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    This collection assembles, in one continuous sequence, the complete illuminated books of William Blake, presenting each work in both its Plates and Text. Spanning 1788 to 1826, these volumes represent the central body of Blake’s poetic and graphic art, issuing from his distinctive practice of printing words and images together. The purpose here is to offer readers the full range of Blake’s visionary production in the medium he created for it, enabling engagement with each book as a designed whole and as part of a lifetime’s project. Gathered together, these works constitute an oeuvre that is literary, pictorial, and typographic at once.

Blake’s illuminated method integrates lyric, prophetic verse, aphoristic prose, emblem, and occasional dramatic speech within relief-etched plates that he printed and often hand-colored. Because meaning arises from the interplay of ornament, lettering, page design, and poetry, this edition juxtaposes Plates and Text for every title. The Plates preserve the visual artifact and sequence; the Text provides a clear reading of Blake’s words without graphic mediation. Readers are encouraged to move between the two, recognizing that Blake conceived his books as unified objects in which image and language jointly carry argument, narrative impulse, and symbolic force.

The earliest items, All Religions Are One (1788) and There Is No Natural Religion (1788), are concise tractates that set out foundational propositions in brief, engraved statements. Their form is aphoristic and speculative, declaring principles through compact sequences rather than extended poems. As inaugural experiments in illuminated printing, they show Blake discovering a way to present thought as visual page, matching conceptual compression with ornamental borders and emblematic devices. Together they propose a framework for the imaginative and theological inquiries that will occupy the later prophetic books, while demonstrating the economy and authority of text borne by engraved design.

The Book of Thel (1789) is a visionary lyric narrative, formally poised between song and parable. It unfolds in a series of engraved pages whose delicate imagery supports a meditation on innocence, growth, and the thresholds of perception. Thel’s world is articulated through emblematic figures and landscapes, emphasizing transformation and the dialogue between the self and its environment. The work exemplifies Blake’s capacity to marry sustained poetic cadence with pictorial delicacy, achieving an atmosphere at once intimate and expansive. As an early, self-contained illuminated poem, it offers an accessible portal into Blake’s mature mythic imagination without requiring prior knowledge of his later system.

The Marriage of Heaven and Hell (1790) is a hybrid of prose, verse, satire, and engraved proverb-like segments, arranged across some of Blake’s most intricate pages. It advances a poetics of contraries and a critique of conventional morality through dramatic shifts of tone and register. The book’s typographic play, visionary catalogues, and vigorous line work model Blake’s belief that energetic oppositions generate imaginative insight. As a work of classification-defying genre, it joins essay, manifesto, and poetic sequence, showing how illuminated printing can accommodate rapid formal transitions while maintaining a coherent philosophical tension across its plates.

The year 1793 sees three distinct modes: Visions of the Daughters of Albion (1793), For Children: The Gates of Paradise (1793), and America A Prophecy (1793). The first is a lyric-prophetic exploration framed by choral voices and dreamlike scenes; the second is an emblem book in miniature plates designed for meditative viewing; the third is a visionary prophecy engaging the energies of historical upheaval. Their variety demonstrates Blake’s ability to scale his method from compact emblem to extended sequence, binding them through recurring motifs of voice, bondage and release, and the imaginative power that reorders inherited narratives.

In 1794 Blake expands both lyric and mythic architecture. Songs of Innocence and of Experience (1794) sets paired lyrics within richly colored designs to sound the tensions between sheltered simplicity and tested perception. Europe A Prophecy (1794) extends the prophetic mode into a panoramic vision structured by engraved tableaux. The Book of Urizen (1794) inaugurates a cosmogonic cycle articulated through a new pantheon of personified faculties and constraints. Across these books, Blake crystallizes his method of building a symbolic history through recurring figures, while maintaining the lyric immediacy that keeps large systems tethered to felt states of mind.

The Song of Los (1795) and The Book of Ahania (1795) continue the mythic elaboration introduced the previous year. They compress epic materials into concentrated sequences where engraved images of forging, binding, and awakening mirror the poems’ thematic concerns. The books refine Blake’s technique of pacing revelation across plates, with visual motifs guiding the reader’s passage from section to section. Together they deepen the cosmogony, mapping relationships among creative, legislative, and rebellious energies, and confirming the illuminated book as a medium capable of bearing intricate symbolic narratives within a manageable reading span.

Milton A Poem (1804–1811) and Jerusalem (1804–1820) are Blake’s most expansive illuminated works, long prophetic poems developed and printed over extended periods. Their plates range from densely lettered fields to full-page designs, orchestrating rhythm, chant-like cadences, and elaborate mythic personae. These books invite readers to inhabit a constructed universe in which place-names, characters, and visual motifs interweave to examine artistic vocation, community, vision, and renovation. The extended format allows Blake to stage transformations that unfold gradually across the architecture of the book, demonstrating the illuminated plate’s capacity for sustained epic argument.

Blake’s later productions gather meditations and summations in varied forms. For the Sexes: the Gates of Paradise (1820) revises the earlier emblem sequence for a broader audience, retaining its concentrated visual-poetic force. On Homer’s Poetry and On Virgil (1822) appears as a single etched plate combining commentary and design. The Ghost of Abel (1822) is a brief dramatic work delivered on engraved pages. Laocoön (1826) is a densely textual plate that arrays assertions and references around a central figure. These late works demonstrate Blake’s continued confidence in the plate as a field for argument, reflection, and compressed dramatic scene.

Across the whole, the genres include lyric sequences, prophetic epics, aphoristic tractates, emblem books, visionary prose, and brief dramatic dialogues. Stylistically, Blake’s hallmarks are integrated page design, hand-drawn lettering, vivid contour, and a rhythmic diction that fuses biblical cadence with innovative imagery. He constructs a personal mythic vocabulary that recurs across books, enabling cross-reference and cumulative meaning. Themes of contraries, imagination against limiting systems, the dynamic between vision and oppression, and the remaking of tradition through art circulate persistently. The illuminated method enacts these themes formally by binding the reader’s progress to the material experience of the page.

