AR
W Durham

University
Durham E-Theses

Creative aspiration and public discourse:: the prose,
verse and graphic images of William James Linton

(1812-1897)

Alastair Philip Lovett

How to cite:

Alastair Philip Lovett (2003) Creative aspiration and public discourse:: the prose, verse and graphic
images of William James Linton (1812-1897). Doctoral thesis, Durham University.

Use policy

The full-text may be used and/or reproduced, and given to third parties in any format or medium, without prior permission or
charge, for personal research or study, educational, or not-for-profit purposes provided that:

e a full bibliographic reference is made to the original source
e a https://etheses.durham.ac.uk/id/eprint/3742/ is made to the metadata record in Durham E-Theses
e the full-text is not changed in any way

The full-text must not be sold in any format or medium without the formal permission of the copyright holders.

Please consult the full Durham E-Theses policy for further details.

Academic Support Office, The Palatine Centre, Durham University, Stockton Road, Durham, DH1 3LE
e-mail: e-theses.admin@durham.ac.uk Tel: +44 0191 334 6107
https://etheses.durham.ac.uk


https://www.durham.ac.uk
https://etheses.durham.ac.uk/id/eprint/3742/
https://libguides.durham.ac.uk/open_research/etheses#s-lib-ctab-15326874-5
https://etheses.durham.ac.uk

+ 22

Creative Aspiration and Public Discourse: The Prose, Verse and Graphic Images
of William James Linton (1812-1897)

Abstract

This thesis sets out to show that William James Linton’s writing as a coherent
body of material is defined by his long-term preoccupation with authorship as a
vocation. The argument concentrates on how this sense of vocation created the

- potential to combine personal creative aspiration as a form of self-fulfilment with
the forms of public discourse attendant on his construction of models of culture
which embraced and were adaptable to the emotional needs of the self in a
society based on concepts of innate human equality. In recognising both
Linton’s understanding of authorship in these terms, and the cultural significance
of his work as a nexus of influences, the argument offers a balanced view of his
development as a writer while dealing with the ramifications of his political and
cultural affiliations on the form of his writing. This contribution to current
interest in Victorian artisan-class culture is balanced by an equal emphasis on
perceiving Linton’s work, particularly his later writing, as valuable in its own
terms.

Organized into an Introduction and six chapters, the thesis begins with a
discussion of the rarely utilised primary sources from which the argument.has
developed, and an evaluation of the rapidly growing body of critical studies on
Linton’s work. Chapter One deals with the biographical and cultural context of
Linton’s creative aspiration and public discourse as features of his political
philosophy and as themes within his writing. The subsequent five chapters are a
chronological survey of Linton’s writing. Chapters Two to Four are particularly
concerned with Linton’s view of the role of individual creativity in political
reform. Chapters Five and Six examine how he found an increasingly personal
motivation for his writing while maintaining a search for an authorial voice
through which to express his ideas of culture.
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Introduction: William James Linton’s Reputation and Reception

William James Linton is no longer the obscure figure ‘living a tenuous life in the
footnotes’ of Victorian biographies and modern histories of Chartism." Up until the
early twentieth-centufy Linton was, and in many ways remains, known primarily as the
engraver of some of the most well-known English and American book illustrations
dating between the 1830s and 1880s. His writings on the theory and practice of wood
engraving, which were received on their publication as authoritative expositions on the
creative and technical aspects of the craft, are unaccountably neglected, with one
exception, by modern historians of the graphic arts.” In the past ten years the emphasis
in published work about or referring to Linton has shifted from his politics and craft to
his output as a writer, and this has been reflected in the increasing number of sustained
discussions that concentrate on specific aspects of his writing rather than selecting
particular features of his political experience.

There was some attention to Linton’s writing in his life time with the inclusion
of his verse in literary histories by Edmund Clarence Stedman and H. Buxton Forman.?
Even a book was planned by Kineton Parkes in the late 1890s.* However, with the
passing of Linton’s generation he found only occasional mention in isolated articles in
the New England press, although a constant trickle of interest persisted throughout the

twentieth-century. A selective chronological summary of statements about Linton gives

'F. B. Smith Radical Artisan: William James Linton 1812-97 (Manchester: Manchester University Press,
1973), p. ix. Further references will be given as Radical Artisan.

2The exception is Linton’s History of Wood-Engraving in America (Boston: Estes and Lauriat, 1882),
reprinted as Wood Engraving: An American History, ed. by Nancy Shrock (Watkins Glen: The American
Life Foundation and Study Institute, 1976).

3 Edmund Clarence Stedman Victorian Poets (Boston 1876), H. Buxton Forman ‘William James Linton
as a Poet” Gentleman’s Magazine 1879 575-592. Further references will be given as Victorian Poets, and
Forman.

* Kineton Parkes, William James Linton: Wood-Engraver, Painter, Poet and Politician. A biography,
bibliography, catalogue and criticism, Ms 86. JJ 33 Victoria and Albert Museum, National Art Library
Tnid., ¢."1890s-1918). ‘Further references will be given as*Parkes Biography, and to-this repository as V
and A.
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some idea of the different kinds of attention he has attracted both as a political activist
and a writer. In these accounts Linton has been presented as: a lyric poet impeded by
‘aggressive republicanism’ who nevertheless formed a link between Shelley and
Swinburne, ‘Bewick’s apostle’, a ‘manifestation of the common man’ though ‘far ahead
of him in the possession of culture’, Chartist poet of bourgeois extraction, a ‘candid and
cautious friend’ of Chartism, ‘a Latter-day Blake’, ‘a nexus for many important
political, literary, and artistic figures of the nineteenth-century’, an ‘exemplary writer of
great integrity’, and a poet who ‘occupied a vital place within the Chartist poetic milieu’
but ‘under the impact of the liberal cultural authority, [ . . . ] was diminished to a minor
figure in high-culture poetics’.5

George Landow’s description of Linton as a ‘nexus’ of Victorian culture
informs, in one way or another, virtually all of the statements given above. As Chapter
One of this thesis shows, the nature of Linton’s life experience, and the way in which he
presented it in his principal autobiographical statement Memories in 1895, has
encouraged this perception of his career as a series of connections between himself, a
representative of the radicalised Victorian artisan class, and the parallel worlds of
political action and literary production.® The term ‘nexus’ thus summarises the reasons
for the variety of perspectives given above, from such diverse quarters as Soviet
Marxism and Blake scholarship, because Linton’s life experience contacted so many

different aspects of Victorian culture. A frequent variation of this approach would be

3 Forman, 577, Austin Dobson’s dedication of Bewick and his Pupils (1884), Fraser Neiman, ‘William
James Linton’ unpublished PhD (Harvard 1938), p. 14, Y. V. Kovalev Anthology of Chartist Poetry
(Foreign Language Publishing House, Moscow 1956, Introduction translated in Victorian Studies
December 1958, 117-138), Radical Artisan, Robert F Gleckner, ‘W. J. Linton, a Latter-day Blake’
Bulletin of Research in the Humanities 85 (1982), 208-227, George P. Landow, * “We must die in our
armour””: a new Mazzini letter’ American Notes and Queries, supplement 1 (1978), 285-8, Isobel
Armstrong Victorian Poetry: Poetry, Poetics and Politics (London: Routledge, 1993), p. 193, Anne
Janowitz, Janowitz in the Romantic Tradition {Cambridge: Cambridge University Press, 1998), p. 216.
8 The book was first published as Threescore and Ten Years: Recollections by W. J. Linton (New York:
Scribners and Sons), subsequently as Memories (London: Lawrence and Bullen, 1895). The text used in
this thesis is Memories, Reprints of Economic Classics (New York: A. M. Kelley, 1970). Further
references will be given as Memories.




11

Anne Janowitz’s Lyric and Labour in the Romantic Tradition, a recent revisionist study

of Victorian poetry, which proceeds by setting up an ingenious comparison between
Linton and William Morris, with hints of further parallels with William Blake.” From
the perspective of biography or social history it has always been useful that Linton may
be thought of as a ‘nexus for many important political, literary, and artistic figures of
the nineteenth-century’, not only for Linton’s view of such figures, but because their
accounts of Linton allow modern readers interested in his work to construct a coherent
image of a writer who occupied different public and private roles over a career that
virtually spanned the Victorian period.

