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The eighteenth century was an age of reason, elegance and
cynicism, of court intrigues, polite conversation and
political profiteering. That such worldly and accomplished
manners should coexist with poverty, disease and cruelty
may account for the development of caricature, what the
Goncourt brothers described as ‘the English art’. By
1725, Pope, Swift, Gay and Fielding had already made
satire a literary genre, but with Hogarths famous

series it attained a graphic form able to represent the
shifting prejudices and passing sensations of the day.

M. Dorothy George’s study covers the art from 1720 to
about 1830, by which time both Gillray and George 111,
assassin and victim, had been released from hopeless
insanity by death. It is based on the social geology of
High Life, Middle Life, Low Life—under stress from

economic change and the national sport of social climbing.

This magnificent book, incorporating the brilliant text
of an acknowledged anthority on the eighteently century,
has over two bundred illustrations, with twelve pages

in color, of the finest work of the period, including that
of Hogarth, Rowlandson, Gillray and the Cruikshanks.
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The subject of this book is graphic social satire before the
days of Punch and illustrated journalism, when prints were
engraved and sold separately. In the eighteenth century
there was a great vogue for satirical prints — political and
social. This was the golden age of the English engraver.
Despite the many ‘straight’ prints — topographical, naval,
military, sporting — and the more important engravings
after paintings, the caricature shops had a popularity of
their own. Their prints were virtually the only pictorial
rendering of the flow of events, moods and fashions. Espe-
cially, they reflect the social attitudes of the day. When in
the 1750s the word ‘caricatura’ or ‘caricature’ came into
use, the print shops applied it indiscriminately to any print
with a comic or satirical intention. Very many of the illus-
trations in this book are caricatures, but some, and notably
most of Hogarth’s, are not. Pure comic art without an
element of satire is outside its scope. Some prints that today
seem charming period pieces were in fact satirical, for
instance those castigating vulgarity of dress or gesture, now
scarcely recognizable. Conversely, the grosser and harsher
aspects of life, heavy eating and drinking, extreme poverty,
sometimes make realism seem caricature. It is difficult now
to realize the eighteenth-century coexistence of stylized
formality and elegance with (tolerated) grossness and
eccentricity.

‘Satire’, like ‘caricature’, is used loosely;* it covers
Hogarth’s moralizing, Gillray’s irony, Rowlandson’s
comedy, Newton’s burlesque. To find that the word
derives from satura, ‘a medley’, gives it appropriateness.
This book is a medley — an olio. Political satires preceded
and usually outnumbered social ones. No clear line divides
them; a classic example of this is Hogarth’s Election series.
In 1720-21 the South Sea Bubble evoked an unprece-
dented crop of satirical prints. Most were reissues or
adaptations of Dutch ones, but some were English, includ-
ing two by Hogarth while he was still a bookseller’s hack.
For our purpose social satire begins with Hogarth, though
for a century there had been a sporadic output of political
or ‘emblematical’ prints. The more genial social satire
hardly begins before the 1720s, apart from prints of
common life, London ‘cries’, tattling women, headings to

*Since the nineteenth century the British Museum has used the
term for its large collection of hieroglyphical and allegorical prints,
caricatures, and comic art generally, calling them ‘Political and
Personal Satires’.
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broadside ballads. Very many of these, especially woodcuts,
must have disappeared. .

Satire was the language of the age — the age of Pope,
Swift, Gay, Prior, Fielding, Churchill, leading on to
Canning, Byron, Moore, not to speak of a mass of for-
gotten verse and prose. ‘Squibs were on every table . ..
satire was in the air.’! The Grub Street author, like the hack
engraver, found his readiest market in satire. It was a
malicious world. Wit and ridicule were admired and feared
to a degree that now seems strange. Violent personal ven-
dettas found expression both in print and in prints and
counter-prints. And though satire reflected the (diminish-
ing) scurrility of the day, it could be enjoyed because
basically society was assured, stable and content. Unin-
hibited ridicule and/or castigation was tolerated — more or
less — in the theatre. This was Foote’s speciality, as play-
wright and actor, and he defended it as ‘the correction of
individuals and an example . . . to the whole community”’.

The world was small. Notabilities were well known by
sight, partly owing to the print shops, and they were of all
classes. Another favourable condition for the satirical print
as a picture of manners was intense interest in the visual
aspect of daily life. The popularity of Gay’s Trivia;, or, the
Art of walking the Streets of London and its many imitations
speaks for itself. Hogarth’s paintings and prints convey his
fascinated interest in the contrasts of his world. The splen-
dour and glitter of high life, the sordid squalor of low life,
are the outstanding contrasts of the century. The large
tract between these extremes was filled with the rising
middle ranks, and in graphic satire these are represented by
the professions and by ‘cits’ — City merchants and trades-
men. John Bull appeared after the mid-century.*

The rich variety of graphic satire resists classification.
Subjects and periods overlap. There are the stereotypes
that persist — illustrations of fixed ideas and prejudices,
coloured by the conventions of caricature. There is the
socialscene from St James’s to St Giles’s, the coffee-houses,
the taverns, the streets, the shops, the clubs (from White’s
to the ale-house meeting), sport (where high life and low
life met). From first to last the theatre was a major pre-
occupation. Travel: the Frenchman in England, the
Englishman in France, were perennial topics. The prints

*The time-lag from the John Bull of John Arbuthnot’s Law is a
Bottomless Pi? to his appearance in caricature is from 1712 to ¢. 1756,
and John Bull depicted as a typical Englishman appears first in 1779.




reflect tradition and continuity in conflict with changes
that were becoming revolutionary. The middle ranks were
progressively gaining in numbers, wealth and status. The
ascendancy of the aristocracy and the prestige of fashion
were not challenged. Patronage — ‘interest’, with its com-
plicated network of obligations — was an essential part of
the social fabric, though a diminishing one. Connoisseur-
ship and taste were obligatory for the fine gentleman, but
progressively less so. The horror of vulgarity, the impor-
tance of catching the /o of high life, of having or acquiring
elegant, genteel manners, pervade contemporary literature.
Social climbing was a national foible. Fanny Burney’s
novels and diaries are documentary on these points. She
herself, according to Mrs Thrale, was ‘a graceful looking
Girl, but ’tis the Grace of an Actress, not of a Woman of
Fashion’.2 Fanny was more severe on Lady Miller (of the
Batheaston verse contests): ‘while all her aim is to appear
an elegant woman of fashion, all her success is to seem an
ordinary woman in very common life, with fine clothes on;
her habits are bustling, her air is self-important and her
manner very inelegant’. But she soon discovered: ‘not-
withstanding Bath Easton is so much laughed at in London,
nothing here [Bath] is more tonish than to visit Lady
Miller’.3

The immense prestige of ‘people of fashion’ — ‘people
of fascination’ as Fielding called them — is reflected in the
language of the day: the baut ton, the bean monde, tonish, the
Great quality.

‘Numberless are the devices made use of by the people
of fashion of both sexes, to avoid the pursuit of the
vulgar and to preserve the purity of the circle,” wrote
Fielding. ‘Sometimes the perriwig covers the whole beau;
sometimes a large black bag . . . at other times a little lank
silk appears like a blackbird on his neck . . . he will trans-
form himself into the vilest animal to avoid the resemblance
of his own species. Nor are the ladies less watchful of the
enemy’s motions. What hoods and hats and caps and coifs
have fallen a sacrifice in this pursuit.’t

His ‘Modern Glossary’ is a penetrating satire. For
instance, ‘““No Body” . .. “All the people in Great Britain
except about 1200”. “World” - “Your own Acquain-
tance”.’%

England differed from other European countries in that
the world of fashion depended neither on the Court nor on
rank. With luck, wit and charm the preserve could be
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entered, and, as Fielding says, ‘By whatever means you get
into the polite circle, when once you are there it is sufficient
merit that you are there.”® (And with money, invested in
land and borough interest, rank could be achieved.)
England differed also from continental countries (and from
Scotland, Ireland and Wales) in the numbers and wealth of
the middle ranks, professional and commercial. This led
English travellers to conclude that there was no middle
class in the countries they visited. When George III’s un-
fortunate sister Matilda travelled through Germany in 1766
as the new Queen of Denmark, she wrote ‘There is no
such thing as a middle class living in affluence and inde-
pendence.’”” And Johnson in France in 1779, ‘There is no
happy middle state as in England.” ‘As soon as Dover is
left behind,” wrote Mrs Piozzi (formerly Thrale), ‘every
one seems to belong to some other man and no man to
himself.’® Even Horace Walpole, returning from the
Grand Tour: ‘T had discovered that there was nowhere
but in England the distinction of widdling people. 1 perceive
now that there is peculiar to us middling houses.’®

Robinson Crusoe’s father (1719) is eloquent on ‘the
middle state, or what might be called the upper station of
low life, which he had found by experience was the best
state in the world’. But (as Smollett complained, p. 151)
wars and conquests threw up profiteers and nouveanx riches,
and these were men accustomed to power, by no means
satisfled with the middle state.

Since the prints illustrate social stratification we may
begin with Strype’s categories in 1720.1° He divided
Londoners into five classes. 1. The Nobility and Gentry.
2. The Merchants and First Rate Tradesmen. 3. The
Lawyers and Physicians. 4. The Inferior Tradesmen. 5. The
Apprentices, Hackney Coachmen, Chairmen, Porters and
Servants. Clearly this does not take us far. No firm line
divided one category from the next; each had its sub-
divisions, each occupation its different grades. Where are
the clergy, the authors, the artists? And he leaves out the
numerous lowest class of street-sellers, vagrants and
beggars. Johnson’s dictionary definition of a gentleman
has more significance. ‘A man of birth though not noble —
a man raised above the vulgar by his character or post.’*

*Cf. A. de Tocqueville (1833), ‘“gentleman” in England is applied
to every well-educated man whatever his birth, while in France
gentilhomme applies only to a gentleman by birth’, Journeys to England
and Ireland, ed. J.F.Mayer (London: Faber, 1958), p. 67. John Selden
had noted a similar distinction between England and other countries.




Strype adds, “As to the wives and daughters of the Principal
Tradesman, they endeavour to imitate the Court Ladies, in
their Dress, and follow much the same Diversions.” There
was a distinction between the ‘cits’, who formed the
Corporation from rich aldermen to small shopkeepers, and
the rising class of bankers, East India directors and finan-
ciers who were bridging the gap between Cheapside and
St James’s.

That the difference between the manners of the City and
St James’s was wide, though decreasing, is undeniable. In
Johnson’s Dictionary, the ‘cit’ is ‘a pert low alderman or
pragmatical trader’. And he had a poor opinion of City
women. ‘Tradeswomen (I mean the wives of tradesmen in
the City),” he maintained to Boswell (1772), ‘are the worst
creatures upon earth, grossly ignorant, and thinking

~ viciousness fashionable, jealously malignant against women

of quality.” This is certainly the character of his ‘Madam
Bombazine, the great silk-mercer’s lady ... two yards
round the waist and her voice at once loud and squeaking’,
who was vulgar, purse-proud, bad tempered, and rancorous
against ‘people that live at the other end of the town’.1?

It has often been remarked that the clear-cut class dis-
tinctions of the eighteenth century (less clear in England
than elsewhere) made intercourse between classes easy. But
if clear-cut they were far from rigid. What astonished
foreigners was the free and easy jostling of high and low in
the parks and public places, regarded, by natives and
foreigners, as a manifestation of English liberty, like the
comparative absence of distinctions in dress. There was
Voltaire on his first day in England (1728) taking the
apprentices, servants and journeymen disporting them-
selves in Greenwich Park in their holiday best (as in
Greenwich Hill: or, Holyday Gambols [1], ¢. 1750) for people
of fashion.

With such exceptions as the Squire Westerns (old-
fashioned in 1749, extinct after 1760) and the Madam
Bombazines, class antagonism is not discoverable before
the French Revolution. It developed after 1815 and in the
later Regency made a belated impact on social satire. Caste
arrogance there was, but it attracted disfavour, examples
being that Duchess of Buckingham who held (¢. 1740) that
it was ‘monstrous to be told that you have a heart as sinful
as the common wretches that crawl on the earth’, and (in
fiction) Lady Catherine de Bourgh. Significantly, both
seemed absurd. Walpole calls the Duchess ‘more mad with
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pride than any mercer’s wife out of Bedlam’.1? In 1785
Mrs Piozzi attributed the easy mixing of classes in Italy to
the ‘Certainty of Distance between High and low ...
Jealousy of Rank has no place here.’'3 But she soon dis-
covered the other side of class rigidity. Apropos of Fanny
Burney’s Court appointment she wrote in 1786, ‘What a
glorious country is ours! Where Talent and Conduct are
sufficient to draw mean Birth and original Poverty out of
the Shadow of Life and set their Merit open to the Sun.
No such Hopes, no such Possibilities in these wretched
Nations, where Pride & Prejudice, chain up every liberal
Idea and keep the Mind enslaved.’'* Young George
Lyttelton, on the Grand Tour in 1728, shocked at poverty
in France, thought it due ‘above all to the chimeric
distinction between a gentleman and a merchant’.13

‘Strolled into the Chapter Coffee House’,* reported Dr
Campbell in 1775, “. . . I subscribed a shilling for the right
of a year’s reading & found all the new publications I
sought. . . . Here I saw a specimen of English freedom »7%.,
a whitesmith in his apron & some of his saws under his
arm, come in, sat down & called for his glass of punch, &
the paper, both of which he used with as much freedom as
a Lord. Such a man in Ireland (& I suppose France too or
almost any other country) would not have shown himself
with his hat on, nor any way unless sent for by some
gentleman.’6

Paradoxically, or perhaps naturally, the retreat from such
manifestations of English liberty came with the decline of
‘subordination’ and the stirrings of democracy. Half a
century later such a coffee-house happening was treated as
fantasy. Later still (1862) Taine, on a visit to England, after
some searing comments on the London Sunday, goes on,
‘Other indications point to a country dominated by an
aristocracy. The gates of St James’s Park bear the following
notice. “The Park keepers have orders to refuse admit-
tance . . . to all beggars or any person in rags, or whose
clothes are very dirty, or who are not of decent appearance
and bearing.” At every step one feels very remote from
France.” And after a more intensive study of English ways,
“This fundamental difference is always cropping up: the
difference which divides the land of hierarchy from the
land of equality.’17 ‘In France,” wrote Bagehot — preferring
the English principle of ‘ removable inequality’, ¢ Ega/ié is

" *The meeting-place of bookseller-publishers in Paternoster Row.



a political first principle. The whole of Louis Napoleon’s
régime depends upon it.’18

This matter of the parks was always cropping up as a
yardstick of national manners. To the Abbé Prévost who
came to England in 1728 and put his experiences into his
novel, Les Aventures d’un homme de qualité, St James’s Park
was ‘the public walk of London’, and ‘open to all’, where
he was astonished to see ‘the flower of the nobility and the

fine ladies of the Court mingling in confusion with the -

vilest populace’. He records also a complete mixture of
classes in the coffee-houses, ‘the seats of English Liberty’,
lords and tradespeople at one table ‘discussing familiarly
the news of the Court and town’.

To return to the parks. Queen Caroline, Walpole noted,
‘spoke of shutting up St James’s Park and converting it
into a noble garden. . .. She asked my father [Sir Robert]
what it might cost, who replied “only three Crowns.’1® Cole
noted in 1765, certainly without disapproval, the posting of
‘centinels’ at the entrance to the Tuileries Gardens ‘To
keep out people who are ill-dressed or who are not proper
to mix with the People who resort there.’?® And some
fifteen years after Taine’s animadversions, Henry James
described St James’s Park as ‘perhaps the most democratic
corner of London. There are few hours of the day when
a thousand smutty children are not spreading over it, and
the unemployed lie thick upon the grass and cover the
benches with a brotherhood of greasy corderoys. If the
London parks are the drawing rooms of the poor . . . these
particular grass plots and alleys may be said to constitute
the very salon of the slums.’21

One suspects that the notice that shocked Taine was
a vain attempt to stem the influx from the alleys of West-
minster. Less than five years after Taine’s visit a2 Sunday
scene supports the suspicion. The Times reported: “The
number of persons in St James’s Park from 2 until 5 o’clock
was very great, the keepers reporting that upwards of
50,000 people passed in at the various gates. . . . The great
proportion . . . were respectable tradesmen and mechanics
with their families, but there was also an immense assem-
blage of “roughs”. Not being able to go on the ice they
found amusement in snowballing and bonnetting each
other. When tired of their rough play . . . they turned
their attention to any respectably dressed persons who
came in their way, and maltreated them and insulted them
in the most disgraceful manner. The foot-bridge over the
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ornamental water was the chief scene of their exploits. This
bridge on these occasions is always [my italics] crowded. . . .
Gangs of these roughs and thieves assembled to the
number of several hundreds at each end . . ., and at a given
signal . . . they rushed on pell-mell, hustling and bonnetting
all who came in their way, watches, purses and pins
changing owners with extraordinary rapidity. This dis-
graceful scene was repeated about every half hour until it
grew dark. The park-keepers did all they could . . . but they
were comparatively powerless . . . the roughs had posses-
sion of the park until all respectable people had been
chased away . . .”22* We shall find the changing customs
and conventions of the parks reflecting the mores of the
day and a favourite subject of graphic satire.