Blake’s legacy extends across literature and visual art precisely because these books unite invention in medium with ambition in thought. They offer resources for poets, painters, historians of ideas, and readers seeking works where form and argument are inseparable. The arrangement here, with Plates followed by Text, supports careful study and comparative reading. The Sources section directs attention to materials that document the making, printing, and reception of the illuminated books. Approached patiently, these works reveal a coherent, lifelong endeavor: to craft a total art in which language, image, and design become instruments of renewed perception and shared human possibility.
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    William Blake (1757–1827) was an English poet, engraver, and painter whose illuminated books fused verse, image, and philosophy into a singular visionary art. Working in late eighteenth- and early nineteenth‑century London, he resisted prevailing neoclassical rationalism and the emerging industrial spirit, asserting imagination as a form of divine revelation. His compact lyrics and vast prophetic epics together mapped a symbolic universe that engaged politics, religion, and psychology. Unclassifiable in his own day and rarely secure in patronage, he nonetheless produced a body of work that later came to define an alternative lineage within Romanticism, where artistic making, spiritual perception, and social critique are inseparable.

Blake was born and worked in London. Trained as an engraver under James Basire, he learned exacting line work by drawing monuments and reliefs, a discipline that shaped his graphic imagination. He later attended the Royal Academy Schools but resisted its prevailing doctrines, favoring linear energy over academic finish. The Bible, Milton, and Renaissance and Gothic models nourished his visual and verbal art. He engaged contemporary mystical and philosophical currents, reading Emanuel Swedenborg and then challenging him. From the start he pursued an independent vocation, combining poetry, printmaking, and painting rather than following the commercial routes typical of late eighteenth‑century publishers.

In 1788 Blake devised a relief etching process that allowed words and images to be printed together, then hand colored, producing the illuminated books. With his wife, Catherine, aiding in printing and coloring, he issued the concise doctrinal tracts All Religions Are One and There Is No Natural Religion, which assert the primacy of the human imagination. The Book of Thel followed in 1789, a lyrical allegory engraved on richly decorated plates. Around the same time he began Songs of Innocence, later expanded into Songs of Innocence and of Experience in 1794, where childlike lyrics bear complex moral and political resonances.

The revolutionary 1790s drew Blake into prophetic satire and political allegory. The Marriage of Heaven and Hell, begun in 1790, rejects narrow moral dualism and celebrates the creative energy of contraries. Visions of the Daughters of Albion (1793) addresses desire and bondage within social and colonial structures. In America A Prophecy (1793) and Europe A Prophecy (1794), he recasts contemporary upheavals as mythic conflicts between imaginative freedom and repressive systems. These illuminated poems integrate aphorism, narrative, and emblem into densely worked plates, inviting readers to participate in interpretation through the very act of seeing and turning the pages.

Blake built a personal mythic system to explore consciousness, history, and artistic labor. The Book of Urizen (1794) imagines the constrictive lawgiver whose rational tyranny shapes fallen worlds; The Book of Ahania (1795) and The Song of Los (1795) extend that cosmogony, counterpoising Urizen with the prophetic artist Los. For Children: The Gates of Paradise (1793) presents emblematic images of the human journey, later revised as For the Sexes in 1820. Across these works, figures, ornaments, and letterforms form one expressive field, so that reading becomes partly a visual rite, and visionary meaning is inseparable from hand‑made craft.

His most ambitious epics, Milton A Poem (1804–1811) and Jerusalem (composed roughly 1804–1820), reimagine national and personal history as a struggle to awaken perception and build a human form divine. Late engraved texts such as On Homer’s Poetry and On Virgil (1822), The Ghost of Abel (1822), and the aphoristic Laocoön (c. 1826) interleave commentary, scripture, and polemic on single plates. Though his audience remained small, he maintained a few committed patrons and exhibited occasionally. Each copy of an illuminated book was printed in limited impressions and often finished differently, making the corpus a sequence of unique, dialoguing artifacts.

Blake’s later years were marked by steady labor, teaching, and a deepening certainty in his visionary program. He died in London in 1827 with his largest projects still circulating in small, handprinted copies. Subsequent generations reassessed his achievement: Victorians, Symbolists, and modernists valued his fusion of image and text, his critique of mechanized perception, and his insistence that art transforms social life. Today his illuminated books, from the early tracts to Jerusalem, are studied as foundational works of Romanticism and as precursors to modern artist’s books, demonstrating how poetic thinking, graphic invention, and ethical imagination can act as one.
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    William Blake’s illuminated books were produced between the late 1780s and mid-1820s, years in which Britain experienced dramatic political upheaval, imperial expansion, and early industrialization. The collection gathers works begun just before the French Revolution and continued through the Napoleonic Wars and the postwar reaction. Blake was trained as an engraver and worked within London’s booming print culture, yet he deliberately positioned himself against prevailing commercial and academic norms. His visionary poetry and images unfold amid debates about reason, religion, revolution, and the moral costs of empire and manufacture. The illuminated books operate as interventions in that ferment, using handmade technologies to circulate heterodox ideas in small, highly crafted editions.

Blake’s method—relief etching, developed around 1788—allowed him to print text and image from a single copper plate, then hand-color impressions with his wife, Catherine Blake. This technique bridged poetry, painting, and print, subverting the division of labor in the printing trade and the hierarchy of the Royal Academy. London’s expanding markets favored reproductive engraving and fashionable illustration; Blake’s process reclaimed authorship and intimacy. The illuminated books’ Plates and Text therefore testify not only to visionary content but to technological dissent. They reflect a workshop economy in which domestic production, artisanal skill, and selective patronage substituted for institutional support and mass dissemination.

The earliest tracts, All Religions Are One and There Is No Natural Religion (both 1788), engage an intellectual climate shaped by Enlightenment empiricism and theologies of natural religion. British culture abounded with debates about reason, revelation, and moral sense, often invoking John Locke and Isaac Newton. Blake’s small series counters the notion that morality derives solely from sensory experience or nature’s laws. The works emerge from a London milieu of dissenting religious thought and open controversy over the authority of Church and state. Their propositions, engraved and ornamented, announce Blake’s determination to argue in aphorism and image against prevailing philosophical orthodoxy.

The Book of Thel (1789) appears as the French Revolution began to recalibrate European expectations about society and liberty. In Britain, early sympathy melded with anxiety as news from Paris unsettled the status quo. Thel’s lyric emblematic mode reflects a culture steeped in moralized prints, emblem books, and pastoral verse, yet it questions conventional didactic assurances about innocence and mortality. Its publication coincided with Blake’s first full use of the new relief technique and with widening artisan networks of production and distribution in London. Thel registers a moment of possibility, before the Revolution’s course provoked harsher political polarizations.