Linton’s writing career resembles the course of his professional life as an
engraver in the sense that he kept up a constant stream of consistently competent work.
Most of his writing was produced in response to what would now be considered extra- -
literary stimuli, primarily his concerns with republicanism, working under conditions
comfortable enough to permit sustained periods of journalistic and creative activity but
limited by the demands of family and professional status, and defined by political
convictions. These elements, in combination with Linton’s limitations as a writer, mean
that there is no single work in his output that exhibits a leap in verbal development and
achievement, or which has exercised a decisive influence on subsequent writers,
although there were significant borrowings of Linton’s writing early in his career during
his participation in the flowering of the Chartist press in the 1840s, and W. E Adams,

under whose editorship the Newcastle Weekly Chronicle became ‘one of the great

provincial newspapers’, was deeply affected by his contact with Linton during his time

as the printer of the English Republic.® The enthusiastic responses of readers in the

1880s to the youthfulness of Linton’s lyric verse may indicate that he had become a

7 See note 4. Further references will be given as Janowitz.
8 John Saville, ‘Introduction’, The Red Republican and the Friend of the People, facsimile (London:

Merlin Press, 1966), p. xv.
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coterie writer, but this represents but one facet of his work in old age. However, it is
perhaps the lack of any one outstanding work that lends his career so neatly to the
representative approach on one hand and as a foil to well-known figures on the other.

This thesis does not dispute the interpretation of Linton as a nexus, either as a
fact of his life or as a useful way of understanding the ways in which he combined his
various public commitments with aspirations toward professional and creative
authorship. Indeed, the first chapter takes up the nexus idea as its primary theme in
exploring the type and extent of Linton’s connections with different kinds of literary
and political experience. This chapter discusses the ways in which Linton’s self-image
in Memories supports a view of his experience and writing as reflections of ‘important
figures’ and of larger patterns of change in the Victorian period. However, for the many
readers who occasionally come into contact with Linton’s work, Memories, along with
other public statements, has a tendency to encourage an appreciation of Linton for his -
relations with the culture that surrounded him rather than for the way he shaped his
perceptions through his writing. The thesis seeks to address the bias towards context
which the nexus interpretation tends to promote. It sets out to do this by treating
Linton’s writing as a body of work that can be read on its own terms.

While my argument privileges Linton’s poetry, the parameters of this thesis,
creative aspiration and public discourse, reflect the character of the political philosophy
which informed the shape of Linton’s writing in different forms across his career. In
the 1830s and 40s the integration of creative aspiration and public discourse assumed
the form of Linton’s interest in the role of individual creativity in the context of political
reform. As his career progressed the nature of creative aspiration and public discourse
in combination became a central theme in his verse writing. However, the interest of
Linton’s writing lies not only in the way he used verse as an articulation of his political

convictions but for the role it played in the independent outlook so often noted by those
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who knew him in life. His preoccupation with the value of a tradition of literary
discourse as an expldration and expression of human rights led him to emphasise
elements of continuity in his own writing, often relying on traditional or established
verse forms. The form and language of Linton’s verse suggest that his definition of
personal creativity as a function of commitment to political change was anchored to
fluency of utterance as an enactment of a unified sense of the self.

There is also a strong imitative vein in Linton’s poetry, a method which he used
as a way of passing criticism on aspects of contemporary culture. This ability was
highly regarded by Victorian readers of his poetry but dismissed by later demands for
authenticity. However, one literary historian has found a sense of creative fulfilment in
Linton’s assumption of other poetic voices.” While this imitative faculty rarely
emerged as innovation, part of the fascination of reading Linton’s creative and
journalistic writing is the tangible sense of a writer working out problems of form and
meaning. This process is particularly interesting given his concern with utopian
concepts of community and individual creativity in relation to social status. When
Linton did use verse to question or explore his sense of possessing a voice, his writing
takes on an distinctive quality lent force by a sharpness of expression, concision of
form, and an awareness of his limitations as a poet. My argument appreciates these
moments in the context of creative aspiration and public discourse, particularly as
elements in the writing that he produced during his life in America.

While the emphasis throughout this thesis is on verbal expression, some parts of
the discussion reflect the lack of compartmentalization in the ways Linton used print. A
reader’s appreciation of Linton’s graphic and verbal work is enriched by the contact

points between them, although I emphasise the term ‘contact’ rather than ‘integration’

® Tirthankar Bose, ‘William James Linton’, Dictionary of Literary Biography, eds. William E Fredeman
and Ira B. Nadel (Detroit: Gale Research Company, 1984), vol. 32 Victorian Poets Before 1850, p. 202.
Further references will be given as Bose.
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as a way of describing the relationship in Linton’s output between text and image.
Linton’s verse and graphic work maintained rather than questioned the boundaries of
verbal and graphic representation. The two are distinct and separate elements
throughout his work even in books over which he had complete control of typography
and format. There are however some connections between the graphic and verbal in his
work: the poetry took on some of the features of his engravings, such as the self-
contained epigrammatic verse form, which in turn is often reflected in the type of
emblematic style Linton adopted when illustrating his own poetry. References to
Linton’s extensive writing about wood-engraving are only used in this thesis when they
illuminate his practice as a writer or if they contribute to my account of the way he
thought about the relationships between form and content, and between creativity, craft,
and tradition.

The chronological pattern of this thesis has been shaped by the relative
coherence and accessibility of Linton’s writing as a body of material which, when
viewed as a whole, reflects his varied and considerable output. The apparent unity of
the source material is partly due to the fact that Linton continually preserved and
collected his writing. He had pondered the idea of a collected works since 1848 and
constantly played with anthologies and collections of his writing throughout his
career.'’ His need to collect his own work in one place was partly fulfilled in Prose and

Verse Written and Published in the Course of Fifty Years, 1836-1886, ‘a record unique

in its fullness, given Linton’s lowly station’.!" This twenty-volume collection of bound
scrapbooks preserves otherwise ephemeral writing such as newspaper reports,

pamphlets and extracts of verse, some of them with Linton’s written annotations. When

he deposited Prose and Verse in the British Museum Library in 1895, the librarian

1 Sketchbook 1848-49. Ms Vault Shelves Linton, Beinecke Rare Books and Manuscripts Library, Yale
University, New Haven, Connecticut. Further reference to material from this source will be given in the

notes as Beinecke.
' Radical Artisan p. 243. Further references to Prose and Verse will be given in the notes as P and V.
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Richard Garnett congratulated him ‘first on having been able to perform so much over
and above your work as an artist; secondly on having been able to preserve so much;
and thirdly on having found so safe a place of deposit as the British Museum’."? The
books are situated in an indeterminate area between manuscript and publication. Now

in a delicate state, patterns of usage suggest that Prose and Verse is being increasingly

valued as a source. Linton’s success in making himself part of British Museum Library,
an institution through which he had initially constructed his own model of literary
culture, is perhaps an affirmation of his interest in writing as a valuable way of ordering
experience, and of his personal commitment to the free library as part of bringing liberal
notions of individualism to a wider audience.

Another reason for the existence of a wealth of source material is that Linton
wrote a great deal and kept his fair copies. Consequently there are several major
collections of manuscripts available to the researcher. As well as Linton’s editorial -
work and personal correspondence, his connection with political groups, individual
reformers, publishing houses and professional writers resulted in a rich heritage of
hand-written material. Because Linton’s creative aspiration as a personal element in
contact and combination with public discourse occupies the centre of the thesis, the
discussion concentrates both on matters of composition and publication, discussing
drafts, where possible, in relation to the publishéd versions. This fresh examination of
the extant primary material represents one of the contributions made by this thesis to
previous literary studies of Linton’s work, many of which use only his published
material.

Most major public and academic libraries in Britain and America commonly
hold at least a few Linton publications, particularly in locations where he had personal

connections. For instance, material relating or belonging to Linton’s associates the

12 Richard Garnett, letter to W. J. L., 7 June 1895, Beinecke. Further note references to correspondence
sources will omit the word °‘letter’.
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Tyneside M.P. Joseph Cowen and the journalist W. E. Adams is now held in Newcastle
City Library, Newcastle University Library, and in the Newcastle Literary and
Philosophical Institute. Large collections of letters, manuscripts and personal effects are
held in two libraries at Yale University: the Beinecke Rare Books and Manuscripts
Library, stored alphabetically under the designation Manuscript Vault Shelves Linton,
and an uncatalogued collection in the Sterling Memorial Library Arts of the Book
Department. The Beinecke collection of books, letters and manuscripts was in part the
result of a series of bequests Linton made after the university awarded him an honorary
M.A. in 1891. Additions were made in the 1930s by Linton’s friend William Fowler
Hopson.

The Fondazione Giangiacomo Feltrinelli in Milan and the National Library of
Australia in Canberra both hold significant collections of letters to and from Linton."?
The Feltrinelli holdings are stored in five folders with individual number designations
for groups of letters.'* The provenances of the Feltrinelli and NLA holdings are
described by Smith.'> Also in America, the John Hay Library at Brown University,
Providence, and Houghton Library at Harvard University, and various archives in the
New York Public Library, hold compact but significant collections of printed and
manuscript material.'®

The nature of Linton’s published works has been central to my discussion of
how he combined aspirations toward poetic creativity with specific public commitments
over his writing career. Whilst virtually all of Linton’s books are out of print, they are
available for consultation in major repositories such as the British Library. However,

the establishment of accurate texts, particularly of poems in manuscript form, printed in

newspapers or available only in rare books, has formed a significant part of the research

3 Further references to these sources will be given as SML, Feltrinelli and NLA.
14 References will be given in the notes of the thesis as 3/12, etc.

