s

Canterbury Pilgrims painting takes up the terrain of his struggle with Reynolds:

394EB41].
39 EB41].
396 EB41.

168



the connoisseurs and artists who have made objections to Mr. B.'s mode of representing
spirits with real bodies, would do well to consitleait the Venus, the Minerva, the
Jupiter, the Apollo, which they admire in Greek statues, are all of them representations of
spiritual existences of God's immortal, to the mortal perishing organ of sight; and yet they
are embodied and organized in solidrbie.
Those who find it jarring that Blake would represent spirits with corporeal badiesalledupon
to remember the pleasure they find in the solid forms of Greek sculptudéscourse V,
Reynol ds examines Poussi nmyst heoxleocguitciaoln soufb jtehcet s
and the language in which such stories are told, is not the worse for preserving some relish of the
old way of paintingg the mind was thrown back into antiquity not only by the subject but the
execuTodhesideof hi s paragraph, Bl ake wro’m a si mg
the next paragraph, Reynolds provided an explanation of his previous point:
If Poussin in imitation of the Ancients represents Apollo driving his chariot out of the sea
by way of represding the Sun rising, if he personifies Lakes and Rivers, it-iwise
offensive in him; but seems perfectly of a piece with the general air of the picture. On the
contrary, if the Figures which people his pictures had a modern air of countenance, if
theyappeared like our countrymen, if the draperies were like cloth or silk of our
manufacture, if the landskip [sic] had the appearance of a modern view, how ridiculous
would Apollo appear instead of the Sun; an Old Man, or a Nymph with an urn, to

represent &iver or a Lake®°

397 ReynoldsWorks 1:134.
3% EBSS.
399 ReynoldsWorks 1:134-135.
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Next to this text of Reynolds, Bl aké® wrote: 0
Reynolds and Blakagreea b out Poussinbés treatment of the Gr
real figures that are not within the artistos
momentand it could be said that t hDexripves i nfl uer
Catalogueentry. Apollo was one of the focal points of this explanation and Blake also
mentioned Apol |l o. But this point goes farther
|l atitudeo that has been gi ftesall, thisds the manesit ul pt or
which all things should be represent€tii The Prophets descri be what
and existing[,]06 Blake continued, and that fim
immortal organs; the Apostles the samet he cl earer the or g*¥n the m
The phrasing of @Aimaginative and i mmortal org
annotation, AMen who have been Educated with
Cannot see Rafael unl ess t h é%Atfast, the deseriptionofi t h D
The Bard, From Grayn theDescriptive Cataloguseems to align Reynolds and Blake on their
treatment of the subject mattbutthe element of thBDeterminateD r g aisivehérethey seem
to diverge The importance of representingthesat i t i es vi ewed t hrough #Ai
i mmort al organso as corporeal i's something th
paintings. However, as Blake continued,

He who does not imagine in stronger and better lineaments, and in strongertend bet

light than his perishing mortal eye can see does not imagine at all. The painter of this

400 G55,
401E541],
402E541.
403 EB37.
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work asserts that all his imaginations appear to him infinitely more perfect and more

minutely organized than any thing [sic] seen by his mortaf¥ye.
Again,thishear kens back t o BVisohddebesoraang mnder imgrdpern abou't
practice and educatiomhosei wh o have been Educatedo with emp
will find their innate Vision will diminish overtiméu nl es s @At h eDeteanmae bor n wi
Organs|[ . ] 0 The a besceptivg Gatatoguseents mo bé a developedhversion
of the annotation. Not only will poor education and focusachlustreartists affect the artist but
not persisting withnfistrwngér aanwebétt &€avkebsnae
emphasis on fAstrongebreaquestbndiet rengt hneédmant s$8t
understood in terms of the power of imagination rather than ré&SBaves focuses on the
Amet aphor$t Bhod erternal 0 pr ocess,buthebmaryf or mul a
rather flatten8| akeb6s devel opment of hi svermayctonsgdéri ¢ t h o
that Blake found that he agreed with Reynolds on the display of imaginative beiteghad f
out characterdHowever, he may have realizeddisagreed in how well it can be executed
depending on the artistds practices.

The sixth entry in in th®escriptive Catalogués also concerned with the practices of the
artist,in this instance imelationto a painting called\ Spirit vaulting from a cloud to turn and
wind a fiery PegasusShakspeargsic]. The horse of Intellect is leaping from the cliffs of
Memory and Reasoning; it is a barren Rock: it is also called the Barren Waste ofdrmtke
Newton Although the title is extensive, the commentary on the picture is not:

THIS Picture was done many years ago, and was one of the first Mr. B. ever did in

Fresco; fortunately or rather providentially he left it unblotted and unblurred, although

404E541-542.
SEavesWi | | i am Bl ake26.s Theory of Art
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molested continually by blotting and blurring demons; but he was also compelled to leave

it unfinished for reasons that will be shefgit] in the following#°®
As described by Blake, this is an unfinished work he has included in the exhibitr@asons
explained by the nexthe Goats, an experiment Pictufiéhis paintinghas been losbutthe
Descriptive Catalogutakes up the issue

THE subject is taken from the Missionary Voyage and varied from the literal fact, for the

sake of picturesque scenery. Bavage girls had dressed themselves with vine leaves,

and some goats on board the missionary ship stripped them off presently. This Picture

was painted at intervals, for experiment, with the colours, and is laboured to a

superabundant blackness; it hasvawer that about it, which may be worthy the attention

of the Artist and Connoisseur for reasons that foftdw.
Although he leaves anotheliff -hangerat the end of this description as well, this is a good place
to begin the analysis. In the sixth paigtin - he decl ared that he Al eft
despite beini mo|l est ed continual ly by%dnlhe batkiofithg and bl
title page otheWorksof Reynolds Bl ake wrote about the fAopress
GangofCuni ng Hired Knaveso and their detri ment al
Barry, John Hamilton Mortimer, and Henry FuséfiTowards the bottom of the same page he
represents Gainsborough with Reynolds@®petitordn blotting and blurring i Reswn ol d
Gainsborough Blotted & Blurred one against the other & Divided all the English World between

them Fuseli Indignant <almost> hid himsdlf [ was [*°klmen>hepé¢t i on of

406 E546.0riginal emphasis.
407 E546.
408 E5A46.
409E636.
410E636.
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and Abluro in the same or de respedallywhedthigpadeisbe v i
written in black ink only, without any damage from the book binding process. As discussed
earlier in this thesighesewere most likely some of the latest annotations Blake wrote in the
book. | n Bl ake6sexaldivieirttii sre,mema Kegan hvei t h a si
reference, clearlgmphasizinghe importance of abstaining from the practice:

THE grand style of Art restored; in FRESCO, or Watelour Painting, and England

protected from the too jushputation of being the Seat and Protectress of bad (that is

blotting and blurring) Art.

In this Exhibition will be seen real Art, as it was left us by Raphael and Albert Durer,

Michael Angelo, and Julio Romano ; stripped from the Ignorances of Rubens and

Rembrandt , Titian and Correggio ;

BY WILLIAM BLAKE. #1
The importance of promoting his take on the fresco medium was not only to boast of his
suggested techniques but to reveal the issues of the other styles. Badliagdt he @A Seat anc
Protectressofdbbd (t hat i s blotting and blurring Art)o
suggested for Blakebés independent exhibition.
from Athe ignorances of Rubens and céhwalbg andt ,
a higher sense ¢ésteto develop in England. Referring backAdspirit vaulting from a cloud to
turn and wind a fiery Pegas@isShakspeare [si¢]the horse of Intellect is leaping from the cliffs
of Memory and Reasoning is afibarren Rock: it is also called théBarren Waste of Locke and
Newtonp Blake comes acrossaselied t hat he was able to stave

d e mo ofshe fashionabléastes inspired byReynolds and Gainsborougdbecause the integrity

411E528 Original emphasis and spelling.
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of the pictureeemained intact, unlike the following paintinthe GoatsWhile this painting is
| ost, Bl ak es udpeesrcarbiubnedda nttheblfiacknesso about t he
the fAexper i me*insieachotoparating tramdis ew Vision, dllowed the
external influences of those like Reynolds, Gainsborough, Rubens, Remhbrahdttianto
infiltrate his creative process and desttiog execution
Blake continued this thread throughout #oeount of theicturesin The Descriptive
Catalogue ending at the ninttatan calling up his Legions, from Milton's Paradise Lost; a
composition for a more perfect Picture, afterward executed for a Lady of high rank. An
experiment Pictureln the description of this painting, he made the final case against those who
would counter his artistic vision for the future of England. Blake summarized the rationale for
displaying these four, experimental paintings:
These Pictures, among numerotisens painted for experiment, were the result of
temptations and perturbations, labouring to destroy Imaginative power, by means of that
infernal machine, called Chiaro Oscuro [sic], in the hands of Venetian and Flemish
Demons; whose enmity to the Pairnténself, and to all Artists who study in the
Florentine and Roman Schools, may be removed by an exhibition and exposure of their
vile tricks 3
In theDescriptive Catalogue Bl ake has continued to develop t
burring taught bynstitutions like the Royal Academy have corrupted the values of Art in
England. While there are many more examples of the annotationsDeskéaptive Catalogue
an entire study could be devoted to this. Nevertheless nloaionlyattempting to showhatit is

critical to understantut alsothaRey nol ds o6 wr i ti ng, Bl akeds mar gi

412E546.
A3EBA7.

174



approaches to art as shown by his developing
choice to use descriptive format for ttetalogueallowed him to use the entries as marginalia to

his own workd by showing experimental pictures that were not up to his satisfaction, leaving it
without full description would make the exhibition confusing anglrofitable. TheDescriptive
Catalogueis a plae in which Blake could publicly show his genius in his invention and

execution of his art and his theories on art.
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3.3 The llluminated BookdMilton andJerusalem

So far in this thesis, | have argued that
copy of TheWorks of Sir Joshua Reynolds/eals his developing views on the British art world,
taste and other aesthetic theori@$eir roles in the Notebook anldetDescriptive Cataloguare
relatively obvious, in their different ways, both are used to set out his view on British art, in the
case of the illuminated books the presence of the annotations is more difilsgd.mean is
that the glimmers of the anmions in these epic poems are more fully woven intio fpecific
narrativeforms and brought into contagith other concepts nurtured by BlaRéeverthelesshi
theirtransformed and compressed farinis writing on artesurfaced in the prophetic bogk
This section develops this point by focusing aeweral passagé®m Milton andJerusalem
that are particularly rich in its incorporation of the annotations into the universe of the prophetic
books*4

William Blake inserted himself in his ephMilton, A Poem in Two Book$henarrative
followst he poet John Midistowery ansl ingpirasoasihalascerds$ from e | f
heaven to the mortal world after hearing a song about how evil attempts to conquer good. Once
on Earth, MiltonandWilliam Blake ventureout to reshape art and creativity. Later in the
narrativeMilton merges with his feminine half, Ololon, progressing toward the apocalyptic
overcoming of divisions between the sexes, the living and the dead, and human consciousness
andits alienated projections into the external world. This plot is integrated with expansive

references and allusions that range from the Bible to Blake's own life, particularly the difficult

4141t is also important tanalyseMilton andJerusalentogether, because as Northrop Frye argues, they

are fAinsepar abl etdi tantde ud td analt led ye pificc,onas pr el ude ar
l'yric 6And did t hose f ®iddn,isiconneated @verenmote closelyméthtiie whi c h
theme oflerusalem and our hymnbooks have r ecMilworiasd ened it
Jerusalemra s connect ed Reaful Bygnmetrgpg. 813R%. y e 6 s
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relationship with his patron William Hayley. PortionsTdéfe FourZoas Blake's long manuscript
poem, are repeated (often with little revisionMiiton. There are four known copidsut not
one contains all 51 plates. Blake completed 45 platadifton in relief, with some fulpage
designs in whitdine etching, beteen c. 1804 and c. 1811. Six additional platef {eere
probably etched in subsequent years up to 1818. The prose "Preface" (Plate 2) appears only in
Copies A and B. Plateseaappear only in Copies C and D, Plate f only in Copy D. The first
printing, late in 1810 or early in 1811, produced Copie€.Mlake retained Copy C and added
new plates and rearranged others at least twice; the volume was not finished until c. 1821. Copy
D was printed in 1818. As a partly masked wAiite inscription on the tiél page suggests,
Blake may have originally planned to write twelve "Books" for Milton.

Ol ol on, Miltonds female counterpart, has b
world of selfdoubt and the despair that soon follows. In exasperation, she faheznnhability
to comprehend Miltonbés persistent struggle ag
she witnessed his struggle to preserve his innate inspidegpitethe influence of the
ANewt oni an Phant asm, 0 ared&Rotsteau: thihHuheo&sGibpoh& e s o f
Boling¥6bkewonders if she was the cause of th
cause of this? O where shall | hide my face / These tears fall for thetittke the Children of
Jerusalem / Lesttheylen ni hi | at ed i %°Mitton gtterapts toiclarify Wisatisab n . o
stake in the continuous process of protecting his distinctive artistic vision from these external
influences. In an exhortation to Ololon, he explains the crucial difference between Negation and
Contrary:

There is a Mgation, & there is a Contrary

415E141, lines 1aL1.
416E141, lines 1416
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The Negation must be destroyd to redeem the Contraries

The Negation is the Spectre; the Reasoning Power in Man

This is a false Body: an Incrustation over my Immortal

Spirit; a Selfhood, which must be put off & annihilated &

To cleanse the Face of my Spirit by Seaminatiorf!’
The necessity of contraries to creative devel
works. For example, in thdarriage of Heaven and HelBlake established those oppositional
energiear e necessary not only to the idea of prog
no progression. Attraction and Repulsion, Reason and Energy, Love and Hate, are necessary to
Human ex*®Shenftleuman exi stenceo térastiombetaden y depe.
varying contrary moods, viewpoints, and approaches. Unlike the Contrary, the Negation is
detrimental tdife:iti s a Af al se Bodyo that grows over the
retarding any sense of progress, and contractiok foea limited sense of self, closed to the
outside world. Like a snail housed in a too small and solid shell, this external compartment can
diminish the potential growth of the snail. By limiting itself in a constantly calcifying and
restricting shell,le snail is impeded from healthy development. By defending what it has, it is
prevented from developing towards a different
contraries: both feel that imagination liberty and life are in their systems, anchtis¢églash,or
we shall n e v e r “%isonacessahydrictiorsis essengjah to understanding what
the truth may actually be. However, AHobbes I

l'i berty to cl as h*¥histdistincionpetwienfa eontdhry and @ rfegaiion . 0

417E142, lines 3238.

