
respectively Walter Scott and the imperial-worldwide textile trade, and British politics over
foreign investment, which at times raised alarms about injury to home interests.

I might almost identify in this global perspective a keynote for the book beyond anything
marked in the title. But instead, I think, the keynote is more truly to be located in what I will
call a “counter-presentist” approach. By way of illustration, Kreitner and Cordelia Smith recon-
struct histories that have dropped from view because out of synch with things presently taken
for granted—that it is proper for independent U.S. Federal Reserve experts to regulate the cur-
rency, and for the British National Lottery to support the arts. Kreitner reminds us of a con-
troversy-packed 1870s transition from widespread acceptance to widespread rejection of
legislative power to control money’s value. Smith harks back to sharply shifting developments
from early nineteenth-century abolition of the state lottery as morally pernicious to the rise of
Art Union lotteries that could look doubtfully legal, to ultimate re-legitimation and relegaliza-
tion of gambling “in a good cause.” The reader of these two chapters might observe some
diminution of democratic, legislature-based governance, some promotion of gambling
culture—food for critical thought, though Kreitner and Smith are not much concerned with
that. Along similar lines, Daniel Bivona retraces Darwin’s debt to political economic theory
as a check against anachronism. One commentator has opined that Darwin might one day
be seen as the intellectual founder of economics (77, citing Robert H. Frank, The Darwin
Economy [2011]). Really? There should be little need to set the record straight here, as
Darwin himself acknowledges the profound influence of Malthus. But maybe the reminder
is needed. In English-based nineteenth-century studies, and indeed in English literary-cultural
studies more broadly, knowledge of the Smith-Malthus-Ricardo-Mill school of political
economy remains limited, in my view with anti-capitalist bias playing a role. Bivona has the
command of theoretical particulars to engage closely with Smith and Darwin on self-interest,
competition, cooperation, interdependency, division of labor, the invisible hand, and natural
selection, though he is too sketchy to be persuasive when it comes to Malthus, Ricardo, and
free trade debates. He leaves out too much of account, namely, the strongly reformist,
“improving” commitments of the whole Smith tradition. This leads him at his chapter’s end
to overemphasize the dismal aspects of the “dismal science” (1) (Bivona himself uses this dis-
paraging stock phrase). Bivona makes a gesture of reclaiming Smith and Darwin for optimism,
but not much more than a gesture. I have differences with Bivona. Still, I value the reminder he
gives of an intellectual history too important for us to lose sight of.

Kathleen Blake
University of Washington, emeritus
kblake@uw.edu

JULIA S. CARLSON.Romantic Marks andMeasures: Wordsworth’s Poetry in Fields of Print. Material
Texts. Philadelphia: University of Pennsylvania Press, 2016. Pp. 354. $59.95 (cloth).
doi: 10.1017/jbr.2017.154

Julia S. Carlson’s Romantic Marks and Measures contributes valuably to the critical literature
articulating a spatial turn in the humanities. Carlson contextualizes a selection of William
Wordsworth’s poetry and prose in relation to eighteenth- and nineteenth-century British car-
tography, elocutionary theory, and print culture and shows how his writing registers, responds
to, and sometimes produces changes in contemporary material topography and typography.
Combining close readings of literary texts with equally close readings of maps, tour guides,
grammars, lectures on elocution, and dissertations on prosody, Carlson opens Wordsworth
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to important new readings—sometimes, as is the case with “The Discharged Soldier” (1798),
providing the basis for what should become standard approaches—and explores areas of
history deserving of continued study.

Romantic Marks and Measures looks, at a glance, like two books in one. In the first three
chapters Carlson addresses Wordsworth’s writing in relation to tour literature and maps,
including the maps emerging from Britain’s first Ordnance Survey. In the final four chapters,
Carlson addresses Wordsworth’s writing in relation to elocutionary theory and “the Visual
Display of Speech” (ix). An “interchapter” addresses the connection between the two parts,
though, and by the end of the study, Carlson demonstrates that topography and typography
cohere in—and because of—Wordsworth’s and others’ writing.

Carlson shows that Wordsworth published his writing as “new practices of measuring and
marking … reconfigured topographic and typographic fields and brought verse into height-
ened visibility and meter into national importance” (9). His poetry and prose engage with,
in, and sometimes against these practices.

In chapter 1, dealing with texts on the Lake District, Carlson shows how poetry, including
Wordsworth’s, often appeared on the pages of tour guides and how the topographic lines of the
guides became manifest in the lines of poetry, especially blank verse. The engagement extends
beyond thematic language: it occurs through the formatting and typography of poems on the
page.

In the following two chapters Carlson turns to Wordsworth’s engagement with eighteenth-
and early nineteenth-century cartography. She argues that Wordsworth’s famous description of
crossing the Alps in The Prelude narrates the failure of contemporary maps to articulate the
space around Simplon Pass adequately. She goes as far as to suggest that Wordsworth, as he
recalls his journey, “engages in cartospection under the grammatical aegis of retrospection”
(68). Such “cartospection” becomes resistance when Wordsworth’s Black Comb poems
(1811–13) address the geometrically and trigonometrically regulated land depicted by the
Ordnance Survey, which began in the final years of the eighteenth century. These poems,
Carlson argues, “foreground the competing epistemologies of topographical media and how
their particular graphical-lexical expressivity emerges in reflexive relation to national carto-
graphic pressures on the terrain” (104). In place of a landscape ruled by rigid mathematics,
Carlson suggests, Wordsworth’s poems align more closely with maps using hachures, lines
that designate topographic relief through shading.