' Radical Artisan, pp. 242-43.

' Further references to these sources will be given as Hay, Houghton and NYPL.
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for this thesis. A great deal of Linton’s poetry is readily accessible through the English

Poetry Full-Text database, but the absence of Broadway Ballads: Collected for the

Centennial Commemoration of the Republic (1875), Linton’s most characteristic and

well;crafted work, is a significant omission from this source.'’ A complete
bibliography of Linton’s published writing exists in Kineton Parkes’s Biography, a
tapestry of typeset and hand-written chapters, cuttings and correspondence. The
extensive hand-written bibliography gives a complete list of Linton’s publications but
due to institutional restrictions it is not available for any form of reproduction other than
photographic.

The completeness of the bibliographical record is offset by the dispersal of
Linton’s published and unpublished writing across far-flung special collections and
academic libraries. This means that the act of simply reading certain aspects of Linton’s
work requires time, a specific knowledge of the period and of academic institutions, a
fact rendered ironic when the political objectives Linton advocated are taken into
account. The moderm experience of reading Linton is also rendered fragmentary by the
-scarcity of modern editions of his work, except in cases where historians of Victorian
society have detected the relevance of his ideas to key political movements such as
Chartism, or to the development of class-consciousness. Reprints that fit into this
pattern would include the modern edition of Memories and the reprint of Linton’s
biégraphy of James Watson.'® The difficulty for a non-academic reader is that a
balanced appreciation of Linton’s work can only develop through activities generally
considered as scholarly, such as the examination of unpublished manuscript material

and equally rare, because rarely reprinted, published works.

' English Poetry Full-Text Database, Cambridge Chadwyck-Healey 1992, online, internet.

18 For Memories see note 5. James Watson: A Memoir (1879), ed. by Victor E. Neuberg, Literacy and
Society 5, second series (London: Woburn Press, 1971). Further references will be given as James
Watson.
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This situation has changed slightly since the late 1980s, when, apart from

exceptions such as The Everyman’s Book of Victorian Verse, Linton rarely appeared in

modern anthologies.'® Anne Janowitz, in her study of the poetry produced by Chartist
writers, ascribes the recent interest in poetry with Chartist connections to the expansion
of certain scholarly practices, particularly the ‘growth of cultural history in the 1980s’
which ‘opened up avenues for locating the importance of Chartist literary production’.zo
A summary of the recent literary reception and reprinting of Linton’s work is essential
in the context of this introduction because of the increased frequency of literary
criticism that refers to his writing, and for the relevance of recently published studies of
Victorian culture to the themes of this thesis.

The discussions of Linton’s writing published in his lifetime tended to
concentrated on a single aspect of his work. While individual articles made reference to
the diversity of his work, the discussions tended to be limited by the writer’s particular
interest, such as Fred G. Kitton’s which opens: ‘On whom could the mantle of the great

‘Novocastrian artist [Bewick] more fittingly descend than upon [Mr. Linton]?’*' The
earliest published material on Linton’s work was in the form of short articles in
periodicals by those who knew Linton in life, or brief surveys in literary reference

works, such as Stedman’s 1876 Victorian Poets. Stedman presented Linton as part of

the ‘significant chorus’ of ‘political rhymers’ associated with the Nation in the 1840s, a

‘born reformer, who relieved his eager spirit by incessant poeticizing’. Stedman offered

the 1865 Claribel and Other Poems, Linton’s attempt to win public recognition for the

range of his verse writing, as a ‘collection of more finished poetry’ in comparison with

early verse ‘devoted to liberal and radical propagandism’, implying that as a collection

' Everyman’s Book of Victorian Verse, ed. by J. R. Watson (London: Dent, 1982).

% Janowitz, p- 137.

2 Fred G. Kitton, ‘William James Linton, Engraver, Poet, and Political Writer’, English [!ustrated
Magazine, (April 1891), 491-500, p. 491.
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Claribel represented a definitive work.”? Harry Buxton Forman became interested in
Linton while seeking information on the publishing history of Shelley’s poetry in 1875.
In his article on Linton’s poetry Forman found little to recommend in his synthesis of

politics and verse. As Janowitz points out in Lyric and Labour, Forman lifted Linton

out of the political tradition in his discussion.
The earliest sustained study of Linton was an attempt at biography by Kineton
Parkes, which remained unpublished.” Parkes discovered Linton in 1890 while

compiling The Painter Poets for the Canterbury Poets Series, and he assisted Linton in

the 1891 re-publication of the English Republic.** This was followed by an article on

8.” Despite his attempt to encompass Linton’s diversity in the

Linton’s poetry in 189
biography, and his extensive bibliographical compilation, impressive in its own right,
Parkes’s view of Linton circles round vague considerations of him as a representative
man of the era of improvement. The most interesting feature of Parkes’s work is his
surviving correspondence with Linton’s daughter, which shows the reticence of
Linton’s contemporaries to write at length about him. These letters are useful in giving
rare insights into Linton’s personal life.

Hamden, Connecticut, Linton’s adopted home, commemorated him with a
plaque in 1936 to mark his house on State Street in the shadow of East Rock. On the
whole, however, the early twentieth-century forgot Linton, apart from scattered
recollections by American friends, such as the engraver William Fowler Hopson, whose

1933 article allows us to glimpse the geniality that old age brought out in Linton’s

personality.26 A rare reference from this time to Linton as a writer appears in a

2 Victorian Poets, pp. 260-61, 270-71. Claribel and Other Poems (London: Simpkin and Marshall,
1865). Further references will be given as Claribel.

2 See note 3.

2 The Painter Poets, ed. by Kineton Parkes (London: Walter Scott), The English Republic: A Selection
(London: Sonnenschein, 1891). Parkes Biography, ch. 27.

% “The Poetry of William James Linton’, New Century Review, 3 (1898), 136-38.

% <Side lights on William James Linton, 1812-97", Papers of the Bibliographical Society of America, 27

(1933), 74-82.
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discussion about Victorian translations of Villon which found Linton’s to be ‘deft and
accomplished’, revealing a little-known side of his output.27 Fraser Neiman'’s early and
thorough account of Linton’s career contains useful information from surviving family
and friends, but the emphasis on Linton as an unusually cultured ‘manifestation of the
common man’ foregrounds the journalism. Neiman’s extremely brief discussions of
Linton’s verse writing lack sensitivity to the different kinds of response that the poems
create.”®

.The reappraisal of Linton’s reputation as a writer in the past ten years derives
from realignments in the literary map suggested in a string of academic studies and
publications which are generally acknowledged to have been inspired by Y. V.

Kovalev’s Anthology of Chartist Poetry.”® This anthology stimulated a revival of

interest the Chartist press and the writing printed in it. The selections from Linton re-
established the political inflections of his output by reprinting the verse of the Chartist
years. This publication is still referred to with scholarly reverence as the first collection
of Chartist writing. At one point it was the only readily accessible source for the texts
of many poems, and, in the absence of similar publications, remains an important
feature of critical work in the field. Subsequent anthologies have relied heavily on

30

Kovalev for the texts of Linton’s poems, such as Peter Sheckner’s.

Francis Barrymore Smith’s 1973 biography Radical Artisan is a fine work of

scholarship distinguished by being the only full-length book on Linton. Smith’s
account 1s sympathetic to the thythms of Linton’s life and benefits from historical

insight into many of the obscure writers and artists with whom he was associated. On

* Oliver Elton, A Survey of English Literature 1830-1880 (London: Arnold, 1920), 2 vols, 2 p. 65.
* Fraser Neiman, ‘William James Linton’ (unpublished PhD, Harvard University, 1938). Further
references will be given as Neiman.

¥ See note 4 above. Further references will be given as Kovalev.

*® An Anthology of Chartist Poetry: Poetry of the British Working Class, 1830s-1850s ed. by Peter
Scheckner (London: Associated Univ. Presses, ¢. 1989). The texts in this book are unreliable, marred by
errors and inaccurate references. Further references will be given as Scheckner.
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the crucial matter of Chartist affiliations, Smith concludes that Linton’s ‘relation to the
Chartist agitations during the late 1830s and early 1840s was that of a candid and
cautious friend’.*! Smith’s biography has been an indispensable inspiration during the
course of my research. However, his readings and use of Linton’s poetry, and his view
of Linton’s relationships with literary culture, bear closer examination.