48E34,

419 Frye, Fearful Symmetryl188.
420 Frye, Fearful Symmetry188.
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aligns with other i deas in Blakeds worldview:
al ways hav*® opposites. 0

S. Foster Damon set out to defineasthehe Spec
Arati onal power of the divided manhecomdent t hi s
roleofthe Spectra c r o s s Bl a k e 6 s For Blakeuamindivadualkttdt istdivideHd Isas
fallen away from their potential; a form that is jutkalized in body and mind and uncorrupted
by doubt, deception, or fal se notSpectdssfartod h u mi
depersonalized, setting aside the need for the individual requirement to examine their own
negation. InJerusalemLos declared his perpetual mental fight against his negation:

O thou Negation, | will continuallgompel [sic]

Thee to be invisible to any but whom | please, & when

And where & how | please, and never! never! shalt thou be Organized

But as a distorted &versed Reflexiofsic] in the Darkness

And in the Non Entity: nor shall that which is above

Ever descend into thee: but thou shalt be a Non Entity for ever

And if any enter into thee, thou shalt be an Unquenchable Fire

And he shall be a never dying Warmutually tormented by

Those that thou tormentgsic], a Hell & Despair for ever & evér?

Los6 command of the Negation does not el i mina
forhnisd omi ni on over it. By r e fiscapable gf traversing atcarsdc e nd |
the tortuous and perverse entity. Los alone m

presence, influence, and abilities and he does sotynuously resisting it.

421 Frye, Fearful Symmetryl189.
422E162, lines 3947.
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| believe that Northrop Fryeds application
analysBl akeds poetry is a useful way to approach
marginalia to Reynolds. The margina@rea means to inspect and examine outside viewpoints
and to devel op Bl ak éengetatioo tethoseothervipanpaintsi Jvuernsg éosn  ar
concept ofi ndividuatiord shares some features with this method a process of self
realizationthat invovesthec ont i nu al di scovery of onebds drive
who they really are and can be. The experimentation with opposites like personal and collective,
mind and body, conscious and unconscious assisisthe i vi dual Gheirfulleérand overy
more authentic versi on ThéWdrks ef SisJeshuapresddtijustk e s m
such an inspection of this kind. His annotations attempt to respond to Reynolds as a contrary, as
opposed to a Negation. Essential to the @se®f individuation as explained by Jung was that

the individual must stage an encounter with Shadow, an unpleasant and sometimes immoral side

of their own personality. AThe shadow, 06 Jung
whole egepersom | i HFhe® arri val of the shadow requires
because to become aware of it #fAinvolves recog

present and real. This act is the essential condition for any kind #ieelfiedge, and it
therefore, as a rul e, nM&Eherspressiondrdeniaaithe der abl e
existence of the shadow after its arrival does not deter its persistent action on our psyche. By
denying the shadow, it can result in excruciating troubles vaitaria, addiction, negative

affective tendencies, and a general inability teegist with others. The seknowledge and

recognition of the shadow for an individual,

423 Carl JungAion: Researchnto the Phenomenology of the Self
trans.R.F.C. Hull Bollingen SeriegPrinceton, NJ: Princeton University Press, 1953), 4.
424 Jung,Aion, 4.
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painstaking work extending over along period As he r evi s iThedMbrkstoh e mar ¢
Sir Joshua Reynoldsver the years and carried them over
on just such a painstaking process. While Jun
mind, this Shadowould be applied to external pressures that have been situated in the

individual. This is not a core belief that has been imprinted without any exterior influence,

instead it is cemented by the influence of peers, media, etc. that has impacted theairidididu
shadowbehavioursand perspectives. For Blake, the external influence of Reynolds could be

resonating within his own mind, just as Ololon feared Voltaire had for Milton. In order to

continue striving against internalizing the nefarious philosophiégeactices of Reynolds,

Bl ake used annotations directly on the page t
of selffulflmentand sekk nowl edge and Bl akebds annotations v
course, is not Bl hukbedasse of mstinduencean art, Blakelntag have set | f

him as a shadow presence against his own theories and approaches.

I n order to strive against this internaliz
on the page mentres hisown voice. Wi | e Jungo6s seffulfilmentsasd sefs about
knowl edge, Bl akedbs annotations may be more ak

reflection, set against a negation identity. However, it must be noted that Reynolds himself is not
anegatonoraontrary on his own. Bl akedbs choice to
role that Blake has placed onto Reynolds to explore his own artistic theories and approaches.
This scrutinizing met hod oDisc&utsedarebés i nt er a
|l i kened again to Jungds emphasis on the impor

recognition of the shadow is a fApainstaking w

mi rrors Losd continuous menteael chaghtt eas MméhoD
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acknowl edgement of his Spectrebs persistence
To cleanse the Face of my Spiritby Selk a mi nati on. 6 On the pl ate wh
there is a design at the bottom of the p@gefigure 39): situated in a forest of gnarled and

barren trees, Milton, portrayed in profile and nude, pushes away from him a beast with a
serpentés head and tail and an adjoined dog h
perhaps a referencettoe shadowy nature of ti&pectre or even the previous
bl acknesso that developed when Bl ake all owed
his artistic process while paintifdhe Goat$?° This duatheaded beast could very well the

negation that Milton explained must be wrestled against consistently. The creature looks nothing

like the character because it is not a contrary version of Milton. Instead, it is something

monstrous and of the fantasy realm, a predatory and abstrattede at f or Mi | t ond s

poet.

422E546.
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Figure 3. William Blake,Milton, plate 42, copy A, 1811, relief and whliee etching,
handcoloured 5.6 x 4.20 (14.3 x 10.7 c¢cm), The Br
Kingdom, http://www.blakearchive.org/copy/milton.a?descld=milton.a.illbk.42

An earlier fulkpage plate ithe illuminated book depicts a psychic and transcendental struggle

focused on the nefarious forces ranged against the poet artist (sedfig In the foreground is

Milton, portrayed as a young, nude male with short blonde hair, viewed from behinelft g

is bent forward, and the right is extended back in a lunging position. His right foot breaks the
word"Selfthood" in the text bubble at the bottom of

grasping the neck and head of an old, gowned figure¢bambles Urizen. This figure, we shall
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call him Urizen for these purposes, does not fight back and instead rests his palms on what look

like tablets with Hebrew letters etched onto the face of the stone. In the background, on a distant

hill, a band of five figures play various musical instrumeff&The text bubble at the bottom of

the page reads: -Molood amfnihd d enitte & hFealSsed fFor gi v e
cancerous part of the self must be annihilated to move forward without deceptionoif béift

clear the path of Urizendés | imiting tendencie
music on the hill. By eliminating the poisonous ideas lzfthviourghat are influenced by

others or ourselves, we can continue developing the pottartia¢coming differently.

426 These figures could be interpreted as personifications of the liberated senses, but they also might be
the "sons & daughters" of Rahab and Tirzah who "In all their beauty...entice Milton across the river"
E113,lines 3132
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Figure40. William Blake,Milton, plate 15, copy A, 1811, relief and whliee etching,
handcoloured 15. 9 x 11 c¢cm (6.30 x 4.30 inches),
Kingdom, http://www.blakearchive.org/copy/milton.a?descld=milton.a.illbk.15

For both Blake and Jung, the Spectre and Shadow are to be continuously worked on and fought
against, respectivel y. sdahaisedareuaregulaed aracdsseStra d o w
reliance on only one side of thentrary buttould also be introduced to the individual causing

doubt, a form of selfleceit. The struggle against this oppressive force seems to involve never

ending selexaminatd n . B pemsiktentoeHorts to present thlevated nature of his work and

for it to berecognisedy the public seems to surpass those of other artists at the time.

Consistently, throughout his lifetime, there is an anxiety about Blake and his rac&ytio
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electing to showcase his sefkamination through manuscript annotationgrksand weaving
the threads of the marginalia throughout the rest of his wheliadicates a deliberate and
everlasting betterment of himself as an artist with cleabppbphies.

In an annotation in Discourse VI, Blake makes clear this separation:

It is not in Terms that Reynolds & | disagree Two Contrary Opinions can never by any

Language be made alike. | shgste& Genius are Not Teachable or Acquirable but are

born with us Reynolds says the Contraf{[.]

Bl ake use of t he phasizdsthe disparity beswegn theirtominionse Theranis

a permanent sense to their positiondesteand Geni us as they fican nev
made ali ke. o0 As with Losd decl aSpectrethen of et er
relationship can shift, change, and morph in intensity and reach for the individual. However, the
contrary cannot fid balance with the other.

Despite thepossibility ofmasteing the Spectre, it is a grim foe. lderusalemBlake
explains, in one sentence, that fthe*®Bsectre
brief yet powerful description of gpecte affirms theOxford English Dictionargefinition of
the term as fAan apparition, phant om%°nor ghost
Bl akeds art, he p o rdtainiagyaestactcomdes asfavamiet eni ng, |

creature withbat wings (see figre41).

421 E659.

428E179.

429 Oxford Engli$ Dictionary Onling"spectre, n ,aatessed March 20, 202#tps://wwwoed
com.libproxy.york.ac.uk/view/Entry/186082?rskey=59zAol&result=1 (accessed March 05, 2022).
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Figure4l. William Blake,Jerusalem the Emanation of the Giant Albiplate 6, copy E,

1820, relief and whitéine etching, handoloured 8. 9 x 6. 50 (22.5 x 1
Centrefor British Art, New Haven, Connecticut, Uad States of America,
http://www.blakearchive.org/copy/jerusalem.e?descld=jerusalem.e.illbk.06.

In this image fromJerusalemthe Spectre imposéself over Los, the complicated figure

associated witthe expression and manifestation of imaginatiorBlake. Petrified and posed

|l i ke a statue on two bl ocks of stone, Los gaz
creative force is a necessary moment oferifmination in order for him to move forward with

his creations. This locked gaze is an unpobige, psychical reality thahustbe broken but also

acknowledged if there is to be progression. Had he not gazed irSpelc&reit would still hang
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over him, affecting his creativity and invention. For Jung, that hidden and repressed personality
wasonsi dered fAthe source of evilo that can i mp
realistic insights, o and most relevant to thi
Acreative i mpul ses. 0 Ha thboiurto acknovdedge and toak atthis pt e d
Spectredirectly, the work that would have commenced would have been negatively impacted by
the presence of the shadow. In the Shadow part of our self, there are qualities that can take

An arid, unsatisfactory area and turinto a paradise. The shadow, when it is realized, is

the source of renewal; the new and productive impulse cannot come from established

values of the ego. When there is an impasse, a sterile time in our tespite an

adequate ego developménive must look to the dark, hitherto unacceptable side which

has not been at our conscious disp¥al.
For Jungians, the integration of the Shadow is absolutely necessary for creative power and self
reliance. While not a direct example of this process,ifcen used t o better wunde
expression of this sethastery. In a sense, womkustbe done continuously on the Shadow to
form it into a productive contrary.Spdcttesd conf
will make his future creatiorthat much better and inspired because it means venturing into the
thorny, complicated, and troubling parts of our mind for inspiration and motiv&anrsidering
Bl akeds asserithiiore dt it atndangagisgysvgi treitrdiscourseay be
tormenting oneself. However, the artist that stopgatisursto engage with another who
threatens his own understanding and devel opme

with his wingedSpectre.

430 Edward CWhitmont, The Symbolic Quest: Basic Concepts of Analytical Psychoiggsinded
edition, (Princeton, NJ: Princeton University Pre2820), 164.
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Blake used Milton to wrestle and develdp thoughts as an artist wikeynoldsin the
annotati ons . SDiscoutkdllsvasyparhapsdahg mast indpsriant of all the
lectures as it set the groundwork for his idea of the Grand Style. Taking advantage of the blank
page on the back of thigle page for Discourse lll, Blake deployed a quotation from John Milton
as an epigraph for the lecture:
A Work of Genius i s [sc]bWbe Ikvocdtibhoot Memay &her o bt a
Syren[sic] Daughters. but by Devout prayer to that EternatiSgvho can enrich with
all utterance & knowledge & sends out his Seraphim with the hallowed fire of his Altar to
touch & purify the |i$Ps of whom he pleases
In his Life of John MiltonWilliam Hayley transcribethelengthy passage containitige
guotationfrom The Reason of ChureéBovernment Urged against Prelatyiginally published
in 1642. Bl ake was probably already familiar
guotation into the biography may haedocusedB | a k e 6 s thentact, Miios t . I n
emphasized the visible form of truth and Adiv
religious ideas, and the influence of these concepts on literature and art. Blake clipped the
passage but what followed is relevant to understagnldis point of view:
To this must be added industrious and select reading, steady observation, insight into all
seemly and generous arts and affairs; till which in some measure be compassed at mine
own peril and cost | refuse not to sustain this expectdtmn as many as are not loth to
hazard so much credulity upon the best pledges I can give them. Although it nothing
content me to have disclosed thus much beforehand; but that | trust hereby to make it

manifest with what small willingness | endure tcemtpt the pursuit of no less hopes

1EB46.
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than these, and leave a calm and pleasing solitariness, fed with chearful [sic] and
confident thoughts, to embark in a troubled sea of noise and hoarse disputes, put from
beholding the bright countenance of truth, inghe i et and stil |l air of
stud¥es. o
Thomas Warton, an early editor and critic of Milton, believed the last sentence to be proof that
Mitonwast ed his artistic powers on politics and
those yeas in which imagination is on the wing, were unworthily and unprofitably wasted on
t e mp or a r%In thistmadt, dMitan dvas arguing against the royal prerogative and for the
rights of individuals to judge questions of conscience, unmediated by sistabiorms of
worship or church governance. For eighteeste nt ur y conservatives |i ke
political leanings diluted his epic legacy. However, for readers like Blake, this broader
engagement is not so obviously extrinsic to artistic visioa.BBle 6 s engagement with
certainly crosses political and aesthetic terrains. Directly after he used the quotation from
Mi | t Reas6nsof Church Governmeobmmentean his approach towards the lecture that
would follow:
The followingDiscourse is particularly Interesting to Blockheads. as it Endeavours to
prove That there is No such thing as Inspiration & that any Man of a plain Understanding
may by Thieving from Others. become a Mich Ang&o
If Milton was seeking to includethepubli t o be i nspired by the feterl
overreaching governance of the day, Reynolds was seekiaglitatethe art world for

Abl ockheads, 06 according to Bl ake. I'f the art]i

432\William Hayley, The Life of Milton(London: T. Cadell and W. Davies, in the Strand, 1788)
433 Hayley, The Life of Milton84.
B4 E646.
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images andetchniques lifted from other artists, then turning to Discourse 11l would be a suitable
education. For Blake and Milton, however, the individual must be willing to become inspired
andacton his own terms upon it, in spite of the risks involved when it cenpeiblic reputation.