The Marriage of Heaven and Hell (circa 1790–1793) responds directly to religious and philosophical crosscurrents, notably the writings of Emanuel Swedenborg. London hosted Swedenborgian societies and brisk disputes over visionary authority. Blake’s illuminated satire subverts rigid moral binaries, aligns creative energy with prophetic critique, and adopts a playful, parodic relationship to Swedenborg’s Heaven and Hell. The work belongs to a radical print culture that included pamphlets, caricature, and prose tracts, where irony and inversion served as weapons against orthodoxy. Its production during the Revolution’s early years reflects a period when bold speculation and dissenting theology were especially visible in the metropolis.

Visions of the Daughters of Albion (1793) appeared as Britain entered war with revolutionary France and as antislavery agitation intensified. London publishers circulated accounts of colonial violence; Blake engraved plates for J. G. Stedman’s Narrative (1796), a key text for abolitionist critique. Visions intertwines sexual politics with slavery, echoing contemporary debates on women’s rights after Mary Wollstonecraft’s Vindication (1792) and parliamentary efforts to end the slave trade. Its prophetic setting does not conceal its engagement with current injustices; rather, it recasts them in visionary form. The year 1793 also marked the start of prolonged war, heightening domestic surveillance and narrowing spaces for open radical expression.

For Children: The Gates of Paradise (1793) draws on the emblem tradition—compact images paired with mottoes—to reflect on human life’s stages. The late eighteenth century saw new attention to childhood through the Sunday School movement and pedagogical reform. Emblem books and didactic prints were common tools of instruction. Blake adapts the form to probe spiritual development rather than to enforce conventional morals. Its intimate scale and economy of means suited his workshop production. Decades later he would revisit the sequence as For the Sexes: The Gates of Paradise (1820), signaling how emblematic reflection could be recalibrated for different audiences and times.

America A Prophecy (1793) mythologizes the American Revolution within a Britain reckoning with the French Revolution and renewed war. The work reimagines colonial revolt as a drama of energy and restraint, voicing tensions that resonated in 1790s Britain, where reform societies faced surveillance and prosecutions. Parliamentary measures soon tightened controls on assembly and speech. By staging a transatlantic crisis, the book addresses questions of authority, resistance, and the meaning of liberty in an imperial state. Its illuminated format, with striking hand coloring, converts recent history into a visionary theater that both echoes and critiques revolutionary narratives.

Songs of Innocence and of Experience (combined 1794) belongs to a decade of rapid urban growth, new factory systems, and rising concern over child labor and poverty. The first Chimney Sweepers Act passed in 1788, while philanthropic and evangelical movements contested how to address suffering. Blake pairs contrary states to expose the gap between benevolent rhetoric and lived reality. The illuminated pages draw on the familiar aesthetics of children’s books yet unsettle their assurances. Songs’ dual perspective—innocence beside experience—mirrors a public sphere divided between reformist optimism and disillusion with institutional responses to social hardship.

Europe A Prophecy (1794) appeared amid the French Revolution’s violent turn and Britain’s counter-revolutionary mobilization. Trials for treason in 1794, the Seditious Meetings and Treasonable Practices Acts of 1795, and loyalist associations signaled intensified repression. Blake’s visionary chronicle registers how hopes for renewal met fear, war, and ideological struggle. By recasting European events in mythic terms, the book distances itself from reportage while remaining keyed to current alarms about prophecy, enthusiasm, and public order. Its engraved plates, often richly colored, stage a contest over time itself—apocalypse versus cyclical history—reflecting the era’s millenarian and conservative readings of upheaval.

The Book of Urizen (1794) inaugurates a cosmogonic cycle that interrogates law, system, and constraint. Blake draws on biblical idioms and Miltonic epic to explore how rationalizing orders arise and bind imagination. The mid-1790s saw Britain tighten legal frameworks to contain dissent; Blake’s myths respond by dramatizing the spiritual costs of such systems. The Song of Los (1795) extends the panorama with Asia and Africa sections, acknowledging a world shaped by empire. The Book of Ahania (1795) further complicates the mythology of authority and revolt. These works, printed in small numbers, show Blake persistently refining technique and palette through experimental color printing.

The years around 1795 also witnessed Blake’s large color prints, produced by a relief color method akin to monoprinting. While not all belong to the illuminated canon, they share materials, workshop practice, and a refusal of commercial formulae. British print markets favored smooth stipple engravings after fashionable painters; Blake’s textured color prints and richly hand-finished prophetic books asserted another path. Economic pressures were real: patronage was sporadic, and the book trade demanded reproductive labor. Against that background, the visionary projects and their unconventional surfaces represent a deliberate insistence on imaginative authority over market taste.

At the turn of the century the political climate remained tense. Blake moved to Felpham in 1800 to work under the patronage of the poet William Hayley, returning to London in 1803 after a quarrel with a soldier led to a trial for seditious words; he was acquitted in 1804. Milton A Poem (engraved 1804–1811) emerges from this period, engaging England’s literary heritage amid national crisis. Debates over the nation’s identity intensified during the Napoleonic Wars. Blake reimagines Milton as a living prophetic resource and, in the preface, penned lines later set to music in 1916, underscoring how literary past and present could converge in public culture.

Jerusalem (engraved 1804–1820), Blake’s longest illuminated book, spans the Napoleonic Wars and their aftermath: wartime mobilization, blockade, taxation, and then postwar depression, Luddite unrest, and controversy over the Corn Laws. The work addresses Albion—Britain—as both nation and spiritual body. Production stretched across years with limited resources, yet Blake continued to hand-print and hand-color copies. The book’s intricate plates absorbed the era’s anxieties about fragmentation and the hope for regeneration. Jerusalem stands as a monumental response to protracted conflict and the remaking of British society under economic and ideological strain.

For the Sexes: The Gates of Paradise (1820) reconfigures the 1793 emblem sequence with new captions that foreground age, gender, and the moralized body, reflecting shifts in public discourse after the wars. The 1810s had seen evangelical expansion, debates on political reform, and, in 1819, the Peterloo Massacre followed by repressive legislation. In the visual arts, Blake found new allies among younger admirers later called the Ancients, who valued his rejection of academic orthodoxy. The 1820 version’s concise imagery, produced within tight means, shows how Blake continued to adapt emblematic forms to address a more conservative, yet restive, cultural climate.