Besides the jostling in the parks there were analogous
manifestations of English liberty (or barbarism, according
to the viewpoint) that persisted into the next century. The
supremacy of pit and gallery, especially gallery, in the
theatre. The custom of street fights, or boxing matches,
for which the spectators made a ring. “Who would dream,’
asks Prévost, ‘that the most wretched porter would dispute
the wall with a lord . . . and if both are obstinate . . . they
will come publicly to fisticuffs, and fight till the stronger
remains master of the pavement.” Henry Fielding called
the London ‘mob’ the Fourth Estate. ‘First, they assert an
absolute right to the river of Thames. It is true that other
estates do sometimes venture themselves upon the river,
but this is only upon sufferance, for which they pay what-
ever that branch of the fourth estate called watermen are
pleased to exact of them. . . . They grumble whenever they
meet any person in a boat, whose dress declares them to be
of a different order from themselves. Sometimes they . . .
endeavour to run against the boat and overset it; but if
they are too goodnatured to attempt this, they never fail to
attack the passengers with all kinds of scurrilous abusive
and indecent language.

“The second exclusive right that they insist on is to those
parts of the streets that are set apart for foot-passengers. In

* The Diary of Benjamin Robert Haydon, ed. W. H. Pope (Cambridge,
Mass.: Harvard University Press, 1963), vol. v, p. 374. Today:
‘during the summer months millions of people found their way into
St James’s Park and often joined long queues to buy a scruffy
sandwich served in unhygienic conditions and competed with some
of the toughest pigeons in the world.” ‘Parliament’, The Times,
4 March 1967.
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asserting this privilege they are extremely rigorous;
insomuch that none of the other orders can walk the streets
by day without being insulted, nor by night without being
knocked down. . . .

‘Here it was hoped their pretensions would have stopped;
but it is difficult to set any bounds to ambition; for having
sufficiently established this right, they now begin to assert
their right to the whole street, and have lately made such a
disposition with their waggons, carts and drays, that no
coach can pass along without the utmost difficulty and
danger.’?3

Who bought these prints? The prices ranged from 64.
(many much cheaper ones must have disappeared) to
105. 6d. plain, a guinea coloured, for the long strip design
(Bunbury’s). Hogarth’s great sequences were sold by sub-
scription. His separate prints cost from 6d. to 7s. 64.: The
March to Finchley was 10s. 6d. (Allowing for the fall in the
value of money these sums are considerable.) Many were
aimed at the collector. In the later part of the century
satirical prints in portfolios or bound in vast volumes were
part of the furniture of a gentleman’s library. Prices rose in
the second part of the century and fell in the early nine-
teenth — or rather, inferior prints were sold in larger
impressions. After about 1820, with the adoption of litho-
graphy and the revival of wood-engraving, prices fell
again. Prints were pasted on large folding screens (Byron
had a famous one) and on the walls of fashionable houses
(the Thrales’ dining-room at Streatham was papered with
Hogarth’s prints). Others were pasted up at street-corners
and in ale-houses and gin-shops. In illustrations of sordid
poverty-stricken rooms there are almost always prints on
the wall, as on ‘the humid wall with paltry pictures spread’
where Goldsmith’s poor poet sheltered from bailiffs.?4
Print-shop windows were the picture galleries of the public.
Later in the century folios of prints were hired out for an
evening’s entertainment ‘in the manner of a circulating
library’. An item in Humphrey’s bill for prints sold to the
Prince of Wales in 1803 is ‘for the loan of a Folio of Prints,
£1.1.0°.% Grantley Berkeley records that in his youth cari-
catures were an unfailing resource for difficult guests in
large country-houses.??

_"‘Tcoraing to I:og’g})racticc;it}ﬁé included —a_dcpusi; for the
return of the folio on the following day, 2s5. 6d. being the charge
for an evening (advertisement in the Royal Archives, Windsor Castle).

The long stretch from the 1720s to the 1830s demands
subdivision. The first forty years or so clearly belong to
Hogarth to a degree that gives them exceptional unity. For
this and other reasons there is an unusually abrupt break
from about the time of his death in 1764. The golden age
of English caricature was to follow — though not at once —
with the supremacy of Rowlandson and Gillray. When
both Gillray and George III became hopelessly insane in
1810, and disappeared from the world, it was the end of an
age. The Regency followed, and by common consent
‘Regency’ stands for a longer period than its actual nine
years — to 1830, or to 1837. Here, it is taken as ending in
the early thirties, with the Reform Bill and before the rail-
way age. Our three divisions then are ‘Hogarth’, ‘George
III’, and “Regency’. No division can be free from anoma-
lies. A minor one is that Hogarth’s life covered the first
four years of George III. But in our context the artist is
more important than the monarch. Moreover, those years
were thin in social satire — politics were all-absorbing.
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1 Greenwich Hill: or, Holyday Gambols, anon.
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2 Masguerades and Operas, Hogarth
3 A Rake’s Progress, Pl. II, Hogarth




1- Hogarth’'s World

Hogarth’s part in the development of graphic satire is
fundamental. He has been called the father of English
painting and the father of English caricature. He was un-
deniably the father, and the supreme practitioner, of graphic
social satire in England, though of course he was much
more than the satirist of contemporary life. We see the
London of his age through his eyes. Besides his penetrating
artist’s vision two sides of his nature made him a superb
recorder of — to use his own words — ‘the customs, man-
ners, fasheons, Characters, and humours’ of his times. His
John Bullishness and his personal grievances against the
virtuosi colour his attacks on foreigners and fashionable
follies, and thus he voices a mass of contemporary opinion.
There was a gulf between those who accepted French taste
as supreme and those who abhorred it; between the devo-
tees and the disparagers of Italian opera. His compassionate
side, his urge to protest against social injustice and cruelty,
underlies and is sometimes apparent in the great dramatic
sequences, and is the raison d’étre of Gin Lane and The Four
Stages of Cruelty. The pictorial dramas seem to have an
obvious moral: the rake, the harlot, the unfortunate mar-
ried pair, are faulty, blameworthy creatures, but above all
they are victims of their environment, of the follies and
cruelties of society; it is against these that Hogarth directs
his satire, and his main didactic purpose is to make society
aware of them.

Hogarth called his ‘Way of Designing’ the ‘Comic and
Moral’. My picture was my stage and men and women my
actors who were by means of certain Actions and Expres-
sions to Exhibit a dumb shew.” Not finding his conversa-
tion pieces sufficiently profitable for the needs of his
household, he turned ‘to still 2 more new way of proceeding
viz. painting and Engraving modern moral Subject a Field
unbroke up in any Country or any age’.* “. . . by small sums
from many by means of Prints which I could Engrave
from my Picture myself I could secure my Property
to my self’.! ‘I esteem the ingenious Mr Hogarth,” wrote
Fielding, ‘as one of the most useful satirists any age hath
produced . . . I almost dare affirm that those two works
of his, which he calls the Rake’s and the Harlot’s progress,
are calculated more to serve the cause of Virtue, and the
Preservation of Mankind, than all the Folios of morality
which have ever been written,?

The end of Hogarth’s life coincided with the end of an
age. The early Georgian period, before the impact of
Wilkes and Liberty, before the shock of the loss of America,
is accepted as placid, optimistic, complacent, unreforming.
~ *The novelty was not literal: Hogarth’s sources have been traced
by Dr Antal, see note 2.
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To contemporaries — to Defoe for instance — it was a world
of rapid change, admired or deplored. It was also an age
which was constantly being informed that it was decadent,
corrupt, mad for pleasure. ‘The fury after licentious and
luxurious pleasures,’ said Fielding, ‘is grown to so great a
height, that it may be called the characteristic of the present
age.’3

Hogarth was singularly aloof from the politics of the
day. Illustrations of this are the Election series with its
absence of party bias; and his unlucky political print,
The Times, published in 1762 to promote ‘peace and
unanimity’ — a protest against war-mongering and a defence
of that béte noire, Lord Bute, which unsuccessfully challenged
the public mood. The four Election prints are a protest
against corruption, brutality and meaningless slogans by
both sides. Their deliberate inconsequence is shown in
Chairing the Member, published in 1758. The election is sup-
posed to be the famous contest at Oxford in 1754, but a
milestone records ‘XIX Miles from London’. And the suc-
cessful candidate is Bubb Dodington, who in 1754 had been
electioneering in Somerset, unsuccessfully, despite three
days ‘spent in the infamous and disreputable compliance
with the low habits of venal wretches’.* He may owe his
place here (as he owed his peerage) to the fact that he was
a notorious trafficker in boroughs.

The first print Hogarth published on his own account
illuminates his preoccupation with ‘taste’ and his great
interest in the theatre. It introduces two standard themes
which long prevailed: neglect of the drama for spectacle;
resentment at large sums paid to foreigners; it also illus-
trates a recent scandal in high life. It was at once pirated,
which shows its popularity. Masquerades and Operas (2], of
1724, is a blend of realism, symbolism and personalities. It
attacks both the taste of the fashionable world, perverted
by foreigners, and that of the public, and also William Kent
and his patron Lord Burlington. On one side is the Opera
House, Vanbrugh’s building in the Haymarket (burnt
down in 1789). Heidegger, the Swiss organizer of mas-
querades, leans from a window to watch a hurrying crowd
of masqueraders led by Folly — supposed to be the future
George II, a masquerade addict. The cardinal is a young
lady, the milkmaid a notorious rake. As a result of this
masquerade the lady lost her reputation.® A show-cloth
hangs out; on this three fashionables kneel abjectly to three
foreign singers; one, Lord Peterborough, pburs out guineas
which Francesca Cuzzoni greedily rakes up. An even bigger
crowd pours into the opposite building, the Lincoln’s Inn
Fields theatre, where Harlequin (John Rich) points to a
show-cloth advertising his pantomime, ‘Dr Faustus’. In
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¢ The Man of Taste, Hogarth

the foreground a woman wheels off for waste paper the
neglected works of Congreve, Otway, Dryden, Shakespeare.
This print is believed to have been published to coincide
with the first performance of Handel’s opera, Ginlio
Cesare.®

In the eighteenth-century conflict between Shakespeare
and pantomime, the enormous popularity of Dr Faustus
(long the anti-hero of ballads, chap-books and puppet-
shows, not to speak of Marlowe) was a landmark. First,
Harlequin Dr Fanstus was produced at Drury Lane (1723).
Rich at once staged another Faustus, Harlequin Necromancer.
Both took the town by storm, to the dismay of the up-
holders of the drama. A pamphlet attacked both: ‘to the
immortal honour of this age be it recorded that . . . they
meet with far greater applause than the politest and most
elegant play that ever appeared upon the British theatre’.”

To return to Hogarth’s print. In the background, but
important, symbolizing the entrance to this display of bad
taste, is Burlington Gate, designed by Lord Burlington
(who stands beside it with his architect Colen Campbell)
for his new Piccadilly house on a Palladian plan. On the
pediment stands Kent — a good architect but a bad painter

attitudinizing as a Roman emperor, while Raphael and
Michelangelo recline at his feet like degraded slaves.
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second plate of the series [3], Surrounded by Artists and

Hogarth returned to Burlington Gate and his béze noire,
Kent, in The Man of Taste [4], 1731. Kent still attitudinizes;
Raphael and Michelangelo still recline, but there is a scaf-
folding on which Pope stands, vigorously ‘white washing
& Bespattering’. The whitewash is for Burlington, who is
climbing up a ladder, the dirt is for the Duke of Chandos,
whose coach is passing along Piccadilly. This is an attack
on Pope for his Epistle to Burlington which condemned
Timon for his bad taste — Timon being generally assumed
to be Chandos, though Pope denied it.*

The taste of the town is again a theme in 4 Rake’s
Progress in 1733. Tom Rakewell, raw from Oxford, who
has just inherited a sordid miser’s wealth, is set on becom-
ing a man of fashion, and therefore a man of taste. In the

Professors — toadies and parasites — he stands in nightcap and
morning-gown between a French dancing-master and a
jockey who kneels to show him a big silver bowl won at
Epsom by ‘Silly Tom’. There is a French fencing-master
and his rival, Figg the prizefighter. A typical bully or bravo
offers his services (the bully in Gay’s Trivia ‘cocks his
broad hat, edg’d round with tarnish’d lace’). A landscape
gardener (Bridgman) holds out a plan. There is a poet
seeking a patron; the title-page of his poem is on the floor
dedicated to ‘Tom Rakewell Esq.’; the subject is homage
to Farinelli,{ who (on the title-page) is on a pedestal
adored by ladies offering burning hearts and exclaiming
‘One God, one Farinelli’. A huntsman blows his horn
regardless of the foreign player at the harpsichord from
whose chair hangs a long scroll (not in the painting):
‘A List of the Rich Presents Signor Farinelli condescended
to accept of the British Nobility & Gentry for one night’s
Performance in the Opera.” The last item is ‘A Gold snuft
Box chas’d with the Story of Orpheus charming ye Brutes
by T. Rakewell Esq.” Through the archway we see trades-
people bringing their wares.

The levee of the Countess in Hogarth’s masterpiece,
Marriage @ la Mode [5], 1745, also satirizes taste as the
obsession of a decadent society. The scene is her bedroom.
While her hair is being dressed by a French frigear she
listens to Counsellor Silvertongue who gives her a mas-
querade ticket, pointing to a masquerade depicted on a
screen. It is a masquerade that precipitates the tragic ending
of this drama of mercenary marriage. She pays no attention
to Carestini, the famous castrato whom she has engaged to
sing. His voice enraptures the listening lady, recognized at
the time as Mrs Fox Lane who had cried out in the Opera
House, ‘One God, one Farinelli’. The pictures, the objects
of virtu on the floor (recently bought) are charged with
significance. ‘ The very furniture of his rooms’, said Horace
Walpole, ‘describes the character of the persons to whom
they belong.” And, ‘It was reserved to Hogarth to write a
scene of furniture. The Rake’s Levee room . .. the apart-
ments of the husband and wife in Marriage a la Mode, the

*The print was used as frontispiece to a pirated edition, titled
Of Taste, cf. p. 208, below.

1tThe castrato singer who was soon to leave England with a
fortune (as he said) ‘from England’s folly’.




Poet’s bedchamber, and many others, are the history of the
manners of the age.”

Condemnation of masquerades was part of the moral
climate of the day; Fielding wrote ‘The Masquerade’, a
poem, in 1728 and their ill effects appear in Tom Jones and
Amelia. Hogarth did an emblematical Masquerade Ticket in
1727, inscribed ‘A Sacrifice to Priapus’. A big clock shows
that there is ‘nonsense every second, impertinence every
minute, wit only once an hour’. The royal arms are dis-
played with the lion and unicorn in ungainly attitudes as a
rebuke to George II for his love of masquerades. There is
a more dramatic verdict in his unfinished painting of
1740—45:* 2 husband returns to find his wife and sister in
masquerade dress, takes the sister for a lover and kills them
both.

After Covent Garden was opened by Rich, the rivalry
between the two patent theatres was a persistent theme.

5 Marriage a la Mode, Pl. IV, Hogarth|S. Ravenat
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Rich’s Glory or the Triumphant Entry into Covent Garden, a
long processional design, attributed to Hogarth, illustrates
the removal from Lincoln’s Inn Fields in December 1732,
a triumph also for Gay whose Beggar’s Opera had made
‘Rich gay, and Gay rich.” The crowd storms the new
theatre; Gay is on a porter’s back, Rich drives the car in
which are Columbine and a famous pantomime dog;
players and authors follow the procession. This landmark
in theatrical history was followed by another, the appear-
ance of Garrick. The Theatrical Steel-Yards of 1750 might be
called Garrick’s Glory. Since 1747 he had been Manager,
patentee and chief actor at Drury Lane. The steelyard, or
balance, hangs from a satyr’s mouth; Garrick alone out-
weighs the stars of Covent Garden — Mrs Woffington,
Barry, Quin (Falstaff), Mrs Cibber. Woodward (Harle-
quin), who had been Rich’s junior Harlequin, is about to
hoist Queen Mab beside Garrick. Rich lies despairingly on
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the ground, a coat covering his harlequin suit: as actor and
as Manager he is defeated. Garrick’s famous prologue was
for this occasion:

Sacred to Shakespeare was this spot design’d

To please the heart and humanize the mind;

But if an empty House, the Actor’s curse,

Shows us onr Lears, and Hamlets, lose their force,
Unwilling, we must change the nobler scene

Abnd, in our turn, present you Harleguin . . .

