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NOTA DE APRESENTACAO

A poesia - e ai ela ndo é diferente da vida espiritual ou da
experiéncia espiritual mais auténtica — ¢ um exercicio de
nudez. E uma redugio. Aumenta a pobreza, nio diminui.
Aumenta a sede, ndo a sacia.

José Tolentino Mendonga

Lugar de abertura onde a realidade é conduzida ao seu extremo, tornando
inevitavel o confronto com um limiar de inacessibilidade em que se toca os
limites do humano, seja pela via da transcendéncia ou da imanéncia, da falta
ou do excesso, a palavra poética — ou poderiamos dizer, mais latamente, a
palavra literdria — tece estreitas proximidades com a experiéncia religiosa,
ambas configurando, na medida do seu insistente deslocamento para um
centro, um trabalho que é simultaneamente de revelacido e de demolicéo:
um ‘exercicio de nudez.

O presente numero da Diacritica - Série Ciéncias da Literatura consagra
o seu dossier de abertura ao tema Literatura e Religido, aqui se reunindo
alguns dos textos apresentados no ambito de um ciclo tematico de semi-
narios CEHUM/Literatura que decorreu entre outubro de 2010 e abril de
2011, com a participa¢do de investigadores nacionais e internacionais.

Como habitualmente, recolhe-se em Vdria a restante colaboragdo pro-
posta a esta revista, seguindo-se-lhe a seccdo de Entrevistas e um espago
final de Recensoes.

O presente numero da Diacritica segue a ortografia prevista no novo
Acordo Ortografico da Lingua Portuguesa (1990).

Eunice Ribeiro
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THE RELIGIOUS FACE OF WILLIAM BLAKE’
A FACE RELIGIOSA DE WILLIAM BLAKE

Joanne Paisana”
jpaisana@ilch.uminho.pt

The objective of this paper, after exploring the multifaceted nature of William Blake’s
artistic creativity, is to reveal some of Blake’s religious views, in particular his ideas
concerning Natural and Revealed Religion, through an analysis of the philosophi-
cal aphorisms of There is No Natural Religion and All Religions are One.

Keywords: William Blake; Natural Religion; Poetic Genius.

O objectivo deste paper é explorar a natureza multifacetada da obra artistica de
William Blake, com especial énfase nas suas ideias sobre Religido Natural e Religido
Revelada, através de uma andlise dos principios filos6ficos expressos em There is No
Natural Religion e All Religions are One.

Palavras-chave: William Blake; Religido Natural; Génio Poético.

William Blake was without doubt a religious man despite abjuring churches
during the last decades of his life. His strong beliefs concerning God and
Christianity were based on a profound study of the Bible and other relevant
sources and led him to reject many of the tenets of established religion.
This paper will examine both his multifaceted nature and his early religious
views as expressed in the brief statements and counter-statements of There
is No Natural Religion and All Religions are One.

* Adapted from a presentation given in February 2011 as part of the ‘Literatura e Religiao’
cycle of conferences, University of Minho, Braga, Portugal.
** |nstitute of Arts and Humanities, University of Minho, Braga, Portugal.
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10 JOANNE PAISANA

William Blake (1757-1827), a Londoner born and bred, was a com-
plicated, even eccentric man. A debt is owed to Alexander Gilchrist who
rescued Blake from anonymity thirty-six years after his death, in 1863,
through the publication of Life of William Blake, “Pictor Ignotus”. William
Blake’s name thereafter became a household word in the English-speaking
countries. Despite the relative ease which today’s reader can access the work
of the multifaceted Blake, he remains a difficult subject of analysis. Mason
attests to the apparent ambivalence in his beliefs, which means critics disa-
gree on the very nature of those convictions (Mason, 1988). This may be
responsible for the temptation to address his work in a partial manner —
lyrics, illustration, narrative writing etc. E.P. Thompson refers to the “mul-
titude of individual studies, each adding some minute particles to the sum”
(Thompson 1993: xv). Philippa Simpson, curator of the 2010 Blake Display
at the Tate Britain, London, explains the partial nature of the critical analy-
sis often associated with Blake as due to his being an indefinable artist who:
“doesn’t belong to any system or movement so he doesn’t get looked at in
a broader context”" This is certainly true, for Blake was singular in the
extreme, as will be shown.

