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ABSTRACT

This thesis examines the early stages of the transformation of emblematic political prints
into political caricature from the beginning of the Seven Years' War (1756) to the Treaty of
Paris, which ended the American Revolutionary War (1783). Both contextual and
iconographical issues are investigated in relation to the debates occasioned by Britain's
imperial project, which marked a period of dramatic expansion during the Seven Years'
War, and ended with the loss of the American colonies, consequently framing this thesis as
a study of political prints during the rise and fall of the so-called 'First British Empire'.
Previous studies of eighteenth-century political prints have largely ignored the complex
and lengthy evolutionary process by which the emblematic mode amalgamated with
caricatural representation, and have consequently concluded that political prints excluded
emblems entirely by the end of the 1770s. However, this study emphasizes the significance
of the Wilkite movement for the promotion and preservation of emblems, and investigates
how pictorial political argument was perceived and received in eighteenth-century British
society, arguing that wider tastes and opinions regarding the utilization of political prints
gradually shifted to accept both modes of representation. Moreover, the marketplace, legal
status, topicality, and manufacturing methods of political prints are analyzed in terms of
understanding the precarious nature of their consumption and those that endeavoured to
engage in political printmaking. The evolution, establishment, and subsequent
appropriation of pictorial tropes is discussed from the early modern period to the beginning
of the so-called Golden Age of caricature, while tracing the adaptation of representational
models in American colonial prints that employed emblems already entrenched in British
pictorial political debate. Political prints from the two largest print collections, the British
Museum and the Lewis Walpole Library at Yale are consulted, along with a number of
eighteenth-century newspapers and periodicals, to develop the earlier research by M.
Dorothy George, Charles Press, Herbert Atherton, Diana Donald, Amelia Rauser, and

Eirwen Nicholson.
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INTRODUCTION

This thesis is a study of how political prints were made, consumed, and understood in
Great Britain towards the end of a period known as the First British Empire. More
specifically, this thesis examines both contextual and iconographical developments in
British print culture, and argues that it was in the interim years of the Seven Years' War
and the end of the American Revolutionary War that the political print became firmly
rooted in the nation's societal discourse by organizing its visual conventions to a language

of signifiers recognized by its audience.

The political print emerged in England in the aftermath of great social and political
upheavals. While the origins of printed political pictorial propaganda may be traced to the
first quarter of the sixteenth century, when it served religious ends, it was the following
century that the polemical print was converted into the service of party political discourse,
where it remained until the end of the so-called Golden Age of caricature in the 1830s. The
English Civil War and the reign of William III established the pictorial motifs and
representational structures, which evolved to become the basis of the language of the

eighteenth-century political print.

The early Hanoverian period witnessed a new type of mercantile mentality and established
the pictorial print trade as an entity alongside other printing businesses. At the same time
preliminary legislation was introduced to protect printmakers' intellectual rights and profits
in a growing marketplace, which was partially the result of the diminishing role the court
inhabited as a patron. A new type of entrepreneur materialized, exemplified by the likes of
William Hogarth, whose business model of print subscriptions was the result of the need to
create more informal patronage arrangements. This period also observed a growth in the
number of social clubs, societies, and public venues, such as the coffee-house, which came
to symbolize an emerging public sphere. These organizations functioned to establish
previously unseen networks in the marketplace by creating distribution channels of cultural

goods, including prints.

Subsequently London validated its position as the urban centre of the nation and the city



saw a surge in the number of occupants who assisted in the growth of the workforce and
consumer market. In the meanwhile, the number of newspapers increased exponentially as
the demand for advertising, news, and opinion pieces reflected the needs of the
marketplace and wider political concerns of the nation. During this period, the Whigs and
Tories appropriated the Dutch emblematic print for their own ends, although the
iconography continued to imitate continental models. The first half of the century saw two
attempts by the Jacobites to instal a Stuart to the throne of England, while the seemingly
continuous conflict between Britain and France fostered nationalistic sentiment that
relegated French culture and customs as threats to the notion of 'Englishness'.
Concurrently, there was a growing desire to develop the national culture to match the rest
of Europe. Cultivation of a native school of arts and the decades long struggle to establish
a Royal Academy, were examples of this movement that strived to define a national
identity for the British. These were the developments that informed the British society,
culture, politics, and commerce towards the middle of the century, and acted as the starting

point for this study.