A 1974 book by Martha Vicinus, a work which forms part of the rise of cultural
history, provided a major impetus to the study of the cultural activities in which
members of the Victorian working classes participated. Brian Maidment’s 1987
annotated anthology is a self-confessed working out of the ideas raised by Vicinus.»
Significant amounts of Linton’s writing have been reprinted in Maidment’s book which,

along with Lyric and Labour, has exercised the strongest influence on the shape of my

argument, particularly Maidment’s comment that ‘neither patronage nor idealization
offer a proper approach’ to writers like Linton. Maidment’s commentary is primarily
concerned with the ways in which Victorian, and subsequent, models of the working
class writer have determined not only the transmission of Victorian artisan writing but
also how commentators and critics could, and did, influence the creative act.
Maidment’s introductory essays, and the works he has included in the anthology, relate
closely to this thesis because they touch on every aspect of Linton’s career, especially
the ways self-taught writers used verse in the context of their specific public
commitments and creative aspirations. Although Linton was self-taught only in the
loosest sense of the term, and cannot be called working-class, at least not as readily as
the other leading authors in the book, Joseph Skipsey and J. C. Prince, his writing does

benefit from Maidment’s sympathetic readings in the context of a Victorian proletarian

3! Radical Artisan, p. 34.

32 Martha Vicinus, The Industrial Muse: A Study of Nineteenth Century British Working-Class Literature
(London: Croom Helm, 1974), Brian Maidment, The Poorhouse Fugitives: Self Taught Poets and Poetry
in Victorian Britain (Manchester: Carcanet Press, 1987), p. 18. Further references will be given as
Vicinus and Maidment.




concept of agitation supported by aspects of creative aspiration, such as writing and
publishing verse. Linton’s seif-image as an author is broadly reflected in the kind of
high cultural aims that Maidment characterises as typical of ‘Parnassian’ creative
aspiration: ‘[Pama;sian] poets both wish to be compared with the highly educated
established literary figures and to insist on their distinctiveness as writers who endured
low social status’.** The accuracy of the description ‘low social status’ varies
depending on the milieux we catch Linton within at different points in his career, but
the elements of Parnassian aspiration are clearly present in Linton’s experience and
writing. Maidment views these poets as extremely important in literary history: ‘It is
easy now to see the Parnassian endeavour by self-taught writers as politically
diversionary, as an absurd misreading of the cultural and political needs of the emergent
-working classes. Yet [ ... ] the “appropriate” or “alternative” modes which might have
arisen from a coherent working-class view of the changes taking place in early
industrial Britain were not easily to be found’.** Maidinent detects an increasing
introversion of the concerns of artisan writing across the century as they developed
uncertainly between public commitments such as Chartism and the high cultural
Parnassian aspirations.

The concepts Maidment introduces in his commentary have been paralleled by
scholarly attention to the idea that the Victorian ‘working and middle class write from
quite different centres of experience’ when representing the community or ideas of
identity.35 The reasons for the fact that the poetry produced by Chartists or associates of

the movement remained unknown for most of the twentieth-century form the core of

Ulrike Schwab’s study of Chartist poetry is concerned with the critical reception and

33 Maidment, p. 97. The chapter is headed with the photographic portrait of Linton from his Poems and
Translations (London: John C. Nimmo, 1889).

* Maidment, p. 186.
33 Isobel Armstrong, Victorian Poetry: Poetry, Poetics and Politics (London: Routledge, 1993) p. 196.

Further references will be given as Armstrong.
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anthologisation of ‘Chartist poetry’, which Schwab describes as ‘the collective utterance
of the movement’, rather than prose fiction which ‘must be considered the attainments
of individual authors’. Linton figures as a ‘lyric author’ who ‘[hardly] belonged to the
movement all the time’, but Schwab’s argument contains some valuable suggestions for
understanding the transmission and reception of Linton’s writing, which, in his earlier
prose and verse, shared the Chartist poetics of collective expression. Schwab begins
with th.e idea that appreciation over the course of literary history is consciously or
unconsciously stunted by normative interpretive criteria informing the choices of
readers, arguing that the obscurity or currency of Chartist poetry has as much to do with
the purpose and expectations of a readership as with the ‘readability’ or innate qualities
of the work. A strong theme in her study is the relationship for a modern readership
between poetry ‘setting out from social reality’ and the historical facts themselves:
many of the reviews and anthologies she scrutinises ‘avoid associating a piece of
literature with the attendant events of the time’. The cultural factors involved in
twentieth-century canon-formation, Schwab suggests, misunderstand or fail to consider
the functionality of Chartist verse: ‘if approached with reservations the poems do not
“speak” ’. %% 1n short, Schwab argues that Chartist poetry must be understood as
deriving not only from the writers’ concerns with the resonance of Chartist concepts of
community and identity, but also with Chartist concemns for finding a place for verse
within existing public discourse, rather than with the expression of individual responses
to inward concerns. Schwab describes how verse was understood as a form of
collective expression in the intentions of the writers and in its purpose within a
journalistic framework. The viability of Linton’s poetry in both journalistic and literary

contexts is one of the main themes of this thesis.

36 The Poetry of the Chartist Movement (Dordrecht: Kluwer Academic Publishers, 1993), pp. 15-16, 18.
Further references in the notes will be given as Schwab.
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Widely regarded as a paradigm-breaking work, Isobel Armstrong’s major 1993
study of Victorian poetry refers to Linton as an exemplary writer ‘of great integrity’ in a
chapter that discusses poetry produced during the repeated shocks of change in the mid
century. Linton is mentioned in relation to his Chartist writing which she illustrates by
including one of the 1839 ‘Hymns’ in the form of an endnote.”” Armstrong
acknowledges the range of writing produced by artisans or those of lowly social status,
but finds a re-direction of creative energies in the careeré of writers like Gerald Massey,
Thomas Cooper and Linton ‘when the immediate force of [Chartism] died’. As
important voices in the context of their Chartist connections, these writers illustrate ‘the
plight of the self-taught artisan poet in particular once Chartism dissolved as a political
movement. Linton turned to the Italian question and Cooper ultimately to religion as a
way of redirecting and re-forming creative energy’.38

Armstrong’s view of Chartism as a binding force on the poetic creativity of its

. individual participants is rehearsed in Anne Janowitz’s Lyric and Labour, which
includes the most recent sustained study of Linton’s work and career. A detailed
account of this book is given here because the second half of this thesis seeks to address

the imbalance that has been created by the way Janowitz presents Linton, particularly

the fact that her argument excludes his later writing. Lyric and Labour is essentially
about the ways in which poetic forms acted for Victorians as means of perceiving and
reflecting concepts of self and sociality, applying Antonio Gramsci’s concept of cultural
hegemony. Janowitz places Linton within the Victorian “politico-poetic’ tradition
which she traces from the ‘romantic engagement of competing theories of identity’ as it

became increasingly dominated by the individualist concepts of identity through the

37 Armstrong, p. 193, 509n.
38 Armstrong, p. 196.
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Victorian period.®® Her discussion describes this process as a divergence of
communitarian and individualistic forms of expression as the century progressed.

Janowitz’s often compelling argument closely follows the major Romantic poets
and themes as tangible influences on the writers who were part of the Chartist
movement, describing these influences in .terms of a cross-fertilization of styles rather
than as patterns of imitation. In her argument, the Chartist awareness of the
communitarian elements within Romantic poetics created a politically aware
interventionist literature characterised by a distinctive, class-specific use of poetry that
combined the communitarian forms such as ballad, song, hymn, celebration, and literary
forms of expression; sonnet, epic, elegy. By virtue of his involvements with Chartism,
Linton is included as a writer who ‘had occupied a vital place within the Chartist poetic
milieu’.** Janowitz sees Linton as a part of this persistence of the Romantic exploration
of identity through poetry. In the process, she marks out the literary historical
significance of communitarian poetics to the study of Victorian literature, as well as the
importance of a communitarian literary tradition to Victorian writers and audiences
aware of and concerned with the balanced requirements of interiority and community.
Consequently, Janowitz views Linton as a prominent and active creative presence in
relation to this ‘counter hegemony’, bringing into her discussion Linton’s journalism,
poetry and an awareness of his abilities as an engraver.

At the centre of Janowitz’s chapter on Linton is a reading of some of the English
Republic poems, the ‘Rhymes and Reasons Against Landlordism’, a sequence which
‘presents a genre which solves the problem of both meeting the affective needs of the
) 41

individual through lyricism, and the narrative aims of the collective struggle’.