In this resistanceo conformity,Blake aligns himself with Milton against the destructive force of
Reynolds and the Royal Academy. This redemption is completed by interacting with the
Spectréshadow of the time and responding baxk and seeking higher forms of inspiration.

The annotations on this page are positioned before the printed text of the discourse appear in the
book, establishing his opinion as the first to be encountered by the reader. The reader will be
influencedbyB akebds perspective with the assurance f
the reading and hopef ul ITheybeeome asgatewaygthataritigalke y n o |
the ill-effects of what they will find in ReynoldMilton affirms that he has netned to assist in

the deliverancef Ololonfrom the drainingSpectre:

| come in SeHannihilation & the grandeur of Inspiration

To cast off Rational Demonstration by Faith in the Saviour

To cast off the rotten rags of Memory by Inspiration
Again, the anihilation of the egoistiSp e ct r e can onl y -ebxea nti onnagt ui eornedd a
seen earlier in the pass aeenihilatdnollTte @BDddiiresss now p
selfannihilatonas At he action or fact ofonesownilfgi | ati ng
spec. suicide; annihilation which something brings upon itself. Also: the process or fact of
annihilating or eliminating one's sense of self or individual identity, esp. in pursuit of spiritual

perfection or my*¥Thesecard haf of thé dpfinitioseemszosest toavhat

435 Oxford English Dictionary"self-annihilation, n," accessed March 20, 2022tps://wwwoed
com.libproxy.york.ac.uk/view/Entry/175110?redirectedFrom=aatiihilation
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we can assume Blake intendddhn Jones offers a useful account of the situatidfilton:
AWhen Milton hears the Barodohse shoansg ,p ehrep erteuaaltiezd
the process ofran i h i | aSelihood by felmgusshing his monologic authorial position and
allowing other voices to participate in the creative proo&8d here is, though, a risk in
hazarding the self in this way. One might simply dissolve into the other with wh&kngages:
a result that seems | i ke AEternal Deat ho to f
Milton himself o*37

The exposition of the process as it takes place inthe textis,usefolut 1t i gnor es
designsMilton strangles Urizen fointermingling with his thoughts and inventions and
flourisheswhen hecancreate without restrictions imposed upon him. The images and the text
complicate each other, underscoring the difficulime®Ived in thenecessity of selannihilation

and defeahg the shadovBpectreT he pr oce®xasni mfat i wadord iahnidl afitsiead nf ¢

will allow Miltont o di smantl e both fARati onal Demonstrat
to replace them with AFaith in the Saviouro a
pauseovet he phrase Arati onal demonst migdconmcermed 6 Reyr
with proving that there are standardSTeftea nd Beaut y. He called this

for any artist to understarfé This approach towards the lecture reflects the definition of
demonstration from Jo h nmglestdegreedidedudcbearary in 17

argumental evidence; the strongest degree of proof; such proof as not only evinces the position

436 John H. Joneslake on Language, Power, and S&ifnihilation (New York: Palgrave Macmillan,
2010). 137.

437JonesBlake on Language, Paw, and SeHAnnihilation, 137.

438 ReynoldsWorks I:7.
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proved to be true, but shews t he®®Jmsqguestfory pos

the most convincing exampleo pr oof i s a natural drive, Reyn:
appetite otasteof t he hwuman mind is for truth, o and tF
tastewhi ch rel i shes a dé&WToesatisfacton received from viggeao met r y .

accurate geometrical shape is the same as viewing a beautiful landscape for Regmacing

from the same part of the mind. Next to this
& Harmony are Objects of Reasoning Invention Identity & Mejo ar e Obj ect's of |
To Blake, thanformationderived from Demonstration, Similitude and Harmony are derived

from Reason, a state of developed knowledge whereas sensations evoked by Invention, Identity,

and Melody are from a place of immediat k nowl edge, | i ke intuition.
Reasoningodo are those that are filtered throug
Il ntuitiond come naturally to the individual,

Blake continued to develop his appoh in relation to and agaifRte y n ol d ghat c | ai ms
thest andard of beauty in Nature is fAas true as
to those who $%Witdoyt previoesstady of tvhatisgosautiful in natarevhat
othes have considered to be beautifiile viewer cannot truly take in how or what makes the
scene or object genuinely beautiful. Bl ake, o
iGddrbid that Truth shoul d be Cé&tfiwhanietdly t o Mat

beautiful in nature can only be seen through the same methods of study and rational

439 Johnson, SamueA Dictionary of the English Languaga Digital Edition of the 1755 Classic by
Samuel Johnson. Edited by Brandi Besalke. Last modified: December 6, 2012.
https://johnsonsdictionarytine.com/pageriew/&i=563.

440 ReynoldsWorks 1:200.

441 E659.

442 ReynoldsWorks 1:201.

443 EB59.
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demonstration, then it would be limited to those with the access to those euaicatio
opportunitiest** This does not necessarily mean a Royal Academy art education or even
traditional learning experiences but rather the development of Risasamredover the intuitive
response.
I wi || now consider thefneediotry foaditnsefifra
the above passage. On the back of the title page for Discourse lll, Blake quoted John Milton:
A Work of Genius is a Work fANot to be obta
Syren [sic] Daughters. but by Devout pratethat Eternal Spirit. who can enrich with
all utterance & knowledge & sends out his Seraphim with the hallowed fire of his Altar to
touch & purify the |ip¥%¥ of whom he pleases
The Al nvocation of Memory & ofhreason @egspitetherDaught e
allusion and allegorical figuring) because they require the prior study and consideration of other
works. The ADevout prayero to an AEternal Spi
whom he pl eas ermsgrationsvithano grarequisite educatoh but rather the desire
and drive to be enriched by the divine. These
areas of Bl ak e 6 s Desariptite Catajoguetoncritiaize the dependeree an h e
classical and external works of art to create new wétkFhis quotation from Milton underlines
the same sentiment that Blake has given his version of Milton for the illuminated book of the
same name. The divide between Memory and Divine Inspiration rageghancreative world of

Milton, complete withthe poet character of William Blake spiritually/physicadlytering the left

4Bl akeod6s faith in genius may seem exclusive, but
of study Reynol dsdéds pathway requires is exclusive
varied and challenging to discuss succinctly.&or excel | ent st udy Romantchi s, s e
Genius and the Literary Magazine: Celebrity, Polit{eoutledge, 2005).

45 E646.

446 E531, E555.
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foot of a poet, heavenly bards, and shapeshif
Miltonds quotate omagpe dfheDibackumndgetllitll, he sur
The following [ Lecture ]> <Discourse> is particularly Interesting to Blockheads. as it
Endeavours to prove That there is No such thing as Inspiration & that any Man of a plain
Understanding may byhieving from Others. become a Mich Angelo [si¢f[’]
Discourse lll is often considered one of the most important of all the discourses delivered by
Reynol ds. In this lecture, he outl i“fAsd the fg
discussed dength earlier in the thesis, the Grand Style, a description of a particular sort of
Hi story Painting, was the most heralded genre
principleso are outlined i n t hyilderebtieggd ur e, and
Bl ockheadso then that would ensure that the d
Blake believedthat Reynolds suggested that if a man with typical faculties can adopt methods,
concepts, compositions, and styles from otllees he too can become a great artist. Of course,
this would be an alluring lecture for a beginnartjst,but the danger is far too great for Blake.
Not only would the budding artist become disappointed and disillusioned with the art of painting
if they are unsuccessful, but the grandeur of artists, like Michelangelo, would bleckiostre
The denigratia of art was not the only threat that Reynolds represented to Blake. Not
only is the notion that anyone could succeed as a painter, but those who refused to play by such
rules would be cast aside as m@dntinuing his speech, Milton says:
To cast asiderdm Poetry, all that is not Inspiration
That it no longer shall dare to mock with the aspersion of Madness

Cast on the Inspired, by the tame high finisher of paltry Blots,

447E646.
448 ReynoldsWorks I:5.
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Indefinite, or paltry Rhymes; or paltry Harmonfég.
Theactofiaspersiono in a religious context is the
conventional sense, the fAaspersion of Madness
reputation or integrity of another. The careless scattering of murmurs of madnassitors by
those who disperse useless fAblots, o0 fArhymes, O
condoned, objects of reason, would be harmful to the intuitively inspired. In the marginalia to
Discourse |, Blake wrote in the header:
Reynoldsgsic] Opinion was that Genius May be Taught & that all Pretence to
Inspiration is a Lie & a Deceit to say the least of it [ If the Inspiration is Great why Call it
Madness ] <For if it is a Deceit the Whole Bible is Madness>This Opinion originates in
the Greeks &ling[sic] the Muses Daughters of Mem&r§
For Blake, Reynolds cares little about Inspiration, believing it to be a misguided method of
learning how to create ait worst nothing more than madness mentioned, Reynolds
emphasis on the studied compakion of beauty would likely render the apprehension of
beauty through intuitive means to be delusionatdresimmi s gui ded. The fADaught
Memoryo resurface again, guiding ¢fskkle reader b
Daughter so ¢tefl froMdomoMiltgn by Blake in the marginalia.
Later inWorks madness, inspiration, and tBile come up again, this time in Discourse
VI. This lecture by Reynolds was an incendiary topic for Blake: concerned with imitation and
i nventi on ebdeibnyg bfieacngguicronver sant with the inve

isomet hing to be gat her e®Thé presidentefthe Royal Sc hool 0

449E124
40EB642.
41 ReynoldsWorks I:6.
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Academy suggests that the Venetian, French, and Dutch schools will all display something
worthy ofattention and perhaps even of imitation by an artist. The hope is that the artist will
incite fAhis own imaginationo to Arise and tak
results or effects from others. However, if the artist is lacking in ¢éidmcaarly in their career,
their early powers of invention, composition, and execution can limit their potential influence.
Regardless, there is something to be learned from these artists, Reynolds lectured:
Men who although thus bound down by the almmgincible powers of early habits,
have still exerted extraordinary abilities within their narrow and confined circle; and
have, from the natural vigour of their mind, given a very interesting expression and great
force and energy to their works; thougleytcannot be recommend to be exactly
imitated, may yet invite an artist to endeavour to transfer, by a kind of parody, their
excellencies to his own performarfé.
Although this advice can be interpreted as positive towards those who have been successful
despite their educational and professional circumstances, Blake found this to be misguided. In
t he margi n, Bl ake answered: fiHe who Can be bo
Bound it may be Rendefdic]| ndi gnant & Outr ageofrosthis,kend a | i n
concludes his annotation [gidmak &s bl he aWi-lge oMan
Sol om®3B[l alkk@ds form of Genius is not the same
that comes with its own desires, compulsions,fanck; for Reynolds, genius is simply the spirit
that an individual can possess. This fundamental difference between the forms of Genius can
give insight into the complicated differences

made Al ndi gea@awnd o & fOutammper ed with too indeliceé

452 ReynoldsWorks 1:180.
453 E658.
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is reduced from Ecclesiastes 7:7, which reads
and a gift destroyet h t lkeotherparts dftheBiblEthatéte ook Ec
took much inspiration from like the Book of Job and Proverbs. This wisdom literature genre in
the Bible is reflective, contemplative, instructive, and complicated. Indeed, Ecclesiastes is a
highly ambiguousook as the messagj@uctuate between optirmin and pessimism, belief and
doubt,enlightenmentandconfusion The contradictory nature of the book would be appealing to
Bl akebs requirement for contrary existence. I
would mean that the negatiurdluence of their surroundings can make the man with the most
genius seem unreasonable to follow. Further still, the ending of the Ecclesiastes 7:7 would
extend towards Reynolds. The individual that accepts a bribe has his heart dffeetewld®
bribewas to be givethe prestige opresidencyf the Royal Academy of Artn exchange, he
losttheintegrity of his intuitionsHowever, the reader of the marginalia would need to know this
verse from the Bible or be keen to search for it. Blake krntbergeferenceas shown by his
guotation of the line as by Solomon and not from using a chapter and verse citation.

To Blake, artists not keeping in time with
methods were dismissed entirely or asmentallysuitabk. One of these mentioned in the
marginalia tolorkswas John Hamilton Mortimer (1740/79). A painter and etcher, Mortimer
enjoyed early success with his history painting, winning the first prize for his pa8ttingul

Preaching to the Ancient Britoms 1764 (sedéigure 42).
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Figure42. John Hamilton MortimerSt Paul Preaching to the Ancient Britorig64, oil

on canvas, 158 x 1970 (400 x 500 cm), The
Kingdom, https://artuk.org/discover/artworks#saulpreachingto-the-ancientbritons

26914

Mortimer regularly exhibited at the Society of Artists every year from 1762 until 1777 and not
with the Royal Academy. In thearly 1770s, Mortimer began experimenting with less grandiose
subjects of painting likeandittiscenes, dark magic, and monstrous figures (sae=figg). His

shift in subject and extreme depictions of passion connected him to artists like Henry Fuseli and

James Barry, two other artists that Blake venerated in the margindiarks
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Figure43. John Hamilton MortimenVian Attacking a Monsted 7761780, oil on canvas,
11 3/4 x 14 inches (29.8 x 35.6 cm), The Y@kntrefor British Art, New Haven,
Connecticut, United States of America,
https://collections.britishart.yakdu/catalog/tms:943

I n Bl akebds | engthy not Worksn iitMuoer thiantekr owa st h[e des
Mocked ] <calldsicla Ma d m&tWhile.theré is little to find on the reputation of

Mortimer, his allegiance to the Society of Artistglaversion to the Royal Academy would

surely make him somewhat of an outsider to the British art market. The established institution of

t he Royal Academy would solidify an artistéoés
increasingly bizarre and experintal works moved away from the revered history painting and

into fantasy.