M. Dorothy George's influential account has from its inception contributed to the template
for the discussion of British political print culture during the eighteenth century.' George
has provided examples on how to read graphic satire and understand the modes and styles
of representation for the prints chosen for this research. Subsequently, she has traced all the
major developments in the reciprocal relationship between British political culture and
society until the nineteenth century, but they remain as starting points for further research
that will take into account recent academic advancements in the field of print studies, and
expand the interpretation of the political print as a complex amalgamation of various
personal and political intentions combined with a shift in the pictorial language of
representation that reflected the wider cultural and social changes of the eighteenth

century.

Moreover, although Herbert Atherton's account of political prints during the lifetime of
Hogarth only covers the first decade of the period that this study focuses on, it continues to
be a useful general survey of relevant developments.? However, it should be noted that

Atherton does not arguably take fully into account the complexity of the imagery

' M. D. George, English Political Caricature: A Study of Opinion and Propaganda, 2 Vols., 1959.
2 H. Atherton, Political Prints in the Age of Hogarth, 1974.

il



frequently employed, or the prints' multi-layered relationship with the political
factionalism of the period. Instead, this thesis will emphasize the need for an art-historical
interpretation of the images and the reciprocity of the political intention and pictorial
representation of the prints. In this, the thesis endeavours to develop the approach of Diana
Donald's The Age of Caricature, a book that addresses some aspects of the anti-ministerial
prints of the 1760s, but mainly focuses on social satire after the 1780s.? Donald's account
further underlines the need to evolve George's argument regarding the political print's role
as something that responded to public opinion, by looking at the medium's visual
capabilities in conditioning and persuading audiences to its causes. In this instance,
according to Donald, the very manner of representation has largely been ignored by
previous studies that have treated the development of iconography, motivations, and

function of the political print, as unproblematic.*

Eirwen Nicholson's unpublished doctoral thesis, written two years before Donald's
account, offers a critical analysis of the political print scholarship in England, and has
charted the main issues that need to be addressed by further research.’ Similar to Donald,
Nicholson has emphasized the lack of success by those who have followed in George's
footsteps to develop the visual and contextual evidence provided by the catalogues of
prints collected in the British Museum. Moreover, Nicholson has criticized the framing of
earlier scholarship, which has largely omitted the period between Hogarth's death (1764)
and the beginning of James Gillray's career (1779), instead describing it as a general
development towards caricature. In that aspect, this thesis aims to provide a comprehensive
narrative that questions the very idea of 'development' as progress, and instead offers a
multi-layered analysis of the driving forces behind several shifts; aesthetic, iconographical,

and political, that take place between the Seven Years' War and the Treaty of Paris (1783).

Charles Press's book on political prints has been worked from his earlier article on

Georgian political prints, and the two sources offer an occasionally contradictory account

3 D. Donald, The Age of Caricature: Satirical Prints in the Reign of George III, 1996.

4 Donald, 1996, 44.

> E. Nicholson, English Political Prints and Pictorial Political Argument c. 1640-c. 1832: A Study in
Historiography and Methodology, 1994. Nicholson has evolved her thesis in an article that has aimed to
define the market, consumption, and audience for the eighteenth-century political print. Her account is
confident in providing estimates of print runs, but tends to oversimplify and devalue the possibilities
provided by manufacturing techniques and new types of topicality developed at mid-century. E.
Nicholson, 'Consumers and Spectators: The Public of the Political Print in Eighteenth-Century England',
History, Vol. 81, No. 261 (January 1996), 5-21.
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regarding the function and effect of these prints.®

According to Press, the main
characteristic of the political print was to forego quality on behalf of topicality, in addition
to a great number of impressions that would strive to respond to the demand of a mass-
market for such prints. On those accounts, this thesis will review Press's claims and aim to
explain in a satisfactory manner the importance of quality for the print's ability to compete
in the marketplace for printed products. Furthermore, the idea of a mass-market is
examined in relation to Nicholson's assertion of the political print's status as a niche item

based on its perceivably limited print-runs.

Following Press's ambitious, yet flawed, methodology of analysing the number of political
prints produced per year based on the British Museum catalogue, Jiirgen Doring's 1991
doctoral thesis applies a connoisseurial approach in its attempt to assign definitive
authorship to a number of prints, in addition to emphasizing the significance of Italian
caricature to the iconographical development of the English political print.” Yet to be
translated into English, Doring's research forsakes examination into the political
circumstances of the eighteenth century, instead focusing on social and historical context
in which these prints flourished.® In contrast, this thesis considers the correlative
relationship between political motivations and iconographical representation, while
consolidating and bringing up to date Doring's conclusions, especially those regarding the

political print's legal status and authorship.