Blake’s late plates On Homer’s Poetry and On Virgil (1822) condense long-running arguments against the authority of classicism and for the primacy of prophetic imagination. The same year’s The Ghost of Abel returns to biblical drama, situating moral conflict within scriptural history at a time when philological and antiquarian interests were reshaping biblical studies. Both pieces were executed as engraved texts with emblematic framing, fusing aphorism and image. They belong to a late period when Blake, supported by patrons such as John Linnell, crafted compact statements that distill his oppositional stance toward state-sponsored taste and the modeling of virtue on pagan antiquity.

Laocoön (c. 1826) presses those contentions further by surrounding the famous classical group with engraved marginalia on art, religion, and commerce. The plate criticizes the entanglement of artistic value with money and institutional authority, reflecting a competitive London art world of exhibitions, prizes, and patrons. Its compressed aphorisms revisit a lifetime of polemic against systems that subordinate imagination. As a single-plate work produced near the end of Blake’s career, Laocoön reads like an epitaph for his arguments, rendered in the very medium—engraving—through which he sought to overturn academic hierarchy and commercial dictates for more than three decades of illuminated practice. The late illuminated works also include Blake’s small but resonant Ghost of Abel, which connects biblical conflict to contemporary moral discourse without resorting to topical allegory, thereby preserving their enduring relevance across contexts and audiences. Finally, the collection often lists “Sources,” a reminder that Blake’s matrix of influences includes the Bible, Milton, Swedenborg, and the radical print culture of his age, which together shaped the intertextual fabric of the illuminated books and their commentaries on the intellectual and political life of the late eighteenth and early nineteenth centuries.
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    Early Tracts on Religion and Perception (All Religions Are One; There Is No Natural Religion)
These brief illuminated aphorisms announce Blake’s core claim that human imagination is the wellspring of religion and knowledge, challenging narrow empiricism. They sketch a universal human form and argue that perception grows with desire, foreshadowing the mythic system to come. The tone is compressed and polemical, with image and maxim operating as a single argument.
The Book of Thel (1789)
A pastoral allegory in which the maiden Thel contemplates leaving a realm of innocence for the mutable world of embodied life. Dialogues with natural forms reveal both the beauty and the cost of mortality, suspending her between yearning and dread. Dreamlike plates and gentle cadences make its meditation on transience tender and haunting.
The Marriage of Heaven and Hell (1790)
A visionary satire that overturns moral dualisms by touring infernal energies and prophetic insight. It opposes constraining reason to creative ardor and insists that contraries are necessary to human progress. Irreverent and aphoristic, it fuses luminous scenes with pointed maxims to advance its argument.
Visions of the Daughters of Albion (1793)
A prophetic lament centered on a young woman’s struggle for sexual and spiritual freedom under social and imperial bondage. Desire, jealousy, and shame appear as cosmic forces that imprison the mind as much as the body. The tone is accusatory yet yearning, with stark imagery that exposes systems of coercion.
For Children and For the Sexes: The Gates of Paradise (1793; 1820)
An emblem sequence mapping the stages of human life through cryptic captions and striking images, first addressed to children and later recast for adults. The 1820 version deepens the cycle with questions of gender, conscience, and rebirth, shifting from gentle moral prompting to darker introspection. Together they showcase Blake’s miniature symbolism and his conviction that images educate perception.
The Continental Prophecies (America A Prophecy; Europe A Prophecy; The Song of Los) (1793–1795)
These prophetic books recast revolutionary upheavals as mythic convulsions in the human psyche and in history. Fiery forces of renewal contend with tyrannic powers across America and Europe, while The Song of Los compresses the spread of religion and rebellion into visionary geographies. Apocalyptic and oracular, they pair bold designs with incantatory verse to stage cycles of oppression and awakening.
The Urizenic Books (The Book of Urizen; The Book of Ahania) (1794–1795)
Blake’s cosmogonies of law and desire chart the rise of a self-ordained power whose nets of constraint fracture the human whole. The Book of Urizen establishes a bleak creation under restrictive reason, while The Book of Ahania renders the ensuing tragedy of separation, punishment, and lost companionship. Sculptural and somber, the engraved worlds of bone and fire externalize inner division.
Songs of Innocence and of Experience (1794)
A double sequence that contrasts childlike innocence with the hard knowledge of experience, revealing how social institutions shape feeling and fate. Lyrical simplicity meets moral complexity as scenes of play, labor, faith, and loss mirror and interrogate one another. The illuminated pages heighten tonal contrasts—tender, ironic, indignant—forming a compact anatomy of a nation’s conscience.
Milton A Poem (1804–1811)
A late prophetic work in which a precursor poet returns to amend past errors and join a contemporary struggle for imaginative liberty. The narrative moves through homes and heavens, forging a rigorous inner struggle that probes authorship, inspiration, and tradition. Dense textures and grand visionary architecture in the plates underscore its introspective and combative spirit.
Jerusalem (1804–1820)
Blake’s vast epic of fragmentation and potential reunion, envisioning the giant Albion divided among states of error and called back to prophetic community. It interweaves personal, national, and cosmic scales to pursue redemption through imaginative labor and mutual forgiveness. Monumental designs and a grave, exhortatory voice make it the capstone of his illuminated system.
On Homer’s Poetry and On Virgil (1822)
A compact critical plate assessing ancient epic through the lens of prophetic energy versus ornamental art. Blake favors living vision over received authority, sharply contrasting creative vitality with cultural polish. Assertive and epigrammatic, it fuses image and argument.
The Ghost of Abel (1822)
A brief dramatic vision that revisits the first fratricide to debate justice, vengeance, and the possibility of mercy. Voices from different orders speak across time, compressing a theological dispute into a tense exchange. Stark and solemn, it emphasizes the stakes of moral imagination in the face of violence.
Laocoön (1826)
A single crowded plate that turns a classical subject into a manifesto on art, religion, economics, and prophetic practice. Image and marginal texts collide to argue that artistic vision must be freed from institutional idols and market fetters. Incendiary and collage-like, it offers a late summation of Blake’s polemical style.
Sources
A concluding catalog that points to materials underlying the illuminated books, signaling scriptural, classical, and contemporary threads. It highlights the intertextual fabric of the oeuvre and guides further exploration of recurring myths and critical concerns.
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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 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 call’d 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 weaknesses 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 universal 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 call’d 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, tho’ infinitely various; so all Religions: and as all similars have one source the True Man is the source, he being the Poetic Genius.
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The Argument. 