451 E636.
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Bl ake uses the word dpal tMipmyetveryrargyin i mes i
his collected writings. Perhaps the mterst sighn
to the editor of thélonthly MagazineBlake began his letter with a confession that, his
Ai ndignation was exceedi mfHey r mo Voaubkt&gdindérseadi ng
and His Sons Starving to Death in the To@i&806).While this may seaa like a departure from
the llluminated Books, it is important to remember that Fuseli is one of the few artists mentioned

by name in the marginalia Works

P fiss Y 5 : X D E—

1 - |

Figure44. Henry FuseliUgolino and His Sons Starving to Death in the TqQW&06,

Pen and black ink and brush and blagiey, and red wash, over traces of graphite, on
greyishi vory | aid paper, 25.2 x 20.50 (63.9
Chicago, lllinois, United States of America,
https://api.artic.edu/api/vl/artworks/7566/manifest.json

-_
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Figure45. Joshua Reynold§ount Ugolino and his Children in the Dungedi770
1773, oil on canvas, 21 x 280 (52nited 72 <cm)
Kingdom, https://www.nationaltrustcollections.org.uk/object/129934

I n 1773, Sir Joshua Reynolds completed a pain
punishment. The @unt, a treacherous nobleman, was sentenced to be locked away in a dungeon
with his male heirs and abandoned. To strespaiignancyof the situation, Reynolds selected a
moving passage from Danteds accountionof the me
catalogué in the original Italian, translated here:

| did not weep, | turned to stone inside;

they wept and my little Anselmuccio spoke:

Awhat is it, father? Why do you | ook that

for them | held my tears back, saying nothing,

all of that dayand then all of that nigl{e>

455 Translation from Postl&ir Joshua Reynold3he Subject Pictured41.
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Since the founding of the Royal Academy, this was the first time that Reynolds presented a
history painting of this nature. His fame arose from his unique ability to create portraits in a
grandmanner put this grim subject matter was a major turn in hieer and for the Royal
Academyodés reputation. The president of the RO
grand style of historical painting but executed fanciful portraits could not compete with the
continental academieshe Morning Chronicle ashLondon Advertisenarshly reviewed
Reynol dsdéd efforts, insisting that anyone in F
at first glance, judge [the picture] to be the rude disorderly abortions of an unstudied man,
of a portrait painter, who, quitting the confined trackevehhe was calculated to move in
safety, had ridiculously bewildered himself in unknown regions, unfurnished with either
chart or compas®®
The assigning of Reynoldsd role as a portrait
painting would cearinly be a blow to the credibility and authority of his status. However, not all
reviews were as eviscerating as this. For example, in a section concerning the persuasive pathos
of |iteratur e almfdmmaos pWa iQhée@etids gnd Wings of Aléxander
PopeWart on added a footnote about Reynol dsd pic
Sir Joshua Reynolds, whose mind is stored with great and exalted ideas, has lately shewn,
by a picture on this subject, how qualified he is to preside at the Royal Academy, and that

he has talents that ought not to be confined to pogeaitting*°’

456 The Morning Chronicle and London Advertis80 April 1773.
457 Joseph WartonAn Essay on the Genius and Writings of Pdjple ed.correcteq 2 vols., (London:].
Dodsley, 178}, 264.
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Both the negative and positive review of the
However, inThe Public Advertiseithe failure of the painting to launch comes badk&

public. The reviewer admitted that @Athe Expre
Chiarob6Scuro [sic] bold and the Colours har mo
wasted on such a grotesque s erbpjogeddnapldasinig t he s
Subject, it would have enchd@fThesdhjectasslfisit may n
terrifying to the impressionable public acan potentiallyoverwhelmtheir ability to appreciate

the excellence of the composition.

Blakebel i eved t hat t-deftubad maekncéwi dbhty was
likes of those at the Royal Academy andgbepticakreviewerwhichwas fAassi duously
and planted among t he B%Tgahks ® this geletbrnis inftuenaeg a i n st
frank and clear criticism was undermi tmagged by p
of English amateurso has been distorted by FI
doubt brought on by Reynolds. As a result,ghblic:

are easily browbeat on the subject of painting; and hence it is so common to hear a man

say, Al am no judge of pictures: o but, O E

judge of pictures, and every man is so who has not been connoisseciredt of his

sensed®
An oftenrepeated theme, the natural ability to see and recognize great art is something that an
individual is born within themselves. Through pervasive and negative influence, this natural

sense can be obf useviews ef His firsthistgry paihtidgspesemed xatehe

458 The Public Advertiser28 April 1773.
459E768.
460E768.
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annual exhibition may have affected Fuseli s
in 1806. Quick to defend the painting from a negative review, Blake wrotdhthly
Magazine statingthat:

Mr. Fuseli'sCount Ugolinais the father of sons of feeling and dignity, who would not sit

looking in their parent's face in the moment of his agony, but would rather retire and die

in secret, while they suffer him to indulge his passionate andenngcief, his innocent

and venerable madness, and insanity, and fury, and whatever paltry cold hearted critics

cannot, because they dare not, look uf$én.
Bl ake decl ared the painting to be Atrulky subl
paint. Bl ake el aborated that the current tren
certain connoisseurs, o0 so intensely that fthe
t he gl oom o%?Again,the efféct of tieeréarnaliworld can cloud those who do not
have the determinate organs capable of envi si
unable to judge Fuselids painting because of
the past. Fuseli oversicareer received a mixed reception from reviewers but the choice for
Blake to interject in this case may have to do with the previously reviewed painting of the same
subject by Reynolds.

| n Mi | t o A [fviso demares@entands:

That it no longer shhtlare to mock with the aspersion of Madness

Cast on the Inspired, by the tame high finisher of paltry Blots,

Indefinite, or paltry Rhymes; or paltry Harmonies.

41E768.
462E768.
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The use of the word fApaltryo here andnalsn t he
a connection. While there are no known accoun
Ugol ino, | believe it can be inferred that BI

The grandeur of Fuseli 6s | ngnompapablethander i ng of

Reynol dsd version. I f the publ icoudanaendure not ha
Fuseli 0s.
When considering the connection between this passageMibtoma nd Bl akeds 1 r a

response to a reviewer and Fuseli, it shouldrmerstood that Fuseli is mentioned twice by

name in the marginalia to tM¢orks of Sir Joshudl he first reference is on the back of the title

page. A blank page, Blake uses the space to introduce his thoughts on the rest of the volume.

Using black inkpstb ook bi ndi ng, Bl akeds | arge manuscript
Having spent the Vigour of my Youth & Genius under the Opression [sic] of Sr Joshua &
his Gang of Cunning Hired Knaves Without Employment & as much as could possibly be
Without Bread, The Reader must Expect to Read in all my Remarks on these Books
Nothingbut Indignation & Resentment While Sr Joshua was rolling in Riches Barry was
Poor & [ independent ] <Unemployd [sic] except by his own Energy>Mortimer was [
despised & Mocked ] <callgsic] a Madman> [ | now despise & Mock in turn although
Suffring [sic] Neglect ] <& only Portrait Painting applauded & rewarded by the Rich &
Great.>Reynolds & Gainsborough Blotted & Blurred one against the other & Divided all
the English World between them Fuseli Indignant <almost> hid hirdgelfas |

<am>hid'®3

463 E636.
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This intraductionassertshe impact of Reynolds on other English artists. Reynolds and
Gainsborough stand against the rest of the artists who have been made poor, unemployed, and
hidden from the public. Bl ake cl ai meagfromhat Fu
t he worl d. For Fuseli to be provoked to wrath
unworthy, wunjust, or ungr at eMilton.Iftlde pdltny bldtsh er con
rhymes, and harmonies are excluded from the worldFseli can return to create, free from
the restraints of the critics and reviewensgd no longer temperdxy theundeservingrtists like
Reynolds.

After clarifying between the true artist a
Mi | t on Oresunsep e e ¢ h

Who creeps into State Government like a catterpiller [sic] to destroy

To cast off the idiot Questioner who is always questioning,

But never capable of answering; who sits with a sly grin

Silent plotting when to question, like a thief in a cave;

Who publishes doubt & calls it knowled§e
While these lines do not indicate a specific person, | believe it can be interpreted as Reynolds.
Because of his role as the first president of the Royal Academy, his pegsanherently
political. Earlyinte mar gi nalia of the vol ume, Bl ake wro
to Serve Political Purposes [First to Serve Nobility & Fashiondht#e& Sr . Ivshua ] 0
Reynolds, Nobility, Fashionableaste and the government are being served by the publication
of theDiscourses The <caterpillar, a reoccurring symbo

creature. The caterpillar, while in a larvae state, is a destructive creature: eating away the leaves

1E142.
1S EB41.
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of growing plants. In théMarriage of HeavenandHell one of the Proverbs o
the catterpiller chooses the fairest leaves to lay her eggs on, so the priest lays his curse on the
f ai r e $%The caterpdllar 6an stand for a person in powble to change and destroy the
natural beauty of the leaf and of human joy. However, the caterpillar can grow and change into
something of magnificent beauty. But if it remains in its early state, it will only be a destroying
force. Like the art studemtat the Royal Academy and the English public, if they are impacted by
only the eggs of the caterpillar and do not remove the incrustation, they will only Beffeaps
this critique of Reynolds as the creature of state corruption feeds into the teaaferpillar
developed in this passad#lake also likens Reynolds to a dog in the marginadlia. Mal one 6 s
fiSome Account of the Life of Reynolddhye descri bed Reynol dsdé heari|
explanatory footnote, Mahooynae person,thehedidware n i n ¢
well, without %Bd a&kied refs pao ntdrewlmpget tthe footnot
can Every body [sic]; but bri ffwhilecalinfPeopl e &
someone a fisly dogadblelmleasfirsngance, § veedowk at the Mdtona
passage, this sentiment is echoed. Milton hop
Questioner who is always questioning, / But never capable of answering; who sits with a sly
gr i n[ . ] Ilds feighed Rsehganng difficulties to aid him in avoiding discourse, then the sly
dog and the one with the sly grin could very well befauh the same cloth.

Further still, the descriptions of this destroying force are of smiling and grinning.

Reynold was known for a generally pleasing disposition. On the back of the title page of

Di scourse |, Bl ake wrote: il consider Reynol d
466 E£37.

467 Malone,ed.Works I:Ixxxix, note 51.

468 E640.
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Simulations of the Hypocrite who Smiles particularly where he means to Betray aitis Bf
Rafael is |ike the Hysteric S%YHWRéyenwolfdR@vsemiglee
weapon; one that is full of deception and ven
Compare this to the speech degcension|hemksoiwher ei n
Benevolence & Virtue And those who act with Benevolence & Virtue, they murder time on
time / These are t he de s destracyioenmasks hosftruedneemtions al e m|
with fibenevolence & fMepfuapsbo&veanpdsosum[l ap t
passage can only be about Reynolds but the similarities to the marginalia are undéhiable.

Reynol dsdé peculiar reliance on the I|literar
intended targetof thei ne A Who pretend to Poetry that the\)
Discourse Il, Reynolds extended the language of poetry to painting. Metaphorically, he described
the process of learning language to learnimggvisual art of painting. Young artistsdikoung
children must | earn the grammar of art, At he
very properly call eti'AgamednDiscaursg ¥) awhee comsitleringthe ar t [
subjective defect Reyhadssadd i n Titiands wor ks,

in painting, what language is in poetry; we are all sensible how differently the

imagination is affected by the same sentiment expressed in different words, and how

mean or how grand the same object appears when presented to us by @iferient’.’?

In Discourse VII, Reynolds extends the sister arts to the painter again:

49E642.
“The phrase from ABYy imitation of Natures | mages
reference to Reynoldsé pedagogy at the Royal Acad

to create and improve from underscore the importance ofyiagtiNature.
41 ReynoldsWorks 1:25.
472 ReynoldsWorks 11:53.
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The poet and actor, as well as the painter of genius who is well acquainted with all the

variety and sources of pleasure in the mind and imagination, has little regsirehdion

to common nature, or creeping after common sense. By overleaping those narrow

bounds, he more effectually sei$sig] the whole mind, and more powerfully

accomplishes his purpo$€.
There are numerous ext ens.i ueasattheWRogatAcademygoret r y
Blake, the line fronMilton, A Who pretend to Poetry that they
guide the reader back to finding Reynolds culpable for the destruction. The destructive impulse
of Reynolds is also a fixationinlBa k e 6 s maMorgsi nal i a t o
I n Mal onebés account of Reynoldsdé funer al proc
Joshua for having destroysicl Ar t he,cdntnuechnd | ambasted the attend
who See Painting want to Destroy Art &de ni H*gJhe] @€r i ti ci sm of Reynol
of art continues in the marginalia with the lectures as well: on the back of the title page for
Discourse |, Blake went into longer detail:

| consider Reynolds's Discourses to the Royal Academy as thaafions of the

Hypocrite who Smiles particularly where he means to Betray. His Praise of Rafael is like

the Hysteric Smile of Revenge His Softness & Candour. the hidden trap. & the poisoned

feast, He praises Michael Angelo for Qualities which Michael Angéhorrd[sic]; &

He blames Rafael for the only Qualities which Rafael Valued, Whether Reynolds. knew

what he was doing. is nothing to me; the Mischief is just the same, whether a Man does it

Ignorantly or Knowingly: | always consider'd True Art & True Artists to bei@aarly

Insulted & Degraded by the Reputation of these Discourses As much as they were

473 ReynoldsWorks 1:210.
414 EBA41.
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Degraded by the Reputation of Reynolds's Paintings. & that Such Artists as Reynolds, are

at all times Hired by the Satan's. for the Depression of Art A Pretence: afcAlestroy

Art [3 or 4 erased lines follow#]®
There are more examples of the sabot &ye perpe
The complicated and changing positions and opiniol¥sooursesave been pointed out
during their time and for yesuafter. Perhaps this wavering opinion is what inspired the line
AWho publishes doubt & calls it knowledgeo in
to be remembered and taken seriously for young artists, then surely, they should remain
congstent. While Blakdavouredthe contrary, he did not favour contradictianitself. In the
marginalia, his intentional inking over pencil, demonstrated his own desire for consistency of his
own thoughts.