Garrick disliked pantomime, but,

The Drama’s laws the Drama’s patrons give
And we, who live to please, must please to live.X°

The pantomime of Queen Mab rivalled Faustus, and was
performed, it is said, every winter for nearly thirty years.
Burney composed the music, and this, according to his
daughter Fanny, was ‘taught to all young ladies, set to all
barrel organs, and played at all familiar music parties’.1!
Henceforth pantomime at the rival houses stimulated ela-
borate scenic effects. Pantomime was unremittingly attacked
by the satirists, including Pope and Fielding. Garrick and
Colman (Rich’s successor at Covent Garden) were de-
nounced in prints and pamphlets for neglect of the serious
drama. But the English passion for Shakespeare was a
matter of repeated comment by foreign visitors.

In The Laughing Aundience [6], 1733, Hogarth gives a close-
up view of a theatre interior: the dejected boredom of the
orchestra, the delight of the people in the pit, the orange
girls flirting with the elderly beaux in the boxes who are
totally uninterested in the play. This was something of a
convention. When Roderick Random poses as a beau in
his fine French clothes, he envies ‘the happy indifference’
of his ‘fellow-beaux’: ‘I could not help weeping with the
heroine on the stage, though I practised a great many shifts
to conceal this piece of impolite weakness.’1? Goldsmith’s
Chinese philosopher discovered that the fine folk in the
boxes ‘appeared in the most unhappy situation of all. The
rest of the audience came merely for their own amusement.
. . . Gentlemen and ladies ogled each other through
spectacles, for, my companion observed, that blindness
was of late become indispensable.” He noticed also that
‘the order of precedence was inverted’. The gallery ‘who
were undermost all the day, now enjoyed a temporary
eminence, and became masters of the ceremonies. It was
they who called for the music, indulging every noisy
freedom, and testifying all the insolence of beggary and
exaltation,’13

This dictatorship of the gallery Grosley, a French visitor,
called (in 1765) ‘a branch of British Liberty’. He was
recording a cliché.

The gallery could, and often did, damn a play on the first
night and drive it from the stage. They expressed dis-
pleasure not only by missiles and cat-calls but by tearing up
the benches. Disorder was endemic, it soon turned to riot,
culminating in the riot of riots, the O.P. (Old Price) riot of
1809. When Garrick tried to stop the practice of half-price
admissions after the third act for a special performance of
Arne’s Artaxerxes there were disturbances at both theatres
—at Covent Garden a serious O.P. riot (24 February 1763) -
all the benches, glasses and chandeliers were broken and an
attempt to cut the wooden pillars supporting the gallery
failed only because there was a core of iron. A broadside
engraving shows the riot, and also the arrangement of the
theatre with the ‘rings’ or chandeliers which lit the stage
till Garrick introduced the French system of lighting from
behind the scenery,' a vast improvement.

Strolling players, and the country theatre, shed or barn,
played an important part in social life. No satire or bur-
lesque could exaggerate the expedients, hardships, sordid
surroundings, of these tragedy queens and kings, players of
gods and goddesses, farce and pantomime. The gradation
was extreme from the (genuine) London players on tour
during the summer to the destitute troupers reinforced by
runaway apprentices and stage-struck artisans. Mrs Charke
(Colley Cibber’s daughter) complained bitterly that ‘the
rights’ of those bred to the profession were ‘horribly
invaded by barbers, printers, taylors and journeymen
weavers’.1% Hogarth’s Strolling Actresses dressing in a Barn (7]
is realistic in its details — for instance the ring of tallow
candles stuck in clay — and the swirling grandeur and
fantasy of the design is symbolic of the contrasts in the life
of a poor player. Two play-bills (as in 1791) are on the
London pattern; they show that the piece is The Devi/ to
pay in Heaven, to be performed at the George Inn. The parts
are Jupiter, Diana, Flora, Juno, Night, Siren, Aurora,
Eagle, Cupid. All are ‘M™’ except Cupid who is“M* also,
‘Two Devils, Ghost & Attendance. To which will be
added rope dancing and tumbling. Vivat Rex.’ :

Notes to Chapter 1

1. Autobiographical notes quoted J. Burke, Hogarth, The Analysis of Beauty
(Oxford: O.U.P., 1955), pp. 200, 209, 216.

. The Champion, quoted F. Antal, Hogarth and His Place in Enropean Art
(Loondon: Routledge & Kegan Paul, 1962), p. 8.

. Charge to the Grand Jury of Middlesex, 1749.

. Diary of the late Bubb Dodington, 1784, pp. 285-0.

. Information from Mr Harry R. Beard.

H. H. Beard, Burlington Magagine, 1950, p. 266.

. Quoted, T. Niklaus, Harlequin Phoenix (London: John Lane, 1956),

pp. 150-2.

. Anecdotes of Painting, 1849, vol. 111, p. 727.

. Ashmolean Museum; F. Antal (see note 2), pl. 73, pp. 28, 75, etc.

. Johnson’s prologue spoken by Garrick at the Drury Lane opening in
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1747.
11. Memoirs of Dr Burney, 1832, p. 20.
12. Tobias Smollett, Roderick Random, 1748, Chapter 45.
13. The Citigen of the World, Letter xxi, 1762.
14. Annual Register, 1765, p. 130.
15. Narrative of the Life of Mrs Charke, 1755, p. 188.
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2- Art and Letters

Hogarth on art is inseparable from Hogarth on taste: a
protest against the connoisseurs and the picture jobbers
who trafficked in old masters — bad or spurious — and
promoted the fashionable belief that pictures by living
English artists were inferior to the importations of the
Grand Tour. He put all this into the frontispiece and tail-
piece [9] of his Catalogne of Pictures exhibited in Spring
Gardens in 1761 (sold as a ticket of admission for the benefit
of distressed artists). In one, Britannia under the patronage
of George III waters three small but promising plants —
‘Painting’, ‘Sculpture’ and ‘Architecture’. In the other an
ape-connoisseur waters three dead stumps: ‘Exoticks’.
Hogarth returned next year to the black and dead masters

A.O%l

ks A

e

— so ugly and so satisfied! The Athenian head [a barber’s
block] was intended for Stuart; but was so like, that
Hogarth was forced to cut off the nose.” Compasses and
scale, with the ‘Advertisement’, point the jest: ‘In about
seventeen years will be compleated in Six Volumes folio
Price Fifteen Guineas....” The parvenu peer, Bubb
Dodington, now Lord Melcombe, is there, one of the ‘Old
Peerian or Aldermanic Order, corresponding to the Doric’.
Stuart had the print pasted on a fire-screen in his parlour
and used to point it out to visitors.1

Before this, Hogarth had been the target of one of those
pictorial onslaughts so characteristic of the period, and in
this the great question of taste and connoisseurship was

9 Tailpiece of Catalogne of Pictures exhibited in Spring Gardens

in 1761, Hogarth

in Time Smoking a Picture [10], 1762, 0riginally a subscription
ticket for his Sigismunda. Besides the tone imparted by
Time’s tobacco-smoke, there is a big jar of varnish as used
by dealers to give antiquity and enhance gloom.

When, in 1761, ‘Athenian’ Stuart and Nicholas Revett
announced the publication of their great work, The Anti-
quities of Athens Measured and Delineated, Hogarth ridiculed
it in his Five Orders of Perriwigs as they were seen at the late
Coronation measured Architecturally [11]. Walpole sent a print
to Montagu (7 November 1761):* ‘ The enclosed print will
divert you, especially the baroness in the right-hand corner

~ *Vol. 1 of Abntiguities appeared in 1762, but ‘Stuart had expatiated
fully upon its merits, and those of the artists concerned’, History of
the Dillettante Society, quoted H.B. Wheatley, Hogarth's London, 1909,
p. 12.

involved. His opposition to the project of an academy had
provoked the rancorous jealousy of Paul Sandby and
others, and his attacks on the cognoscenti were an aggra-
vating factor. The first opportunity came with the publica-
tion of The Analysis of Beanty in 1753, well received by
literary critics. The second followed his unlucky venture
into politics in 1762, with a print defending Lord Bute.
Politicians (including members of the royal family) ex-
cepted, no Englishman was so ruthlessly and repeatedly
attacked by caricaturists as Hogarth.

Sandby’s Burlesque sur le Burlesque (The Burlesquer bur-
lesqued) [8] in 1753 must serve as an example of many
others on similar lines, deriding Hogarth as man, as artist
and as author. It is one of those complicated satires depen-
dent on inscriptions to stress the insults. There are echoes
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of his self-portrait, now in the Tate: the dog Trump, the
detail of the artist’s favourite books (Shakespeare, Milton,
Swift) and the Line of Beauty (the theme of the Analysis),
which is transferred from the palette to the bone in the
dog’s mouth. Hogarth was nicknamed Pugg, and he is
depicted as half a pug-dog. On his shoulder is ‘an insect
[with butterfly-wings]* Inspiring ye Painter with Vanity’.
He is working at ‘A History Piece suitable to ye Painter’s
Capacity, from a Dutch Manust’: Abraham (a butcher)
shoots at Isaac who is saved by an angel. Stuck on his
canvas are ‘Old-prints from whence he steals Figures for
his Design’, with more in the big portfolio beside him. The
window on the left is screened by ‘Lives of all the best
Painters torn in pieces’. The hinged shutters blocking the
window on the right are ‘a Variety of Lights . . . to produce
ye Effect of all ye great Painters. Shewing how far in his
Opinion he has excell’d them all in Design Colouring and
Taste.” They are Raphael, Rubens, Titian, Lebrun, Rem-
brandt. Two men, one scrawling on a shutter, the other
grinding colours, are his assistants. Above the easel is a little
figure of Hogarth acting as a magic lantern, throwing on to
a screen his burlesque (which he called ‘Designed in the
Rediculous Manner of Rembrandt’) of his own Raphael-
esque painting for Lincoln’s Inn of Pax/ before Felix. Next
this is a little travesty of Calais Gate: ‘Roast Beef’. Beside
him are a dustman and a hurdy-gurdy player — low-life
figures. Other objects in the room are a stick-like lay-
figure, and books, ‘admired authors’, to indicate bad taste,
literary and aesthetic: Vanbrugh’s Designs, Joe Miller’s
Jests, Brook Taylor’s Perspective, Sir Richard Blackmore’s
King Arthur, one of the worst poems of the most derided
poetaster of the day. The only figure not explained by
inscriptions is the man with the Dutch manuscript; he
corresponds to Rowlandson’s Historian animating the Mind
of a Young Painter [112].

Below the title is a row of tiny low-life figures who are
disposing of unsold sheets of the Analysis: a man wheels
them off to the cook-shop, a chimney-sweep reads them, a
trunk-maker buys them by weight, an old woman sells them
from a stall, a hawker carries them dangling from a pole.

The other anti-Hogarth, anti-Analysis prints were also
barbed. There were one or two counter-prints, for instance
Collection of Connoisseurs who reverently study Burlesque sur le
Burlesque and trample not only on the _Analysis but on
‘Milton’ and ‘Shakespeare’. Hogarth was silent. On the
later and more distressing occasion he retaliated with
vigour on Wilkes and Churchill.

Since the palmy days of Queen Anne ‘authors by profes-
sion” had become so numerous, the shifts and importunities
of Grub Street so endless, that they came to rely on the
bookseller-publisher and ultimately on the rapidly growing
public. ‘The present age may be styled with great propriety
the “Age of Authors”, for perhaps there never was a time
in which men of all degrees of ability, of every kind of

*The butterfly is repeatedly a symbol of vanity and frivolity
(in contrast with early Christian iconography), cf. below, p. 164.
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education . . . every profession and employment were
posting with ardour so general to the press.’?

The classic representation of the poet’s lot — the lot of
any Grub Street garretteer — is Hogarth’s Distrest Poet [12],
1736. It was repeatedly reprinted, echoed and imitated. His
was genteel poverty; the sword on the floor is the badge of
gentility. Hogarth’s poet is supposed to be Theobald,
Pope’s victim, and on the wall is a print of Pope thrashing
Curll (altered in the second state to a map, ‘A View of the
Gold Mines of Peru’). It is Michaelmas quarter-day; the
indignant milkmaid has climbed to the attic and holds out
a heavy score. Goldsmith’s poet was solitary, but there are
similarities:

The morn was cold, he views with keen desire,

The rusty grate, unconscious of a fire;

With beer and milk arrears the friexe is scor’d
And five crack’d tea-cups dress’d the chimney board;
A night-cap deck’d his brows instead of bay,

A cap by night — a stocking all the day.3

Johnson’s lines, written while he was still a bookseller’s
hack, are better known:

Deign on the passing world to turn your eyes,
Abnd pause a while from letters to be wise;
There mark what ills the scholar’s life assail,
Toil, envy, want, the patron* and the jail,
See nations slowly wise, and meanly just,

To buried talent raise the tardy bust.

Authors in the public eye (not the Grub Street ones) were
subjects of satire; inevitably Pope was the chief target of
his day. We have seen him whitewashing Burlington Gate;
he appears in Rich’s Glory and many other prints. A
characteristic attack is His Holiness and his Prime Ministert
[13] with a venomous quotation from his own character of
Thersites and the motto Nosce Te 1psum.

In the sixties Sterne, who died in 1768, was the out-
standing figure. Szerne and Death 14], etched in Florence by
Thomas Patch, illustrates the passage from Tristram Shandy
beginning ‘and when Death himself knocked at my door
ye bade him come again....” This is quoted, with an
Italian translation, and there are satirical allusions to his
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13 His Holiness and his Prime Minister, anon. 1t was the frontispiece to Pope Alexandee’s Supremacy . . ., 1729,

and also issued separately.

Notes to Chapter 11

. J. T.Smith, Nollekens and his Times (Oxford: O.U.P., 1929), p. 27-
. Johnson (?), The Adventurer, 1752—4, No. 115.

. The Citizen of the World, Letter xxx, 1762.

. The Vanity of Human Wishes, 1749.
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3- The Professions

The Church and the Universities

Of the three learned professions the clergy were the most
subject to caricature, though not (till 1819 and after) the
most harshly treated. There were so many varieties and in
their black gowns (not worn off duty in the later part of the
century) they were so conspicuous. The basic fact about
the clerical calling was its entire dependence on patronage.
The chief fields of attack were those ancient evils, plural-
ism, and the gulf between the higher and the inferior clergy.
These were developed later, but the demerits of pluralists
and bishops were not neglected. The personification of sour
uncharitableness (p. 41) is a pluralist.

An Ass loaded with (Church) Preferments [17], 1737,
attacks pluralism and nepotism. Wake, the Archbishop,
drives the ass, who is the Dean of Canterbury and his son-
in-law; the beast turns its (human) head from a miserably
poor parson who kneels at its feet. Besides much else, the
Dean is Master of ‘the two Hospitals in Canterbury’ and
also of St Cross, Winchester, recalling the very different
fate of Trollope’s Warden in Barchester, with only one of
these preferments. Verses include the lines:

Ten thousand Souls in one Squab Doctor’s care,
Give him no Pain, Since Curates are not dear.

An over-rich bishop was an outrage: ‘When Bishop
Chandler [Durham] died [1750], scandalously rich for a
bishop, the Nation was stunned by it’, the Reverend
William Cole recorded in his diary.?

Another aspect of patronage and the Church is touched
on in Robert Dodsley’s lines, 1738:

When Dukes or noble Lords a Chaplain hire,
They first of his Capacities enquire,

If stoutly qualified to drink and smoke,

If not too nice to bear an impions joke,

Or tame enongh to be the common Jest,

This is a Chaplain to his Lordship’s Taste.