Classifiable as one of England’s greatest figures of art and literature, one
of the most inspired and original Englishmen of all times, an ambitious,
urban artist, Christian radical and visionary,?! creator of mythical worlds
peopled by memorable characters, Blake revered ancient civilizations, the
heroes of Old England and especially the Bible, and through these means
he was committed to revealing Truth. A man of radical ideas, most notably
on religion and politics,”! it can be argued that Blake was primarily con-
cerned with the mammoth task of showing fallen Humankind the right
path to Redemption while simultaneously indicating which paths to avoid.
Upholder of a belief in the primacy of the imagination, railing against those
who put reason before it, Blake famously put the following words into the
mouth of Los in his prophetic book Jerusalem. The Emanation of the Great
Albion, “I must create a system, or be enslavid by another man’s. I will not
reason & compare: my business is to create” (plate 10).

1 Guardian online 12 Aug. 2010.

2 George Richmond closed Blake’s eyes after he died precisely ‘to keep the Vision in’ (Ackroyd,
1995: 369).

3 Despite noticeable affinities with the political Radicals of his day, (his good friends Stothard,
Cumberland, Sharp and Flaxman were members of the Society for Constitutional Information,
for example), Blake did not try to enter active politics, something which his adverse financial
and low social status would have made very difficult, if not impossible. See Ackroyd, 1995: pp.
72-75.
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THE RELIGIOUS FACE OF WILLIAM BLAKE 1"

His creativity must surely have been stimulated by his refusal to be
bound by the educational practices of his day. Indeed, according to T. S.
Eliot, the origin of Blake’s honesty and the foundation of his mastery was
his auto-didactic education which allowed him to follow his true interests,
to learn what he chose and not what was considered by others worthy of
study (Eliot, 1922). Blake himself condemned the imitative rote-learning
traditions thus, “Thank God I never was sent to school, To be flogged into
following the Style of a Fool” (apud Ackroyd, 1995: 23). Believing that Man
came into the world already in possession of what was really needed - no
tabula rasa for him - Dames schools and even Dissenting academies were
eschewed in favour of solitary reading and reflection.*! Here he has a possi-
ble debt to Rousseau who rejected as oppression the idea of a uniform edu-
cation for all, regardless of talent. Few are able to ascertain, as Blake does,
“I read Burke’s Treatise when very young at the same time I read Locke on
Human Understanding & Bacon’s Advancement of Learning ... I felt the
Same Contempt & Abhorrence then, That I do now” (Ackroyd, 1995: 25).
Indeed, while other poets were content to make use of the customary Bibli-
cal characters, or those from well-known Greek and Roman mythology, and
while Blake did not ignore these, he created his own legends populated by a
host of beings that he himself had either invented or re-interpreted. The fact
is, he was aware of his difference without delighting in it. He lamented in
The Marriage of Heaven and Hell, “O why was I born with a different face?
Why was I not born like the rest of my race?”

Blake had three professional careers; engraver” artist/graphic
designer!® and lyricist/prose writer. His engraving was recognized as hav-
ing some merit by those in the profession, and for certain periods of time
he managed to live fairly comfortably from it, doing work on commission,
or “drudgery of business”, as he called it in a letter to his friend and patron
Thomas Butts (Mason, 1988: 67). His artwork and designs were less known,
and after 1796 only connoisseurs in London and a few patrons of water-

4 “Jesus supposes every Thing to be Evident to the Child & to the Poor & Unlearned. Such is the
Gospel. The child is not waiting for imprints from a physical environment, but a living essence”
(Raine, 2002: 105).

He completed a 7 year apprenticeship with the master Basire.