Between the years 1804 and 1820, Blake was usggnnotations to build his mythopoetic

uni v er s derusademarkecEnanatiaf The Giant Albiorwas his final and longest epic
poem. Difficult to explain and even more difficult to understand, the dggatrof Jerusalem
tells of the fall and thegstlapsarian scenario of man and EnglaRge following quotation is

what | will provide examples of the annotations from:

Let the Human Organs be kept in their perfect Integrity

At will Contracting into Worms, or Expanding into Gods

45 EB42.

478 fiFools opinions & Endeavours destroy Invention!  Effletngvertravelled to heaven to gather new
ideas; . . .The Man who never in his Mind & Thoughts traj&t] to Heaven Is No Atrtist. . . no other
qualifications than what . . . a plain understanding can confer. Efrtds® who are above a plain
Understandingre Mockd[sic] & Destroyd][sic] by this President of Fools; If the Venetians Outline was
Right his Shadows would destroy it & deform its appeajancd 6 E65 1.
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And then behold! whaare these Ulro Visions of Chastity

Then as the moss upon the tree: or dust upon the plow:

Or as the sweat upon the labouring shoulder: or as the chaff

Of the wheatffloor or as the dregs of the sweet winress

Such are these Ulro Visions, for tho wedsitvn within

The plowed furrow, listningsic] to the weeping clods till we
Contract or Expand Space at will: or if we raise ourselves

Upon the chariots of the morning. Contracting or Expanding Time!
Every one knows, we are One Family! One Ndassed for ever
Silence remaingsic] & every one resumfsic] his Human Majesty
And many conversed on these things as they lalsigicat the furrow
Saying: It is better to prevent misery, than to release from misery
It is better to prevent error, thamforgive the criminal:

Labour well the Minute Particulars, attend to the Lititees:

And those who are in misery cannot remain so long

If we do but our duty: labour well the teeming Earth.

They Plow'd in tears, the trumpets sounded beforgdlaen Plow
And the voices of the Living Creatures were heard in the clouds of heaven
Crying: Compell[sic] the Reasoner to Demonstrate with unhewn
Demonstrations

Let the Indefinite be explored. and let every Man be judged

By his own Works, Let all Indefites be thrown into Demonstrations

To be pounded to dust & melted in the Furnaces of Affliction
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He who would do good to another, must do it in Minute Particulars
General Good is the plea of the scoundrel hypocrite & flatterer:

For Art & Science cannot extibut in minutely organized Particulars
And not in generalizing Demonstrations of the Rational Power.

The Infinite alone resides in Definite & Determinate Identity
Establishment of Truth depends on destruction of Falsfggjccontinually

On Circumcisionnot on Virginity, O Reasoners of AlbidA’

Identity is not lost in either the contraction or the expanding of the infinite séisegue

cul mination of Bl ak e dJerusalgnoscha testopatoa of to@lsdentity ap p e
to theentire creation, and this is accomplished by the final reunion of identity as inner form with

the outer form or Alineaments o8& inMaauting,ther ej o
Circumference & Fan.o*’® The narrative voice of the epic poéssues an imperative statement

to the inhabitants of the material world who have allowed their creativitjadodrto become
sqguandered into misguided reason: ALet the Hu
will Contracting into Worms, orEp an di n g 4°This briefGentiment i an excellent
example of the mutability of Blakebds perspect
traced back to the annotation foundMorks of Sir Joshual f man can ALet the H
be Kept intheir perfect Integrity[, p t hen t hey wisblélyomtlretsendbyy depende

information made available in the material wdfi.

41TE205, lines 367.

48 Daniel StempeliBl aked6s Monadol ogy: T,hbtosad: Am Interdissiptnarg f Per s p
Critical Journal 8, no. 2 (1975), accesshthrch 20, 2022https://www.jstor.org/stable/2477697/MB257,

line 22.

419 E205, lines 3637.

480 E205, line 36.
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Bl ake responded to Reynoldsd blindness to
who have been Educated witfiorks of Venetian Artists. under their Eyes Cannot see Rafael
unless they are born with Determinate Ordans] Jerusialemheprovidesan elaboration of the
i dea of de tthatrsuggesteathendivaduadh@sas innate ability to perceive or
sense that is not dependent upon education or experience. In this examplefosalemif we
can A[l ] et the Human Organs be kept in their
tosee asthingstrulyaré.f t he AHuUuman ©Geadigthisfispoe rafreec tmalinntteagir i

would mean they are truly determinat@clouded by false teachings liRee y n owithies 6

experiences that have misled him To Bl ak e, R e yim\tehetas értistoyihase d uc at i
obscured his visioto the pointthah e cannot perceive Raphael at a
gener al | ack of perception has all owed his or

that is so critical to truly seeing and perceivifThis is even more dangerous and alarming to

Blake because Reynolds was at the forefront of art education in England.

The i mperative statement, ALet the Human O
At will Contracting i nt o “umrbegnsthipassdgipaan di n g
excel ent example of the mutability®ThéwoBl akeds p
Aorgano appears often in Blakebds work in rela

earliest example is iMhere is No Natural Religigwomposed in 178®neof Bl akebdés ear |
works There is No Natural Religios a brief exploration of his initial aesthetic theories.
Presented like an emblem book with aphoristic statements on perception, desire, and knowledge,

the work concentrates on the organs of sihe concept of the physical process and

481E205, line36.
482E205, lines 3637.
483E205, lines 3637.
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interpretation of vision, reason, and the limits of experience are developed in numbered

aphorisms. He begins lanalysing he fAnatural or bodily organso

i per c*The iaformationand experiences that man perceives inform his desires and

perceptions but, fAMans [sic] perceptions are

[ sic] more than sense (“fTheabiltyoobservesndependently e ) ¢ a

from the physical organs or any sense means that man can perceive past these earthly sensations.

Going back talerusalema work that was completed 16 years aftieere Is No Natural

Religion we can see the devel opment a@dnsheKaptsn i dea.

their perfect Integrity[,]0 then they wil/ no

available in the material world. After all , i

Ai nto wormso or the phyveidsald whilkdmeansxpaad

spiritual world can be d%cessed by the fAHuman
Of course, this trajectory of change in BI

two examples. In his annotationsftbe Works of SirJoshuB| ake responded t o R

blindness to Raphael 6s frescoes in the Vatica

of Venetian Artists. under their Eyes Cannot see Rafael unless they are born with Determinate

Or g a rf®&This r¢-amergencef perceiing organs and sensing ability from 1788 to 1793 is

not fundamentally different: ifithere is No Natural ReligigiBlake emphasizes the ability to see

beyond the physical organs we havel, in the annotatioh,e emphasi zes the i1 nd]

to sense. The organs have become more nuanced

would seem to imply that are bound or limited, in time, space, extent, position, character or

484 E2.

485 E2.

486 £205, lines 3637.
48TEBG37
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nature. This means that each indiwal has an innate ability to perceive that is not dependent
upon education or experience, rather it comes naturally to the individual. In this example from
Jerusalem i f we can fA[l ]et the Human Organs be ke
individual will be able to see as thingstruly &% f t he fAHuman OrgansoOo are
Aperfect I ntegrityo that would mean they are
unclear by limited perceptive ability due to bad habits or false edacatio To Bl ak e, Reyn
miseducation due to Venetian artistry has obscured his vision and because of his lack of innate
vision, he cannot perceive Raphael at all. Re
allowed his organs to deteriorate away om t he fAperfect I ntegrityo t
seeing and perceivirf§®

In Discourse Ill,Reynolds emphasized the ability to idealize and create perfect forms
from the intensive contempl ati on, w©gdabguiGus i s on,
comparisono wil/l acquire a fijust idea of beau
imperfect state by her more perfect. His eye being enabled to distinguish the accidental

deficiencies, excrescences, and deformities of things fremdeneral figures[}° He admits

488E2 line 36.

®As always, the Vision and Organs thing is playin
works. There is another thing that | could adthis, but | was unsure if it would fit here. Essentially,

there are some places in which Blake arguesathiatals also haveyesb ut t hey donét have
sense or perceive the same way in which humans can which means that there must be something beyond

the regular organs. Misions of the Daughters of Albion A Wi t h what semshnsi s it tF
the ravenous hawk? / With what sense does the tame pigeon measure out the expanse? /With what sense
does the bee form cells? have not the mouse & frog / Eyes and ears and sense of touch? yet are their
habitationso (E47). drmnoet ateimo mgd eidn mree o 0 Bd ea kte®d sRe )
Raphael | earned from |iving in Rome around the gr
Angelo or that Mich. Ang: taught Rafael., any more than | believe that the Rose teaches tieaLiltly

grow or the Apple tree teaches the [ Pine tree to bear Fruit ] <Pear tree how to bear Fruit.>l do not believe

the tales of Anecdote writers when they militate
Bl ake writes fiMaonr evatrhiaens Afnrioma |Mafnr oom Ani mal of Dif
response to Reynoldsd suggesting that heavenly in

the Old Masters
4% ReynoldsWorks,|:58.
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thatit may seem paradoxical to study the form in nature and abstract away the imperfections but
insists that Athis idea of the perfect state
greatleadingprinpil e by whi ch wor ks “WhileBakeidaesnotaisee ¢ on dt
the word Aorgano in his response, it should b
the true form of things in his annotation:

Knowledge of Ideal Beauty. is Not bee¢ Acquired It is Born with us Innate Ideas. are in

Every Man Born with him. they are <truly> Himself. The Man who says that we have No

Innate Ideas must be a Fool & Knave. Having No-Seience <or Innate Sciencd&®
As explained above, the ability to smed perceive is not housed solely in the mundane organs of
the eye. The inherent ability to see is somet
this ability have been looked over, misled, or obscured by education or experience. The human
actons of sensing and perceiving are an essent.
been fAkept in tfReir perfect Integrity.o

Despite the innate nature of the vision and perception, the ability to see as things truly are
isimpacted by environmémnd experiencenot least by false teaching The AUl r o Vi si o
Chastityo that Bl ake c allJergsalaminteescoteithen t o i n t h
vulnerability of creative vision and process to manadl aesthetimiseducatiorf® Ulro, featured
inB | a Kreud&as Milton, andJerusalems the material world which we all inhabit. S. Foster
Damon points out that 6Ulrod and 6the World o

existence untillerusalemin which Ulro becomes the embodimentied South directiofi®®> The

491 ReynoldsWorks,|:59.

492E648.

498 E205, lines B-37.

494E205, line 38.

4953, Foster DamorA Blake Dictionary: The Ideas and Symbols of William Blakmlated ed (Hanover,
NH: Dartmouth College Press, 2013). 4%7.
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cardinal directions in Blakebds works are | oad
Urizen, who guides the real and material worl
described by their extraneous elensemtby-productsof the physical world, in the view of
Damon. For exampl e, trree sidd edyess oorfi e et lsavewert d ens
that are filtered from the emaroduct of wine*®® Instead of sensing the wine as what it becomes
andexistsgs t he focus is on the excess material. T
by-productof the human creative process of physiahbur, ignoring the resulting product of
saidlabour®®’ In these two examples, the external material waste as kieharreative, the
visionary result is ignored. Towards the end of this passage, the Living Creatures in Ulro cried
out that, they desire to ACompell [ sic] the R
De mo n s t r*The Reasofier, dr Orizen, is the governathefrealm they inhabit, and
speaking in his | anguage, they want him to #Ad
empiricist and materialist, the act of demonstration is the best way to represent what is created
and made real.

However, therequestfo t he demonstration to be fiunhewr
or moderated by tools, leads us into the circumcision symboligeriusalemEdward J. Rose
argues that it is the fAdramati zati o*#Trdyf hi s i
inspired art is that which is revealed rather than obscured, and with the correct vision and action
it can be a fikind of secpPAswimylstiedegt @epminn atneé y

the individual either possesses or does not possess lihetalieveal the obfuscated by seeing

496 E205, line 41.

497E205, line 40.

498 E205, lines 567.

49 Edward JRoseiCi r cumci si on SyJatsalem 8tudies imRoBant&igBeNd. <
(Autumn 1968): 1625, 16.

%00 Rose fiCircumcision Symbolism H6.
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in different senses: the material and the vis
destruction of Falsehood continually, [/ On Ci
the ability to remove the figirs of education, experience, and materialism as a means to reveal
the outline of forr’®*For Bl ake, fAthe imagination cuts the
outline which defines the difference between thenanman and t he human, 0 ac
Rose3%?| agree but believe that this extends past thetmonan and human and caearelaid to
any material or visionary object. By removing the ordinary and excess material of education and
experience, the true outline of the form can be revealed. Like the earlier lines that focused on the
sediments in the wine and the sweat on the labostinglder, the unadorned and stripped away
vision is one thais able tadisplay the fullness of the object.

The complete nature of the object is not the generalizeddought by Reynoldsut
rather the determinate f orfimmi nTuhtee fpoacrutsi counl atrhseo
centrat o Bl akeds i d.elkae narrftioraim Jerusalem delivevsiaghoristio advice:
iLabour well the Minut eorPed¥Spéakingfothoseqgftheat t end t

material world, the narrativeice knows precisely the materiality labourandits results. In

Reynoldsd first | ecture at the Royal Academy,
di stracted by Athe minute accident al di scri mi
responded in the margi n: AMIi nute Discriminat.
Mi nut e Di s®*Thembrrata oferusalenrdnd Bl akeds voice in the

a similar position on the importance of the particular. The naékator advi ce comes fr o

of wisdom, guiding the Ulro inhabitants on how to live in artistic and creative prosperity.