More recently, Amelia Rauser has examined the relationship between the onset of the
caricatural mode of representation and the development of the modern self.” Somewhat
heavy-handed in its attribution of caricatural traits into eighteenth-century political prints
before 1780, Rauser's study tends to postulate a number of debates relating to the audience,
authorship, accessibility, pricing and affordability of political prints, instead preferring to
focus on reiterating earlier research, especially that by Donald and Nicholson.
Notwithstanding, Rauser's account remains a notable study of the genre and especially her
reading of the evolution of the eighteenth-century public sphere alongside an

understanding of the “emblematic worldview” has informed the analysis of this thesis

C. Press, 'The Georgian Political Print and Democratic Institutions', Comparative Studies in Society and
History, Vol. 19, No. 2 (April 1977), 216-238; The Political Cartoon, 1981.

J. Doring, Eine Kunstgeschichte der friithen englischen Karikatur, 1991.

8 R. Baker, Review: Early English Caricature', Print Quarterly, Vol. 11, No. 1 (March 1994), 71-72.

A. Rauser, Caricature Unmasked: Irony, Authenticity, and Individualism in Eighteenth Century English
Prints, 2008.
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regarding the iconographical challenges faced by the political print during this period."
Moreover, Rauser views the macaroni-phenomenon and the macaroni-print of the 1770s as
a precursor to the emergence of the modern self, whereas this thesis, to a significant extent,
discusses the visual representation of the macaroni largely in terms of social satire, placing
its popularity in the first half of the 1770s in direct relation with the decreased presence of
the political print in the marketplace. Nevertheless, this reading also takes into account the
macaroni-print's appropriation of political personages, such as Charles James Fox, to
suggest that the macaroni did occasionally promote both nationalistic as well as political
undertones especially in the period leading up to the outbreak of the American
Revolutionary War. Subsequently arguing that it was the introduction of these elements
that ultimately contributed to the decline in the popularity of the macaroni-image, and led
to the re-introduction of political subject matter into graphic satire on a larger scale

towards the end of the decade.

Besides Rauser's account, this thesis draws literature on the macaroni-phenomenon from
the likes of Peter McNeil, William Tullett, Sally O'Driscoll, Aileen Ribero, Shearer West,
and Cindy McCreery."" The macaroni began as a display of fashion drawing influences
from French and Italian styles, growing to a spectacle in its own right in the late 1760s and
early 1770s aided by the print-medium's adaptation of their appearance. These authors
have outlined the development of the macaroni and the macaroni-image in the context of
eighteenth-century fashion, gender, perception of ideal masculinity and the threat of
effeminacy, as well as a sense of identity, similar to Rauser's promotion of the modern self.
The research of this thesis, then, examines the eighteenth-century view of the macaroni and

their depiction in prints as a challenge to the development of British national identity that

10" Rauser, 2008, 25-27. Rauser's account has been developed from W. B. Ashford's 'Natural History and the
Emblematic World View', in D. C. Lindberg & R. S. Westman (eds.), Reappraisals of the Scientific
Revolution, 1990.

" P. McNeil, 'Macaroni Masculinities', in P. McNeil & V. Karaminas (eds.), The Men's Fashion Reader,
2009, 54-71; W. Tullett, 'The Macaroni's 'Ambrosial Essences': Perfume, Identity and Public Space in
Eighteenth-Century England', Journal for Eighteenth-Century Studies, Vol. 38, No. 2 (June 2015), 163-
180; S. O'Driscoll, "What kind of a man do the clothes make? Print culture and the meanings of macaroni
effeminacy’, in K. D. Murphy & S. O'Driscoll (eds.), Studies in Ephemera: Text and Image in Eighteenth-
Century Print, 2013, 241-278; A. Ribeiro, 'The Macaronis, in the late eighteenth century', History Today,
(July 1978), 463-468; S. West, 'The Darly Macaroni Prints and the Politics of “Private Man™', Eighteenth-
Century Life, Vol. 25, No. 2 (Spring 2001), 170-182; C. McCreery, The Satirical Gaze: Prints of Women
in Late Eighteenth-Century England, 2004. In addition, Rauser's article, 'Hair, Authenticity, and the Self-
Made Macaroni', Eighteenth-Century Studies, Vol. 38, No. 1 (Fall 2004), 101-117, derived from her
Caricature Unmasked, has been consulted for this thesis, and James Evans' "’The Dullissimo Macaroni’:
Masculinities in She Stoops to Conquer', Philological Quarterly, Vol. 90, No. 1 (2011), 45-65, has been
useful in terms of charting a number of macaroni-publications in the early 1770s.



sought to be untainted by foreign and consequently effeminate influences.