A great appreciator of Gothic art, of Chatterton and Ossian, he studied at the Royal Academy
Schools, where the ideals of his less favoured classical art and historical painting were pur-
sued. He was an assiduous and dedicated student, according to Ackroyd (1995), receiving an
orthodox and classical education including painting, anatomy, perspective and architecture. He
despised life drawing but nevertheless learned the techniques which would stand him in good
stead in the future (see ‘Nebuchadnezzar’ for example).
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12 JOANNE PAISANA

colours and of his spectacular illustrated work Grave (forty commissioned
illustrations for Robert Blair’s poem), acknowledged him. Blake wanted to
return English art to its medieval and sacred origins. In 1804, his intel-
lectual vision had revived after seeing in London the Truchsessian Gallery
paintings (he was too poor to travel to the continent to see the great paint-
ings by his inspirational masters Michelangelo, Durer etc). Indeed, he was
encouraged to pursue the new medievalism or new Gothic in later life by
the self-styled group “The Ancients” — a group of young artists devoted to
Blake in his later years.”) He deplored Rubens and the Venetian painters,
not least for their treatment of light, shade and colour (he spent two years
intensely studying these aspects on his own), and compared his own work
to the highest standards of Carracci and Rafael in a letter of 1802 to Thomas
Butts, “I say they are equal to Carracci or Rafael, or else I am blind, stupid,
ignorant [...]” (Mason, 1988: 69).

Blake’s unpleasantly great poetry, to paraphrase Eliot,!® is today prob-
ably the best known facet of Blake, despite being almost entirely ignored
until after his death. The few contemporary, casual judgments made of his
work referred to such characteristics as “wildness” and “originality” (the
latter decidedly derogatory). Works are classified variously as “idle and
superfluous” or having a “wild charm” (Bentley: 5-6). Concerning his poet-
ical work, Poetical Sketches, 1783, and Songs of Innocence and of Experience,
1794, are without doubt the most commented on and appreciated.” Being
the most easily understood and conventional both at the time of writing
and now, this is not surprising. Differing opinions exist regarding the very
long poem Jerusalem, written between 1804 and 1820, described in the
nineteenth century as incomprehensible - “a perfectly mad poem” (Bent-
ley: 10), while today many consider it a masterpiece. Blake himself con-
sidered Jerusalem to be his finest poem. Here, the role of religion is greatly
deprecated for it is said to exist merely to help the monarchy and clergy
exploit the lower classes. Greed and war have obscured the true message

7 A Vision of the Last Judgement, a huge painting now lost to us, shows his reverence for medieval
sacred art and his devotion to Michelangelo, incorporating over 1,000 figures. It was designed
in 1808 and was to be shown in an 1810 exhibition. This plan was dropped after the exhibition
was cancelled, and the painting subsequently disappeared.

8 “Blake’s poetry has the unpleasantness of great poetry”, Eliot, 1922.

9 Most twentieth century schoolchildren could chant from “Tiger’ (Songs of Experience): “Tiger
Tiger, burning bright, In the forests of the night”, making it one of the most famous of Blake’s
lyrics. Arguably the most famous lyric of all, however, is from the preface to the epic poem
Milton, “And did those feet in ancient times, Walk upon England’s mountains green? [...]”, con-
sidered by many as the unofficial English national anthem.
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THE RELIGIOUS FACE OF WILLIAM BLAKE 13

of Christ resulting in dehumanizing excesses. Albion (England) is infected
with a “soul disease” and her “mountains run with blood” in consequence
of the Napoleonic wars. Salvation is possible only if Albion can be reunited
with Jerusalem, when all humanity would once again be bound by love.

Blake’s Descriptive Catalogue constitutes his sole attempt at describing
his own work for the public, and it was done for his first and only individual
exhibition at his brother’s hosiery shop in Broad St, London, in 1809. This
exhibition, which attracted very few visitors, shows that he sought the pub-
lic’s appreciation of his work, an assertion reinforced by the fact that he also
submitted work to the Royal Academy. He was not a man who strove to be
enclosed in his own private world, even if that was the consequence of his
actions. The private exhibition was important for it allowed Blake to show-
case his best work and left a valuable written legacy in the form of the afore-
mentioned catalogue. This was significant because his non-commissioned
work was slow to come to fruition not only because of constant reworking
but also due to his method of production. His invention of illuminated
printing, uniting relief-etched designs and text on the same page, together
with doing his own etching, binding, printing and selling, meant produc-
tion of his work was slow and laborious. Many of Blake’s works were made
in small numbers and were therefore appreciated by only a small circle of
admirers. Relatively few have survived in their original form or have been
commented on by others.!"!