In Hogarth’s conversation piece of Lord Hervey and his
friends, also in 1738, the jest is against the chaplain, who,
disregarded by the others, stands on a chair to gaze through
a telescope at his preferment, a church in the distance, so
absorbed that he does not notice that his chair is tilting. In
this commissioned work the jest must be his lordship’s,
but Hogarth’s clergy are depicted without sympathy. In
The Sleeping Congregation, 1736, he satirizes the somnolent
early Georgian Church. The painting (1728) differs in

33

spirit and detail from the print. The first preacher is a
personification of languid fashionable vacuity; the second
is older and reads his sermon through a glass. In A4
Christening the parson holds the infant, but is absorbed in
an attractive woman beside him. Then there are the toping
parson of Plate 23, the Ordinary of Newgate (p. 45) and
the guzzling parson in The Election Entertainment.

The parson who is to conduct the funeral in the sixth
plate of A Harlot’s Progress, where he is ‘toying with a
harlot’, is a ‘Fleet Chaplain’. Fleet parsons were a class of
clergy, peculiar to the years from about 1666 to 1754, that
reached the lowest depth of degradation. Two things made
this possible. One, the fact that marriages without banns or
licence, performed anywhere, at any time, were valid,
though against the canons. In 1666 the Ecclesiastical Com-
missioners took steps to prevent the controllable and
removable clergy from performing such marriages. But
among the debtors in the Fleet Prison and its Rules
(extending nearly a mile outside it), there were many
derelict and dissolute parsons who saw their opportunity.
First, in the prison chapel and then outside; in taverns or
gin-shops or anywhere, in a2 room fitted up for the purpose,
they performed these marriages, competitively employing
touts called ‘plyers’. Fees of course were the sole object.
The result was the encouragement of every abuse con-
nected with marriage — seduction, marriage as a drunken
frolic, pretended marriages. Entries in the Fleet Registers
could — at a price — be antedated, inserted or removed.
Women were decoyed, stripped of their fortune and
deserted. Men also could be ruined, as we shall see. These
Fleet marriages were mostly of the humbler classes, but
some were not. The most celebrated ever recorded in the
Registers is that of Charles Fox’s parents (but they were
married in Sir Charles Hanbury Williams’s house).

Writing of Fleet Street in his youth, Pennant says, ‘I
have often been tempted by the question, “Sir, will not you
be pleased to walk in and be married?”” Along this most
lawless space was hung up the frequent sign of a male and
fcmale conjoined, with Marriages performed within, written
beneath. A dirty fellow invited you in. The parson was
seen walking before his shop, a squalid profligate fellow,
clad in 2 tattered plaid nightgown, with a fiery face. . . .2
Some of the notes in the (extant) Registers are revealing.
‘August 5, 1736, Give to every man his due and learn ye
way of truth. This advice cannot be taken by those that are
concerned in ye Fleet Marriages . . . unless he designe to
starve, for by Lying, Bullying and Swearing to extort
money from ye silly and unwary people, you advance your
business, and gets your pelf which always melts like snow



on a Sun Shiney Day.” And the same man, whose Fleet
ministry lasted from 1713 to 1750, recorded, ‘If a Clark or
a Plyer tells a Lye you must vouch it to be as true as ye
Gospel, and if disputed you must affirm with an Oath to ye
truth of a downright Damnable Falsehood. Virtus Laudatur
et Alhet.”

A Fleet Wedding — Between a brisk yonng Sailor & his Land-
lady’s Daughter at Rederiff [Rotherhithe] [16], 1747, is a scene
in Fleet Market. The groom, fashionably dressed for the
occasion, and the bride, a prostitute, have just left their
coach to be met by two eager rival parsons. Another sailor
helps the bride’s mother, a bawd, out of the coach. Accord-
ing to the engraved verses there are also plyers who advo-
cate rival marriage shops, the ‘Pen in Hand” and the ‘True
and Ancient Register’. The sequel is related in a companion
plate, The Sailor’s Fleet Wedding Entertainment, a rollicking
feast at which ‘Jack rich in Prizes, now the Knot is ty’d,/
Sits pleas’d by her he thinks his maiden Bride.” Sailors and
women make merry, parson and bawd are tipsily amorous.
The door opens, a creditor and two bailiffs enter to arrest
the bridegroom for his wife’s debts, ‘70 Pound for Cloaths
and Board’ (to her mother). This cautionary tale might be
from life, such tricks were notorious, and sailors were
fleeced by their ‘landladies’. Lord Hardwicke’s Act (1753)
put an end to the sordid traffic in Fleet Street and some
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other places, which had struck at the root of family security.
It was violently attacked on grounds of liberty, morality,
humanity and population. One of the slogans of Plate I of
Hogarth’s Election series is against the Act: ‘Marry and
Multiply in spite of the Devil and the [Court]’.

But at this time ‘enthusiasm’ was more under attack
than the shortcomings of the Church, and the assault was
generally aimed at Whitefield. Hogarth’s Credulity, Super-
stition, and Fanaticism. A Medley [15] is in spirit and compo-
sition The Sleeping Congregation (painting) in reverse, and
crowded with symbolical detail. In the first state, Enthu-
siasm Delineated, dedicated to the Archbishop of Canterbury,
it was an attack on Popery and on pictures and images in
churches. Before publication Hogarth altered it and made
his chief target the Methodists and the preaching of Hell
and Damnation, and tales of witches and demons. The
woman in the foreground is Mary Tofts (p. 37) an exploiter
of credulity, altered from Mother Douglas, a notorious
bawd who was a sanctimonious church-goer. The winged
cherubs beside the clerk recall a passage in The Analysis of
Beanty on ‘admired and ornamental monsters’: ‘the most
extraordinary of all . . . an infant’s head of about two years
old, with a pair of duck’s wings placed under its chin,
supposed always to be flying about and singing psalms. A
painter’s representations of Heaven would be nothing

16 A Fleet Wedding — Between a brisk young Sailor & and bis Landlady’s Daughter at Rederiff, anon.
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without swarms of these little inconsistent objects, flying
about or perching on the clouds, and yet there is some-
thing so agreeable in their form, that the eye is reconciled,
and overlooks the absurdity, and we find them in the
carving and painting of almost every church. St Paul’s is
full of them.’

By this time (1762) attacks on Methodists had died down.
It was the open-air preaching in the thirties that attracted
satire, for instance Enthusiasm Display’d; or, the Moor Fields
Congregation, 1739, where Whitefield preaches, supported
by two women, ‘Hypocrisy’ and ‘Deceit’, while Folly
listens, and ‘Enthusiasm revives her old Pretence’ — as in
the days of Puritan zealots and sectaries.

The Church and the universities are overlapping topics.
Hogarth makes the audience in Scholars at a Lecture (18],
1737, specimens of stupidity and empty-headedness. The
lecturer is Mr Fisher of Jesus, Oxford, Registrar of the
University, who had given Hogarth leave to draw him.*
The Fellows wear square caps, the undergraduates (only
three) round ones. It was not till 1769 that the round caps
or hoods were abolished in favour of squares: ‘... for all
our Scholars square the circle now’.?

The Dublin Orator at Oxford, ¢. 1760, shows Thomas
Sheridan (father of R.B.S.) lecturing on eclocution to
Oxford doctors, including the Vice Chancellor. Most of
them have the horn-books from which children learnt the
alphabet, and their remarks reveal them as Jacobite Tories.
The Savilian Professor of Astronomy (Dr James Bradley)
is dressed up as some sort of astrologer. He was in fact a
most distinguished man, Astronomer Royal since 1742,
remarkable not only for his discoveries, but for giving
seventy-nine courses of lectures between 1729 and 1760 —
remarkable indeed in those days. It was later in the century
that the universities made their impact on the print shops,
but contemporary comment invites quotation. That college
Fellows were commonly topers and guzzlers was a common
theme of satire — not of course baseless. One remembers
that Gibbon’s months at Magdalen (1752-3) were the
most idle and unprofitable of his life, and that the Fellows
were ‘decent easy men’ whose ‘dull and long potations
excused the brisk intemperance of youth’. Chesterfield’s
character of a don, ‘Doctor Carbuncle’ (a scholar and a
gentleman), is less well known. ‘As he had resided long in
college he had contracted all the habits and prejudices, the
lazyness, the soaking, the pride and pedantry of the
cloisters. . . . He considered the critical knowledge of
Greek and Latin words as the utmost effort of human
understanding, and a glass of good wine in good company
as the highest part of human existence.’

Tom Warton’s lines on the life of an Oxford Fellow were
written in 1746 when he was an undergraduate:

Too fond of Liberty and Ease

A Patron’s Vanity to please,

Long Time he watches, and by Stealth,
Each frail Incumbent’s doubtful Health,
At length — and in his fortieth Year

A Living drops — two Hundred clear.”
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Medicine

The doctor is an ancient cock-shy. A Greek epigram (first
century A.D.) anticipates many later gibes: ‘ Yesterday Dr
Marius touched the statue of Zeus. Though it is stone, and
Zeus too, the funeral’s today.” And Moliére: ‘ Presque tous
les hommes meurent de leurs remédes et non de lenrs maladies.’
And Wellington: ‘All Doctors are more or less Quacks!’$
Emblems of death surround Hogarth’s print, A Consultation
of Physicians [19], 1737, and the sub-title is Company of
Undertakers. It was advertised as ‘Quacks in Consultation’
and though the three notorious quacks are separated from
the more orthodox, these, by implication, are also charla-
tans. The three are Mrs Mapp, the famous bone-setter,
between ‘Chevalier’ John Taylor, the oculist (a skilled
operator but a bombastic advertiser; Johnson called him
‘an instance how far impudence could carry ignorance’),
on her right, Joshua — ‘Spot” — Ward, famous for his pill,
who appears in the death scene in The Harlo#’s Progress and
was patronized by George I1.*

“The physicians in Hogarth’s prints are not caricatures,’
wrote Sir John Hawkins, ‘the full dress with the sword
and great tye-wig, and the hat under the arm, and the
doctors in consultation, each smelling to a gold-headed
cane . . . are pictures of real life in his time’ [ Johnson’s early
days in London].?

In the eighteenth century as in the seventeenth there
were in England physicians — Fellows of the Royal College
with degrees from Oxford or Cambridge, few and digni-
fied; Licentiates of the College with degrees from Scottish
or continental universities; surgeons who, till 1745, be-
longed to the Company of Barber-Surgeons. Lowest in the
hierarchy were the apothecaries, who sold medicines, some-
times kept shops and like the surgeons had served an
apprenticeship and belonged to a City company: they were
an inferior — but often more knowledgeable — kind of
doctor. Throughout the century the surgeons and apothe-
caries were improving their training and prestige; the
physicians, as @ bedy, were an oligarchy, concerned mainly
with their own dignity and their control over the lower
‘orders’ of the profession. They claimed to be gentlemen
with a classical education, while the Licentiates had
(socially) inferior degrees or diplomas. It was against the
Licentiates that Dr William Browne, in 1753, asserted a
rule of the College ‘calling for those only to be Fellows,
who by being graduates of Oxford and Cambridge, besides
approved learning and morals, have also agreeable and
sociable dispositions’.1® The fact was that the Oxbridge
medical education was markedly inferior to that of the
other universities — except that a degree could be purchased
from St Andrews, which had no medical school. The
College was engaged in re-elaborating the system of Galen
(second century A.p.): ‘diagnosis became more and more
dogmatic, authoritarian and erratic, and treatment more
and more violent, authoritarian and dangerous’.11

Feuds and jealousies and demarcation disputes raged in

*He was exempted by special Act of Parliament from the Act of
1748 against the compounding of medicines by the unqualified.
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the Press and the law courts, with crises that the print shops
treated as ‘battles’. In theory, the physician never used his
hands — except, I suppose, for pulse-feeling; the surgeon
treated his patients by the hands only: he operated and
applied blisters and salves, etc. — external and internal
treatment were separate provinces. The distinction became
increasingly difficult to maintain in practice. We see this
aspect of the profession in Passages from the Diary of a late
Physician* The young doctor (Cambridge degree), who
had starved for four years of London practice, is watching
the mélée of carriages leaving the Opera House. There is
a call for a doctor — a young lady’s shoulder dislocated, arm
lacerated. He gets into the family coach, sends a servant for
a famous surgeon (Cline), watches him dress the arm, etc.
‘I then prescribed what medicines were necessary —
received a cheque of ten guineas from the Earl’; and was
asked to call next morning. His fortune was made.

The apothecaries’ feud with the College was of long
standing. They won a decisive victory after a protracted
lawsuit (1701—4) by a decision in the Lords, on the ground
of public interest, that they might prescribe as well as
dispense (they had long been doing so). Increasingly, they
turned to medical practice and away from the shop which
the chemists and druggists — strongly resisted by the
apothecaries — were taking over. They were now launched
on the course that was to make them general practitioners,
while the physicians would evolve into consultants, though
the term dates from the later nineteenth century.

As a matter of prestige as well as ethics it was a tradition
of the College that high fees should be taken from the rich,
none from the poor. The standard fee was a guinea, but
much more was expected from ‘the Great’. Dr Richard
Bathurst (d. 1762), unsuccessful in London, confessed to
his friend Johnson that in ten years’ practice ‘he had never
closed his hand on more than a guinea’. There was also, in
the earlier part of the century, a custom introduced by Dr
Mead (who made a fortune by it) of giving half-guinea
consultations to apothecaries in a coffee-house without
seeing the patient. Batson’s, in Cornhill, was the house of
call for doctors, ‘who flock together like birds of prey,
waiting for carcasses at Batson’s’.12

Then as now the doctor was debarred from advertise-
ment, the province of the quack, and could publicize him-
self only by his coach and the semblance at least of
prosperity. Many physicians made large fortunes. So did
quacks. The physicians’ business, according to Hawkins,
‘was to be indiscriminately courteous and obsequious to
all men, and to appear much abroad and in public places, to
increase his acquaintance, and form good connexions, in
the doing whereof, a wife . . . that could visit, play at cards
and tattle was often times very serviceable.” These are an
old man’s memories in the 1780s. In 1777 Mrs Thrale
recorded: ‘One Dr Argent was the last Physician that called
on Patients on horseback, and took fees; he was nearly at

*By Samuel Warren, F.R.S., barrister and best-seller novelist
(1830). He had been a medical student in Edinburgh 1826-7.

tThe term was first used in the Medical and Physical Journal for
January 1813, but was not in general use till the mid-century.




the head of his profession; those below him used to walk
the town in spatterdashes to look as if they rode sometimes;
since then for the last fifty years, no Doctor dreamed of
being seen in the streets without his Chariot, but now
again my Friend Jebb, though I think he has no less than
three Equipages . . . rides very often to look like the gay
Fellows about Town. How Times and Fashions change!’13

Though medicine was not, like the Church, controlled
by patronage, no physician could establish himself without
the patronage of well-placed patients. A paper in The
World'4 relates the sad fate of an able and diligent pupil of
the great Boerhaave at Leyden University. Without private
means he returned to London to starve, while ‘fellow-
students who were esteemed very dull fellows’ were ‘loll-
ing at their ease in warm chariots upon springs’. ‘It is much
more to the purpose of a physician to have the countenance
of a man or woman of quality, than the sagacity even of a
Boerhaave. . .’

The profession acquired deserved discredit over the case
of Mrs Tofts (1724-6). This illiterate ‘rabbit woman’
pretended to give birth to seventeen rabbits and was
believed by leading surgeons and physicians. Whiston,
Newton’s successor as Lucasian Professor at Cambridge,
proved in a pamphlet that the ‘miracle’ fulfilled a prophecy
in Esdras. Pope wrote to a friend ‘I want to know what
faith you have in Guildford. All London is divided in
factions about it.” Of course there were prints, scornful
ones, but not till after her exposure. In Hogarth’s Cunicu- =
larii or the Wise men of Godliman [Godalming] in Consultation p= P won T
[20] three credulous surgeons are pilloried. The deception
was possible because, for propriety’s sake, the accoucheur
operated under a covering.

19 A Consultation of Physicians, Hogarth

20 Cunicularii or the Wise men of Godliman in Consultation,
Hogarth
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The Law

The lawyer — barrister (counsellor) or attorney — is inevit-
ably a shark and a rogue who strips his clients of their
property. In Johnson’s Loudon it is ‘the fell attorney” who
‘prowls for prey’. In The Bench in 1758 [21], Hogarth
pillories, not the dishonesty of lawyers, but the harsh insen-
sitiveness of the law. These are ‘character’ portraits, con-
trasted with the caricature heads added in a later state. Like
Daumier’s Gens de Justice they symbolize injustice, negli-
gence and stupidity. The Chief Justice, Willes, holds the
pen; on his left sleeps Bathurst, Lord Chancellor (in 1771
as Lord Apsley), and generally regarded as the least efficient
Chancellor of the century.