Drawing attention to the political print's “intervisual richness”, lan Haywood's
Romanticism and Caricature focuses on a period beginning immediately after the time-
frame of this thesis, offering a narrative of the print-medium's perceived iconographical
and stylistic adulthood on the onset of the French Revolution and the Napoleonic Wars.'
Haywood's approach has been utilized by this thesis in order to conceive the print-
medium's ability to perform as a device that communicates and organizes historical
memory, albeit in a highly subjective and factional manner. In this vein, Todd Porterfield's
The Efflorescence of Caricature, and the essays contained within, underline the
circumstances which enabled visual satire to thrive in Britain during the second half of the
eighteenth century, in addition to identifying the visual devices that contributed to the
medium's visibility on a national and international level."* Dominic Hardy's essay traces
George Townshend's caricature-campaign on General James Wolfe in Quebec, shedding
light on the Marquess' motivations and stylistic idiosyncrasies, while Reva Wolf's account
of how the national character of Britain became to be represented by John Bull indicates a
shift in a way in which nationhood and national identity was viewed by the British in the
aftermath of the American Revolutionary War. Finally, Pierre Wachenheim's discussion
regarding the French appropriation of Dutch emblems in the eighteenth century offers an
alternative account on how Dutch precedents were adopted outside Britain, and how their
use and evolution differed according to the influence and motivations of the monarchy and

the government.'

Anorthe Kremers and Elizabeth Reich, on the other hand, have edited a collection of essays
relating to the representation of the Hanoverian dynasty in graphic satire, from the
accession of George I until the death of William IV in 1837." These texts include readings
of a number of visual tropes utilized by political prints in the eighteenth century, including
Sheila O'Connell's analysis of the screen-device and Karl Janke's understanding of the

visual conception of the constitution, which have informed the iconographical debate of

2 1. Haywood, Romanticism and Caricature, 2013.

3 T. Porterfield (ed.) & E. Contogouris (asst. ed.), The Efflorescence of Caricature, 1759-1838, 2011.

4" D. Hardy, 'Caricature on the Edge of Empire: George Townshend in Quebec', in Porterfield, 2011, 11-29;
R. Wolf, 'John Bull, Liberty and Wit: How England Became Caricature', in Porterfield, 2011, 49-60; P.
Wachenheim, 'Early Modern Dutch Emblems and French Visual Satire: Transfers Across the Eighteenth
Century', in Porterfield, 2011, 31-47.

5 A. Kremers & E. Reich (eds.), Loyal Subversion? Caricatures from the Personal Union between England
and Hanover, 2014.
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the second part of this thesis. Moreover, Timothy Clayton's contribution looks at the export
market of English prints, which in turn has assisted the analysis of this thesis in regard the
debates revolving around the demand and supply of graphic satire in the eighteenth-century

marketplace.'®

The Chadwyck Healey-series, The English Satirical Print 1600-1832, detailing aspects of
prints featured in the British Museum's collections, is useful for general surveys of
common themes found in political prints during the seventeenth and eighteenth centuries,
while Malcolm Jones and Helen Pierce have provided the starting-point for understanding
the origins of the emblematic print and its uses as political propaganda at the beginning of
the early modern period."” Vincent Carretta's two books on eighteenth-century satire,
literary and pictorial, have emphasized the significance of the inter-relationship of different
modes of political propaganda, whereas Mark Hallett's seminal print study focusing on late
Stuart and early Georgian London has further articulated Carretta's thesis and underlined
the importance of urban context for the audience and content of graphic satire.'® John
Richard Moores' account regarding the depiction of France in English print culture from
mid-eighteenth century until the end of the Golden Age of caricature has argued
Nicholson's case for the correct use of terminology when describing the iconographic
variety in graphic satire.” Moores, like Nicholson, rallies against the inter-changeable
terminology that has utilized descriptions such as “caricature” and “cartoon” for pre-
nineteenth-century emblematic imagery, stating the damage that such phrasing inflicts on
otherwise decent methodologies into the development of graphic satire. This thesis
therefore aims to describe the differences in representation of eighteenth-century political
prints in both iconographical and ideological terms, while distinguishing their emblematic
source-material from increasingly caricatural elements towards the last quarter of the

century.