Blake’s Prophecies united the contemporary critics “in bewilderment”
(Bentley: 9). America a Prophecy constitutes an example of the illuminated
printing aforementioned. It is one of his “Continental Prophecies” (see also
Europe and The Song of Los) in which he explores the radical paradigms
of political repression and revolt through an imaginative, visionary, treat-
ment of the American Revolution. The revolt of Britain’s thirteen American
colonies is viewed as a harbinger of universal epistemological and political
revolution, and indeed not many years passed before Europe celebrated the
most famous struggle for liberty and equality in 1789. Blake shows he is
no ‘mere’ writer of political pamphlets in the Painite!'” or any other style,
by unorthodoxly juxtaposing historical figures such as General Washing-
ton, Newton, Rousseau, Voltaire and Thomas Paine with his own imaginary

10 For a detailed description of the relief-etching process see Viscomi Art of Blake’s Illuminated
Prints [Manchester]: Manchester Printing Workshop, 1983, apud Bindman, 1993: 9.

11 They still appear, albeit rarely. Eight small etchings were found on the back of a timetable and
certified as Blake’s in 2010 and are now in Tate Britain.

12 He would later rail against Paine’s deism as revealed in Age of Reason.
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14 JOANNE PAISANA

mythological figures, including “Albion’s Angel” and “London’s Guardian”
(forces of the British government), Orc (the spirit of revolt), Los (represent-
ing imagination), Enitharmon (the female part of Los), and Urizen (the
repressive God of the old testament representing restrictive reason and the
origin of political repression). Blake’s radical political bent is also evident in
his defence of the common origin of religions, evident in Principles 5 and
7 of All Religions are One (see below), which although not a new idea, chal-
lenged the hierarchical claims of church and state. Hindsight and received
critical analysis make interpreting the prophecies today somewhat easier,!"”!
but the reader is still required to make a concerted mental effort in order
to follow the reasoning of what Blake called his “visionary studies” (Mason,
1988: 70).

For Mason, Blakean religion was largely “a matter of denying certain
other positions” (Mason, 1988: xvi). Indeed, Blake spends a lot of time in
refutation, disproving ideas whose progressive general acceptance probably
seemed unstoppable. Living in the world of the rational empiricists and not
wishing to completely deny the philosophical and scientific ideas inher-
ent therein, Blake tried to reconcile his belief in a supernatural existence
with the materialistic and sceptical viewpoint of Bacon, Locke and the like,
especially as expressed in Locke’s Essay Concerning Humane Understand-
ing.""! His chief employer as an engraver was Joseph Johnson, publisher
of scientific books and journals, the man at the centre of the rationalist
liberal circle which counted Mary Wollstonecraft, Joseph Priestly, Wil-
liam Nicholson, Thomas Paine and William Godwin among its members.
They all propagated the Baconian and Lockean traditions and Blake must
have been at least on the fringes of the group. In addition to this intriguing
milieu, knowledge of his upbringing is essential to an understanding of his
religious ideas.

Apart from his peculiar education, aforementioned, Blake was nur-
tured on Dissenting religious principles. His parents, James and Catherine,
hosiers, made sure their third son William was strongly imbued with piety,
enthusiasm and vision. Indeed, they are ever-present in Blake’s work.[”!

13 See, for example, David Erdman’s seminal Blake. Prophet Against Empire, 1991, Dover, New
York.

14 “Man has no notion of mortal fitness but from Education. Naturally he is only a natural organ
subject to sense.” (apud Raines, 2002: 104).