Another aspect of the law, the specious, insinuating
orator, is reflected in Counsellor Silvertongue, the evil
genius of the Countess in Marriage a la Mode. Four barris-
ters, by their callous stinginess, cause the catastrophe in
Plate II of Hogarth’s Four Stages of Cruelty (1751). They
have clubbed their threepences for the longest shilling fare
in London — from Thavies Inn to Westminster Hall. The
over-weighted hackney coach collapses, the wretched horse
is moribund but is mercilessly thrashed by Tom Nero,
ex-charity-school boy of St Giles’s. Representatives of the
three learned professions are among the topers in Midnight
Modern Conversation (p. 42).

As we shall find later, this distrust of lawyers has
nothing to do with the severity of the criminal law. These
men practise in the civil courts at Westminster Hall, not at
the Old Bailey. The attack is on legal chicanery, writs,
endless suits leading to the ruin of both parties, debt and
imprisonment. In fact, ‘Liberty’ and ‘Property’ were in-
vaded. The traditional theme is that of ‘a suit of law’ by
which one litigant gains his suit but loses his country seat,
and both are reduced to rags, while the lawyer gets a for-
tune. This is the subject of a print of 1749 and of a com-
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plicated design in 1828 (p. 195) in which the cautionary
verses of the early plate are repeated.

Hogarth was fascinated by The Beggar’s Opera. He painted
it (six times) — variants of the prison scene, Macheath
between Polly and Lucy - burlesqued it in a print. Ironic
contempt for the legal profession is manifest in this
‘Newgate pastoral’, where the moral code of thieves and
highwaymen is identified with that of the governing
classes. The professions as well as Ministers are aimed at,
especially the law:

The gamesters and lawyers are jugglers alike,
If they meddle your all is in danger,

Like gipsies, if once they can finger a souse,

Your pockets they pick, and they pilfer your house,
And give your estate to a stranger.

When Hannah More saw the play in 1778 she wrote,
‘but the best of all was Sir William Ashurst who sat in a
side box and was perhaps one of the first judges who ever
figured away at the Beggar’s Opera, that strong and bitter
satire against the professions, and especially his.’

Notes to Chapter III
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4- Sailors and Soldiers

The jovial devil-may-care sailor on shore belongs chiefly
to our second period. He is foreshadowed in Hogarth’s
sailor on the roof of the coach (p. 52) and we have seen
him as the victim of harpies. It is sometimes said that
interest in the sailor’s life began, in 1748, with Smollett’s
Roderick Random, but both these sailors appeared in 1747.
The plight of the discharged soldier or sailor is a recurrent
theme. They are usually maimed beggars with at least one
peg-leg. The satire is for the hard-hearted public, often
represented by a parson, as in The Pluralist and Old Soldier
by Tim Bobbin (John Collier). This Lancashire production
(1762) was published in London and advertised in the
London papers in March 1763, when peace with France
was at last proclaimed. The thin, ragged, sadly maimed old
soldier begs from a fat, arrogant parson, who holds a glass
of ale and a pipe. ‘Soldier: At Guadeloupe my leg and
thigh I lost;/No pension have I, tho’ its right I boast;/Your
Revce some Charity bestow. Heav’n will pay you double;
when you’re there you know.’

Unjust promotion in the Navy is attacked in The Nava/
Nurse, or Modern Commander in 1750. An insolent ‘Boy
Captain’ sits in his cabin, giving orders to his ‘Nurse’, an
experienced elderly officer, for the flogging of a sailor.

From Mid to Lientenant Bluff quickly doth rise;
Then next gets command by the aid of a Prize.

By brave Warren* and such onr Foes were Opprest
But not by Boy Captains

Just wean’d from the breast.

Did Roderick Randomt beget this onslaught? With excep-
tionally powerful interest boys of eighteen or so sometimes
became captains. Hogarth’s strange and attractive portrait
group of Lord George Graham in his cabin, a breakfast
scene with a Negro beating a drum, might pass as a satire
on naval officers if we did not know it is nothing of the
kind, and was probably painted to commemorate a naval
action at Ostend in 1745.}

Theclassic satire on the soldiers of George I is Hogarth’s
March to Finchley [22] in 1745. The scene is the north end of
Tottenham Court Road, then in the country, between two
famous inns that were holiday resorts for Londoners. The
turmoil and confusion in which these men begin their
march against the invading Scots is a quality of London
life immortalized by Hogarth. But, like some other Hogarth
prints, it is open to different interpretations. The tradi-

*Sir Peter Warren (1703-52) naval commander at the taking of
Louisbourg in 1745.

tCaptain Whipple in Roderick Random is supposed to be Lord
Henry Paulet (sixth Duke of Bolton).

$In the Maritime Museum, Greenwich.
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tional one, that it attacks a scene of military indiscipline,
depends largely on the doubtful story of George II’s
indignation at a burlesque of his Guards, the occasion
(according to John Ireland) of his pronouncement, ‘I hate
Boetry and Bainting’. The disorder (in 1745) was more the
natural result of such an occasion, in such a place, than it
can have seemed to later commentators.* And there is
nothing unnatural in the dedication to the King of Prussia:
in 1750 Frederick had a European reputation as ‘An
Encourager of Arts and Sciences’.

This is a patriotic print, against Popery and French spies
and Jacobites — there are analogies with Calais Gate (1749)
and The Imvasion, Plate II (1756), a care-free recruiting
scene where the young fifer reclining against a drum, plays
‘God save Great George our King’. The tall Grenadier is
beset by contrasted women; one is young, loyal and weep-
ing, she sells patriotic papers, a portrait of Cumberland
and ‘God save our Noble King” — then, literally, A New
Song. The other is a virago and a Papist, 2 hawker of
seditious or disloyal papers. This centre group is said to
be a parody of Hercules between Viice and Virtue by Rubens —
from one of the ‘Old-prints from whence he steals Figures
for his Design’, as his enemies alleged (p. 28).

The men who have passed the turnpike barrier are
marching steadily enough towards the first camp on the
road to the north. The Foot Guards, some of them, had
recently returned from France. When in London they were
billetted in public houses, barracks being regarded as
tending to military despotism. Discipline was both harsh
and lax. The men could add to their pay by civilian jobs -
for instance, when there was a glut of coal ships in the
Thames they acted as coal-heavers. The drummer and the
boy-fifer #ay be merely adding to the noise or drowning
the din, but as I see them, they express martial ardour or
regimental duty resisting the pull of civil life. Behind the
drummer a Frenchman is secretly conveying a paper to a
frenchified Scot. It may be significant that the hopelessly
drunken soldier and the young man caressing the milk-girl
are both officers, as their laced hats show.

The setting is a mixture of realism and fantasy. In front
of the Adam and Eve is a platform on which a boxing
match is being watched by a crowd, among them the blind
Lord Albemarle Bertie. There was such a platform, and, till
recently, Broughton had displayed himself there as ‘Public
Bruiser’. Hogarth has transformed the King’s Head into
a brothel to which Mother Douglas has transferred her
Covent Garden establishment. She leans from the nearest
ground-floor window, her girls fill the other windows,
making a most effective pattern. The sign, the head of
Charles II, is doubly appropriate; Tottenham Manor
(the whole district) had descended from Barbara Villiers to
the Fitzroy family — hence the future Fitzroy Square. De-
tails of this large print (17 X 22 ins.) are inevitably lost in
reproduction. The country village of Highgate is on the
sky-line.

* John Ireland, Hogarth Illustrated, 1791. John Nichols, Biographical
Anecdotes of William Hogarth and a Catalogue of his Works (by Nichols,
George Steevens and others), 1781.
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5 - The London Scene

All the plates of the Four Times of the Day in 1738 are vivid
renderings of the London scene, the people, the atmo-
sphere, the incidents, from morning to night. Evening [25],
not the best of the series, was the begetter of a succession
of illustrations of that most characteristic feature of London
life, especially on Sunday, the resort of Londoners — “cits’
- to the inns, ale-houses, taverns and tea-gardens of the
suburbs to enjoy country air, a topic that belongs pictorially
— this print excepted — to the later part of the century, when
there are variations on the theme of an overbearing wife,
a henpecked husband who carries or drags a child, all
exhausted by their outing. Here, the scene is Islington by
the New River (where Londoners optimistically fished) and
the Sir Hugh Middleton tavern, where the usual smoking
and drinking at close quarters is going on. A cow is being
milked and her horns are placed to convey the traditional
gibe that cits were cuckolds.

In any view of eighteenth-century London there should
be a tavern scene and a gaming house. For the first there is
Hogarth’s A Midnight Modern Conversation [23], 1733. In
England it was pirated and copied. It decorated punch-
bowls and tea-cups and elicited a lengthy description in
verse. It was the origin of a play at Covent Garden ‘taken
from Hogarth’s celebrated print’. There were copies in
France and Germany, where travelling showmen exhibited
(1786) wax figures of the characters. The verses on one of
the French copies make it an illustration of national
character: ‘ Chaque peuple a son gosit’ — the Frenchman sings,
the Italian has his concert, the German the pleasures of the
table, for the Englishman ‘sz Ponche et la Pipe’. The vivid
characterization fascinated, and though Hogarth asserted
‘think not to find one meant resemblance here’, it does
contain portraits.

One only of the topers is completely master of himself,
and that is the parson with a brimming punch-bowl,
Cornelius Ford, whom no amount of liquor could disturb.
He is remarkable as a first cousin (and early friend) of
Johnson and also a friend of Lord Chesterfield.! The story
of his ghost appearing in the Hummums (a bagnio), Covent
Garden (where he died) was told by Johnson to Boswell.
Standing beside him is a tipsy tobacconist whose singing
of bacchanalian songs admitted him to tavern society. On
his left is a feeble beau — beaux (in satire) were commonly
rakish and derelict. A barrister, noted for a satanic smile
and a diabolical squint, sits on Ford’s right. A military
officer falls prone, while a physician tipsily pours liquor
over him. The scene is a well-furnished club room at a
tavern. Taverns were divided between those that admitted
women — when they verged on brothels — and those that
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did not. It is in a room in the famous Rose tavern next
Drury Lane theatre (respectable enough in the day-time)
that Tom Rakewell revels with harlots after a street brawl
in which he has captured a watchman’s lantern and staff
(Rake’s Progress, 111, 1735).

The gaming-house scene [24] is the sixth plate of that
series. Tom stakes and loses the fortune he got with his
elderly wife. The place is White’s Chocolate House, not yet
a club, and (till 1736) open to all who could pay. Swift
called it ‘the common rendezvous of infamous sharpers and
noble cullies’. There is a noble cully in the foreground,
borrowing from a Jew. A highwayman broods over the
fire. The gamesters are so absorbed that they have not
noticed that the room is ablaze, near the ceiling, and a
watchman rushes in to give the alarm. This is the fire that
broke out at four a.m. (28 April 1733) and destroyed the
building and two other houses. It started in a room called
Hell, which is clearly the one depicted.

After the fire, Arthur, the proprietor, advertised that he
had moved to another house in St James’s Street. There, as
White’s (or Arthur’s) the place flourished (and flourishes)
as a club, at first for fashionable gamesters — one blackball
to exclude. In 1756, Horace Walpole and his friends
designed a satirical coat of arms for the club with emblems
of gaming: card-table, hazard-table, dice, with a white ball
(argent) for election; it was engraved by Grignon [27],
copied and widely circulated. The supporters are an old
knave of clubs (dexter) and a young one, for the Old and
Young Clubs. The punning Latin motto implies play with
cogged dice. Lord Chesterfield, who lived at White’s,
‘gaming and pronouncing witticisms among the boys of
quality’,? told his son, ‘a member of a gaming club should
be a cheat or he will soon be a beggar’.

Another gaming scene was the cockfight which long
survived other forms of brutal sport (survives to this day,
or till recently, in Cumberland), and was a favourite diver-
sion of all classes in town and country. In The Cockpit [26],
1759, Hogarth records the tense and wild excitement that
prevailed. The place is the Old Cockpit in Birdcage Walk,
St James’s Park. The characters are from high life and low
life — aristocrats, jockeys, butchers, thieves, a chimney
sweep. A Frenchman, wearing the Order of St Louis,
watches with contemptuous interest. The air is filled with
the clamour of shouted bets. ‘The noise is terrible’; wrote
a French visitor in 1724, ‘and it is impossible to hear your-
self speak unless you shout.” The central figure with a pile
of bank-notes is L.ord Albemarle Bertie, though blind, an
addict of cockfights and prize-fights (he appears in The
March to Finchley). The shadow on the little arena is from



25 Ewvening (The Four Times of the Day, Pl. III), Hogarth
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26 The Cockpit, Hogarth

27 Cog it Amor Nummi, C.Grignon
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a man who has been hoisted in a basket for not paying his
debts; he tries to pawn his watch.

A most characteristic manifestation of London turbu-
lence was Tyburn Fair, which came eight times a year. It
was in fact treated as a public holiday. Tradesmen reminded
their customers ‘that will be a hanging-day, my men will
not be at work’.3 In pl. X1 to Industry and Idleness 28], 1747,
the idle "prentice is hanged at Tyburn. The macabre proces-
sion has reached its destination by the north-east corner of
Hyde Park. This is a documentary print, charged with
realism and social comment. The permanent ‘triple tree’
(soon to be removed) and the stand for spectators are in the
background of this scene of low life. The ballad-singer
with a swaddled infant bawls a ‘last dying Speech’ (p. 73).
The Otrdinary of Newgate looks from his coach, portly and
indifferent; Tom Idle is exhorted and comforted by ‘the
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Prisoners’ Chaplain’, who was Silas Told, a Methodist.
Though obstructed by the Ordinary, he ministered self-
lessly to the prisoners in Newgate and elsewhere. Wesley
records in his Journal/ (1778): ‘I buried what was mortal of
honest Silas Told. For many years he attended the male-
factors in Newgate without fee or reward; and I suppose
no man for this hundred years has been so successful in this
melancholy office. God had given him peculiar gifts for it;
and he had amazing success therein.’*

In the print the man holding a dog by the tail is about to
hurl it at Told. In his autobiography Told mentions a fight
between the ‘surgeons’ mob’ (p. 95) and a party of sailors,
and adds, ‘There was a very crowded concourse, among
them were numberless gin and gingerbread sellers, accom-
panied by pickpockets . . .’. Here, the chief gingerbread
vendor is the famous Tiddy Doll. Gillray was to caricature
Napoleon in 1806 as Tiddy Doll, baking gingerbread kings
and queens, while Talleyrand, the baker’s man, mixed the
dough.

Hogarth’s plate was a protest, one of many, against this
saturnalia, an education in brutality and an encouragement
to crime. It was not stopped till 1783 and then only because
it had become intolerable to the new houses near by. This
series is the most didactic of Hogarth’s prints. Like Lillo’s
play, Barnwell, on which it was partly based, it was a warn-
ing against an ever-present danger. Apprentices were
seduced by prostitutes, did rob their masters, did come to
bad ends. Francis Place (b. 1771), 2 model of industry,
belonged to a club of Fleet Street apprentices. He records
that out of twenty-one, only himself and one other (who
married his master’s daughter, turned Methodist, and
became a street preacher) made their way in the world
respectably. One was transported for a robbery, another
hanged for a murder he did not commit: as he was engaged
in the then equally capital crime of burglary he could not
prove an alibi.?

Those who died at Tyburn usually said (or the Ordinary
of Newgate said for them) that they began their downfall
by breaking the Sabbath. Tom Idle does this in a blatant
way by gambling on a tombstone outside 2 church while
the congregation enters, with youths whom the moralizing
Trusler calls “the off-scourings of the people, these meanest
of the human species, shoe-blacks, chimney sweepers, &c’.6
This [29] is a typical low-life scene. It is interesting to
compare the miserable shoe-black with his successor in
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1824 (p. 200), not to speak of the few survivors in this
London occupation.

The promenade in St James’s Park was one of the sights
of the town. It was a ritual that took place in the morning,
that is, before dinner, the dinner-hour advancing during
the century from two or three to five or six or later, lateness
being always a mark of superior fashion and status.* ‘Ce
qui en gate beancoup le promenade,” wrote Baron Pollnitz in the
thirties, ‘esz que le monde y est fort mélée, le livrée [sexrvants] et
le plus vil peuple s’y promene, de méme que les gens de condition.’
We have seen that the unrestrained mixture of classes and
the later attempts at restraint, appeared to have deep social
significance. Park scenes were a favourite subject for the
caricaturist.