501 E205, lines 66&7.

502 Rose,fiCircumcision Symbolisnd,19-20.
S03E205, line 51.

504 E643.
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There are many monographs, articles, and other scholarsMpton andJerusalenthat
examine these quotations. However, there dedne very few that draw the connection between
the marginalia found in thé/orks of Sir Joshuand these parts of the illuminated books. While |
am not suggesting that the annotations will provide brand new perspectives of these works by
Blake, | am suggsting thatthey providenuance to his development process. Blake continues to
draw upon his annotations he first started in 1798 until his final years. In the next section, | will
analysehe single page print of THeaoco6n another dizzying example of 8k e&sidtsof

experimenting, developing, and processingahiistic theories.
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3.4The Laocoon

Laocobnwas one of the final works of William Blake. Completed in 18827, the
work draws on the full range of Blakeds artis
formative years of studying classicalattheor ks a
Royal Academy, engraving techniques learned from his apprenticeship to James Basire, and the
creative expression of aphorisms like those found in his illuminated books. Nevertheless, it is

atypical in thanisen-page with the swirling text organed around a fairly faithful rendering of

another artistos waacdonendeavduréolproveke the ietvex/tead® toa k e 0 s
witness the confusing expectations placed on the artist arsk timeir own selfhood by
ventuing into their perspeove. The engraved manuscript textiaocooni s | i ke Bl akeds

commentary inWorksboth in seeming to take the form of annotations and in its subject matter,
echoing its concern with the relationship between art, money, and eamdiemost obviously
taking a dialogic form

In an inscription beneath his detailed reproduction of the Laocodn, Blake reinterprets the
famous Greek sculpture as a copy of an original Hebraic work representing Jehovah and his two
sons,Satanand Adam. Other inscriptions surrading the central design set forth Blake's
interrelated opinions on money, empire, morality, Christianity, andrtiseRoberN. Essick
believes thaBlake may have completeddetailed reproduction of the statue in 1&E5art of
his workon illustratons for Abraham Ree$he Cyclopaedia; or, Universal Dictionary of Arts,
Sciences, and Literaturevhich was eventually published in 182he text surrounding the

images, he claims, wadmost certainly added at a much later datebablyc. 182627. Bah
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extantimpressions (A and B) of the single plate, etched and engraved in intaglio, were printed in
1826 oP® 1827.0

In the preface tdhe Cyclopaedia Rees told readers that fa o
communicating knowledge in an easy and expagitibanner; and it is desirable that the several
articles should be so full and comprehensive® complete thevork, it had beemecessary to
Aprocure every kind of assistance, 0 including
respective depprme nt s, whose performance have®given a
Thanks to John Flaxman, Blake waraong the artistsommissioned to provide commercial
engravings to accompany the entriesaomour basrelief, gemengraving, and sculpturé’

According to the preface, the entry on sculpture wasritben between Flaxman, Prince
Hoare, and John Bac6f1 n G. E .BlaBaooksieayedeserred back to several
sources in which this article is attributed to Flaxman (no. 489Anmeial Bography and
Obituary forthe Year1828i ssue no. 997); a haodo@scdpture@l ak e d s
Frederi ck Tat hamo kistdfewdPyblicatianfodAprivl803BSeibsdqiest
Blake scholars have accepted, apparently without figation, this attribution (e.g., Tayler 72,
James 226). Rosamund Paadeo thinkst wrong tothink of the entry as a straightforward
collaborationo not least becaude | a x nbactud@son Sculpturelelivered to the Royal

Academy over roughly the sanperiod as th€yclopaediavas being produced, frequently

%057 aocobn 0 R o b eigktwilliim BlakesAschiveupdated 2021,

http://www.blakearchive.org/workhoco6n

06 Abraham ReesThe Cyclopaedia; or, Universal Dictionary of Arts, Sciences, and Literatotel, 39

vols (London: Longman, Hurst, Rees, Orme & Brown, 1820), accesselr@dfy 2022.
https://archive.org/details/cyclopaediaoruniOlrees/page/n13/modéiltivp

’G. E. Bentley, Jr., @Bl akeds ESugdieainBibliaqgaphg2n d Hi s
(1959): 16188.

%08 Rees,The Cyclopaediav.
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contain passages identical to sections ofdelopaediaa r t i*°8Sheebeli@ves that Hoare soon

l eft the project af t%Thedthehcellagprator mentionegl bydRees,t he P
Jaohn Bacon, died while the essay was in preparafibiost scholars recognize that Flaxman

and Hoare were the main writers for the dictionary entry and they would have had the choice to
commission any commercial engraver of their chooddugh had worked wh Blake before.

Prince Hoargfor instancehad already worked with Blake on his publicatién, Inquiry into

The Requisite Cultivation and Present Statéhe Artsof Designin Englandthat featured a

frontispiece by Bl aTheGaphic MSEgee filpeshandd7).®eynol ds o

P
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Figure 4. William Blake, The Graphic Musdrontispiece folAn Inquiry into The

Requisite Cultivation and Present State of The Arts Of Design In EnigjaRdnce

Hoare, 1806, | ine engraving with stipple,
Arts, London, United Kingdonhttps://www.royalacademy.org.uk/aattists/workof-
art/thegraphiemuse

S09Rosamund A. PaicdEncycl opaedi c Resistance: Bl ake, Reesds
Plate Blake/An lllustrated Quarterlg7, no. 2 (Fall 2003): 442. 48.

*19 paice Encylopaedic Resistanc4s.

511 This, however, is not the case with John Bacon. Bacon died during the drafting of the dictionary entry

for Sculpture but still contributed to entry.

%12 RobertEssick,William Blake's Commercial Book lllustrations: A Catalogue and Study of the Plates
Engraved by Blake after Designs by Other Art{€sford: Clarendon Pres$991) 214.
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https://www.royalacademy.org.uk/art-artists/work-of-art/the-graphic-muse

Figure 4. Joshua Reynold¥heory 17791 780, oil on canvas, 508
Royal Academy of the Arts, Londobnited Kingdom,
https://www.royalacademy.org.uk/attists/workof-art/theory

Whil e FIl ax man an dcCyclhpediasexpansive im bothyscope mnd cdmtent,
Bl a kmak@sthé.aocodna substantial presence on the page displaying his engravings, as
shown by the attention to finer detailing in the image as compared to the two figures above on

the same page (ségure 48).

224


https://www.royalacademy.org.uk/art-artists/work-of-art/theory

SCULPTURE.

=
| ]
. | LN ’J
[. »/ | :
.‘\ V )I vl A
X‘L. N Y ) ) X
A A }\ \ ¢
Al LA R
\’.‘\ ;
Figure 8. Wi | | i am Bl a k eThe GySapaediapar, Wniversal Dictionary of

Arts, Sciences, and Literatuby Abraham Rees, volume 43, plate 6, 1820, line
engraving with stipple, British Library, London, United Kingdom.

Bl akeds esmporiaree afthe Ltgidoup in the historysotilpture presumably played its
part in Bl akeds deci cntraaonthestulppuredhds engravingwosld o wn p

later be used in his own pritaocoon(figure 49).
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Figure 49. William BIakeLaoco(jn,1815, 18261827, intaglio etching/engraving with
dry pointlettering and handcoloring, 28.1 x 24.4 cm, collection of Robert N. Essick,

http://www.blakearchive.ovgopy/laocoon.b?descld=laocoon.b.illbk.01
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Anchored by the central image of the Laocodn group, the plate is a complicated web of
aphorisms and opinions, laden with cryptic meanings. Surtietext is in Greek, some in
Hebrew, buimost isin English. The text is not linear or organized in al@arlydiscernible
fashion. Instead, the text is grouped mostly by the size of the lettering, with just enough space
left between other groups of textlie distinguishable. For the reader, approaching this work is a
challenge because the orientation does not fit the standardized, homogenous print patterns that
readers have grown accustomed to since the invention of the printing press. The design of words
into paragraphs, the use of standardized typeface, and linear arrangement maueduaed
texts simpler and clearer for readers. Julia Wright argues that the dekmocobnir ecal | s a
jigsaw puzzle more than a page from an emblem book, graffiti rharea design, and a set of
doodl es mor e t ha n®®Ehissahsgressionoffthe eopvhntianidineantext o
gives shape, variation, and movement to his opinions, loosing them from the conventional
restraints of prinand textual articulatian

At a glancethough,the miseenpagereads as chaotic. The text appears randomized and
variable, placed around a darkly etched representation of the Laocodn group sculpture. Even the
solid heaviness of the central image is complicated by the twidtithg serpents, the
contortions made by the writhing bodies, and the various eyelines of the agonized figures. There
is an amorphous sense of movement, causing th
directions over the page. The veering sight Isteaulate the reader/viewer to dart their eyes
around the page, to focus or defocus where they wish at the time. Perhaps, one reader will be
drawn to the Hebrew characters, but another may be inclined to shift the page to the side, using

their hand or tiing their head, to better read the text alongsideotiiegf o ung mends t or S

13 Julia M. Wright,ithe Medi um, t he Message haoahondMosaiclAhne i n V
Interdisciplinary Critical Journal33, no. 2 (June 2000): 1024. 104.
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Blake has emphasized the natural curiosity of the viewer despite having been taught by centuries

of routine, can and will venture to follow their own desires.

In hisannotaibnsto theWorks of Sir Joshua Reyno]d&ake grouped his reactions,

turned into manuscript comments in various directions, to make them fit arourghthe

printed text of the book. In the marginalia, ttemtretext determined the presence, shapd, an

length of each comment, as seeffigire 50.
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Figure50. William Blake, pencil manuscript annotatioW@rks 1:13), British Library,
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thought, and completing it by fulfilling the space in the right margin and the bottom footer of the
page shows the flexibility of the marginalia around the central tekadooon thecentretext

(which in this case, is the image of the sculpture) also does not define the presence, shape, or
length of the commentary. While it twists around ¢katreimage and does not interrupt the

image or intermingle itself with the picture, just as inrterginalia, there is plenty of space for

the manuscripaphorismsin both the marginalia and th@oco6n Blake added manuscript

notes around theentretext, therefore changingdind altering th@erception othe ancient

sculpture.

Inthe firstsecon of this thesi s, I have argued tha
writings havechanged the reception Discourseghrough time. Whilst Blake was writing the
commentary, his influence was insignificant in comparison to Reynolds as an artist; honever,
situation has substantially shifted. Blake is, arguably, much better known as a writer and as a
visual artist. This dynamic is all the more interesting and notable in the dasecnfon
Although commonly understood in the context of-fatentieth catury and contemporary art,
the notion of artistic appropriation is key: the conscious and deliberate use and inclusion of
material that derives from a source outside the work is a way to incorporate an external piece of
art i nt o .dhseddce toghightsdhe tise of previous art and notions of behaty
placed into a different context can chaitgene ani n g . Foucault explained
objects of appropriation, o and because of thi
engagement of new authors or artists as a new composition or new iteration of the previous
idea®®These meaningfulre ont ext ual ¢ smade®ndwen more powerfu

additional text surrounding theaocoon groupln the tradition of approprian in art, the older

SFoucaul t, i Wh,4@71110s an Aut hor ?0
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work becomes foundational by becoming fibeusof the new work, but it is also changed in

meani ng and i nflUaacamticisecertaiflyoseem®to lze kneethespoint thathe

figures in the statuarenot of Laocodn andhis sons (as suggested by the given title of the work)

but God, and his sons, Satan and Adam. Found underneath the base of the sculpture on the page,

Bl ake inscribed, FifYkaeh]a& thiitsl et woon Sao npsa i Shattianng ,&

changing the iddities of the subjects, Blakaodified the context from classical to Biblical,

suggestin@n alternative understanding of the origiwalk. In Gilles Deleuze and Felix

Gu at tAdmouséans Plateaus: Capitalism and Schizophrghieyarguethatsuch chages

mustattend to the medium
We will not look for anything to understand in it. We will ask what it functions with, in
connection with what other things it does or does not transmit intensities, in which other
multiplicities its own are inserted amtetamorphosed, and with what bodies without
organs it makes its own converge. A book only exists through the outside and on the
outside>*®

These countless interactions with other thimgkethe use of particular media important to

consider. For Deleuze drGuattari, it is not enough to read a book and contemplate the meaning,

the critic must also examine the function of the medium, how it passes through society, how

people interact with 1it, and how it can affec

Romantic Capabilities: Blake, Scott, Austen, and the New Messages of Old ihdaligids

upon this notion | ooking towards the Romanti c

Goode ar gues -ctahlalte dB | backoendpso sfiistoe o W.0.T. Mifcleell, 8 t er m ¢

®18 Gilles Deleuze and Félix GuattaA Thousand Plateau€apitalism and Schizophrenigrans. by
Brian Massumi (Minneapolis: University of Minnesota Press, 1987), 4.
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not an fAintegrbathi Dgeoér-me il v &onsiéad ¢f ading the
composition holistically, Mitchell suggests the alternative of viewing it as something completely
new.While Goode focuses primarilyonthepver bs and aphorisms of Bl
see that the short phrases that surrounde¢h&reimage of the_aocoonmay function similarly
to those found in thMarriage of Heaven and Hedind perhapsAuguries of Innocenceé®

The pervasive influencend status of the classical period in the eighteeettury need
not be expanded on too much in this section, as it is the focus of so many of his annotations to
Reynolds, but it is critical to observe the importance of the Laocodn sculpture in eighteenth
century aesthetics. As | hope to explain, Blake, like Laocodn, also fears Greeks bearing gifts: in

that, Blakeoftendismisses the use of classical influence for British art.

17 Mike Goode Romantic Capabilities: Blake, Scott, Austen, and the New Messages of Old Media

(Oxford: Oxford University Press, 202Q)1.

518 For nore on the reception studies, media studies, and new historicist approach towards Blake, see
Goodebs chapters, OBl akes pRamanticn"Capabiliies: Blake, B¢o, Joy of
Austen, and the New Messages of Old Media
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Figure51. Laocotn and His Sonsa. 1801 6 0 B CE, mar bl e »w»c3d0t ur e
(208 x 163 x 112 cm), Vatican Museums, Vatican City, Italy,
https://www.museivaticani.va/content/museivaticani/en/collezioni/musei/rpiseo
clementino/CortileOttagono/laocoonte.html

ThelLaocodngroup is an ancient marble sculpture depicting the Trojan priest Laocodn with his
sons, writhing in physical agony aethotional anguish, as they are attacked by serpents, sent as
punishment for warning against the wooden horse at the battle of Troy. In 1506, Pope Julius II
housed the sculpture at the Belvedere and the sculpture was influential on the likes of
Michelangeb and Raphael, and other renaissadlteMasters Often considered one of the best
examples of the depth and extremity of mortal painldecodnremained an important work in
artistic trainingthrough the eighteenth century and beydndl816, the Royahcademy was

given an excellent cast of the statue bygheceRegent. Previously, tHeoyal Academy
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possessed another cast, s hoWnaRoyahAcddemiciansinSi ngl e

General Assemblfseefigure 52).

Figure52. Henry Singleta, The Royal Academicians in General Assembi®5, oil on

canvas, 665 I 865 (198.1 x 259 c¢cm), Royal
https://www.royalacademy.org.uk/aattists/workof-art/theroyalacademicianin-
generalassemblyl.