15 There is little evidence he had much time or affection for his family, with the exception of his
brother Robert (see below). However, Blake’s first biographer Frederick Tatham reflects on the
supportive nature of both parents vis-a-vis his creative efforts and willful rejection of authority
in the form, for example, of school regulations (Ackroyd, 1995).
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THE RELIGIOUS FACE OF WILLIAM BLAKE 15

Despite turning his back on the institutional church, Blake considered
himself a Christian. For a time he followed Swedenborg, and the Swed-
ish Christian mystic and Blake shared certain characteristics. Both were
visionaries, for Blake claimed he was accompanied throughout his lifetime
by angels and other visions, being able to “converse” with the dead. These
visions also included prophets and Christ the Redeemer. A commonly
related episode is that while illustrating Edward Young’s Night Thoughts
between 1795 and 1797, Blake painted an angel whom he said had appeared
and spoken to him. His earliest vision - of a tree full of angels — had been
while out walking on the outskirts of London, at the age of eight or nine.
He would be occasionally punished by his parents for “telling lies” there-
after. After he “saw” his beloved brother Robert’s spirit leave his body on
his death in 1787, he claimed to have seen and talked to him on many
subsequent occasions. Blake’s later poetry collections were printed using
an engraving process which Robert had allegedly described during one of
these post-mortem conversations. His 1805 illustrations for Robert Blair’s
poem The Grave tried to delineate souls and spirits, but was called “absurd”
by The Examiner at the time, this being the standard attack on this visionary
artist.') The nonchalant way in which Blake talked of his visions encour-
aged some people to label him as insane although his general behaviour
belied this.

Without doubt, the greatest influence on Blake must have been the
Bible, the mainstay of his Dissenting family and the object of intense and
continued group and personal study. He aligned himself with the Biblical
prophets, especially Jesus, but rejected the Bible’s authenticity as literal his-
tory, preferring to give his personal interpretation rather than a received,
orthodox one. He argued that all religions are derived from what he called
the “Poetic Genius” (see the analysis of All Religions Are One below). He
believed that the function of history is to clarify the relationship between
humanity and divinity, that human life is generally spiritually barren, and
that the Fall will eventually lead to the Resurrection. For Blake, the biblical

16 According to The New York Times, Feb. 20, 2006, “In 1805, William Blake, the poet and artist,
was hired to engrave a series of 20 of his own watercolor illustrations for Robert Blair’s poem
“The Grave.” This was an important opportunity for Blake. “What is Good must Succeed first or
last,” he wrote to a friend. Blake has indeed succeeded — he looms large in our understanding
of the artist’s imagination — but the commission for “The Grave” was doomed. The publisher
hired another engraver in Blake’s place. The original watercolors more or less vanished until
2001, when 19 were discovered as a group in a Glasgow bookshop. A tangled tale ensued. And
now for the unhappy final chapter. They are to be broken up and sold at auction at Sotheby’s”
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16 JOANNE PAISANA

account of Creation, Fall and Last Judgement provided the most compre-
hensive and penetrating vision of human destiny."'”!

Blake rejected the deistic notions inherent in the school of Bacon and
Locke concerning God and nature (Natural Religion), disbelieving the idea
that God withdrew after creating the universe, leaving natural laws to dic-
tate events, rejecting simultaneously the attempt to prove the existence of
God on the basis of sensate experience and its rational investigation. Like-
wise, he rejected what later would be the essence of the Romantic notions of
art and the divine, labelling Wordsworth’s worship of nature, for example,
as atheism. He argued that for the artist especially, the Divine Spirit should
be the object of worship rather than Nature. For Blake, knowledge of God
depends on Revelation, on the supernatural, the real cause of events being
spiritual and not corporeal, invisible to what he calls the “Vegetative Eye”
(the physical, decaying, eye) - the mere natural sense of sight. For Blake,
followers of Natural Religion choose to remain on the level of the material,
partaking in “vegetative life”. ['*!

Blake’s major works on religion are the following; All Religions are One,
c. 1788, There is No Natural Religion, c. 1788, The Marriage of Heaven and
Hell, 1790, Jerusalem, 1804-18, Vision of the Last Judgment, c. 1810, and The
Everlasting Gospel, c. 1818. In All Religions are One (see below) the first of
Blake’s illuminated books, the simple designs and limited range of motifs are
complemented by the aphorisms themselves. The thirty-one-year-old Blake
argued for “the existence of a universal and supra-rational ‘Poetic Genius’
that expressed itself through the shared (though ever various) forms of all
religions” (Eaves, Essick and Viscomi, 1993: 27).