Janowitz gives the ‘Rhymes and Reasons Against Landlordism’ as a statement in which

3 Janowitz, p. 226
“ Janowitz, p.216
*'ibid., p. 211.
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‘Linton’s theory of poetry takes as given the autonomy and a priori asociality of
identity, and then presses hard towards a sense of the social as affiliative [ . . . ] Linton’s
best poems are those which take up and engage with the problem of finding a voice for
the claims to collective civic subjectivity’.*> This idea of Linton’s search for a voice is
apposite, but she compares these poems with his verse writing from the 1860s, leading
to a conclusion that he was unsuccessful in sustaining a tradition of writing according to
the terms of his own ‘politico-poetic’ project. Janowitz suggests that the innovations
and creative acts that came out of this search were spent in Linton’s writing after the

English Republic through a combination of factors that culminated in his ultimate

withdrawal from active participation in politics in the 1870s.% Implicit in the way
Janowitz’s argument develops is the effect of Linton’s emigration on his ability to
participate in the new political language of socialism. Janowitz argues that Linton’s
poetry ‘enacts the contest of self and community [ ... ] His poetry searches for a way
of highlighting the autonomy of the self, while being inflected by a strong sense of
class-consciousness’, his lyrics of ‘isolated subjectivity’ written after the English
Republic poetry are ‘nondescript, almost anonymous’.44 This point is difficult to
contest given the specimens she chooses from Claribel, a collection praised by Stedman
in his 1876 appraisal of Linton’s poetry. Some of the verse from Claribel might appear
to bear out Janowitz’s point that contemporary readers such as Stedman and Forman
preferred the side of his output that was devoid of political purpose or connotations.
However, J anowitz needs to shift the original terms of Stedman’s discussion when
quoting from it: where he wrote of Linton as ‘a born reformer’ she substitutes the term

‘a Chartist poet’, which was quite different, but which she considers a more accurate

2 Janowitz, p- 204.
* ibid., pp 196-200.
* ibid., p. 203, 204.
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description of his intentions and productions.*’ Janowitz also uses Forman’s 1879
article “William James Linton as a Poet’ as an example of another contemporary who
placed Linton’s work in a liberal lineage and drew an emphatic division between
Linton’s politics and his creativity. Forman had to emphasise a particular line of
development in Linton’s verse because the Chartist poetic writing of the 1840s had not
succeeded in creating a strong and distinctive working class culture of creativity,
although Maidment has detected a continuity: ‘Chartist and radical poetry has always
survived as part of the proper endeavour of the socialist movement to retain a sense of
the history of oppositional cultural activity’.*® Most of Linton’s poems that would now
be described as Chartist works had become by the latter part of the century illustrations
of historical events rather than individual works in their own right, reprinted ‘to show
the successive forms and phases assumed by the concept of liberty’. His early verse
was anthologised under headings such as ‘Poets of the New Day (humanity-free
) 47

thought-political, social and artistic reform)’.

The discussion of Linton’s poetry in Lyric and Labour implies that his most

effective writing seems to work only within its original discursive or journalistic
context, leading to difficulties in its availability for modern readers, consequently
affecting a wider appreciation and understanding of the verse. Janowitz describes
Linton’s poetic writing in the 1860s-70s as verse that merely echoes ‘within the
authority of the lyric of solitude’, demonstrating that ‘by the late 1870s, in Linton’s
mind there was a large gap between political and lyric poetry’. She bases this partly on
the choices that Linton made of his own poetry for English Verse (1884), the anthology

he edited with Richard Henry Stoddard. Among his own poems Linton included the

* ibid., p. 204.

46 Maidment, p.16

*" Henry Stephens Salt, to William James Linton, 28 January 1892, regarding the anthology Songs of
Freedom, Beinecke. A Victorian Anthology 1837-1895, ed. by Edmund Clarence Stedman (Boston: The

Riverside Press, 1895).
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final poem from the ‘Rhymes’, “The Happy Land’, the effect of which is ‘built upon the
earlier [poems] and only takes on its force within a republican argument by virtue of the
narrative momentum which makes this final poem a utopian presentation of the English
Republic’. She goes on to show that republication of “The Happy Land’ as a separate
poem in an anthology not only removed it from its context, but altered its meaning: ‘in
the context of asocial lyricism, the poem is shorn of its place at the end of a cumulative
poetic argument about harnessing the past to the possibility of a republican future’.*®
This is linked in her argument to the view that Linton’s theoretical position in the 1870s
led to his isolation from developments in class-consciousness, particularly the growth of

British socialism and trade unionism through that decade.

However, the chapter on Linton in Lyric and Labour works by advancing a

contrast between one of his first publications, the National, and the ‘public conclusion

~:to Linton’s politico-literary life’, the presentation of Prose and Verse to the British

Museum Library in 1895. In her argument, Prose and Verse ‘makes a poignant

counterpoint’ to the National, a ‘brilliant attempt to fashion a people’s cultural milieu’,

an ‘intervention into the shaping of the counter-cultural field’. Prose and Verse on the

other hand is ‘irreproducible [ . . . ] rarely examined, except by archivists’. This
contrast, in Janowitz’s view, is emblematic of the development of Linton’s authorship:

‘Linton’s presentation of his Prose and Verse to the British Museum binds his two

poetic ambitions together: to leave a complete record of his life as a radical poet-artisan,
and to be accepted as a lyric poet in the closed circle of the Reading Room’.*”
Furthermore, this contrast represents a shift and dissipation of the invention and formal

synthesis in Linton’s work in the 1840s and 1850s toward the relative limitations of the

‘closed circle’ of individual aspirant who ended as a willing participant in the liberal

hegemony.

8 Janowitz, p. 216, 213, 216.
* ibid., p. 201-02
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The truncated portrayal thus presents Linton’s writing career as ending in very
different terms from his early desire to be a people’s poet accessible to millions. The
form of his early aspirations thus seem ironic in Janowitz’s account. However, while
Linton did express a desire to be part of the ‘closed circle’ of the British Library
Reading Room, this was just one aspect of his intentions during the later stages of his

life. Linton’s presentation of Prose and Verse suggests that he was thinking of artisans

and workers, autodidacts without an extended formal education who, like himself in
1837, made use of the Reading Room to independently work out a cultural tradition. As
Garnett’s letter suggests, there was no safer, or widely accessible, location than the
reading room of the literary institute or major city public library.>® Furthermore, the

deposition of Prose and Verse was not an isolated, final act: from the mid 1860s Linton

was constantly leaving volumes of his work in literary institutes and local free libraries

on both sides of the Atlantic.’’ Prose and Verse may validly be used as the ‘public

conclusion’ to Linton’s career, but it was also part of a broader gesture rather than the
isolated and exclusive act that the terms of Janowitz’s argument allow.

Janowitz’s conclusion presents Linton’s career as a reflection of an abandoned
Vfctorian ‘struggle to claim and shape an alternative, “people’s” literary canon’, and
because the term ‘embedded’ represents a positive value in her study, the inward elegiac
features inherent in Linton’s concept of individual potential articulated in the English
Republic and its poems ‘trapped him in contradictions which left him politically
unmoored’.>® She sees the poetry’s failure to create a truly communitarian culture
reflected in its movement away from sociality towards an individuality that she finds

valueless. She concludes that ‘within the argument of this study, Linton provides an

interesting example of how the hegemony of individualism became a strand in an

0 Richard Garnett, to W. J. L., 7 June 1895, Beinecke.

5! London Library, to W. J. L., 21 December 1863, Feltrinelli 3/14, Henry Campkin, to W. J. L., 19
January 1864, Feltrinelli 2/22.

52 Janowitz, p. 223, 194, 196.
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otherwise social lyric construction. But under the impact of the liberal cultural
authority Linton was diminished to a minor figure in high-culture poetics’.>> While she
acknowledges the boundaries of her account, it is unclear from her use of ‘diminished’
in the passive voice how she intends such a érucial term to be understood. She suggests
that this diminishment was a gradual process that began some time in the 1860s. This

aspect of Janowitz’s account, the division of Linton’s verse in the English Republic

from his later writing, gives the impression that his interventional verse gradually gave
way to lyric anonymity and isolation on the terms of liberal cultural values in exactly
the same way that his experiences as an emigrant in America led to his withdrawal in
the late 1870s from active participation in European political allegiances.
Consequently, her discussion moves rapidly through the 1860s and 70s, gliding over in
a few short paragraphs the years in which Linton produced some of his most interesting

writing. The effect in Lyric and Labour of locating Linton within a unified Chartist

culture has therefore been at the expense of an exploration of the synthesis of creative
aspiration and public discourse in his writing that was not directly related to earlier
political affiliations. Janowitz’s approach thus illustrates the problem of finding a place
for Linton’s work in literary history: so much of his output is sent out to the margins of
possible discussion if it is contained by the needs and aims of a particular agenda.
Inclusivity is one of the primary justifications for the way this thesis attempts to present
Linton as a writer whose work is valid in its own right. Chapter Six in particular seeks
to address Janowitz’s evaluation of Linton’s writing after his emigration.

A valuable aspect of Janowitz’s book, apart from her readings of Linton’s
poetry, is her emphasis on reappraising modern high-cultural uneasiness with the ways
in which Victorian radical or Chartist groups embraced lyric and oral forms of

expression in a synthesis of literary creativity and politics. The terms of her argument

3 ibid., p. 216




31

imply that the failure of Linton’s writing to find a modern place and audience is
explained by his interest in the inter dependence of poetry and politics in one sense, and
that the poetry that Linton produced without political quest is ineffective. In addition,
there was what she calls the liberal hegemony aﬁd its effect on his later writing. Linton
had retreated from the practical ramifications of European politics, missing
developments in English socialism in the 1870s. His protest verse became mismatched
to the needs of the time, but his withdrawal becomes a search for personal creativity
informed by his past meditations on political themes. The problem with Linton’s

prominent place in Lyric and Labour derives from an interpretation of his life as a series

of retreats.