In chapters 4–6, Carlson shifts to Wordsworth’s accentual and graphic practices (often
involving punctuation) in a world in which the visual semiotics of maps and other print arti-
facts were unstable. Drawing from elocutionary guides and other texts, Carlson demonstrates
persuasively that in “The Discharged Soldier,” the soldier “figures the inversion of the
emphatic ideal [then of interest to elocutionists and Wordsworth alike] in his disarticulated
body and speech” (174). The metrical strategies Wordsworth first uses in this blank verse
poem develop further in the blank verse narratives of the 1800 edition of Lyrical Ballads.
Carlson focuses on Wordsworth’s use of the exclamation point (which was occasionally
called a “wondering point”) and the dash (which signified a long pause) (185). As Lyrical
Ballads went to press, Wordsworth concerned himself with the particulars in the physical
layout of his poems on the page, much as a mapmaker designing the visual face of a map.
Such concerns contributed to “Wordsworth’s topographical inflections of the typographical
field,” inflections that appear also in The Prelude, especially through his use of the exclamation
point (226). Carlson makes a strong case for the semantic necessity of this punctuation, which
is often ignored (and sometimes edited out of publications).

Carlson concludes by reading the radical John Thelwall’s work on elocution and prosody in
relation to Wordsworth’s The Excursion (1814). Thelwall elaborated “a physiological prosody
and elocutionary pedagogy that privileged blank verse,” Carlson says, articulating “the thera-
peutic effects of meter within an injurious culture of print” (262). As part of this process, he
scanned the meter of all nine books of The Excursion. As Carlson shows, meter was a political
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and ideological concern for both Thelwall andWordsworth. Both represented metrical verse as
having visual patterns: as spatial. Through such representations, the typographical once more
merges with the topographical.

If anything is to be faulted in this excellent study, it is the occasional overdetermined inter-
pretations that come from such a close reading of the interdisciplinary nexuses. Does Words-
worth’s use of words such as “point” and “line” really signify regularly and dominantly as a
geographical concern? What indicates that the blank space Wordsworth asked his publisher
to insert between printed lines in “Michael, A Pastoral Poem” speaks of a blankness on the
land he describes? Does one miss key details by holding one’s eyes so close to a map or
page? (In “Michael,” Michael’s wife is Isabel, not Sarah.)

Even such readings, though, push an understanding of Wordsworth’s writing and the world
in which it first appeared in valuable and necessary directions. Grounded in extensive and
impressive research,RomanticMarks andMeasures contributes a lucid and important argument
about material print culture during the British Romantic period.

Michael Wiley
University of North Florida
mwiley@unf.edu

ELENA CRIPPA and CATHERINE LAMPERT. London Calling: Bacon, Freud, Kossoff, Andrews,
Auerbach, and Kitaj. Los Angeles: J. Paul Getty Museum and Tate London, 2016. Pp. 136.
$35.00 (cloth).
doi: 10.1017/jbr.2017.155

Elena Crippa and Catherine Lampert’s London Calling: Bacon, Freud, Kossoff, Andrews, Auer-
bach, and Kitaj is a well-designed and informative catalog documenting the J. Paul Getty
Museum’s 2016 exhibition of the same name. Detailing the importance of contributions by
the “School of London”—a name coined by R. B. Kitaj in 1976 to recognize shared aims
in the work of Francis Bacon, Lucian Freud, Leon Kossoff, Michael Andrews, Frank Auerbach,
and Kitaj himself—to postwar aesthetics, London Calling makes significant inroads not only
into historicizing the relationship between these British (or practicing in Britain) artists, but
also exposing their efforts to negotiate postwar paradigms of modernism. More broadly,
through Crippa and Lampert’s emphasis on how sense of place, social context, and creative
output overlap and mingle, London Calling sets the School of London in a milieu that high-
lights its significance beyond narrow art historical parameters.

Timothy Potts, the director of the J. Paul Getty Museum, states in one of two forewords to
the catalog that “two generations of scholarship” have provided a foundational history for
these artists (ix). This is quite correct; however, these histories tend to define the artists as indi-
viduals rather than focus on their relationships to one another, aesthetic and otherwise. Addi-
tionally, despite this extant literature, there are substantial gaps in our understanding of the
significance of these artists’ roles per the global scope of postwar art. Indeed, as Nicholas
Serota, Tate’s director, argues in the second foreword, “several of these artists still await the
broader international recognition they deserve” (xi). London Calling, particularly for non-
British audiences, seeks to rectify this imbalance.

The first essay, written by Elena Crippa, the Tate’s curator of modern and contemporary
British Art, focuses on how concepts of figure, place, and narrative establish a set of
common tropes or characteristics uniting the School of London painters. In particular,
Crippa highlights their attraction to representing the body and, by association, “the human
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