Man has no notion of moral fitness but from Education. Naturally 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 perceiv’d.




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. 

Man’s desires are limited by his perceptions; none can desire what he has not perceiv’d.




VI. 

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







------------------------

I. 

Man’s perceptions are not bound by organs of perception; he perceives more than sense (tho’ ever so acute) can discover.




II. 

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








[Ed: Plates 12 to 17 occur only in certain, later editions.]

[Proposition III is missing.]






IV. 

The bounded is loathed by its possessor. the same dull round, even of the universe, would soon become a mill with complicated wheels.




V. 

If the many become the same as the few when possess’d, More! More! is the cry of a mistaken soul; less than All cannot satisfy 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 & himself Infinite.




Conclusion.

If it were not for the Poetic or Prophetic Character the Philosophic & Experimental would soon be at the ratio of all things, and 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 Book of Thel (1789)
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THEL’S Motto



Does the Eagle know what is in the pit?

Or wilt thou go ask the Mole:

Can Wisdom be put in a silver rod?

Or Love in a golden bowl?








I



The daughters of Mne Seraphim led round their sunny flocks.

All but the youngest; she in paleness sought the secret air.

To fade away like morning beauty from her mortal day: 

Down by the river of Adona her soft voice is heard:

And thus her gentle lamentation falls like morning dew.

O life of this our spring! why fades the lotus of the water?

Why fade these children of the spring? born but to smile & fall.

Ah! Thel is like a watry bow. and like a parting cloud.

Like a reflection in a glass. like shadows in the water.

Like dreams of infants. like a smile upon an infants face, 

Like the doves voice, like transient day, like music in the air; 

Ah! gentle may I lay me down, and gentle rest my head.

And gentle sleep the sleep of death. and gentle hear the voice 

Of him that walketh in the garden in the evening time.

The Lilly of the valley breathing in the humble grass

Answer’d the lovely maid and said; I am a watry weed, 

And I am very small, and love to dwell in lowly vales; 

So weak, the gilded butterfly scarce perches on my head.

Yet I am visited from heaven and he that smiles on all.

Walks in the valley. and each morn over me spreads his hand 

Saying, rejoice thou humble grass, thou new-born lilly flower, 

Thou gentle maid of silent valleys. and of modest brooks; 

For thou shalt be clothed in light, and fed with morning manna: 

Till summers heat melts thee beside the fountains and the springs 

To flourish in eternal vales: then why should Thel complain,

Why should the mistress of the vales of Har, utter a sigh.

She ceasd & smild in tears, then sat down in her silver shrine.

Thel answerd. O thou little virgin of the peaceful valley.

Giving to those that cannot crave, the voiceless, the o’ertired.

Thy breath doth nourish the innocent lamb, he smells thy milky garments,

He crops thy flowers. while thou sittest smiling in his face, 

Wiping his mild and meekin mouth from all contagious taints.

Thy wine doth purify the golden honey, thy perfume,

Which thou dost scatter on every little blade of grass that springs 

Revives the milked cow, & tames the fire-breathing steed.

But Thel is like a faint cloud kindled at the rising sun: 

I vanish from my pearly throne, and who shall find my place.

Queen of the vales the Lilly answerd, ask the tender cloud, 

And it shall tell thee why it glitters in the morning sky, 

And why it scatters its bright beauty thro’ the humid air.

Descend O little cloud & hover before the eyes of Thel.

The Cloud descended, and the Lilly bowd her modest head: 

And went to mind her numerous charge among the verdant grass.






II.



O little Cloud the virgin said, I charge thee tell to me, 

Why thou complainest not when in one hour thou fade away: 

Then we shall seek thee but not find; ah Thel is like to thee.

I pass away. yet I complain, and no one hears my voice.

The Cloud then shew’d his golden head & his bright form emerg’d, 

Hovering and glittering on the air before the face of Thel.

O virgin know’st thou not. our steeds drink of the golden springs 

Where Luvah doth renew his horses: look’st thou on my youth,

And fearest thou because I vanish and am seen no more.

Nothing remains; O maid I tell thee, when I pass away, 

It is to tenfold life, to love, to peace, and raptures holy: 

Unseen descending, weigh my light wings upon balmy flowers; 

And court the fair eyed dew. to take me to her shining tent; 

The weeping virgin, trembling kneels before the risen sun, 

Till we arise link’d in a golden band, and never part; 

But walk united, bearing food to all our tender flowers

Dost thou O little Cloud? I fear that I am not like thee;

 For I walk through the vales of Har. and smell the sweetest flowers; 

But I feed not the little flowers: I hear the warbling birds, 

But I feed not the warbling birds. they fly and seek their food; 

But Thel delights in these no more because I fade away, 

And all shall say, without a use this shining woman liv’d, 

Or did she only live. to be at death the food of worms.

The Cloud reclind upon his airy throne and answer’d thus.

Then if thou art the food of worms. O virgin of the skies, 

How great thy use. how great thy blessing; every thing that lives, 

Lives not alone, nor for itself: fear not and I will call 

The weak worm from its lowly bed, and thou shalt hear its voice.

Come forth worm of the silent valley, to thy pensive queen.

The helpless worm arose, and sat upon the Lillys leaf, 

And the bright Cloud saild on, to find his partner in the vale.






III.



Then Thel astonish’d view’d the Worm upon its dewy bed.

Art thou a Worm? image of weakness. art thou but a Worm?

I see thee like an infant wrapped in the Lillys leaf: 

Ah weep not little voice, thou can’st not speak. but thou can’st weep; 

Is this a Worm? I see thee lay helpless & naked: weeping, 

And none to answer, none to cherish thee with mothers smiles.

The Clod of Clay heard the Worms voice, & raisd her pitying head; 

She bowd over the weeping infant, and her life exhal’d 

In milky fondness, then on Thel she fix’d her humble eyes.