The London streets live in Hogarth’s prints. Less well
known is this scene at Charing Cross [30], 1750, allegedly
‘from fact’: Stand Coachman, or the Haughty Lady well fitted.
The tale is told in verse. A lady’s coach outside a ‘Toy
Shop’ obstructed the footway. A passer-by asked the
coachman to move on; being ‘rudely denied’, he opened
the carriage door and ‘very genteely went through’. ‘The
Mobb’, much amused, and bespattered and dirty, began to
march through. This was too much for the lady and she
ordered the coachman to drive on: “’Tis hoped the fair
Ladies from hence will beware,/How they stop a Free
Passage with such Haughty Air.” Typical street characters
are here; the chimney sweep, a French frizexsr with a wig-
box, a porter with his load, a Savoyard girl with her
hurdy-gurdy on her back.

*Nadam Bombazine (p. 15) dined aggressively at one. Boswell in
1775 met a London mercer in Durham who said “to a man accus-
tomed to dine between two and three, it scemed strange to dine at
one, as they do in this country.” . . . He looked big as one accustomed
to dine between two and three. . . . How poor would he seem to a
fashionable man in London who dines between four and five’,

Boswell, The Ominous Years, ed. C. Ryskamp and F. A. Pottle (London:
Heinemann, 1963), p. 79. The dandies (p. 164) affected very late hours.

Notes to Chapter V

1. J.L.Clifford, Young Samuel Johnson (London: Heinemann, 1955), pp. 76 .,
CtE?

2. H. Walpole, Memoirs of the Reign of George 11, 1847, vol. 1, p. 51.

3. Henry Angelo, Reminiscences, 1904, vol. 1, p. 367.

4. Quoted, A.Dobson, Eighteenth Century Vignettes (Oxford: O.U.P.,
2nd Series), 1923, p. 176.

s. Francis Place, Autobiography, British Museum Add. MSS. 35142.

6. J. Trusler, Hogarth Moralised, 1768.
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6- Travel

To contemporaries the speed and amenities of travel were
the yardstick of social progress. Improvement was progres-
sive, but partial and local — more turnpikes, lighter coaches.
Hogarth has immortalized the arrival of the country wagon
at its London headquarters and the departure of the stage-
coach from a country inn. In Plate I of A Harlo#’s Progress
[31], 1732, the York wagon has just arrived at the Bell Inn
in Wood Street. Some girls are still inside, still holding on to
a rope or bar which was a defence against murderous jolts.
The wagon was the slowest and cheapest form of travel,
where passengers sat or lay among the goods and the
wagoner rode or walked beside his team of six or eight (in
single file till the roads were improved). If these girls have
come the whole distance they have been many days on the
road, at a gost of about a shilling a day, which meant a

32 The S tage Coach or Cwm/r_y Inn Yard, Hogartb
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halfpenny a mile,* the fare sometimes more, occasionally
less. Their nights have been spent in the wagon or in an
out-house or barn: the humblest class of traveller was
seldom admitted to the inns where the wagon put up, and
could seldom afford the cost. This first scene in the down-
fall of Moll Hackabout was one often acted in real life.
Mistresses in want of servants met the wagons in search of
country girls, bawds took advantage of the custom. Here

*To multiply this sum in terms of current values would be falla-
cious. See E.V.Morgan, The Study of Prices and the Value of Money,
Historical Association, 1952. But for most of the century the
agricultural labourer earned 1s. a day or less, the London artisan con-
siderably more. The weekly rent of a miserable London attic, ‘ready
furnished’, 1s5. 64. The cheapest theatre seat (top gallery) 1s5. Against
this the physician’s guinea (and a guinea a mile for travelling outside
his radius) seems enormous.




the bawd addressing Moll is the notorious Mother Need-
ham; her employer, Colonel Charteris, watches from the
doorway (both were recently dead). It was also the practice
of women who had lost their character in London to make
a short trip into town in a wagon, and so pass as a country
girl. Miss Williams, the essentially virtuous courtesan in
Roderick Random, practises what Smollett calls this ‘honest
deceit’ with complete success.

In The Stage Coach or Country lun Yard [32] in 1747
Hogarth depicts a galleried courtyard much like those of
the Southwark inns that were the headquarters of traffic to
the southern counties. The heavy coach of the period is
about to leave the Angel (undisturbed by an election
procession). It is hung on leather straps (steel springs for
stages were a novelty in 1754). The dark interior will hold
five, perhaps six. The little hunch-backed postillion will
ride the off-leader. Those travelling on the outside could
choose between the dangers and discomforts of the roof
and of the basket. A cheerful sailor who has been round the
world with Anson - his bundleislabelled ‘ of the Centurion’
— is on the roof (only a sailor could feel safe there), with a
morose French footman. An old woman smokes a pipe in
the basket. As late as 1782 Parson Moritz found the roof
a terrifying experience, but the basket even worse from the
battering of trunks and packages. Tate Wilkinson the actor
relates that in 1758 he failed to get a place in a coach, the
insides being obstinate against his being ‘squeezed in’. He
tried the box; the coachman saved him from disaster, and
he was ‘chucked into the basket ... it was most truly
dreadful, and made me suffer almost equal to the sea-
sickness’.?

The pace of the hieavy coach was little better than that of
the wagon — twenty-eight or twenty-nine miles a day; the
fare something like twopence a mile (later in the century it
was more, but faster travel reduced costs), half-price for
outsides, who were usually admitted only to the kitchens of
the coaching inns. The wagon might well be more com-
fortable, passengers lying in the straw and looking out
under the tilt (as Gainsborough did with satisfaction on one
occasion). But the choice was governed by the social
hierarchy. The insides would refuse entrance to an outside
on grounds of class; Joseph in Joseph Andrews was so
excluded, in savage weather, because he was a footman.
The gentry, if possible, avoided the stage-coach and
travelled expensively by post-chaise or in their own
carriages.

Pennant, in 1782, described the ordeal of a journey in
March 1739 from Chester to London — the main route from
Ireland - in a stage, “then no despicable vehicle for country
gentlemen. The first day, with much labour . . . we got to
Whitchurch, twenty miles; the next day, to the Welsh
Harp; the third, to Coventry; the fourth, to Northampton;
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the fifth, to Dunstable, and as a wonderful effort, on the last
to London before the commencement of night. The strain
of six good horses, sometimes eight, drew us through the
marshes. . . . We were commonly out before day, and late
at night; and in the depth of winter proportionately later.
The single gentlemen rode post through thick and thin . . .
their enervated posterity sleep away their rapid passage in
easy chaises fitted for the conveyance of the soft inhabitants
of Sybaris.’ :

The fashionable coaches of 1750 and the outstanding
sensation of the day are illustrated in a satirical print on the
London earthquake. A slight shock was followed, exactly
four weeks later, by a second shock, rather less slight —
crockery was broken. Earthquake literature was poured
out, sermons were preached about divine vengeance on a
corrupt city; masquerades were denounced. Whiston, un-
deterred by the failure of the comet of 1712 to destroy the
globe as he had foretold, again produced a prophecy, this
time from Revelation: there would be a third shock of great
violence and destructiveness — place not named, but cleatly
London. Then, when nerves were on edge, an insane Life
Guardsman broadcast a prophecy that at a further four
weeks’ interval (on 4 April) London would be destroyed.
Panic followed with a stampede from the town. Walpole
wrote (2 April) ‘that within three days seven hundred and
thirty coaches have been counted passing Hyde Park
Corner’. It was said that ‘perhaps 100,000 people left their
homes to take refuge in Hyde Park’.? Lodgings became
unobtainable in places of refuge. All the boats on the river
were hired, women ordered ‘earthquake gowns’. What
would the panic have been like if the scare had happened
after the Lisbon earthquake of 17552 The panic-stricken,
with their ‘ guilty consciences’, were harshly treated (after
the event) by the Press. They were ridiculed in The Military
Prophet or a Flight from Providence . . . advertised as showing
‘Several of the Principal Characters drawn from the Life’
[33]. The stream of coaches passing along Piccadilly at the
top of St James’s Street is going in the wrong direction —
the engraver has not reversed the drawing.* The Guards-
man is on horseback (on 3 April he had been sent to
Bedlam); and a fat old woman is selling broadsides, ‘The
Guardsman’s Prophecy’.

*The drawing, by J.P.Boitard, is in the collection of Mr and Mis
Paul Mellon, to whom I am indebted for a photograph, not repro-
duced; the carriages drive westwards, but the architectural back-
ground is omitted.

Notes to Chapter VI

1. T. Wilkinson, Memoirs, 1790, pp. 125-7. .
2. General Evening Post, 17-19 April, quoted T.Kendrick, The Lisbon
Earthguake (London: Methuen, 1956), pp. 13~14.
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7 - After Hogarth

In the 1760s there was an unusually abrupt shift in the
pattern of graphic satire, though Hogarth’s prints con-
tinued to be sold, reissued, copied, imitated and commented
on. The sixties are an accepted watershed in English life;
for the satirical print the change was from the Hogarthian
engraving to the light etching sold plain or coloured. Cari-
cature had become a fashionable hobby and the influence
of the amateur made for the acceptance of incorrect but
expressive drawing (Max Beerbohm was to be the classic
example). Mat Darly, drawing-master, print-seller, de-
signer of chinoiseries and caricaturist, dominated the transi-
tion from Hogarth to Gillray and Rowlandson. After 1766
he abandoned political prints and concentrated on social
subjects, chiefly after amateurs, his pupils and others. He
etched and published their designs, first separately, then in
series or ‘ volumes’ which he called ¢ Macaronies, Characters
and Caricatures’ and prefaced as ‘Comic Humour, Carica-
tures, &c. in a series of Drol Prints, consisting of Heads,
Figures, Conversations, and Satires upon the Follies of the
Age Design’d by several Ladies, Gentlemen, and the most
Humourous Artists, &c.’. His shop, 39 Strand (formerly
the Acorn), appeared in the series as The Macaroni Print
Shop in 1772. About 1773 he held an exhibition of the
drawings for these prints, and the catalogue records 233
exhibits; 106 are by ‘Gentlemen’, 74 by ‘Ladies’, 27 by
‘Artists’, 26 unspecified. All are anonymous.

The prestige of the amateur, in art as in letters, was
excessive, as Walpole’s letters often reveal, and still more
his Anecdotes of Painting where he calls Bunbury* (a man of
fashion) ‘the second Hogarth, and first imitator who ever
fully equalled his original’. From this time until the age of
illustrated journalism, amateurs provided the print shops
with sketches, descriptions and ‘hints’. Gillray has a claim
to be the first English professional caricaturist. Many
painters, engravers, illustrators, watercolourists, topo-
graphers, drawing-masters, produced caricatures (even
Reynolds, though not for the print shops).

* His reputation is illustrated by the advertisement (1788) of a
Plymouth bookseller, of engravings from °great masters’: Guido,
Rembrandt, L. de Vinci, Raphael, S. Rosa, Claude, Sir J. Reynolds,
Bunbury, Cipriani, Gainsborough, Cosway, &c.” E. George,
Life and Death of Benjamin Robert Haydon (Oxford: O.U.P.,1967),p. 12.

7

The transition from Hogarth to Rowlandson and Gillray
was bridged also by the humorous mezzotint, advertised as
‘... (commonly called Postures) one shilling plain, two
shillings coloured’. From the later sixties to about 1795*
they were issued in a numbered series by the ancient Bowles
‘Map & Print Warehouse’ in St Paul’s Churchyard. At
first many were after paintings by Collett, a follower of
Hogarth who died in 1780. From then or earlier Robert
Dighton was the (unacknowledged) artist; he provided
watercolours closely followed by the engraver. His
‘posture’, A Real Scene in St Paul’s Church Yard, on a Windy
Day in 1783 [frontispiece], shows the window exactly as in
a mezzotint of ten years earlier, though displaying different
prints. Another Bowles shop, John’s in Cornhill, shared in
the enterprise and is the subject of a posture. Other City
shops published, less consistently, similar but inferior
mezzotints. All differed from the prints of Darly and his
successors in the more fashionable part of the town in being
seldom personal and wholly professional.

The dwindling importance of Darly’s prints after 1778
and their disappearance in 1781 coincide with the early
work of Rowlandson and Gillray and the golden age of
English caricature, at its peak in the last two decades of the
century and slow to decline. After Darly gave up, the
leaders were Fores in Piccadilly, Holland, first in Drury
Lane and then in Oxford Street, and Hannah Humphrey,
though she did not rival the others till her exclusive relation
with Gillray about 1791, or surpass them till she moved in
1797 from Bond Street to the famous shop in St James’s
Street. These shops were ‘lounges’, their owners were
characters. The morning routine of a man of fashion,
according to a German visitor in 1803, included a visit to
Tattersall’s and to the caricature shops to see the latest
caricatures. From about 1784 to 1794 the first two held
caricature exhibitions, entrance a shilling. Young Richard
Newton did a large watercolour of Holland’s show, with
a self-portrait, his own designs prominently displayed, and
the Duchess of Devonshire and her sister in the foreground.
In prints, these ladies personify high life at its most
attractive.

*They were often reissued with obliterated or altered dates.
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8- High Life and Low Life

London’s extremes of wealth and poverty, the glitter and
the squalor, were reflected in prints of high and low life.
The former usually connotes the fashionable world, to
which George III and his family — with the important
exception of the Prince — did not belong. Indeed, it was his
unfashionable domesticity that exposed him to the wits and
tne print shops, though it endeared him (from 1783) to
most of his subjects. Peter Pindar (John Wolcot), in a flow
of verse satires for a decade from 1785, was the chief
inspiration to caricaturists of the Court. These were highly
disrespectful and extremely popular. Easy money was his
object; the King, he said, had been a good subject to him,
and he a bad one to the King. The exposure of the royal
family to ribald comment was one of the ways in which
England was unique — it was of course a manifestation of
Liberty. ‘ The misfortune is,” George III wrote to his eldest
son for his eighteenth birthday, ‘that in other countries
national pride makes the inhabitants wish to paint their
Prince in the most favourable light, and consequently be
silent upon any indiscretion; but here most persons, if not
concerned in laying ungrounded blame, are ready to
trumpet any speck they can find.”! The Prince’s attachment
to Fox, his Opposition politics, the dissipations and debts
which estranged him from his father, were important both
socially and politically, with Devonshire House as the
centre of a brilliant Whig society.

George III’s domestic parsimony and his admirable
farming activities in Windsor Great Park, overlapping
topics, together with his manner of speech and love of
asking questions (‘What! What!”), were favourite themes.
The first of many plates of the royal pair as a farmer and
his wife was The Constant Couple [34], 1786, the title taken
from Farquhar’s play. A Milliner’s Shop |3 5], 1787, is based
on Peter Pindar’s Ode uporr Ode (satirizing the Laureate’s
annual Birthday production). In this Windsor scene the
Queen is cheapening tape, with one of the princesses and
the King. The excellent view of a shop interior also
ridicules the eccentricities of fashion in 1785-6.

Gillray made some noted contributions to the theme of
royal parsimony. The move to boycott sugar as a protest
against the slave trade was the opportunity for this tea-
table scene in 1792, Anti-Saccharites — or — Jobn Bull and his
Family leaving off the use of Sugar [36], an excuse to the Queen
for petty savings. The six princesses are there, sulky and
resentful, ages from eight to fifteen. ‘O my dear Creatures
do but Taste it! You can’t think how nice it is without
Sugar: — and then, consider how much Work you’ll save
the poor Blackeemoors . . . and above all, remember how

b
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From the domesticities of Kew and Windsor to the hectic
world of St James’s is to return to the Macaronies who
dominated the print shops and the magazines from about
1770 to 1773. In the prints they are of all ranks, the
notorieties of the day. There were The Turf Macaroni (the
Duke of Grafton) and The Grub Street Macaroni (p. 120).
Banks (the future Sir Joseph, President of the Royal
Society), was in the public eye in 1772 and appears twice.
He is The Botanic Macaroni and The Fly Caltching Macaroni
[37]: striding from Pole to Pole, he pursues a butterfly,
symbol of idle frivolity, and is given ass’s ears and a
Macaroni hair-do. He had been with Cook to the South
Seas (1768—70) and had recently returned from his expedi-
tion to Iceland with a valuable collection of plants and
insects. The real Macaronies were travelled, Italianate
young men who by 1764 had formed a ‘ Subscription Table’
at Almack’s: ‘the younger and gayer sort of our nobility
and gentry, who at the same time that they gave into the
business of eating went equally into the extravagance of
dress; the word Macaroni then changed its meaning to that
of a person who exceeded the ordinary bounds of fashion
and is now . . . a term of reproach to all ranks of people
who fall into absurdity.’? It was claimed in 1773 that they
had been laughed out of existence by pen and pencil.? At
all events, after 1774 the vogue had passed. ‘They have
lost all their money and credit and ruin nobody but their
tailors’, Walpole wrote on 14 February 1774. The word
survived for an effeminate fop. ‘You are a Macaroni, you
cannot ride’, Boswell told Johnson to prod him into
activity on their Highland journey.