Theimportance of théaoco6éni n t rai ning was mirrored by its |

writingon arttheory Tr ansl ated by Henry FusRdfldactionson 1765,
the Painting and Sculpture of the Greéssk an approach to art theory similaRe y no | d s 0
Discoursesespecially in terms of his veneration of the ancientsWi nc k e | mbheremns st at ed
but one way for the moderns to become great, and perhaps unequalled; | mean, by imitating the
antients [sic],0 a claim that Reynol®the expres
Laocootnsculpture was used as a prime example of the standard of classical and contemporary

art by Winckel mann throughout the essay. On t

shows that when looking at theaoco6n fiyou s ee b o datbnyatupdasermesl, and

519 Johann Joachim WakelmannReflections on the Painting and Sculpture of the Greeks: With
Instructions for the Connoisseur, and an Essay on Grace in Works, dfafg. Henry Fuseli (London: A.
Millar, 1765), 2.
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sufferings, twist the nose, *%4hedirtigtleasrendaredd sy mp
work that evokes an emotional and physical response in the viewer, an affect that modern
painters seem incapable of, he argued, who instdach ng out al | .0t IG@itt hwd de s
Ephr ai m Ilaeceds:iAmEsEag on the Limits of Painting and Poetxg written in
response to WWinckelmann. Noting that both Homer and Milton were blirdgssing
suggested that
If the sphere of my bolyi eyes, so long as | enjoy them, must needs also be that of my
inner eye, great indeed would be the value | should put upon their loss, since it freed me
from this confinement?!
Here his implication is that sightin actually constraitine imagination, Wwile nonvisual
media in other words, poetdy free the imagination for a wider play with both ideas and
emotions. As these brief examples show, Taecodnprovided an excellent point of reference
for aesthetic debates on cultural, spiritual, and physigaions of the kind that, as we have
seen, are central to Flomtkegpéspeciive Blakd elmboratesoaint o R
his annotations to Reynoldaitists must be capable of looking upon previous, magnificent works
of artwith their spiritual and imaginative visidnsomething that was believed to be offered by
theLaocodnat the time. In 1798, Johann Wolfgang van Goethigng of theLaocootn stated

that:

520WinckelmannReflections on the Painting55.
521 Gotthold Ephraim LessingLaocoon: An Essay on the Limits of Painting and Poétans. E.C.
Beasley (London: Longman, Brown, Green, and Longmans, 18623)
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a true work of art, like a work of nature, never ceases to open beslydiefore the

mind. We examing, we are impressed with it,it produces its effect; but it can never be

all comprehended, still less can its essence, its value, be expressed iffvords.
As explored in the first section of this thesis, the relationsbipreen painting, sculpture, and
poetry held unique potential for visual artisagraversand artisans. These cultural and artistic
tensions for historians, writers, and artists provided a fertile ground for aesthetic dEbhates.
Laocobd s s t &ey test fomapproaching and understanding these discourses is certainly
why Blake chose it to restate his principles of the art he so often traversed.

To show the manifestations of the marginalia appearing in this work, we must look much
closer.Arching betweernLaocodnand his son on the riglfigure 53) Blake engraved:

All that we See is Vision

from Generated Organs gone as soon as come

Permanent in The Imagination; considered

as Nothing by the

Natural Man[.}?3

O (O TR R ] < — NTE o S
v

%22Johann Wolfgang GoethEssays on Art by Goetheans. Samuel Gray Ward (New York: James
Miller, 1862) 26.

SBE273.
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Figure53. William Blake, detail ofLaocodn ca. 1815, 1828827, intaglio
etching/engraving witkry pointlettering and handolouring image 26.6 x 21.6 cm.;
platemark 27.6 x 22.9 cm, private collection of Robert N. Essick,
http://www.blakearchive.org/copy/Laocodn.b?descld=Laoco6n.b.illbk.01

The line of vision for the son appears to look up at this segment of commentary whereas

Laocobds eye |l ine moves up, ¢ okngpastthe dorhneentsTkeisct i on
is suggestive of the two approaches to vislaocodndoes not consider the statement, but the

son views it and |ingers on it, desAlttae t wo o
we See is Vision from Generatetg@ns gone as soon as come Permanent in The Imagination;
Considerd as Not hi nmustibebrokeh dowrNalie bettex Undekétdoet] , | O
Vision that comes fr om f Gepressiorathakeigsta®predomths 0 c o u
eyes by externaThe eyesvould becomeroductiveli generative rather than generatéflare

able to create an image held in AThe | maginat
capable of this process because it otpmsessbe | oo
correct orgasfor this productive vision. Terence Dawson, writing in dn@g Journal: Culture

& PsycheanalysedB | a Kr'eedViarriage of Heaven and Hels confessional writing but

pointed to the development of his notion of vision by quatig part ofLaocotn He argues

thatin Bl ake has withdrawn the projection by whicl

and has assumed full responsibility for himse
6enl ight ermmdndteiti,s aselift i s wit.Pldrguedgthis t heory
thesis, Jungbd6s theory of i ndionesdaffullgisanon, t he ¢
intriguing way to consider the marginali a. Ea
Reynol dsdé centr al text are an exercise of ind
%24Terence DawsoriHe r e | St ‘&he Marriage bfd&aeed and Helb Confessional Writing,

Jung Journal: Culture & Psych@, no. 2 (Spring 2012): 487. 60.
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outside influences and to remain true to hismageas. If we consider the meaning of this
Laocodnquotation above to be as | have suggested, it is very much related to the manuscript
comment found iMhe Works of Sir Joshua Reyngldsalysedn depth throughout this thesis.

The sizable black ink nate i Men who have been educated with
their Eyes Cannot See Raf ael unl ess they are
cannot recognize the greatness of Raphael 6s w
misedtcation of artists but also lack the inherent ability of greater artistic vision. As previously
explored, the annotation was damaged in the book binding process, with several of the letters
against the left clipped but still legible. One of four varietiearmotation styles found in this

book, these types appear to be opinions that Blake did not expect to change, and we can see that
twenty-eightyears later, Blake is still using this comment msnspiration and springboafdr

his artistic theoriedJnlike the reference in tHeescriptive Cataloguethe prose manifesto of

Bl akebs artistic philosophi es  Jermaledithenl i ke t he

reference comes back full circle into an annotation.
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Conclusion

Previously, scholars hoping to unearth Bl a
volumes to peruse his letters, his personal notebook, and the mardisglieed by thisl have
attempted to show some of the intricacies and nuances that we musttdocethenanalysing
marginalia First, | haveendeavouretb prove that the main text that annotations relate to must
be evaluated. The content of the main text inspires the reader to interact and write their thoughts
down in the borderlands of the payjée consider the origins of other works of artitarature;
marginalia should not differ. Secondly, | recommend examining the materiality of the
marginalia. It can help unearth more about the use and reuse of the manuscript bahalyke
the paratetual positioning of the annotations. Blake's notes comment directly on specific
sections of the text, functioning disruptively, constantly repositioning the reader's awareness of
the page and its inherent c¢ont inpdsedbBihegprine 6 s ma
and Reynoldsdé | ectures. Blakeds interjections
Reynolds, Blake, and his or her own thoughts. Blake introduces this disruptive reading practice
to guide the reader to engage in the dialoguat,N@analysedhe various writing utensils used
in writing the marginaliavhich allow us to better understandw he used annotations to develop
his own ideasTaking up thesynthesis oainalysingthe main texandthe materiality to better
understand thafluence marginalia malgave oma lifetime of workcould very well be a lifetime
of work for a scholarl do notbelieve that Blake was an acrimonious reader ranting and

scribbling in the margink instead, he was working to develop his own system aifghb After
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all, this comegrom the manwhevr ot e: Al must Create a system c
Mandls.wi ll not Reason & ComPPare: my business |
Finally, I would like to return to the earlier mentioned Emma Chastain from Barnes and

Noble. She criticized readers who litter their books with written commestatipng,i i t 6 s
graffiti.o For her, the gvithafhfei tbio okt dippsy etrh ea nrde
again. o After ex amiwiithithisgoolBilisecleasttiatshis annajatiogse me n t
provided the pools that he could dive into over and over. Like street art, the marginalia provided

a creative space to practice, engage, and disrupt theestataished texR8 years later, Blake

wasstill considering his annotatidrom theWorks of Sir Joshua Reynold$iope that
researching Reynoldsdé | ectures alongside Bl ake
hegemonic systems will provide an important scholarly resource for future students in fields

other than Englishiterature. Scholars will also be able to develop shifting viewpoints on the

di alogue between Bl ake and Reynolds. The conyv
experience as a reader, writer, artist, Baodkmaker Beyond the fascinating critiqud

commeci ali zed and generic art, scholars will fi
print culture and paratextual dferaocrueial msighti on .

into the development of his aesthetic theory. As the scholarlyncmity continues to focus on

the holistic view of Blakebds oeuvr e, It 1 s im

aesthetic positions beyond expressivity theorization.

525E153, lines 21.
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Appendix 1

The following images are photographs | have taken of the first volume of The Works of Sir Joshua
Reynolds owned by William Blake. It is currently held by the British Library in London, United
Kingdom. The photographs are all my own. They are not tekba all the same size, focus, or
composition; rather, they are intended to display the manuscript annotations written by Blake.
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our notice has kindled, and direct those

May it please Your Majesty,
Your Munw’s

1- 7 f?‘lu.
c/{: 8
pncaad < emany
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- €OME ACCOUNT OF
che tules Iaid down in his bock, 3 man may
do wonders; for this is wonderful.” Ffvm
these attempts he proceeded to draw like.
pesses of the friends and relations of hig
Samily, with tolerable success. Pﬂl .Wha,
most strongly confirmed him in his hve of
the art, was Richardson’s Treatise on Paint-
ing; the perusal of which s0 dcli@lcd and

DR v e

o

a nu
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SOME ACCOUINT OF

“ Jehas frequently happened, (says thig
¥, A grear painter,) as I owas informed by thy
oo Lobase keeper of the Vatican, that many of thag,

: ok 4 ks whom he had conducted through the vag,
Dhsselonn. ous apartments of that edifice, when aboys

les i nddir Raffielle, and would not belicve that they
fraer Crrco

{_ samnek eC pad tbwc perfo:manm mu!e on th&h.
‘ T\ ‘?/ {  Oue of the first painters now in France

ficy Once takd me, that this circumstance hap-
ﬂue.

“r

oo widr o

Muw,w he now laoks on

267

to be dismissed, have sked for the works of _'

lml ulmdy p1€€ed through the rooms whe ’

wﬂ!hthtmmoawbichhdu S
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bone (20,

~ -;mu -o'-.f'.«'-w dru". -
B o o # AP bs | Jirnt
:'S':::I;: & By v Mo
MR JOSHUA REY NOLO L -
was @ preat selief 20 tmy mind ; and oo
m!m‘l\ud other students, | found
#hat those persons enly who from patusal
imbecility appeared to be incapable of
ever relishing those divine performances, (&re wre
w O IOSEABIADCOUS TAPIUITY O Hecke
T .gln hfnywlf. o

b m ¥ l%ﬂ«.
. pointed and martificd at not finding mytdfﬁ%‘ “aup
m\ﬂ&d}} warks of this great /{ “

PR .._._ for 3. moment conceive a ‘,‘,‘_ .

e
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./q'::.;: < .ﬁ.. W Aaridiew
IR JOMITUA REY ok, -
war » p‘l pelief 10 ny tvnd 5 and on
m?m-o‘m“m". b fuund
that those pursans only wha from nasusal
imbecility appeared (0 be incapable of
ever welishing those divine performunces, 70 070

W_mmnmm aaptutes on /¢ cha

-
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" SOME ACCOUNT Gf
brought with me from England, where the
ant was in the Jowest state it had ey
been in, (it cotld not indeed be lowe,._)
were to be tonally done away, and erg),
eated from my mind. It was necessaty, 5
itis expressed on a very solemn occasion,
that I vhould beeome as o Azl rbrld ~Nogs.
withstanding my c{imppaintmcm.. 1 pro.
ceeded to copy some “excel;
Works.  I'viewed them again and again o1
even affected to feel thejr merit, and to
admire them, more than I really did. In
‘ashort time 2 new taste and new percep.
tions began o dawn upon me ; and T was
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an ’m REYNOLD®
aeputation ek they ye 10, 1508

il so justly obmeisteds
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i SOME ACCOUNT OF

t B ever satisfying the judgment.  Nor douy
painting w this seapect dificr from othey

- arts, A just poetical taste, and the acquj,
c/t_‘,“r{:, sition of a nice discriminative musical e,
] are equally the work of time, Even thy
Snie. eye, however perfect in jtself, is oftey
f‘V" unable to distinguish between the  brilli.
L Oncyol o dhmonds; thougb the cxpen.

mm mulning dm lhere was #‘fﬂa‘;
htn be himself could not have been able
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ipent st of their time in making fnished

F113 JOMIUA REYNOLD e
§ with the appeat=

the sudent satiafien himsel

dnee ol domg comathing s he-falls o the
dinjeeout habizof imitating witheut selecting,
dod of labouring withaut any determinite
ires no effort of the mind,

objects a4 it requ
M.mdthmcpamtsof

h%mbﬁs

b

Jie toepid, apd losw their tn'r;' u a of
exercise. Mow incapable of producing any

s an observation well known to all

7M£¢
DLk doad
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' Brea :ba" SR JOSHUA REYNOLD: -
’wo he .“L their oxcellence and their value consisted in
o My, R." being the observations of a strung mund ope.
© you 'b"” mting upon lifes and in consequence you
if.’ﬁe, ke find there what you seldom find in other
o, books,'—Iris this kind, of rexcellence which

they hag

'.Mlc Parmegiano, and perhaps some of
&“MC& ﬂ\dmt th: m..

ui-mﬁ»mtg-lffu
S m“u&p&umtbnnﬂky / ‘
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tusie SOME ACCOUNT OF
nable old man ; and as 1 thought, very tmuch
L orip €onveesant in the Platonick Philosoply, ang !
very fond of that method of philosophizing, |
o He bad been originally a dissenting minister;
a description which ac that time bred very
considerable men, both among those who
adhered to- it, and those who Jeft it. He
had entirely cured himself of the unpleasang
i Weas perfectly fice from the ten times more.
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i BONTE ACCOUNT OF

cantaing such a body of just criticism o
extrerely difficult subject, clothed in Such,

[

B,

'of

‘ coafabed, | tock na netice of ity Laving thede yi,
1) ;Z(; Losdvin= worce yeeuk enonhy to give exedic o suck 40 uginbon, W
g veconiile It with tl jccount given by our stithor kg
: tna farmer page, in wiich, Velite he seknowledpes by
~ f wef s Y ek e Tud profued by the comversatinn. and imsrietion

1 .'7 of (i extrannlimary man, who ** lud qualified his ming
1 ',:"’ ‘:Itl(m“ 30 ik justly,” he at the wmn nme informs ue, thay

i~ X s S ¢ -m\';h;;uhub, however, hae been fately uu_r,pﬁﬁ'z
Mhlkmv and among many othef staemits conesrning tie Tate
i Ar. Bucke, wluch 1 know 1o be erroneuss, we lave
 Conhdently wid U they wers writtes by thay

eaders of pactsy a7e not to lears, that a similay
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i | SIR JUSHUA REYNOLD,
'de it

oy -y
%;::uc‘l‘n ‘“w Wi were the muthods by whig, this

painter atained to wuch ummate
nc"‘"*’d u:""'c ‘j i3 i

Gruggt Mivheel Mesez, Kevper of the Reul A- semy s
° aped severiy cight yearss He was nnutivn wl St laied,
"\ I “'Gd J Biex et Enggland very: ymiing, tfollow (e pedeen

- .78 %* daﬁu&MhuMm ™ M'MIA’-."'-,
% 3, 'ﬂ!ﬂ‘ﬂ, ‘ duiu-upl. Bmhu“dluunmwn

2 '“ an'em-mm-rm smgie tontl
b -nnr' Al Al et meiacial, Fow lans paied o o
e inofficazive o pu!u,u A o Jagpy i3 & fagpi, ' AAe CigLoens
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AR JOMIUA MUY ROLT, e
among his papers & fow alight bunts upon
this suabijeet, dnwlijeh bt sqeakes of T mierats
and defects with that exndoue which strongly
murked bis charscter, though they ate only
detached thoughts, and did oot recoive his
final revivion and correction, | am wnwilling

@ auppress them ¢
it s
“ Not having the c&vtma early
academical education, 1 never had the faci-
mmmm naked fgurey which an,
atist ought 10 bave. 1 p\lmraif1 i,}"g'p(
lln. when I wen wlulymdbcpntofal
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OME ATKE WUNT OF
I

for this very reason
: ‘ e i
i dafice which oo often accompaniey ?