ALL RELIGIONS are ONE (c. 1788)[%)

The voice of one crying in the wilderness

THE ARGUMENT

As the true method of knowledge is experiment the true faculty of knowing
must be the faculty which

17 After the Restoration in 1660, the fight over the Biblical meaning of faith subsided and the Bible
began to lose its overriding importance, especially after Newton and Locke’s successful propa-
gation of faith in the five senses rather than the metaphysical visions.

18 According to Eaves et al, Humes Dialogues Concerning Natural religion, published in 1779,
furnish arguments for natural religion which may well have influenced Blake’s own expositions
on the subject.

19 This version is from Mason, 1988: 5-6; according to Kathleen Raine (2002: 103), these apho-
risms resemble a summary of Thomas Taylor’s work.
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THE RELIGIOUS FACE OF WILLIAM BLAKE 17

Experiences. This faculty I treat of.

PRINCIPLE 1

That the Poetic Genius is the true Man, and that the body or outward form of
Man is derived from the Poetic Genius. Likewise that the forms of all things
are derived from their genius, which by the ancients was called an Angel and
Spirit and Demon.

PRINCIPLE 2

As all men are alike in outward form, so (and with the same infinite variety) all
are alike in the Poetic Genius.

PRINCIPLE 3

No man can think, write or speak from his heart, but he must intend truth.
Thus all sects of philosophy are from the Poetic Genius adapted to the weak-
ness of every individual.

PRINCIPLE 4

As none by travelling over known lands can find out the unknown, so from
already acquired knowledge Man could not acquire more. Therefore an uni-
versal Poetic Genius exists.

PRINCIPLE 5

The religions of all nations are derived from each nation’s different reception of
the Poetic Genius, which is everywhere called the Spirit of Prophecy.
PRINCIPLE 6

The Jewish and Christian testaments are an original derivation from the Poetic
Genius. This is necessary from the confined nature of bodily sensation.
PRINCIPLE 7

As all men are alike (though infinitely various) so all religions - and, as all
similar, have one source.

The true Man is the source, he being the Poetic Genius.

Blake begins by referring to the interlocutor as “The voice of one cry-
ing in the wilderness”. The connection is immediately made to the devil’s
temptation of Jesus during his forty days and nights in the wilds, the sub-
sequent resistance and ultimate rejection of temptation (Matthew 4:1).
The temptation here could be the attractive Newtonian discourse. Kath-
leen Raines asserts the interlocutor is John the Baptist, the prophet of Jesus
(Raines, 2002). The succinct ‘Argument’ that follows refers to the “faculty
which experiences, at first sight the experimental faculty, the sensorial and
the rational together. However, Blake introduces his Poetic Genius as his
first principle, stating that man’s exterior originates in his interior/Poetic
Genius, which is backed up by ancient belief that all exterior form comes
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18 JOANNE PAISANA

from an internal, non-physical “essence”.*” This holds for all living things.
Various religions call this spirit “Angel”, “Spirit” or “Demon’”. Blake thus
reiterates both the commonality of the origin of all religions and the lon-
gevity of his belief. According to Eaves et al, only two years after writing
All Religions are One, in The Marriage of Heaven and Hell, Blake explores
“the ways political and religious institutions have severed the original bond
between spirit and form” (29), thereby showing the bond between the two
was subsequently broken. The second principle stresses the causal relation-
ship between Poetic Genius and man’s outward appearance, albeit infinitely
variable. Blake’s adherence to the principles of physiognomy may be rel-
evant here. According to the third principle, human essence adapts to each
man’s “weaknesses” i.e. his religious sect, while remaining the same within
each one, for the deep-felt and heartfelt expressions are sincere/true. Dif-
ferent sects originate in individual and even cultural differences, not in
the essential spirit of man. The fourth principle rests on the implication
that man increases his pool of knowledge. Proof of Poetic Genius lies in
the assertion that no new knowledge can come from knowledge already
acquired, it must come from somewhere else. The fifth principle is similar
to the third, extending the varieties of sects to nations in connection with
the proliferation of religions, while intimating their basic similarity. Next,
the Jewish and Christian faiths are said to originate from the same primary
source, Poetic Genius, because they are more than “bodily sensation”, or
the senses, can determine. This is said to be Blake’s rebuttal of those who
doubted the divine authority of the Bible. He criticised the subsequent mis-
appropriation of the Bible on the part of some institutionalized churches (as
did Paine and others), but insisted on its authenticity because of its original
inspiration (Eaves et al, 1993). The final principle emphasises once again
the common root of all religions, residing in the essence of Man, for “all
similar have one source”