Tﬁis Introduction shows that writers in the field of Victorian studies differ in
thetr explanations for the relative scarcity of Linton’s writing in modern anthologies and
studies of Victorian poetry. A significant aspect of Linton’s obscurity may be due to
the fact that his verse writing sits uncomfortably with the work of contemporaries
whose work shared similar intentions but whose preoccupations make their careers
more appealing to literary or social historians, such as Thomas Cooper or Gerald
Massey. Where modern commentators do concur is that the development of Linton as a
writer, and the entire tendency of Victorian working class creativity, was towards
individual rather than collective creative concerns. The polarisation of lyric from public
protest does occur in Linton’s writing, but I intend to argue that this does not diminish
the innate qualities of his work, which retains interest beyond social historical curiosity.

A very different side of the reception history investigates Linton’s relationship
with the work of William Blake, a relationship that has its recorded beginnings in

Linton’s work with a large engraving by Linton of Blake’s ‘Death’s Door’ in 1860 for
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an Art Union celebration of British artists.>* This was followed by the 1863 Life of W.
Blake for which Linton produced many of the illustrations.’ > Several contemporaries

were reminded of William Blake when looking into Linton’s output. One of Linton’s

books reminded Frederick Locker Lampson of The Songs of Innocence, and W. E.
Adams compared Linton to Blake, a comparison due mainly to the apparent similarity
of their lives as engravers and writers.”® Robert F. Gleckner has refined our knowledge
of this aspect of Linton’s work in two articles: “W. J. Linton’s Tailpieces in Gilchrist’s
Life of William Blake’ and ‘W. J. Linton, a Latter-day Blake’. 57 In the latter Gleckner
argued for the zeitgeist of Blake in Linton’s independent working practices and in his
extensive commentaries on wood engraving as an art rather than an imitative craft.
Gleckner concluded that, ‘it is difficult to imagine a more Blake-like man and career’.>

Another example of this strand of the reception of Linton’s work is Stewart Crehan’s

oblique reference in Blake in Context (1984); ‘the republican, artisanal viewpoint,

whose roots lay in the struggles of the 1790s, can still be felt in the nineteenth-century
working-class tradition’. In Crehan’s view Linton was an example of this persistence:
‘a wood engraver, journalist and poet who knew and was to some extent influenced by
Blake’s art’.”> We must be alert however to the generality of ‘can still be felt’ and ‘to
some extent’. Both Armstrong and Janowitz say that Linton was influenced by Blake’s
poetry to the point of stating that Linton was ‘responsible for assimilating Blake to the

radical poetic tradition’. Janowitz refers to research in progress which will show how

34 Plate X in Thirty Pictures by Deceased British Artists (n.p., Art Union, 1860). Linton’s engraving was
the frontispiece in the second edition of Chatto’s A Treatise on Wood-Engraving (London: H. G. Bohn,
1861).

55 Alexander Gilchrist, Life of W. Blake, “Pictor Ignotus”, ed. by Anne Gilchrist, with the assistance of
D. G. and W. M. Rossetti, 2 vols (London: Macmillan, 1863). Further references will be given as
Gilchrist Blake.

%8 Frederick Locker, to W. J. L., 24 May 1882, Feltrinelli 4/1, W. E. Adams Qur American Cousins
(London: Hutchinson, 1903), 2 vols, p. 293.

37 Robert F. Gleckner, ‘W. J. Linton’s Tailpieces in Gilchrist’s Life of William Blake’, Blake: An
Illustrated Quarterly, 14 (Spring 1981), 208-211. ‘W.J. Linton, a Latter-day Blake’ Bulletin of Research
in the Humanities, 85 (1982), 208-227. Further references to the latter will be given as Gleckner.

38 Gleckner, p. 226.

% Stewart Crehan, Blake in Context (Dublin: Gill and Macmillan, 1984), p. 177.
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Linton ‘integrated pieces of Blake’s work into his own’.%® Initial impressions from
Linton’s biographical profile might suggest parallels such as these. For instance, both
Blake and Linton emerged from the London artisan community as articulate and gifted
craftsmen, both practised engraving and writing, they held politically radical views and
felt compelled to express them. However, the similarities and potential points of
comparison in the search for parallels tend to obscure the qualities of Lintoﬁ’s work.
My argument, in an attempt to sidestep parallels based on internal evidence, has dealt
with Linton’s responses to Blake in the context of how and why he made them.
Chapter One of the thesis seeks to deal with the diversity of Linton’s output and
career by using as much contemporary information as possible. The biographical nature
of this chapter is intended to serve two purposes: to orientate the reader within Linton’s
culture before moving into the subsequent discussion of the themes of creative
aspiration and public discourse, and to chart Linton’s acts of self-fashioning which
relate to these themes. Beginning with a biographical outline drawn primarily from
Memories, Chapter One contextualises Linton by mapping out his acts of self-
fashioning in his memoirs and published works, and explores how these public gestures
correlate with other sources. The basis of this chapter is an exploration of the idea of
Linton as a nexus of culturally significant events and people, and how this is
complicated in his autobiographical writing by his understanding of his experiences and
writing in terms that closely match, and promote, the nexus pattern. The biography
follows the development of political awareness in Linton’s work, which represents a
continued sense of creative freedom into old age in a self-sustaining inner intellectual
life expressed through lyric poetry and editorial activities. Furthermore, the
chronological account of Linton’s sixty-year publishing career given in this chapter

records a writer experimenting with form, dealing with different audiences and

% Janowitz, p. 197, 199.
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ambitiously tackling contemporary problems over a period when the new audiences and
methods of publication were developing, as described by Richard Altick.®’ Chapter
One clarifies the roots of these various activities by concentrating on Linton’s view of
himself.

Chapters Two and Three move into a closer discussion of creative aspiration and
public discourse through a study of Linton’s work between 1833 and 1840, years in
which most of Linton’s writing assumed the form of separate, short articles with distinct
polemical objectives. This early published writing shows Linton in several roles: the
non-professional writer sympathetic to the central themes of reform: labour value,
capital, land ownership, the political condition of England, and of European states that
had lost national identity and independence through the post-Napoleonic settlement of
1815. These themes were Linton’s initial stimuli for the act of writing and publishing in
the 1830s and 40s. While these concerns were prevalent in artisan class writing from
the 1820s onwards, this chapter brings out the fact that Linton encountered the liberal
culture of his time on his own terms, often through literary form in an outlook unified
by a sustained commitment to a concept of society where the fulfilment of individual
potential and difference was compatible with communal duty. In its form and content
Linton’s first sustained work, the National, a periodical he produced through 1839, is
emblematic of this dual focus on the self in society, and is an example of his active
engagement with definitions of the self and society.

Chapter Four is a continuation of this argument into the 1840s, ending with
Linton’ s move to Lancashire in 1849. This Chapter deals with a relatively short but
extremely productive period that ended in 1855 with the cessation of Linton’s periodical

the English Republic. The beginning of the chapter develops the discussion of Linton’s

occupation of different types of authorial activity at any given time in his career as a

8! Richard D. Altick, The English Common Reader (Chicago: University of Chicago Press, 1957).




35

writer, showing how the verse he produced and published over the period 1849-1855
implies a variety of readers. Journalistic activities at this time show Linton’s versatility:
he was simultaneously writing for very different kinds of publication, such as the

Leader and George Julian Hamey’s Red Republican. Linton’s experience of writing for

different purposes and audiences, his interest in the emotional ramifications of
Mazzini’s republican programme, and close understanding of verse form gives his
poetry a personal character and strength which found a purpose and audience outside

the limited readership available to him through vehicles like the English Republic.

Chapter Five attempts to depart from the accepted biographical pattern in that it
empbhasises the continuities between Linton’s life in Britain and America during the
process of his emigration rather in terms of a complete break.

Chapter Six is concerned with his work between 1875 and his activities up to his
death in 1897. The peculiarity of Linton’s work after the mid 1870s is that he printed

most of it several years after the dates of composition, such as Broadway Ballads,

written in 1875 but printed in 1893, and Helioconundrums also printed in 1892 but
written earlier. Based on internal evidence and personal documents this chapter treats
most of this material from the perspective of its function in Linton’s creative life rather
than in the context of the publication dates. As indicated earlier in the Introduction, the
bulk of Linton’s public writing after the late 1870s concerned wood-engraving, but he
was constantly reflecting on his past experience in poems which remain unpublished or
may only be found in his Appledore editions, discussed in the context of Linton’s career
as a writer.