O beauty of the vales of Har. we live not for ourselves, 

Thou seest me the meanest thing, and so I am indeed;

My bosom of itself is cold. and of itself is dark,

But he that loves the lowly, pours his oil upon my head.

And kisses me, and binds his nuptial bands around my breast.

And says; Thou mother of my children, I have loved thee.

And I have given thee a crown that none can take away 

But how this is sweet maid, I know not, and I cannot know, 

I ponder, and I cannot ponder; yet I live and love.

The daughter of beauty wip’d her pitying tears with her white veil,

 And said. Alas! I knew not this, and therefore did I weep: 

That God would love a Worm I knew, and punish the evil foot 

That wilful, bruis’d its helpless form: but that he cherish’d it 

With milk and oil, I never knew; and therefore did I weep, 

And I complaind in the mild air, because I fade away, 

And lay me down in thy cold bed, and leave my shining lot.

Queen of the vales, the matron Clay answerd; I heard thy sighs.

And all thy moans flew o’er my roof. but I have call’d them down: 

Wilt thou O Queen enter my house. ‘tis given thee to enter, 

And to return; fear nothing. enter with thy virgin feet.






IV.



The eternal gates terrific porter lifted the northern bar: 

Thel enter’d in & saw the secrets of the land unknown; 

She saw the couches of the dead, & where the fibrous roots 

Of every heart on earth infixes deep its restless twists: 

A land of sorrows & of tears where never smile was seen.

She wanderd in the land of clouds thro’ valleys dark, listning 

Dolours & lamentations: waiting oft beside a dewy grave 

She stood in silence. listning to the voices of the ground, 

Till to her own grave plot she came, & there she sat down.




And heard this voice of sorrow breathed from the hollow pit.

Why cannot the Ear be closed to its own destruction?

Or the glistning Eye to the poison of a smile!

Why are Eyelids stord with arrows ready drawn,

Where a thousand fighting men in ambush lie?

Or an Eye of gifts & graces, show’ring fruits & coined gold!

Why a Tongue impress’d with honey from every wind?

Why an Ear, a whirlpool fierce to draw creations in?

Why a Nostril wide inhaling terror trembling & affright.

Why a tender curb upon the youthful burning boy!

Why a little curtain of flesh on the bed of our desire?

The Virgin started from her seat, & with a shriek.

Fled back unhinderd till she came into the vales of Har







***The End***
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The Argument



Rintrah roars & shakes his fires in the burden'd air;



Hungry clouds swag on the deep.



Once meek, and in a perilous path,



The just man kept his course along



The vale of death.



Roses are planted where thorns grow,



And on the barren heath



Sing the honey bees.



Then the perilous path was planted:



And a river and a spring



On every cliff and tomb:



And on the bleached bones



Red clay brought forth.



Till the villain left the paths of ease,



To walk in perilous paths, and drive



The just man into barren climes.



Now the sneaking serpent walks



In mild humility,



And the just man rages in the wilds



Where lions roam.



Rintrah roars & shakes his fires in the burden'd air;



Hungry clouds swag on the deep.




As a new heaven is begun, and it is now thirty-three years since its advent: the Eternal Hell revives. And lo! Swedenborg is the Angel sitting at the tomb: his writings are the linen clothes folded up. Now is the dominion of Edom, & the return of Adam into Paradise: see Isaiah XXXIV & XXXV Chap:

Without Contraries is no progression[1q]. Attraction and Repulsion, Reason and Energy, Love and Hate, are necessary to Human existence.

From these contraries spring what the religious call Good & Evil. Good is the passive that obeys Reason. Evil is the active springing from Energy.

Good is Heaven. Evil is Hell





The voice of the Devil


All Bibles or sacred codes. have been the causes of the following Errors.

1. That Man has two real existing principles Viz: a Body & a Soul.


2 That Energy. calld Evil. is alone from the Body. & that Reason. calld Good. is alone from the Soul.

3. That God will torment Man in Eternity for following his Energies.


But the following Contraries to these are True

1 Man has no Body distinct from his Soul for that calld Body is a portion of Soul discernd by the five Senses. the chief inlets of Soul in this age

2. Energy is the only life and is from the Body and Reason is the bound or outward circumference of Energy.

3 Energy is Eternal Delight


Marriage of Heaven and Hell Those who restrain desire, do so because theirs is weak enough to be restrained; and the restrainer or reason usurps its place & governs the unwilling.

And being restraind it by degrees becomes passive till it is only the shadow of desire.

The history of this is written in Paradise Lost. & the Governor or Reason is call’d Messiah.

And the original Archangel or possessor of the command of the heavenly host, is calld the Devil or Satan and his children are call’d Sin & Death

But in the Book of Job Miltons Messiah is call’d Satan.

For this history has been adopted by both parties

It indeed appear’d to Reason as if Desire was cast out. but the

Devils account is, that the Messiah fell. & formed a heaven of what he stole from the Abyss

This is shewn in the Gospel, where he prays to the Father to send the comforter or Desire that Reason may have Ideas to build on, the Jehovah of the Bible being no other than he, who dwells in flaming fire.

Know that after Christs death, he became Jehovah.

But in Milton; the Father is Destiny, the Son, a Ratio of the five senses. & the Holy-ghost, Vacuum!

Note. The reason Milton wrote in fetters when he wrote of Angels & God, and at liberty when of Devils & Hell, is because he was a true Poet and of the Devils party without knowing it.





A Memorable Fancy


As I was walking among the fires of hell, delighted with the enjoyments of Genius; which to Angels look like torment and insanity. I collected some of their Proverbs: thinking that as the sayings used in a nation, mark its character, so the Proverbs of Hell, shew the nature of Infernal wisdom better than any description of buildings or garments.

When I came home; on the abyss of the five senses, where a flat sided steep frowns over the present world. I saw a mighty Devil folded in black clouds, hovering on the sides of the rock, with corroding fires he wrote the following sentence now percieved by the minds of men, & read by them on earth.

How do you know but ev’ry Bird that cuts the airy way,

Is an immense world of delight, clos’d by your senses five?





Proverbs of Hell





In seed time learn, in harvest teach, in winter enjoy.



Drive your cart and your plow over the bones of the dead.



The road of excess leads to the palace of wisdom.



Prudence is a rich ugly old maid courted by Incapacity.