Macaroni dress was a last flare-up of extravagant male
attire before the soberer fashions of the 1780s. Its chief
features were a huge queue of powdered (false) hair; gay,
embroidered silks, short coat, tight sleeves and a nosegay
[38]. There are obvious analogies and striking contrasts
with the dandies of the Regency. Unlike their successors,
the Macaronies claimed to be cogroscenti and arbiters of taste
in ‘polite learning and genteel sciences’. They had returned
from the Grand Tour: a few of the dandies from the
Peninsula and Waterloo. But the chief Macaroni activity
was gaming for high stakes. Charles Fox, in his blue hair
powder and red-heeled shoes was the Macaroni par excel-
Jence after his return from Italy in 1768 (in a print he is The
Original Macaroni). He and his elder brother Stephen are
almost certainly prominent in The Macaroni Cauldron [39],
1772, and the scene is clearly at Almack’s. The evolution of
the club has made them more of a piece than the gamesters
at White’s in 1733 (p. 43). All are young men of fashion.
‘The gaming at Almack’s which has taken the pas of
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White’s,” Walpole wrote in 1770, ‘is worthy the decline
of the empire, or commonwealth, which you please.” They
are dressed for all-night play, wearing greatcoats (they
turned these inside out for luck), conical caps to shade
their eyes and cover their toupées. When Sir Matthew
Mite,* Foote’s Nabob (Haymarket, 29 February 1772),
returned from India with a vast ill-gotten fortune to buy
himself into English society, he acquired a Macaroni coat
for the hazard table and hired a waiter from Almack’s to
teach him to throw dice in a dashing fashionable manner.
Almack’s was taken over by Brooks, wine-merchant and
money-lender, in 1778 and removed from Pall Mall to
St James’s Street, where, like White’s, it still flourishes.
The club element gained at the expense of its casino
character, but (as in other clubs) play remained very high.

All classes gamed, especially the high and the low: ‘my
lord and the chairman are upon a level in their amusements,
except that his lordship is losing his estate with great
temper and good-breeding at White’s, and the chairman
beggaring his family with oaths and curses in a night-
cellar’.* Women were inveterate card-players and many
played deep. ‘Conversation among people of fashion,’
wrote Cowper, ‘is almost annihilated by universal card-
playing, insomuch that I have heard it given as a reason,
why it is impossible for our present writers to succeed in
the dialogue of genteel comedy, that the people of quality
scarce ever meet but to game.’?

The enormous gaming debts of the Duchess of Devon-
shire brought her endless misery and anxiety. Rowlandson’s
watercolour purports to represent a faro table at Devon-
shire House [40]. Other women of fashion kept faro tables
as a source of income (the holder of the bank was bound to
win). ‘Faro goes on as briskly as ever,” Storer wrote:
‘those who have not fortune enough of their own . . . have
recourse to this profitable game. The ladies are all embarked
in banks ... Lady Archer, Mrs Hobart ... are avowed
bankers; others, I suppose, are secrctly concerned.’®
Modern Hospitality, — or — A Friendly Party in High Life, 1792,
is Gillray’s rendering of a faro table where the chief ladies
are this notorious pair, and the players include Fox and the
Prince. Lady Archer, the dealer, is the dominant figure,
triumphant and rapacious; the fat Mrs Hobart is angry and
defeated. Gillray apostrophizes the gaming ladies: ... O
Woman! Woman! everlasting is your power over us, for
in youth you charm our hearts, and in after years you
charm away our purse.” Ageing harpies in fact. Mrs Hobart
(Lady Buckinghamshire from 1793) was accused of fleecing
‘the unfledged ensigns of the Guards and those emigrés
from France whose slender hoards are not utterly ex-
hausted’.?

Gillray’s Exaltation of Faro’s Daughters in 1796 shows
Lady Archer and Lady Buckinghamshire weeping angrily
in the pillory. Lord Kenyon, in a civil case between two
publicans over a gaming debt, had just deplored the preva-
lence of gaming and wished for ‘the punishment of the

~ *Probably (though Foote denied it) General Richard Smith, whose
father reputedly kept a little cheesemonger’s shop in Jermyn Street.
Blackballed for Almack’s, member of Brooks’s in 1779.
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39 The Macaroni Cauldron, M. Darly

highest ranks of society’. ‘If any prosecutions are fairly
brought before me, and the parties are justly convicted,
though they should be the first ladies in the land, they shall
certainly exhibit themselves in the pillory.” What he meant
is unclear: the pillory was not a penalty for gaming. Soon
after this, a faro bank of five hundred guineas was stolen
from Lord Buckinghamshire’s house; two footmen, dis-
charged on suspicion, informed against four ladies for
playing at faro, doubtless hoping for punishment s /z
Kenyon. Fines were imposed at a police court, despite
protests against ‘a new mode of peculation’. The usual crop
of prints followed, and in Gillray’s Discipline a la Kenyon
[41], 1797, the judge is flogging Lady Bucks at the cart’s
tail (logging for women had been abolished in 1791), while
two others stand in a pillory assailed by a mob. Gillray’s
lash is for Kenyon as well as for his victims.

Isaac Cruikshank’s contribution was Dividing the Spoil!!
[42]: two scenes, one in ‘St James’s’, the other in ‘St
Giles’s”. Four women, dominated by Ladies Archer and
Buckinghamshire, divide their faro bank winnings (the
sword must mean the ruin of an ‘unfledged ensign’); four
prostitutes, younger than the fashionables, divide #beir
night’s plunder — watches, seals, etc. St James and St Giles
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stood for high and low life, contrasted or sardonically
equated as in a nineteenth-century street ballad, S7 James
and St Giles: ' Two places there are where the poor and the
rich/Live so like each other there’s no knowing which.’
The chorus ends ‘In the former they live on the National
Debt/In the latter they live on what they can get.’®

Lady Archer and Lady Buckinghamshire were social
notorieties and print-shop targets, personifications of the
beau monde at its least attractive. As Mrs Hobart, Lady
Buckinghamshire had been the chief canvassing lady for
the anti-Foxites at the famous Westminster Election of
1784, and thus the opposite number to the Duchess of
Devonshire — opposite in every way. She was a very lively
lady with a passion for youthful leads in amateur theatri-
cals, another opening for ridicule. Lady Archer was a
widow, an ex-beauty who painted her face, a noted whip,
and reputedly a tyrant to her daughters, whose marriages
she tried to prevent for financial reasons. Such things were
godsends to the caricaturists.

Gillray’s prints express a distaste for the beau monde and
for elderly women of fashion that went deeper than per-
sonalities and scandal. La Belle Assemblée [43], 1787, where
age apes youth, is a sort of manifesto against this aspect of



40 The Gaming Table at Devonshire House (drawing), Rowlandson

41 Discipline a la Kenyon, Gillray
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high life. Five women attend an altar of love: Mrs Hobart
studies a role — Ninon (de ’Enclos); Lady Archer has a
lamb and a whip; Lady Cecilia Johnstone, with a lyre,
typifies aged and repulsive coquetry: she was noted for her
bitter tongue and known ironically as ‘the divine’, or ‘St
Cecilia’; Walpole wrote (1799) of ‘her narrow mind that
never attracted any seed but that of wormwood’.

Social striving, intensified as the middle ranks gained
ground, was an irresistible theme. ‘The present rage of
imitating high life hath spread itself so far among the
gentlefolks of low life, that in a few years we shall probably
have no common people at all’ pronounced the British
Magagine in 1763. With less extravagance, The World
devoted a paper to ‘The Genteel Mania’: ‘ The mere word
genteel seems to have had so singular an efficacy in the very
sound of it, as to have done more to the confounding all
distinctions, and promoting a levelling principle, than the
philosophical reflections of the most profound teacher of
republican maxims. . . . The imitating of every station
above our own seems to be the first principle of the
Genteel Mania, and operates with equal efficacy upon the
tenth cousin of 2 woman of quality, and her acquaintance
who retails Gentility among her neighbours in the Borough
[Southwark].”®

The struggle upwards — usually seenasa feminine activity
— is symbolized (in its higher ranges) in The Quality Ladder
in 1793. A staircase spirals into space round a pole topped
by a ducal coronet. Ladies climb up it, a duchess at the top,
a baronet’s wife at the bottom; she has managed to dis-
lodge a citizen’s lady, who has fallen heavily, saying,
‘Whenever I try’s to climb I always miss’s my step’.

Given the contacts and contrasts between the City and
St James’s, the glamour, the remoteness, yet accessibility,
of the bean monde, the striving was natural in this aristo-
cratic, stratified, and expanding society. As Fielding had
said, people of fashion were ‘people of fascination’. ‘Oh
how I long to be transported to the dear regions of
Grosvenor Square — far — far — from the dull districts of
Aldersgate, Cheap, Candelwick, and Farringdon Without
and Within’, exclaimed the rich merchant’s daughter in
The Clandestine Marriage* who was to marry —as she thought
— a baronet whose contemptuous indifference troubled her
not at all. My heart goes pit-a-pat at the very idea of being
introduced at Court . . . Lady Melvil! My ears twingle at
the sound — And then at dinner, instead of my father
perpetually asking ‘““any news upon change” - to say
“well Sir John, any thing new from Arthur’s?...” or to
say to some other woman of quality — “was your ladyship
at the Duchess of Ribbins last night? — Shall T see you at
Carlisle House next Thursday?”’ Oh the dear Beau Monde!
I was born to move in the sphere of the great world.” A

" *This very popular comedy by Colman the elder and Garrick
(Drury Lane, February 1766) long held the stage. There is a stmilar
situation in Eastward Hoe by Jonson, Chapman and Marston, printed
1605, with contrasted daughters. Gertrude marries the worthless
Sir Petronel Flash: ‘Oh Sister Mill, though my father be a low
tradesman, yet I must be a lady and my mother must call me
Madam.” Touchstone, a goldsmith, is the first sympathetic picture of
a tradesman.
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visit to Carlisle House in Soho Square, where Mrs Cornelys
had a brilliant but chequered reign from 1760 (when she
bought the house) to 1778, giving concerts, balls, and
masquerades, was part of the crowded day of a marriage-
able daughter (not from the City):

In one continual burry rolled her days

At routs, assemblies, crushes, op’ras, plays,
Subscription balls and visits without end,
And poor Cornelys had no greater friend.
From loo she rises with the rising sun,

And Christies sees her aching head at one.1°

Subscription balls at Almack’s come into the limelight in
the Regency. They began in 1765 and lasted for almost a
century. ‘There is now opened at Almack’s,” Williams
wrote to Selwyn, ‘in three very elegant new built rooms,
and ten guineas subscription, for which you have a ball
and a supper once a week for twelve weeks. You may
imagine by the sum the company is chosen; though refined
as it is, it will be scarce able to put old Soho out of
countenance. . . .’11

The peak of gaiety and fashionable amusement was from
the opening of the Pantheon in January 1772 till it was
burnt down in 1790. The period opens with the Macaronies
and the impact of the nabobs, and covers the years of war
and national danger (1775-83), as well as of rapid post-war
recovery. Mrs Cornelys (‘old Soho’) managed to found a
‘society’ of ladies of fashion with a duchess for a patroness,
and flourished exceedingly. She told Casanova (who
says he was the father of her children) that she gave
twelve balls a year at two guineas a head and twelve for ‘the
middle classes’. She housed the Bach—Abel concerts, but
her musical entertainments roused the jealousy of the
Opera House, and despite the efforts of her duchess she
was fined at Bow Street (1771) for performing an opera
without licence. This and the Pantheon ruined her, though
there were ‘promenades’ at Carlisle House in 1780.

Wyatt’s Pantheon was the climax of splendour. ‘A new
winter Ranelagh in Oxford Road’, a manifesto of ‘luxury
and expence’ Walpole wrote to the French Ambassador
when it was nearly finished. ‘It amazed me myself. Imagine
Balbec in all its glory . . . a dome like the Pantheon glazed.’
And he afterwards called it ‘the most elegant edifice in
England’. Gibbon’s verdict: ‘In point of ennui and magni-
ficence, the Pantheon is the wonder of the eighteenth
century and of the British Empire.’1? Attempts were made
to exclude undesirables — ‘gay ladies’ — in the interests of
‘elegance and propriety’. They failed. Subscribers, male
and female, had to be recommended by a peeress, but once
accepted they could introduce their friends. At the opening,
according to the Amunal Register, ‘the company were an
olio of all sorts, peers, peeresses, honourables and right
honourables, Jew brokers, demi-reps, lottery insurers and
quack doctors’. ‘Most of the gay ladies in town, and ladies
of the best rank and character’, wrote Mrs Harris.13

Assemblies, balls, concerts, masquerades at the Pantheon
were magnificent. Gibbon describes the masquerade given
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by Boodles Club in 1774. ‘The most splendid and el
Féte that was perhaps ever given in a seat of the Arts
Opulence. It would be as difficult to describe the magni
cence of the Scene, as it would be easy to record t
Humour of the Night. The one was above, the other belo
all relation.’14 A favourite character at this masquerade
the Macaroni [44], sometimes adopted also by women.

The rotunda, with the promenading company drowni
music by conversation (Fanny Burney describes it i
Cecilia), is the setting for a satire on the extravagant hai
dressing of 1776 [45]. The ladies’ feathers, rather less t
pant, must have added to the brilliance of the scene. In ¢
year, Boswell, at the trial in the Lords of the (so-calle
Duchess of Kingston for bigamy, ‘was enchanted at t
beautiful exhibition of Ladies ... I thought the mode
dressing with a deal of hair and feathers and flowers
various colouts, more beautiful than what I had ever seen
before’.15

In this same year another new fashion hit the print shops,
adventurous driving for both sexes in light spidery
carriages with very high box-seats. These, and monstrous
hair-dressing, are caricatured together in, for instance, The
New Fashioned Phaeton — Sic Itur ad Astra [46]. The driving
mania was the subject of Colman’s prologue to The Swicide
in 1778:

*Tis now the reigning taste with Belle and Beau,
Their art and skill in horsemanship to shew ;
A female Phaeton all danger scorns,

Half coat, half petticoat, she mounts the box.

The last line reflects a striking innovation, not confined
to sporting ladies. ].T.Smith records for 1778 (his sole
comment on costume) ‘Ladies appeared for the first time
in riding habits of men’s cloth, only descending to the feet;
they also walked with whips like small canes with thongs
at the end.’'® Men of fashion had begun to imitate the dress
of the professional coachman. Colman’s prologue con-
tinues:

Nobles contend who throws a whip the best,
From head to foot like hackney coachman dress’d.