The Bibliography is not intended as a complete account of Linton’s output, but

includes only those works discussed or referred to in the thesis.
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Chapter One: Linton’s Creative Aspiration and Public Discourse in a Biographical

Context

At the time of William James Linton’s birth in 1812 his family were prosperous
residents of Ireland’s Row on the Mile End Road in the East End of London.! A highly
literate education and early ability evinced in Linton’s drawing lessons led to the sixteen
year-old’s entry as an apprentice in 1828 into the workshop of wood-engraver George
Wilmot Bonner, a pupil of Bewick’s contemporary Robert Branston. During and
directly after his apprenticeship years Linton developed close and sustained contact with
liberal and Chartist reformers, forming connections with liberal and radical reform
organisations which inspired his earliest writing.

From 1841 Linton came under the magnetic influence of the Italian
revolutionary leader Guiseppe Mazzini, who remained Linton’s single most important
political and personal inspiration. In the midst of this activity was Linton’s involvement
in the notorious 1844 letter opening episode. Through an idea of Linton’s, it was
proved that Mazzini’s letters were being systematically intercepted and opened with the
knowledge of the postal authorities, leading to parliamentary scandal.?

Through the 1840s Linton nurtured his reputation as an engraver. At the same
time his idealistic energy led to his accepting the role of secretary for the People’s
International, formed in 1847 by Mazzini. In his work for the League Linton found a
public sphere in which to articulate a full response to the continental revolutions in
1848, a year well documented in his own writing. Linton was deputed by the League to
present an address to the provisional government in Paris. Mazzini left to manage the

revolutions in Italy, and the League fragmented. Linton was a well-known figure in

! Family background in Memories Ch. 1 and 2, Linton’s obituary in the Newcastle Weekly Chronicle, 4
January 1898, and other personal documents and letters.
? Memories, pp. 52-53.
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republican publishing and public meetings, but this high profile activity had detrimental
consequences to Linton’s professional security. Involvement with revolutionary causes
was taking its toll on his standing with clients of the engraving firm, primarily because
he was devoting so much time to political activities rather than managing the business
and supervising apprentices. In May 1849 with his engraving workshop fragmented and
political ideals disappointed, he moved with his family to an isolated house in Miteside,
Lancashire, thence to Brantwood on the shores of Coniston in Cumbria.’

Linton lent his expertise to various radical publications through the 1840s. His

ideas for a republican journal came to fruition with his periodical the English Republic

(January 1851-April 1855). As an engraver in the 1850s Linton was highly renowned,
but by autumn of 1866 lack of work was causing him to look to the new world.

Linton’s ostensible reason for travelling to America was, as Mazzini’s agent, to
revive American branches of the People’s International League. The New York press
was effusive in its recognition that a major talent had arrived. Linton capitalised on this
financial security, exchanging his radical credentials and reputation for membership and
attendance at the various abolitionist meetings still being held after the war.*
Acceptance into American culture was, however, finally symbolised for Linton by his
membership of the Century Club, a prestigious New York group presided over by
William Cullen Bryant and including Walt Whitman and Edmund Clarence Stedman.’

Drawn to Boston but dependent on New York for work, Linton settled in 1870
for mid-way: Appledore, a house in Hamden, Connecticut. In it he set up a press from
which he printed and issued editions of his own work. Reluctantly, Linton sold

Brantwood to Ruskin in September 1871, effectively severing the final substantial link

3 Memories, pp. 74-76.

* Invitation to radical Club meetings, Reverend John T. Sargent, to W. J. L., 14 November 1868,
Beinecke.

> Memories, p-221.
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with England.6 Linton’s engraving was valued by publishers and the public, and the
country’s most prominent engravers publicly acknowledged his influence on their work.
As an elected a member of National Academy of Design, Linton could engage fully
with American artistic culture.

Linton’s old age was active. Through the 1870s and 80s he wrote histories of
engraving, and offered advice to younger wood engravers and disciples. He was well-
liked, particularly by young people, whom he treated with deference.” The Memoir of

James Watson, The Masters of Wood Engraving, Memories and Prose and Verse

covered between them virtually every aspect of Linton’s public life and satisfied
contemporary curiosity in his varied activities.

The above account of Linton’s life is based solely on his account in Memories,
the public face of his career, and a work that encapsulates his desire for appreciation. It
was his last major piece of writing, and, unquestioned, gives a strong impression of a
consistent individualism and independence during a period when the defining qualities

of these attributes were being reassessed.

However, exclusive reliance on Memories or Prose and Verse results in an

inadequate and partial biographical outline, as this chapter intends to show. Memories
excluded the emotional aspects of his personal relationships and other specific
influences on his writing, in cafrying out the suggestion of its title by being
‘recollections, not at all written as an autobiography’. Indeed, Linton linked all aspects
of his personal experience to ‘the more remarkable personages whom I have known, and
of events in which I have been concerned or with which I have been connected’.® The
idea of ‘connection’ in this justification of method shows how Linton viewed his life as

a sequence of experiences given significance by their relation to these personages, and

8 John Ruskin, to W. J. L., 20 September 1871, Hay.
7 Mrs. Walker, to Kineton Parkes, 1913, tipped in Parkes Biography, Ch. 25 p. 13.
8 Memories, p. 206.
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the way in which he intended the book to reinforce an image of his career as a nexus of
significant political and cultural ‘personages’ and ‘events’. Memories was preceded by
several autobiographies by Linton’s contemporaries, notably those by Thomas Cooper
and Henry Vizetelly, books which have provided windows for modern readers on to the
same cultural and social milieux as those described by Linton, and from virtually the
same social level, often with more humour and self-effacement.’ George Jacob

Holyoake’s slightly later The Warpath of Opinion was a direct response to Linton’s

account of him in Memories, and gives some of the closest personal observations on
Linton’s personality.'°

Linton portrayed his life in Memories as a movement from active radical to
contemplative observer, a pattern that is mirrored by a shift in emphasis from his
description of the public discourses in which he participated to his self-sufficient
existence as an editor and printer. Arthur Munby’s reception of Memories approved of
these exclusions, and the reasons for them: ‘I read the book not only with interest, but
with a sincere admiration for [ . . . ] the apt reticence about things and persons that were
better not mentioned at all or mentioned but lightly. I know that others of your friends
had the same feeling about the book’."! Munby was probably thinking of Linton’s
long-term separation from his wife Eliza Lynn Linton, who survived him by four years.
Indeed, virtually every detail relating to Linton’s three partners Laura Wade, Emily
Wade, and Eliza Lynn must be gleaned from personal documents, such as the extensive

archives of letters held in specialist libraries. For instance, a detail about Eliza is

% Thomas Cooper, The Life of Thomas Cooper (London: Hodder and Stoughton, 1874), Henry Vizetelly
Glances Back Through Seventy Years: Autobiographical and other Reminiscences 2 vols (London:
Kegan, Paul, Trench, Trubner, 1893). Further references will be given as Cooper and Vizetelly.

' The Warpath of Opinion: Strange Things Seen Thereon (Leicester: Leicester Co-operative Printing
Society, 1896). Further references will be given as Warpath.

' Arthur Munby, to W. J. L., 27 May 1896, Beinecke.
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telling: in Linton’s correction to an encyclopaedia entry on his life, sent for his
approval, a sentence about her is crossed out."

The fact that Memories contains only sketchy references to family is not, in
itself, exceptional. Social historians tell us that the omission of family life from a public
version of personal history was a feature of ‘the literary conventions of the genre of
working-class autobiographical silence governing the treatment of personal and private
life’, although Linton’s letters to his family show the high regard he had for developing
his children’s emotional lives."> In contrast, Cooper and Vizetelly in their public
statements were far less inhibited about the subject of family. Readers interested in
Linton or his work have to look at sources other than Memories for details on the
personal or creative elements of his life. However, even taking into account Linton’s
deliberate separation of different strands of his life into distinct publications, there is a
distinct absence of the personal and private in his public self-portrait. There are other
elements of his life missing from Memories: despite the centrality of writing and
authorship to Linton on personal and public levels, the book gives very little
information about the specifics of his authorial roles as a lyric poet, journalist, editor or

republican publicist. It seems that he expected Prose and Verse to serve this role.

The biographical material that forms the bulk of this chapter is intended to elicit
and explain the themes of creative aspiration and public discourse before they are
discussed in relation to particular works from Linton’s output. This chapter sets out to
explore how creative aspiration and public discourse developed through Linton’s career
through a detailed bioéraphy in which these themes as aspects of his experience, and as

subjects in his writing, are emphasised.