16 S, O'Connell, 'Attacks on the House of Hanover in English Satirical Prints', in Kremers & Reich, 2014,
35-51; K. Janke, 'Counter-Image, Anathema, Vision of Terror: Republic and Popular Rule in English
Caricature of the Eighteenth Century', in Kremers & Reich, 2014, 92-121; T. Clayton, 'The London
Printsellers and the Export of English Graphic Prints', in Kremers & Reich, 2014, 140-162.

Publications from the Chadwyck-Healey-series consulted for this thesis include J. Brewer, Common

People and Politics 1750-1790, 1986; H. T. Dickinson, Caricatures and the Constitution, 1760-1832,

1985; P. Langford, Walpole and the Robinocracy, 1986; M. Duffy, The Englishman and the Foreigner,

1985. A comparable survey may also be found in T. Clayton, English Print 1688-1802, 1997. For Jones

and Pierce, see M. Jones, The Print in Early Modern England: An Historical Oversight, 2010; H. Pierce,

Unseemly Pictures: Graphic Satire and Politics in Early Modern England, c. 1600-1650, 2008.

18 V. Carretta, The Snarling Muse: Verbal and Visual Political Satire from Pope to Churchill, 1983; George
11l and the Satirists from Hogarth to Byron, 1990; M. Hallett, Spectacle of Difference: Graphic Satire in
the Age of Hogarth, 1999.

19 J. R. Moores, Representations of France in English Satirical Prints, 1740-1832, 2015, 1-3.
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In addition to examining this period on the account that there has not been an extensive
study about it before, the main reason for framing this thesis as a study of political prints
during the final decades of the First British Empire, has been to emphasize the importance
of emerging sense of nationhood, and its side-effects, mainly patriotism and xenophobia,
as significant factors behind representational motivations affecting the changes in political
printmaking. In this instance John Cardwell's study of British art in the context of the
Seven Years' War has offered a useful template in relation to this framework, and
articulated the need to understand cultural narratives in the context of Britain's empire
building project.”” Moreover, John Brewer, Jeremy Black, Kathleen Wilson, Tamara L.
Hunt, Sheila O'Connell, and Linda Colley have contributed to the research on the
eighteenth-century consumption of culture, political context, and emerging empire and
nationhood.”’ What emerges from this varied selection of scholarship is the need for a
study that emphasizes the larger iconographical developments between the decades of
Hogarth's and Gillray's careers in relation to shifting audiences, tastes, and motivations, in

other words, an examination of the wider aspirations of the political print.

When scrutinized, political prints during this period tended to target and represent public
personages. In this vein this study was originally structured around case-studies focusing
on notable individuals. The devised starting point was Admiral John Byng's loss of the
island of Minorca to the French in May 1756, which marked the first naval battle of the
Seven Years' War. Byng was chosen because the subsequent print campaign originated
unusually in the summer when the parliament was out of session, and not in late autumn, a
notion that challenged the previous research compiled in relation to topicality and audience
of the political print. Moreover, the sustained attack on Byng saw prints emerging from a
variety of printshops in London, with many booksellers selling prints in addition to other
Minorca -related memorabilia. This business model continued throughout the period of this

study and is telling of the status of the political print in the marketplace as a supporting

2 J. Cardwell, Arts and Arms: Literature, Politics and Patriotism During the Seven Years' War, 2004. A
supplementary approach is provided by Douglas Fordham's British Art and the Seven Years' War:
Allegiance and Autonomy, 2010.