In There is no Natural Religion Blake states a series of propositions and
accompanying emblem-like designs, divided into two groups of numbered
proposals, designated by modern editors as “series a” and “series b Blake is
ironic concerning Lockean philosophy and natural religion, proposing his
own version of revealed religion. He first states the basic Lockean principles
concerning physical perception, reason, and the limits of knowledge, but
in the second series redefines and confutes his statements and argues for
the infinitude of spiritual perceptions. The Newtonian “single vision” i.e.

20 The term “essence” is borrowed from Eaves et el, being considered the best description for what
Blake describes in the first principle.
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consciousness bound by the assumption that there is a single unified world
of truth behind appearances, a world against which subjective impres-
sions must be judged, is derided. Locke and others located the origins of
human knowledge in the experience of a natural world governed by fixed
and definable laws. In There is no Natural Religion Blake talks of the ratio
and the experimental as being constrictive, condemning Man to “repeat
the same dull round over again” whereas the poetic or prophetic opens the
doors of infinity to knowing God.

THERE IS NO NATURAL RELIGION™!

The Argument Man has no notion of moral fitness but from Education. Natu-
rally he is only a natural organ subject to Sense.

I Man cannot naturally Perceive, but through his natural or bodily organs.

II Man by his reasoning power. can only compare & judge of what he has
already perceivd.

III From a perception of only 3 senses or 3 elements none could deduce a
fourth or fifth.

IV None could have other than natural or organic thoughts if he had none but
organic perceptions.

V Mans desires are limited by his perceptions. none can desire what he has
not perceivid.

VI The desires & perceptions of man untaught by any thing but organs of
sense, must be limited to objects of sense.

I Mans perceptions are not bounded by organs of perception, he perceives
more than sense [thou ever so acute] can discover.

IT Reason or the ratio of all we have already known, is not the same that it
shall be when we know more

[Plate b5, numbered I1I, lacking]

IV The bonded is loathed by its possessor, The same dull round even of a
univer[s]e would soon become a mill with complicated wheels.

V If the more become the same as the few, when possessd, ‘More! More! is
the cry of a mistaken soul, Less than All cannot satisfty Man.

VI If any could desire what he is incapable of possessing. despair must be
his eternal lot.

VII The desire of Man being Infinite the possession is Infinite and himself
Infinite.

21 There are many versions of this text, and some argument as to the order of the aphorisms. This
is The Tate Gallery and William Blake Trust version as reproduced in Eaves ef al. 1993: 25-26.
The original punctuation is kept.
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CONCLUSION If it were not for the Poetic or Prophetic character, the
Philosophic and Experimental would soon be at the ratio of all things &
stand still, unable to do other than repeat the same dull round over again.
APPLICATION He who sees the infinite in all things, sees God. He who
sees the Ratio only sees himself only.

Therefore God becomes as we are, that we may be as he is.

The symbiotic nature of Blake’s artistic work can be seen in the pencil
drawing of Newton, 1795, (fig.1), which was a preparation for his coloured
Newton. Blake shows the naked eighteenth-century philosopher-scientist
alone, intently using his scientific instrument (compass) to measure and
calculate.?? He sits on a rock which in the final coloured print moulds his
lower body. Many interpretations have been suggested for this depiction,
most centring on the fact that Newton is both “one” with the rock/nature
and yet has his back to it. Paolozzi’s sculpture “Newton’, 1995, draws upon
William Blake’s print and was commissioned for the British Library’s new
home in St Pancras. It can be found in the plaza outside. It is an apt choice
of subject for Britain’s national repository of knowledge!