12 National Cyclopedia of American Biography, proof sheet, Beinecke.
1> Owen R. Ashton, W. E. Adams: Chartist, Radical and Journalist 1832-1906 (Whitley Bay: Bewick
Press, 1991), p. 13. Also c.f. J. F. C. Harrison, The Early Victorians: 1832-1851 (London. Weidenfeld

and Nicolson, 1971), p. 73.
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The value of Memories for modemn readers tends to be for its anecdotes of
politics and publishing in the Victorian period, which returns us to Landow’s idea of
Linton as ‘a nexus for many important political, literary, and artistic figures of the
nineteenth century’. From the outset, Linton places himself at the centre of a cultural
and political network, encouraging the reader to understand his experiences as a nexus
of the Victorian period. This pattern is established in the first paragraph of the book,
which gives an account of his earliest memory, dating from the family’s residence in
Stratford. The account is detailed enough for a reader to construct an image of the first
memory which is, ironically, sharper than some of the later events in the life. Linton
described how, as an eight-year-old on a late January day, he toured a small, enclosed
vegetable garden at the back of a suburban villa with his father. They heard the sound
of a deep-toned bell from beyond the wall, echoing across the marshy fields spreading
out all around. It was London, 1820, and the sound was the outside world; it came from
the city. His father, a figure who receives hardly any attention in Linton’s writing,
knew what the sound meant. Not unique among his acquaintances, but earing the
disapproval of his wife, he followed public opinion on state matters through the
pamphlets then circulating in booksellers, particularly William Hone’s scurrilous The

House that Jack Built which he had bought just before Christmas, and the Matrimonial

Ladder with its toy cardboard ladder. The only speech Linton recalled from this episode
was his father’s comment, ‘The old King is dead’.

Whether or not this vivid account of the funeral knell of George III really was
Linton’s earliest recollection, his account of an event with connotations broader than
personal recollection leads into a description of personal experiences of aristocratic
incompetence and waste in the Regency years. Other details serve to introduce the
origins of the republican themes with which Linton’s name is most often associated. He

described that, at some point in his childhood, a family friend, once a page of the Prince
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Regent, took him to the Regent’s apartments in Carlton House. Linton later thought
that this was ‘to teach me some additional reverence for the contemporary royalty’ and,
with his unfailing sense of the gap between perceived and actual status of monarchy he
parenthetically referred to the Regent’s unpaid debts, at which point the account
dovetails with, and partly explains, his obscure reference to an inheritance of ‘some
tendency to radicalism’ from his father. '* Linton suggested that this had some
connection with Hone and Cruikshank’s pamphlets that his father owned, although he
probably could not give an objective explanation of the sources of his republican
convictions. Cruikshank’s lanky figures certainly seem to have influenced the tiny
scampering figures that populate Linton’s writing fof children, and which appear in the
verbal iconography of his protest verse in the 1840s. As if to balance the significance of
the opening scene Linton ended Memories with a reference to republicanism in a way
that reminds the reader of the consistency of his commitment: ‘I have not lost that
belief, not given up my faith that republicanism has yet to be the universal rule’.”®
The opening scene and closing declaration are acts of self-definition in that they
both set the growth of an individual into the context of public events, but there are only
sporadic and tantalising reflections by Linton on personal experience in the remainder
of the book’s two hundred and twenty nine pages. Exceptions are his accounts of
certain close friends, and an evocative description of a solitary night spent on
Helvellyn.'® A partial explanation for the absence of this kind of reflection may be that
as Linton was recalling and writing his experience in his New England home, he
constructed his life into a paradigm of the tensions that ran through the period, the

radical-liberal, public-private, activist-contemplative, individual-social pattern that

historians now find so useful as an example of the newly empowered Victorian

14 Memories, p. 17.
1> Memories, p. 229.
'® Memories, pp. 134-37.
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middling classes. Linton mirrored these tensions in the way he represented his life as a
movement from public to private. The fact that Linton saw his personal life as less
significant than his perceptions of the political movements that he served as secretary or
supporter was consonant with the expectations of Linton’s autobiography as the life of
an ‘old Chartist’. Linton had adopted this approach in James Watson, which received
praise from William Bell Scott that was echoed by Munby’s comment on Memories."’
Consequently, but perhaps ironically, both books are now valued primarily for the
factual information contained in Linton’s artisan observations and reflections on
London radicalism and the beginnings and growth of international republicanism.
Reading Memories alongside his other retrospective works, one has the feeling that
Linton considered his experiences to be a justification for his assumption in maturity as
an authoritative witness of urban and political change in the 1830s-40s. Linton realised
that he was assuming this role, and claimed in Memories that ‘the object of these
recollections is not to speak of myself’. This, however, is slightly misleading. The
personal origins of his radicalism were very important to him and he gave much
information regarding his earliest awareness of reformist politics. For instance, in
Linton’s description of his experiences as an apprentice in early 1830s London, his
awareness of the way in which the new tensions in the urban environment shaped his
understanding of the reciprocity of political awareness and educated discourse seems to
be part of his younger self rather than a later imposition, and this is borne out by the
self-consciousness of his writing in the 1830s.

In relation to the 1830s, Linton described his ‘first perversion’ to radicalism as
contact with an established culture of dissent in the English and European literary
traditions, and non-conformist religion rather than through affiliation with a particular

political group. In addition, Linton recounted how two close friends in 1832-34

17 William Bell Scott, to Willie Wade Linton, 4 November 1880, NLA Ms 1698/491.



introduced him to the contemporary ramifications of traditional radicalism; a fellow
apprentice and Unitarian, ‘ “ not a Christian” in the estimation of the pious according to
the law’, and a stock-broker’s clerk, ‘worse than Unitarian, an “infidel” ’, with whom he

read Voltaire’s Philosophical Dictionary during lunch breaks.'® Descriptions such as

these show that Linton identified the atmosphere in the engraving workshops and the
reading matter that seemed common currency amongst the apprentice wood engravers
as crucial factors in his recognition that literary eloquence as well as radical ideas were

valued by the artisan class readership. The direct influence of these experiences is

shown in the purpose of Linton’s earliest published pieces in the Monthly Repository
and his poem ‘The Incendiary’s Grave’, which are discussed in Chapter Two.

Other accounts of the workshop environment, notably Linton’s near-
contemporary and fellow wood-engraver under Bonner, Henry Vizetelly, told light-
heartedly how ‘forbidden books, furtively obtained, were eagerly read out by us out of
hours and freely discussed while the work was going on’."” If Vizetelly’s account is
representative, a ‘politicised’ awareness of literature in the workshop community was
not exceptional: ‘We did not read Shelley as he is now read, for his poetic imagery and
mellifluous diction, but because this ostracised poem of his teemed with agnostic and
republican ideas boldly expressed in impassioned language’.20 Shelley was a common
starting point in liberal and radical discussion, but Vizetelly, with his telling terms
‘forbidden’ and ‘impassioned’, suggests the eagerness with which young people have
always sought out much talked about printed matter disapproved of by established
authority. Vizetelly’s book often mentions the same personalities and events as Linton,

but with a sense of humour and self-deprecation. In contrast to Vizetelly’s description

'8 Memories, pp. 17-18. Linton’s ‘infidel” is anonymous. He emigrated to Australia. This was possibly
Ebenezer Jones’s brother Sumner, who later wrote letters to Linton on Bank of Australia headed note
paper, Beinecke.

' Vizetelly, 1, 121.

2 Vizetelly, 1, 121.
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of Watson’s shop as a picture of confusion and burlesque, Linton wrote more earnestly
of the ‘proscribed’ material Watson supplied to working class readers, and the constant
threat of arrest for doing so.

Like Vizetelly, Linton’s experience of London was inclusive, taking in the
tensions between the traditional oppositions of radicalism: established church and
dissenters, priest craft and free enquiry, natural right and traditional authority. The
newer features of the developing urban environment appear in Linton’s account, such as
Richard Carlile’s shop at the time of his apprenticeship as an illustrative emblem of how
these elements were construed by the radical community: ‘in an upper window, stood
two life-sized figures — “the Devil and a Bishop,” cheek by jowl, scandalising the pious

passers-by’.”!
Linton’s references to his formative years in Bonner’s workshop allude to direct
-experience of the prejudicial treatment suffered by members of dissenting faiths such as
Unitarianism. He firmly set these experiences within the rational and educated agitation
surrounding the aftermath of the 1832 elections, led by the discriminating articulacy of

James Bronterre O’Brien’s articles on liberty and history in Henry Hetherington’s Poor

Man’s Guardian. The legislative treatment of non-conformists, Chartists, and those

active in the campaign for an unstamped press were for Linton in 1832 the visible
evidence of institutionalised victimisation and religious intolerance. Linton’s writing in
the late 1830s shows that his apprehension of the literary exploration of individual
liberty in Milton’s prose and Shelley’s poetry was confirmed by his experiences in and
around London. Linton’s interpretation of his experience in the city seemed to confirm
partial or class legislation as a reality.

The radicalism of the engraving workshops had a bearing on the young Linton’s

prejudices, but what seems to have been more important was the independence that he

2 Memories, p. I3.
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enjoyed as a_journeyman wood-engraver.”* The skilled journeyman engraver could
work independently in a small space with little capital outlay and few tools. Affiliation
with an established workshop more or less guaranteed the security of regular
employment and a free flow of work. The increasing demand in the early 1840s for
book and newspaper illustrations, and his technical accomplishment, guaranteed that
Linton could alWays rely on his skill to provide a more than adequate income. He did
experience some financial difficulties for short periods throughout his long wo