He who desires but acts not, breeds pestilence.



The cut worm forgives the plow.



Dip him in the river who loves water.




A fool sees not the same tree that a wise man sees.



He whose face gives no light, shall never become a star.



Eternity is in love with the productions of time.



The busy bee has no time for sorrow.



The hours of folly are measur'd by the clock, but of wisdom: no clock can measure.




All wholsom food is caught without a net or a trap.



Bring out number weight & measure in a year of dearth.



No bird soars too high, if he soars with his own wings.



A dead body, revenges not injuries.



The most sublime act is to set another before you.



If the fool would persist in his folly he would become wise.



Folly is the cloke of knavery.



Shame is Prides cloke.





Proverbs of Hell

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

The pride of the peacock is the glory of God.

The lust of the goat is the bounty of God.

The wrath of the lion is the wisdom of God.

The nakedness of woman is the work of God.

Excess of sorrow laughs. Excess of joy weeps.

The roaring of lions, the howling of wolves, the raging of the stormy sea, and the destructive sword. are portions of eternity too great for the eye of man.

The fox condemns the trap, not himself.

Joys impregnate. Sorrows bring forth.

Let man wear the fell of the lion. woman the fleece of the sheep.

The bird a nest, the spider a web, man friendship.

The selfish smiling fool. & the sullen frowning fool. shall be both thought wise. that they may be a rod.

What is now proved was once, only imagin’d.

The rat, the mouse, the fox, the rabbet; watch the roots, the lion, the tyger, the horse, the elephant, watch the fruits.

The cistern contains: the fountain overflows

One thought. fills immensity.

Always be ready to speak your mind, and a base man will avoid you.

Every thing possible to be believ’d is an image of truth.

The eagle never lost so much time, as when he submitted to learn of the crow.


Proverbs of Hell

The fox provides for himself. but God provides for the lion.

Think in the morning, Act in the noon, Eat in the evening, Sleep in the night.

He who has sufferd you to impose on him knows you.

As the plow follows words, so God rewards prayers.

The tygers of wrath are wiser than the horses of instruction

Expect poison from the standing water.

You never know what is enough unless you know what is more than enough.

Listen to the fools reproach! it is a kingly title!

The eyes of fire, the nostrils of air, the mouth of water, the beard of earth.

The weak in courage is strong in cunning.

The apple tree never asks the beech how he shall grow, nor the lion. the horse; how he shall take his prey.

The thankful reciever bears a plentiful harvest.

If others had not been foolish. we should be so.

The soul of sweet delight. can never be defil’d,

When thou seest an Eagle, thou seest a portion of Genius. lift up thy head!

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

To create a little flower is the labour of ages.

Damn. braces: Bless relaxes.

The best wine is the oldest. the best water the newest.

Prayers plow not! Praises reap not!

Joys laugh not! Sorrows weep not!


Proverbs of Hell

The head Sublime, the heart Pathos, the genitals Beauty, the hands & feet Proportion.

As the air to a bird or the sea to a fish, so is contempt to the contemptible.

The crow wish’d every thing was black, the owl, that every thing was white.

Exuberance is Beauty.

If the lion was advised by the fox. he would be cunning.

Improvement makes strait roads, but the crooked roads without Improvement, are roads of Genius.

Sooner murder an infant in its cradle than nurse unacted desires

Where man is not nature is barren.

Truth can never be told so as to be understood, and not be believ’d.

Enough! or Too much!


The ancient Poets animated all sensible objects with Gods or Geniuses calling them by the names and adorning them with the properties of woods, rivers, mountains, lakes, cities, nations, and whatever their enlarged & numerous senses could percieve.

And particularly they studied the genius of each city & country. placing it under its mental deity.

Till a system was formed, which some took advantage of & enslav’d the vulgar by attempting to realize or abstract the mental deities from their objects: thus began Priesthood.


Choosing forms of worship from poetic tales.

And at length they pronounced that the Gods had orderd such things.

Thus men forgot that All deities reside in the human breast.





A Memorable Fancy


The Prophets Isaiah and Ezekiel dined with me, and I asked them how they dared so roundly to assert. that God spake to them; and whether they did not think at the time, that they would be misunderstood, & so be the cause of imposition.

Isaiah answer’d. I saw no God. nor heard any, in a finite organical perception; but my senses discover’d the infinite in every thing, and as I was then perswaded. & remain confirm’d; that the voice of honest indignation is the voice of God, I cared not for consequences but wrote.

Then I asked: does a firm perswasion that a thing is so, make it so?

He replied. All poets believe that it does, & in ages of imagination

this firm perswasion removed mountains; but many are not capable of a firm perswasion of any thing.

Then Ezekiel said. The philosophy of the east taught the first principles of human perception some nations held one

principle for the origin & some another, we of Israel taught that the Poetic Genius (as you now call it) was the first principle and all the others merely derivative, which was the cause of our despising the Priests & Philosophers of other countries, and propheying that all Gods

would at last be

proved. to originate in ours & to be the tributaries of the Poetic Genius, it was this. that our great poet King David desired so fervently & invokes so patheticly, saying by this he conquers enemies & governs kingdoms; and we so loved our God.

that we cursed in his name all the deities of surrounding nations, and asserted that they had rebelled; from these opinions the vulgar came to think that all nations would at last be subject to the jews.

This said he, like all firm perswasions, is come to pass, for all nations believe the jews code and worship the jews god, and what greater subjection can be

I heard this with some wonder, & must confess my own conviction. After dinner I ask’d Isaiah to favour the world with his lost works, he said none of equal value was lost. Ezekiel said the same of his.

I also asked Isaiah what made him go naked and barefoot three years? he answerd, the same that made our friend Diogenes the Grecian.

I then asked Ezekiel. why he eat dung, & lay so long on his right & left side? he answerd. the desire of raising other men into a perception of the infinite this the North American tribes practise. & is he honest who resists his genius or conscience.

only for the sake of present ease or gratification?

The ancient tradition that the world will be consumed in fire at the end of six thousand years is true. as I have heard from Hell.

For the cherub with his flaming sword is hereby commanded to leave his guard at the tree of life, and when he does, the whole creation will be consumed, and appear infinite. and holy whereas it now appears finite & corrupt.

This will come to pass by a improvement of sensual enjoyment.