Fig. 1 Pencil study for Newton, 1795

This paper acknowledges the great amount of scholarly work already
available on the various facets of William Blake. One may wonder at the
tardiness of his public recognition (twentieth century) and yet the reasons
for his obscurity are quite obvious. As has been shown, an unorthodox life

22 http://commons.wikimedia.org/wiki/File:William_Blake_Newton_drawing.jpg

Diacritica 25-3_Literatura 1.indb 12 11-01-2012 14:49:50



THE RELIGIOUS FACE OF WILLIAM BLAKE 21

coupled with a dogged determination to “do things his way” were not the
best handmaidens for the success he so desired. Few could understand him.
A small number of patrons and loyal acolytes was the most he achieved.
This paper has lifted a corner of the veil on his religious views by examin-
ing his thoughts on natural religion through a reading of his statements
and counter-statements in There is no Natural Religion and All Religions
are One. In the former he refutes commonly held ideas concerning reason
and knowledge by stating the supremacy of the Poetic or Prophetic. No
‘proof” is offered (the Newtonians had the monopoly on experiments), and
the reader is expected to take Blake’s bold assertions at face value. They
are purportedly the way to God. The latter comprises a set of principles
which focus on the common origin of religions and men. At a time when
millennial apocalypse was forewarned and religious sects multiplied at an
alarming rate, Blake was anxious to highlight the importance of what he
called the “Poetic Genius”, although the logic for its existence (Principle 4)
is somewhat obtuse. Only an analysis of subsequent poets up to the present
day can confirm the accuracy of Peter Ackroyd’s claim that Blake is “the last
great religious poet in England” (Ackroyd 1995: 18), but it is hoped that at
the very least Blake’s singularity and creative mind have been revealed, even
if incipiently.
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MARIO DE CARVALHO E A REFLEXAO
METAFICCIONAL SOBRE O FUTURO DO ROMANCE
MARIO DE CARVALHO AND THE METAFICTIONAL
REFLECTION ABOUT THE FUTURE OF THE NOVEL

José Candido de Oliveira Martins
cmartins@braga.ucp.pt

Ciclicamente, sobretudo no séc. XX, tem sido anunciada a morte do romance,
tendo como pano de fundo outras mortes. Sendo um género literario sem lei (poé-
tica explicita), o romance mostra-se proteiforme e metamoérfico. Nao possuindo
um canone, como outros géneros, ¢ um género em devir, uma “forma aberta”. Ora,
no panorama da fic¢do portuguesa contemporanea, a obra ficcional de Mario de
Carvalho constitui um exemplo de busca de um novo rumo para o romance de hoje
- um género assumidamente hibrido: cronovelema. A construcido dessa tentativa
¢ particularmente visivel na reflexdo metaficcional de trés dos seus romances: Era
bom que trocdssemos umas ideias sobre o assunto (1995); Fantasia para dois coronéis
e uma piscina (2003); e A arte de morrer longe (2010).

Palavras-chave: cronovelema; Mério de Carvalho; metafic¢do; pds-modernismo;
romance portugués contemporaneo.

The death of the novel has cyclically been announced, especially in the 20" century,
bearing other deaths as a background. Since it is a lawless genre (without explicit
poetics), the novel stands as a plural and metamorphic form. Unlike other gen-
res, the novel is a genre to become, an ‘open form’ Hence, when considering the
contemporary Portuguese fictional panorama, the narrative writings by Mario
de Carvalho constitute an example of search for a new path for today’s novel -
an assumedly hybrid genre: chronoveleme [a narrative text that results from the
“mixture” between the chronicle text and the short novel]. The construction of this
attempt is particularly visible in the metafictional reflection of three of his novels:
Era bom que trocdssemos umas ideias sobre o assunto (1995); Fantasia para dois
coronéis e uma piscina (2003); and A arte de morrer longe (2010).

Keywords: chronoveleme; Mario de Carvalho; metafiction; post-modernism; con-
temporary Portuguese novel.
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1. Contexto de uma cartografia possivel

E compreensivelmente complexa qualquer tentativa de cartografar as prin-
cipais tendéncias do r