Most notably, J. Brewer, The Pleasures of the Imagination: English Culture in the Eighteenth Century,
1997; J. Black, A Subject for Taste: Culture in Eighteenth-Century England, 2005; Eighteenth-Century
Britain 1688-1783,2008; K. Wilson, The Sense of the People: Politics, Culture, and Imperialism in
England 1715-1785, 1995; T. L. Hunt, Defining John Bull: Political Caricature and National Identity in
Late Georgian England, 2003; S. O'Connell, The Popular Print in England, 1550-1850, 1999; L. Colley,
Britons: Forging the Nation, 1707-1837, 1992.
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player in a wider network of printed propaganda. The summer of 1756 also marked the
beginning of Matthew and Mary Darly's political printmaking and publishing career,
significant considering the couple would become the most notable innovators of the

political print until the early 1780s.

Print-campaigns on individuals, such as Lord George Sackville, who abandoned the
battlefield of Minden in August 1759, were to be looked at as a form of pro-government
propaganda in the context of Annus Mirabilis, the year of miracles when the British turned
the tide of war to their advantage. The need to humiliate Sackville was born out of the
desire to suppress his calls for a court-martial that Sackville believed would have
vindicated his actions in Minden. For the government, however, it was necessary to
emphasize the military victories and prowess of British troops, not to call attention to its

more shameful episodes.

The campaign on Sackville was to be contrasted with the unprecedented Opposition
-campaign on John Stuart, 3" Earl of Bute, who assumed the role of the prime minister of
Britain in 1762. Political prints targeting Bute have been studied to some extent before, and
their scurrilous nature has been explained by the need to discredit the Prime Minister due
to his Scottish background, his close relationship with George III and his mother, the
Dowager Princess, and Bute's perceived corruption, evidence of which the former
attributes were considered to be. However, while the campaign on Bute should be viewed
to some extent as an expression of the public's distrust of the Scottish, the sheer number of
prints that appeared within a year, at least 300 designs, should be instead attributed to the
establishment of the Wilkite movement and its unprecedented capability to take advantage

of the opportunities created by printed propaganda.

John Wilkes had been a member of parliament since 1757, but it was his friend and patron,
William Pitt's, displacement by Bute in 1761 that motivated Wilkes to go after the
Scotsman. Bute had early on recognized the need for propaganda that would assist
presenting himself in favourable light to the public, and had subsequently arranged the
publication of pro-government newspaper The Briton. In June 1762 Wilkes and his friend,
satirist Charles Churchill, came out with a publication of their own, The North Briton.
While this newspaper was frequently polemical and found immediate success in the

Opposition supporters, it was not until issue No. 45 that Wilkes discovered himself

1X



prosecuted for libel. The general warrants that followed for his and his associates' arrests
further inflamed the public's indignation towards the Bute ministry. Wilkes consequently
found himself in exile, but the Wilkite faction was born and deeply rooted by 1763, and its
advocates, including notable booksellers, Edward Sumpter, John Williams, and John

Almon, kept its momentum going for the next decade.

The early 1760s saw the card-sized satire, originally introduced in 1756 by the Darlys and
George Townshend, become a staple in political print production, and the mid-decade
witnessed the political print making a leap into the pages of the periodical publication. A
noticeable decline in the number of political prints followed that lasted until the late 1770s,
before the American Revolutionary War reinvigorated the business. Events such as the
Keppel-Palliser affair in 1778 and 1779 were reminiscent of the court-martials of Byng and
Sackville, while Frederick North's over a decade long premiership began to inspire a new
generation of political prints towards its end due to a resurgence in the role of the

Opposition, helmed by Edmund Burke and Charles James Fox.

The end point of 1783 was conceived on the basis that it provided a natural conclusion to
the shifts and transformations the political print underwent from 1756 onwards. The 1784
British General Election marked the beginning of a new political period, but also reflected
a new type of representation in regard the political print, which advanced the co-existence
of caricatural and emblematic modes. The original argument of this thesis was to reiterate
the many earlier points made by George and Donald in relation to the emergence of
caricatural elements within political prints during this period, most notably, that these
elements were visible already in the early 1760s due to the caricaturist Townshend's
participation in the trade, and that they were wholly established by the time the Treaty of
Paris was signed in 1783. What was discovered in the course of this research, however,
suggested that this definitive amalgamation of emblematic representation, which had
determined the visual character of the political print since the seventeenth century, and the
caricatural mode, happened later than previously supposed, and that by the early 1780s this
hybrid was not as detectable as has been previously argued by George, Donald, and more
vehemently, by Rauser. Moreover, the role of social satire as the vehicle of caricature has
not been clearly defined in the process through which caricatural traits were incorporated

in political prints.” Instead, George, Press, and to some degree Donald, have tended to

2 For example, O'Driscoll has demonstrated that the macaroni-image drew as much from the emblematic
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follow James Peller Malcolm's 1813 treatise on the history of caricature, which concluded
that it were primarily the iconographical concerns of the eighteenth-century audience that

affected the decline in the appreciation of emblematical imagery.”