But first the notion that man has a body distinct from his soul, is to be expunged; this I shall do, by printing in the infernal method, by corrosives, which in Hell are salutary and medicinal, melting apparent surfaces away, and displaying the infinite which was hid.

If the doors of perception were cleansed every thing would appear to man as it is: infinite.

For man has closed himself up, till he sees all things thro’narrow chinks of his cavern.





A Memorable Fancy

I was in a Printing house in Hell & saw the method in which knowledge is transmitted from generation to generation.

In the first chamber was a Dragon-Man, clearing away the rubbish from a caves mouth; within, a number of Dragons were hollowing the cave,

In the second chamber was a Viper folding round the rock & the cave, and others adorning it with gold silver and precious stones.

In the third chamber was an Eagle with wings and feathers of air, he caused the inside of the cave to be infinite, around were numbers of Eagle like men, who built palaces in the immense cliffs.

In the fourth chamber were Lions of flaming fire raging around & melting the metals into living fluids.

In the fifth chamber were Unnam’d forms, which cast the metals into the expanse.

There they were reciev’d by Men who occupied the sixth chamber, and took the forms of books & were arranged in libraries.

The Giants who formed this world into its sensual existence and now seem to live in it in chains; are in truth. the causes of its life & the sources of all activity, but the chains are, the cunning of weak and tame minds. which have power to resist energy. according to the proverb, the weak in courage is strong in cunning.

Thus one portion of being, is the Prolific. the other, the Devouring: to the devourer it seems as if the producer was in his chains, but it is not so, he only takes portions of existence and fancies that the whole.

But the Prolific would cease to be Prolific unless the Devourer as a sea recieved the excess of his delights.

Some will say, Is not God alone the Prolific? I answer, God only Acts & Is, in existing beings or Men.

These two classes of men are always upon earth, & they should be enemies; whoever tries

to reconcile them seeks to destroy existence.

Religion is an endeavour to reconcile the two.

Note. Jesus Christ did not wish to unite but to seperate them, as in the Parable of sheep and goats! & he says I came not to send Peace but a Sword.

Messiah or Satan or Tempter was formerly thought to be one of the Antediluvians who are our Energies.





A Memorable Fancy


An Angel came to me and said. O pitiable foolish young man!

O horrible! O dreadful state! consider the hot burning dungeon thou art preparing for thyself to all eternity, to which thou art going in such career.

I said. perhaps you will be willing to shew me my eternal lot & we will contemplate together upon it and see whether your lot or mine is most desirable

So he took me thro’ a stable & thro’ a church & down into the church vault at the end of which was a mill: thro’ the mill we went, and came to a cave. down the winding cavern we groped our tedious way till a void boundless as a nether sky appeard beneath us & we held by the roots of trees and hung over this immensity; but I said, if you please we will commit ourselves to this void and see whether providence is here also, if you will not I will? but he answerd. do not presume O young-man but as we here remain behold thy lot which will soon appear when the darkness passes away

So I remaind with him sitting in the twisted root of

an oak. he was suspended in a fungus which hung with the head downward into the deep:

By degrees we beheld the infinite Abyss, fiery as the smoke of a burning city; beneath us at an immense distance was the sun, black but shining round it were fiery tracks on which revolv’d vast spiders, crawling after their prey; which flew or rather swum in the infinite deep, in the most terrific shapes of animals sprung from corruption. & the air was full of them, & seemd composed of them; these are Devils. and are called Powers of the air, I now asked my companion which was my eternal lot? he said, between the black & white spiders

But now, from between the black & white spiders a cloud and fire burst and rolled thro the deep blackning all beneath, so that the nether deep grew black as a sea & rolled with a terrible noise: beneath us was nothing now to be seen but a black tempest, till looking east between the clouds & the waves, we saw a cataract of blood mixed with fire and not many stones throw from us appeard and sunk again the scaly fold of a monstrous serpent.

at last to the east, distant about three degrees appeard a fiery crest above the waves slowly it reared like a ridge of golden rocks till we discoverd two globes of crimson fire. from which the sea fled away in clouds of smoke, and now we saw, it was the head of Leviathan. his forehead was divided into streaks of green & purple like those on a tygers forehead: soon we saw his mouth & red gills hang just above the raging foam tinging the black deep with beams of bood, advancing toward us with all the

fury of a spiritual existence.

My friend the Angel climb’d up from his station into the mill; I remain’d alone, & then this appearance was no more, but I found

myself sitting on a pleasant bank beside a river by moon light hearing a harper who sung to the harp. & his theme was, The man who never alters his opinion is like standing water, & breeds reptiles of the mind.

But I arose, and sought for the mill, & there I found my Angel, who surprised asked me, how I escaped?

I answerd. All that we saw was owing to your metaphysics: for when you ran away, I found myself on a bank by moonlight hearing a harper, But now we have seen my eternal lot, shall I shew you yours? he laughd at my proposal: but I by force suddenly caught him in my arms, & flew westerly thro’ the night, till we were elevated above the earths shadow: then I flung myself with him directly into the body of the sun, here I clothed myself in white, & taking in my hand Swedenborgs volumes sunk from the glorious clime, and passed all the planets till we came to saturn, here I staid to rest & then leap’d into the void, between saturn & the fixed stars.

Here said I! is your lot, in this space, if space it may be calld, Soon we saw the stable and the church, & I took him to the altar and open’d the Bible, and lo! it was a deep pit, into which I descended driving the Angel before me, soon we saw seven houses of brick, one we enterd; in it were a

number of monkeys,

baboons, & all of that species chaind by the middle, grinning and snatching at one another, but witheld by the shortness of their chains: however I saw that they sometimes grew numerous, and then the weak were caught by the strong and with a grinning aspect, first coupled with & then devourd, by plucking off first one limb and then another till the body was left a helpless trunk. this after grinning & kissing it with seeming fondness they devourd too; and here & there I saw one savourily picking the flesh off of his own tail; as the stench terribly annoyd us both we went into the mill, & I in my hand brought the skeleton of a body, which in the mill was Aristotles Analytics.

So the Angel said: thy phantasy has imposed upon me & thou oughtest to be ashamed.

I answerd: we impose on one another, & it is but lost time
















A Memorable Fancy
















A Song of Liberty





















Chorus
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