Arriteand « omman-place mode of hwmum. 1
¢ How difficult it is for the artist wllo‘\n‘_ 1
) sesses this favility, to gused againse carduy, |
peet anil cothmonsplice invention, i%§ Wef)

pe more likely to “ﬂi‘.

T Leiwwn, aud in a kindred are Metastasio js g
T W eminent instance; who always complained
T R onhcgrwdmuhybbfmdin attainin,
. swoiis/s  Coprectniss, in’ consequence of h:#mg'bem
N it his youth an Improvedrasore.-= » Havin
‘f this defect constantly i my Imnd. ,{ nzver

was contented with commm,p,m ;ﬂ ﬁ e
or lﬂventwm of any Amd o

D 824 K1

h 0 .‘”" i X1 Mﬁhc!ein‘tﬁﬁ
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ST [ORTUA HEYROL Y,

sentation of which, or ever by the end.
0 give such 3 represontation
wannoe but improve in his an,

i
Avenp
v the painte

My principal Tabour was employed on
the whole together ;' ad 1 WS never weary

of changing, and tying different modes and
diffeccat - Ibad always some

e -

O s <

0 Thiss alfo, if l?ml'w-
* A steady aiesion t0.the general efece, i he bas ol
scrved in is founcenthh Discavrse,) tahes WP more tme,
anid is el more lbogious 1o the mind, than any made
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atrd is 1 gl more Laboon the siiiny | thyan an midle

5“1‘(_. CQ of high finishing, ot an ot linens, without such atteation,'
’mo' «L"”' in the eleventh l) ML AE
]d VT here 18 noching 1 ol art \~|ln h enforces such con-
<s '}". cinmed exertion and circumspection, as an attention to the
g is 8cm‘ml |~1?-‘T'1 of lll.c whole. It requires much study and
s much pracuce; it requires the painter's entire mund ; ’
in Iy whereas the parts may be finishing by nice touches, 7 ey
’ while his mind is engaged on other matters : he may even
fo ;;:;;PH) or a novel read, without much disturbance, ',_,‘,'a,,/i. Sy I
-cts A rtist who flatters his own indolence, will continu. o4 U ; /
ally find himself evading this active exertion, and applying / /f {
e his thoughts to the case and laziness of highly finishing ./ et
the parts ; p;;dt:gmg at .lm what Cowley calls==**labos 7277777 A
rious eficcts of idleness,’

/
Ha ;7“”//,/ / v ey

/’ l/f} 12 mw‘ A{M\ 4 iMIL

:% /w % mf'“‘&f X %)J “

()‘h,,,.'!jf” f't/"ldd/tlnr < /'x e /’22
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e
mo’;:ojo -
e
Merj, ;"t\ IR JOSHUA WOYNOL 1, -
'duq in ﬁ. MWmly lml modestly boae e
great painter speken of himself in the few
e canion of which, siomph dercaaed, tounil » pany, lua por-
tha Sectly homegenicans, champeon, whise nustified vaniry
d’ﬂmym Mﬂd Bhn W aler and countrranee e by fiogion,
 Vass, b\ llycmidﬁu and groundless aservions, falw quccstiim,

m'h’wgmﬁnoam new muﬁnrvufm:-'.munﬂu
bust the cmes were cmnndy different ;  for wheler

m!yaouw Seme oxperiments have accordingly
. u‘hmn&.u&h»pncm Hw.

290
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- Mm M doctiments may be, they
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fOME ACCOUNT OF

1

deviating from ir, he attained that :
which shedy such a lustre on far the Erey,,
pactof hix works,™

@ e ve=ire, Clirise in thie manger, on the principle g,
ottt A skome o, the fammus plomre ealied
Notse mikiing al) tho fight proceed froe Chiviste Ty
ik of the an, s they may be callad, seem 1y %
move pruperty. sdapted 1o o painsisg, than oy ude
Rk Thés mislide spmes will e Giled \n’dnlhtVim‘..
Chaanl,  Jemepliy and Angels; the two. smaller space,
o0 e wide | shall 6 with the Shopherds  coms
W wurhip: and the teven diviiioms below: withi the
Sigures of Vuith, Iipe, and Chatity, aod the Four Caps
diral Virwes ; which wil A€ & proper vustick bage
o Jondicion o the suppor. of she Chuistian Religion,
%“:MW 10 e, that chance hax pie..
feoted 1o ux materials % welf adapted 0 our purpose,
:: ""'f}_‘““""'wwofom own IIVHM
bewwer ... - 1% protiably have suceeeded

- y

b, V,?“"'"kiaal' Picture of 4 = .

o the Dukeof Fmtpen ™

g this
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Original Picture of the N

the middle
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TS M) Rater it 30 Welll adipied 1o our yu

that it we lLad the whole window of our own inver

"Me ontrivance, we should not probably have
oy e
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e SOME ACCOUNT OF

Schools, in company with his frieny
Metealfe, bie made a tour to the N‘"hﬂhu;

Surpeers Puiews,  Pubemany,

Viensi( 4 boy piping; . 340 G- J. AF""‘"*,

Mes, &rldnqt. mh charac.
reeal the Tragick Muse. ‘7oo . . .Dmnﬁn\n‘
The Infant Horeyles i the . .
Caalle, [A tingie figure,
W}W teloge o
salsie’av ey ‘p. v
Herenles, wrangling (I
ssrpent. .

PSRN L U0 R o -

il A

B
al

VELOE
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MY AtCouNT o
which arm now for the fiess timn given o,
World, have since his deaths ae quired ap

tional value; for by the baleful TUCCHyy
ravapes af the French plunderers, whey
that period have desolared Europr, m
the most. celebirated works of the i
School in the Netherlands (for ¥ wini
gratify our Enplich repulilicans by Cﬂ“ln* v
Helgium) have been cither destroyed or cy,
ried away 1o that OFTRORRIONS' DEN oy
SHAME," which it it to be haped no pa
lished Englishman will ever visit,—Many

‘of the pictures of Rubens being to be sold ;

|-

1783, in consequence of certain religion

houses bdugtuppmsed by the Empes
Be again’in that year visited
Brussels, and

v
B

and devoted several days to ¢
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YA NERUA REYNOLDY Yasnin
by the aid of an ear-truthper ** 1o paataly of
the convetsation of his friends with jpreat
facility and addeeis ¢ and such was the se-
genity of liis temper, that what he did not
hear, be never troubled these with wham he
cotwversed, to repear, To this gentle com-
posuee of mind, Goldsmith allded, when
in describing Sir Joshua Reynolds he employ -
ed the epithet dnd, 3 word eminently happy,
and characteristick of lus easy and placid
m;“ but taking into our consideration

tinse near & #ove, by which tho damp vapours of e edie

297
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and SUCR Waa == -

53
¢hat what he did not

per

\bled those with whom he
at. To this gentle com-

& word emment]y happy,
Of lus “SY and P]acld
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+ AOME ACTULINT B

ol onee the soundaess of his understand; .
and the milfness and yuavity of his depor,
ment, perhaps Horage's description of the |
5 amuble frend of the yaunger Scipio,—hy I
micis saprensiz Leli," may convey to Posteriry

N .-.»4‘ » s pondi] was striluing, resstlesy, and grand

¥ Hisgusmnees werw gentle, enmplying, and bland;
o Bl oent te HEPIOYE 1% 10 wreRy part,
p bsat et L ' Hu pencil onr Faces, his manners cur heart 1
5 “Tamumhmydmdvﬂruz‘m-.

b u‘..a...{,,.m,' Whon they judg'd without mn.uu.mm

b lau 'y 4 of-heiglng.s . b SRt unstey
S Lk L 'Wlu:nt.h:y uxuot tieir Raffaclies, cmqg..,

L o of“""""‘ mmwwwm

Thete were the latt ey &cmﬂurmo. Ra
written half 2 line more of dhis charsctor, wien hi 3
mﬂmmmkmwu.wamm~
s 19 the grave. He intcuded 1o b

Charaster.

' A :/’;'a. u:'
v
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friend 2l benelsctor of Goldsmith,

ol SOMIE ACCOUNT OF

thar he did not convert into something the
bordered on a virtue, instead of pmh.;;g i

to the confines of a vice,

Hour nthor wan not stk inclined to exchangy he
animued sceses of the metropolis, for the quict and
went of the country, ver when hie was there, (and §
in other atzaions, when noy engaged 1n grave emphy
menis,) he was a3 playTal as either Lt o his @
ous frierd, and would & readily bave pahered P‘bhhg
the szashoced and though be was not an erator, if 3,

studjes and pirsuies had erigisally ted him to @ popul-
professian, wnd ho had been cbiliged 1o oddress 3 pulilic
assembly, it b clear from his mesaners and his woing:

thit in inthe ok of his ¢log he would by

formity s grester than it the e view n -be.sAuM“ :
A Larliog wian the diseiple and waacm::? T
e putran and companion of Lurilius, Sir Joshsa B
nolde was the scliolir and friend of o an

i
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BONE AGUQUNT OF
will, Lam confident, o a future peviog

e wnnccopralile, He waually rose ““h
breakfasted at nine, and

e

eight o'clock,
w his puintiogaroom before tet,  Herg [
generally. employed an hour on some styj,
of on the subordinae parts of whae
portiait happened 10 be in hand ; and fu
eleven the following five hours wmd!\'“

to thmv who sat for thews pﬁmi Wil

he sometimes .rdmmcd the visit of 2 fﬁ:‘
Such was lm luvc of lm

303



£ -
an h}‘ Aty Whe nie S0%
g v %“‘N " i«
L T e S
: o s T A
Ju. S = WMM,,; bread: i Abouttws -
_’ m““‘ u ur e . , . ,,"",/ M Al" fawy

304



-, » p
(/A€ ’/ < /V%:O /,{’7
DS, XCix / ,
B ’}la,ir-wé'm/ oY E-
ay mechanick. . .~ 27 /:
y - /f; A% s //cjdfre Aﬂ;
* About two vl : ps
he ?’zaff VES ./L/ Loy

- Jevid.

1e winter,
1mes oftener,
vitation ; and
eek he dined

A
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NIR Jompinsa ARY 590410 @.
cherighed and enforced by o M et
and unruly piries IR W5, Wiorn sy K,

govern, normn Gon O pleare ™ ang
Joing before that book was wnitten, frequent-
y avowed Lis contemprol. those + Adam.
wits,” who get ar naught the accumuluted

dicd h0t live to see e accammplishenent oF gTs
el 4E the prsdistions of the pro-

netick and philosophical work aluded o7
bappily for him self he did not live to particie

v of
o
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and Bappy o .

1
' ! i ashirmaianes ths /
th
vf- " .dlnl f"““"JR."":
)
b, '
\ o Bogan ¢ m they wanted lib

- .\'I‘i when no '“!(.. no pred wlent was o .'Il‘

w OFf meEN, by laws Jess cnraumse ribed and bound,
« They led their wild desires 1o woods and caves,
And thought that all but sAvaGEs were slaves,.”
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o SOME ACCOUNT OF

pate of the gloom which now saddens ey,

vittuous botom, in consequence of all ,h'

avilized States of Europe being shakey N
1 thewr foundations: by those ** rrsublers F itk
' poor wwaerld’s prace,” whom  Divine Pnn;.
dence has been pleased to make the scaury,
of human kind. Gloomy as our prospect j,
. (o0 this account alone,”) and great ag ga‘
v danger with which we a atene
: we are fully equal fo any force which og

20

N7 k . . - aceaunt L
¢ Auwyle Tewpecn England is at present i
wealth and prosperity, (o,

20 hnppean from, au
Indispuable docuiments, that the trade of Ee
; 1784 0 the Prosent time, has doublid ; up
in YO 1766 amounted g

well known ey
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“ JOEHUA WEYNOLDY, ale
nature of seat of his diwurder,

i g i “‘m w|c'hmlil his
malidy was by many  suppored
inary s and it was conceived, that,
B exont tm:r he could
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h ’|:~h-n1 ¢ In Leicest l—;'u..: ’ ’ ]

1 On his body Le onened. | et
ha\‘c welgiing d about Sive ] inds, wWas loul d1
creased to an extraordinary size, weighing nearly cleven
pe unds It was alsu somewhat schirrous.
' 4
:_,,(.\ [‘/AMQ /{44/);0 /([{ d(tq/

-Kow/\ () xy 5/"47"1/{([
/ 2 =

7/{ /g"‘? ”Jw/"{ a leav wds Ke dceeny larv
z/nI{ a// Aes /(71(/501/&; Vaded .
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