The driving fashion (for men) had begun earlier. The
Present Age 1767 is a complicated attack on modish follies,
and is addressed to ‘ Professors of Driving, Dancing, Ogling
... &c. &c. &c.’: a young man in a high gig is called ‘a
Feather of the Turf’. Before 1770 Smollett’s Jack Holder,
‘intended for a parson’, but suddenly rich through the
death of a brother, was ‘at the Bath, driving about in a
phaeton and four, with French horns’.1? And about the
same time, Martin Rishton, who married Fanny Burney’s ‘
step-sister, was an Oxford undergraduate, driving a
phaeton with four bays.1®

The new fashion inevitably attracted satire on social
striving. Courtesans were often noted horsewomen. There
was Agnes (‘ Vis-a-vis’) Townshend who drove her phaeton
and four across country. In a print of 1781 (title missing)
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44 Pantheon Macaroni (proof ) (The Macaroni. A Real Character at
the Late Masquerade), P. Dawe

46 The New Fashioned Phaeton — Sic Itur ad Astra, (?) P. Dawe
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she drives standing, to the terror of her companion: .. .1 1
can swear Sir, & What’s more drive four Horses in Hand’.
In Two Impures of the Ton, Driving to the Gig Shop, Hammer-
smith (1781), by Dighton, one impure in a habit of mascu-
line cut, drives a pair of ponies, standing. The other sits
demurely beside her. They are passing St George’s Hospital
and Tattersall’s. In A Lesson Westward a young miss is
being taught to drive, in a cart, placarded ‘Tom Long
Trot’s Academy for Young Ladies; Driving taught to an
inch. Ladies completely finish’d in a Fortnight, for Gig,
Whiskey or Phaeton. Single Lessons Half-a-crown, Five
for half a Guinea.” The scene is the Hammersmith Road,
outside the Bell & Anchor, still there, but engulfed and
rebuilt. In Sir Gregory Gigg [47], 1781, Bunbury returns to
his favourite theme of bad and vulgar horsemanship. Today
this is apparent from the title only: ‘Sir Gregory Gigg, the
City Beau’, is a song from O’Keefe’s Son-inLaw (1779). He
is more explicit in Richmond Hill* [49], a mixture of people
of fashion and would-be fashion and weary plebeian pedes-
trians on a Sunday outing. The two miserable hacks
harnessed to the high phaeton refuse to move.
Four-in-hand driving as a fashionable craze persisted.
Aged nineteen, the Prince boasted in a letter (1781) to his
y % brother that he had driven a phaeton and four ‘ twenty-two
S GREGORY GGG, miles in ye two hours at a trot, wh. is reckoned pretty good
driving’.?® Later on, one of the sights of Brighton was the
47 Sir Gregory Gigg, Bunbury Prince driving his barouche and four or sometimes six,
under the tuition of Sir John Lade, as in Birds of a Feather
in 1802, where the passengers are Mrs Fitz and a Miss
Snow. ‘Ah the old times was the rackety times’, an ancient
hackney coachman told Mayhew. He had been called to the
British Coffee House and ordered to get inside: ‘the Prince
is going to drive himself’. Before he could do so, the
Prince had hurled him into the coach: ‘he wasn’t so very
drunk neither . . ., he drove very well for a Prince . .. he
hadn’t no pride for such as me’.20
What can little T.O. do? . . . Why drive a Phaeton and Two!!
— Can little T.O. do more — Yes drive a Phaeton and Four!!1!
was Gillray’s contribution to the driving saga in 1801. Tom
Onslow, with his team of four, is dressed as a stage coach-
man even to the straw twisted round his legs. The crest on
the carriage is a man in a fool’s cap riding a rocking hotse.
The craze was manifested in two driving clubs, both aristo-
cratic. The Bensingtont from 1807, limited to twenty-five,
and the overflow, founded next year, the Four Horse, often
called the Four-in-hand, the Whip, or the Barouche.?! Like
the earlier craze (which had never subsided) it coincided
with war and national danger. In the eighteenth century,
Gillray excepted, satire was chiefly for those who imitated
fashionable follies, now it has a harsher note. The club was
ridiculed in Hiz or Miss (1810), a2 musical farce in which
Mathews, as Cypher, impersonated a member and the use
of coaching slang was ridiculed. In Skezches of Fairy-Land
. in 1810 ‘Cypher’ is one of the examples of English

given to Walpole, who praised it ecstatically, cf. above, p. 57.
TMembers were required to drive twice a ycar to Bensington in
Oxfordshire, fifty-seven miles from London.
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decadence with the legend ‘ There a young man of Fashion
apes the slang and manners of a Stage Coachman, so unlike
the natural refinement of our own Country’. In other
prints these young aristocrats, with their extravagant teams,
barouches and uniforms, refuse to pay the bills of angry
tradesmen, or drive furiously ‘ with hostility to every thing
that comes in their way’, and a club dinner at Salt Hill
(near Slough) is depicted as a drunken orgy. The most
serious protest was in some execrable verse in the Awnual
Register:

Two varying races are in Britain born,

One conrts a nation’s praises, one her scorn;

Those pant her sons o’er tented field to guide,

Or steer her thunders thro’ the foaming tide;

Whilst these, disgraceful born in luckless honr,

Burn but to guide with skill a coach and four. . . .
These are the coachmen’s sons, and those my Lord's. . . .
Give them their due, not let occasion slip;

On those thy laurels lay, on these thy whip I*

Domestic servants, a hierarchy within a hierarchy, are a
link between high life and low life. They were under a
strain in a shifting social stratification, with some relics of
their earlier position in noble households, when these were
run on the lines of a Court, but a few were moving
upwards — the steward evolving into the land agent, the
valet (the gentleman’s gentleman) into the secretary, while
my lady’s own woman was poised between the companion
and the lady’s maid. Their numbers give them social impoz-
tance, and the parts they play in fiction and the theatre
speak for themselves. Service to the Great could be an
avenue to posts in the Customs, Excise or Stamp Office - to
tavern-keeping, even to the Church or to commissions in
the Army. Such service was a resort for children of the
impoverished clergy and gentry.* Footmen, their number,
liveries and physique, were status symbols. In Georgian
England gentility demanded footmen as personal atten-
dants to women. Prints illustrating tales of the Lady
Booby-Joseph Andrews sort abound. Swift expects a lady
‘to cast an eye upon a handsome footman’. The elegance
and assurance of the footman in Leaving after a Party (48],
after Rowlandson, has some such implication. Roderick
Random gained his future wife’s affection while serving as
her footman. A typical wésalliance, according to Foote, was
‘a lady of fortune setting out for Edinburgh in a post-
chaise with her footman’.T Footmen walked beside their

*In Tom Jones, both Mrs Honour and Black George’s wife had
‘sprung from the clergy’. Ficlding (who married his first wife’s maid)
adds a footnote: ‘it is to be hoped that such instances will in future
ages, when some provision is made for the families of the inferior
clergy, appear stranger than can be thought at present’, Book 1V,
Chapter 14.

1 The Devil upon Two Sticks, 1772. Lady Harriet Wentworth, Lord
Rockingham’s sistcr, madc a scnsation in 1764 by marrying her

footman (after scttling her fortune on their children and her own
family, with only an annuity of £100 for her husband). John Mac-
donald, according to his own not incredible account, was irresistible.
I'ravels . . . (1790), cd. ]. Beresford as Memoirs of an Eighteenth Century
Footman (L.ondon: G. Routledge, 1927).

/0

mistress’s sedan chair, and behind her to church carrying
her prayer-book, like the shivering little foot-boy in
Hogarth’s Morning. Miss Reynolds’s distress at not having
a man to send with a note to Mrs Montagu, her scheme to
send it by a chairman who might be taken for her servant,
her dismay when it was delivered by the greengrocer’s
errand girl, are amusingly related by Fanny Burney.
Except for Swift’s Directions to Servants (his footman is
the subject of a horrifying plate by Rowlandson) the leading
satire on the eighteenth-century servant is Garrick’s
popular play, High Life below Stairs (Drury Lane, October
1759). The themes are wholesale and brazen plunder, and
the imitation of their employers’ affectations and language
(in no spirit of mockery). Not only do the servants
take precedence according to their employers’ rank, but
they assume their titles. “The Duke’, ‘Sir Harry’ and the
lady’s-maids, ‘Lady Babs’ and ‘Lady Charlotte’, are in-
vited by other servants to a party in the supposed absence
of their master, a rich young man, who is disguised as a
raw country lad, anxious to be trained for service. In a
print after Collett, . 1770, his hair is being dressed by
Mrs Kitty (Mrs Clive) to prepare him to wait on ‘the
gentlefolks® - the other servants. The curtain falls on blame
for ‘persons of rank’ whose ridiculous affectations make
imitation easy. On the first and following nights the foot-
men in the gallery rioted against the wounding picture.
In this age of patronage the great man’s porter was a
person of importance; he controlled access to his master,
and was naturally satirized as Cerberus who must be ap-
peased by a sop (for instance by Fielding and Foote).
George Primrose encountered a literary impostor who
lived by importuning the wealthy for subscriptions to a
non-existent work. But, ‘I am too well known, I should
be glad to borrow your face for a bit, my face is too
familiar to his porter ... and we divide the spoil’.23 The
Inflexcible Porter,a Tragedy[51], 1783, is Bunbury’s rendering
of some such situation. There is more of tragedy in Ax
Admiral’s Porter [50], 1790, where Cerberus confronts two
maimed sailors: for a place at Greenwich Hospital a
recommendation from an influential naval officer was
indispensable.?* Boswell gives us a glimpse of the porter
in action. After failing once or twice to find the Duke of
Queensberry at home, he was advised to use ‘the silver
key’. ‘1 therefore called today, and chatting with the surly
dog, “Mr Quant”, said I, “I give you a great deal of
trouble”, bowed and smiled and put half a crown into his
hand. He told me the duke would be pleased to see me next
morning at nine.” This was no levée; the duke was alone.??
The woman servant’s lot was far more precarious,
though it had its prizes: for instance, Pamela in fiction —
founded on fact -~ Emma Hamilton in life. The Modern
Harlot’s Progress, or Adventures of Harriet Heedless, 1780,
illustrates social change since 1731 (the date on Moll
Hackabout’s coffin). The story is essentially Hogarth’s,
but the protector is not a Jew, and the lover is a footman,
not a fencing-master. The first scene is not an inn yard
but a Statute Hall [52], where masters and mistresses
went to engage servants for a small fee; they were so called
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51 The Inflexible Porter, a Tragedy, Bunbury
52 The Modern Harlot’s Progress, Pl. I, anon.
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from the statute fairs or mops for hiring country servants.
The Register Office, drawn by Rowlandson, was a similar
place with a different name. Both were denounced as
bare-faced cheats.?¢ (Mrs Cole, the wicked sanctimonious
bawd in Foote’s The Minor, advertises in the Register
Office for servants under seventeen.) Harriet is seen by a
rake and decoyed by a bawd. The most significant changes
from Hogarth’s series are that there is nothing corre-
sponding to the Bridewell scene, and Harriet dies in a
workhouse, attended by a doctor and nurse, in marked
contrast with the sordid squalor in Hogarth’s fifth plate.

Low life usually connotes the disreputable, and was
traditionally a subject for ridicule, not compassion.
Typical low-life figures were the ballad-singer, the chimney
sweep and the dustman. The first bawled the songs she
sold, which were generally lewd; on execution days she
sold ‘Dying Speeches’:

Let not the ballad-singer’s thrilling strain
Amid the swarm thy list’ning ear detain,
Guard well thy pockét, for these syrens stand
To aid the labonrs of the diving hand:
Confed’rate in the cheat, they draw the throng;
And cambrick handkerchiefs reward the song.??

Gay’s warning was often repeated from Bow Street by
Sir John Fielding. Rowlandson’s drawing, Lasz Dying
Speech and Confession [ 5 4], with a pocket being picked in the /4 Last Dying Speech and Confession, Rowlandson
background, belongs to a set of Cries of London satirizing 55 Love and Dust, Rowlandson
the sentimentality of Wheatley’s Cries, where its opposite  prgs DT e = g
number is a pretty girl with ‘A New Love Song’. ' =

The chimney sweep or climbing boy is a usual street-
scene figure. May Day was his festival. Decked out in wigs
and gilt paper they danced with the milk-maids and their
‘garlands’, pyramids of hired plate trimmed with greenery
and ribbons. In May-Day in London (53], 1784, the garlands
are poor, to suit the neighbourhood with its penny barber’s
sign. Among many prints of sweeps this is the only one I
know of the infantine climbing boy, sold by his parents,
or kidnapped, at the age of four or five.* About the turn
of the century the milkmaids’ garlands disappeared and the
sweeps went round with a Jack in the Green.

Also at the bottom of the social ladder were the rag-
pickers or cinder-sifters and the dustmen. We have seen
the last as a low-life symbol: he was to become much more
of one. In Rowlandson’s Love and Dust |55], 1788, they
are at work on one of the huge laystalls that disgraced the
fringes of London. Though burlesqued (but certainly less
so than they now seem) they are probably from life. Mayhew
has a great deal to say about the dustmen and cinder-
sifters of his day: the occupation was hereditary, dustmen
married (i.e. lived with) cinder-sifters; their children
worked in the dust-yards which had replaced laystalls. A
man he interviewed was the son and grandson of dustmen
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~ *It was engraved by William Blake after Collings, and though it
was hack work, it is impossible not to associate it with the little
chimney sweepers in The Age of Innocence and The Age of Experience

(1789, 1794).
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- and Rowlandson’s pair could have been parents or
grandparents of those in a mid-nineteenth-century wood
engraving, View of a Dust Yard* which anticipates the
setting immortalized in Our Mutual Friend.

A feature of disreputable (but not poverty-stricken) low
life was the Cock and Hen Club, where youths and
prostitutes (teenagers) met to drink and sing songs.
Francis Place (b. 1771) describes those he frequented as an
apprentice, especially a famous one in the Savoy. Upon one
end of a long table was ‘a chair filled by a youth, upon the
other end a chair filled by a girl. The amusements were
drinking and singing flash songs.’® The only improbable
part of Newton’s Row at a Cock and Hen Club [57], 1798, 1s
the valour of the ancient watchmen: Bow Street would
surely have tackled such an assembly. A similar club was
so dealt with in 1774, when Lichtenberg recorded ‘a club
which used to meet on Tuesdays in Wych Street was
dissolved. It consisted of servants, journeymen and
apprentices. On these evenings every member laid down
fourpence, for which he had music and a female gratis,
anything else to be paid for separately. Twenty of the girls
were brought before Sir John Fielding; the beauty of
some of them roused general admiration.’2®

From Hogarth to Cruikshank, and after, gin is a lamen-
table feature of low life. In Gin Lane (in 1751, when it was
sold anywhere and everywhere) the poison is being sold
from a shed. Rather later, the gin shop, or dram shop,
was on its way to becoming the Victorian gin palace. Here
is Rowlandson’s drawing of a gin shop about 1810 [56].

Not much compassion for poverty and hunger as such is
discoverable in the prints, with the exception of maimed
soldiers and sailors who provide an opportunity for re-
buking the uncharitable. Not much existed, though there
was much humanitarianism. Dr Johnson was an exception.

*Mayhew, London Labour and the London Poor, 1851, vol. 11, p. 208.
The trade was more organized and extensive than in the eighteenth
century, the ‘dust’ less valuable, though contractors still paid for
removing it. The sifted breeze was used for making inferior bricks.

Mrs Thrale recorded (1777) that he ‘has more Tenderness
for Poverty than any other Man I ever knew, and less for
other Calamities. . . . The want of Food and Raiment is so
common in London said Johnson that one who lives there
has no Compassion to spare for the Wounds given only to
Vanity or Softness.’30

Notes to Chapter VIII
1. Correspondence, George Prince of Wales, ed. A.Aspinall (London: Cassells,
1963), vol. 1, p. 35.
. Macaroni and Theatrical Magazine, October 1772.
. Town and Country Magagine, December 1773.
. The World, No. 69, 25 April 1754.
. Connoissenr, 6 September 1756.
. Journal and Correspondence of Lord Auckland, 1861, vol. 11, p. 384 (1
February 1792).
. The Whig Club, 1794, pp. 90—91.
. J. Ashton, Modern Street Ballads, 1888, pp. 399—402.
. The lVorId No. 199, 21 October 1756
. C. Jenner, "London Eclogues, 1772.
. G.Williams to George Selwyn, 22 February 1765. George Selwyn and bis
Contemporaries, ed. J.H. Jesse, 1843—4.
12. Miscellaneous Works, 1814, vol. 11, p. 74.
13. Letters of the Earl of Malmesbury, ed. his grandson the Earl of Malmes-
bury, 1870, vol. 1, p. 247.
14. Private Letters, ed. R.E. Prothero, 1896, vol. 1, p
15. Boswell, The Ominous Years, ed. C. Ryskamp and F A Pottle (London:
Heinemann, 1963), p. 339.
16. A Book for a Rainy Day, 1845 (posthumous).
17. Humphrey Clinker, 1771 (but Smollett left England in 1769).
18. The Early Diary of Fanny Burney, ed. A.R.Ellis, 1907, vol. 11.
19. Correspondence, George Prince of Wales (see note 1), p. 62.
20. H.Mayhew, London Labour and the London Poor, 1851, vol. 111, p. 350.
21. Duke of Beaufort, Driving, Badminton lerary, 1889, pp. 250-6;
J. Ashton, The Dann of the Eighteenth Century in England, 1906, pp.
189-94.
22. Vol. 59, p. 663, quoted J. Ashton (see note 21).
23. O.Goldsmith, Viar of Wakefield, 1766, Chapter 20.
24. M. Lewis, A Social History of the Navy 1793-1815 (London: Allen &
Unwin, 1960), p. 45.
25. Boswell’s London Journal, ed. F.A.Pottle (London: Heinemann, 1950),
p. 59 (1 December 1762).
26. M.D. George, ‘The early history of Registry Offices’, Economic Journal,
supplement, January 1929.
27. John Gay, Trivia; or, the Art of walking the Streets of London, 1716.
28. Francis Place, Autobiography, Br<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>