The arrangement of this thesis will therefore follow a less chronological path as originally
suggested, and instead the main structure has been divided into two parts. The first
considers contextual matters relating to the political print, such as its marketplace position,
manufacturing methods, authorship, consumption, reception, popularity and status,
function, effect, and legal issues, while the second part, pictorial development, will look at
the origins of both emblematic and caricatural imagery, while tracing the iconographical
evolution of the political print from the sixteenth century to the eighteenth century.
Moreover, a number of significant pictorial devices are identified and their utilization and

maturation are discussed, as is the role of the textual element and its function.

This thesis will hence clarify the narrative of the aesthetic shift that takes place in the
content and context of political prints during the second half of the eighteenth century, and
argues that the original adaptation of caricature occurred in social satire, while the political
prints remained emblematic as the result of their appropriation by the Wilkite movement,
whose promotion of social rituals was based on the efficacy of emblems. As part of this
debate, the macaroni-print materializes as a precursor of the stylistic experimentation
between caricatural and emblematic elements, and as evidence of political intentions
disguised as convivial sociability, all aspects leading up to the more accepted societal
position that the political print achieved by the mid-1780s. Moreover, the causes behind
the stagnation in political print production in the late 1760s will be examined, suggesting a
combination of reasons including the simplification of emblems, partly by their frequent
repetition by Wilkite prints, inclusion in periodicals, and the emergence of the macaroni-

image which dominated the marketplace until c. 1776.

Before these developments, the endurance of emblems was visible in the 1760s even after
Townshend's introduction of caricatural elements in the previous decade. This is evidenced
by the number of caricatural designs sent to print-businesses, which were subsequently

emblematized in order to adhere to the prevailing tastes. Origin and causes for the

tradition as it did from caricature. O'Driscoll, 2013, 243.
3 ]. P. Malcolm, An Historical Sketch of the Art of Caricaturing, 1813.
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simplification of emblematic imagery, on the other hand, may be traced to the Minorca-
crisis, which promoted a new type of topicality fuelled by demand, and was further
developed in the next two and a half decades in relation to the Stamp Act crisis and the

onset of the peace-negotiations with America.

While a case has been made previously for the diminishing textual element in the prints
being dependent on their adaptation of caricature, this thesis will address this aspect by
looking at the role of the card-sized prints in relation to their representational requirements,
and the number of professional artists working in the trade in this period, who were not
reliant on explanatory element due to their technical abilities. Consequently, Press's
argument in regard to the quantity versus quality of political prints will be examined in
relation to the application of manufacturing processes, to consider whether the

progressively streamlined production of prints had a detrimental effect to their quality.

In the meanwhile, types of different authors, and indeed definition of the concept of
authorship, in relation to political prints, will be investigated and their significance to the
iconographical developments considered, while the distribution of London printshops, and
localization of booksellers that sold political prints, is argued to exemplify an increasingly
differentiated marketplace, and by extension audience. In this vein, the role of piracies and
advertising will be looked at to demonstrate growing competition in the political print
business, and how this competition benefited the consumer. This argument continues to the
price structure and access provided to political prints from the 1750s to 1780s, and a case
will be made for a layered model that facilitated access to wide sections of the society,

with an emphasis on an urban audience, especially in terms of an emerging public sphere.

Concurrently, the evolution of print-specific legislation, such as copyright and libel, will be
evaluated, and it will be argued that although there was no authoritative censorship in place
at this time, many of those engaged in the print-business self-censored their prints for
reasons that had less to do with libel, although the threat of it was utilized frequently, than
with the desire to ridicule the concept of libel for reasons that had to do with political
affiliations, namely agitation by Opposition forces, such as the Wilkite faction. Moreover,
publication lines that mocked the copyright legislation, established in 1735, provide further
proof of the competition between print-businesses, and copying and pirating other sellers'

and publishers' commodities continued despite the threat of prosecution.
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Overall, this thesis will advance a view that no single linear development took place during
this period, but that individuals and groups were responsible for innovations that informed
the iconographical and stylistic adjustments, and that these departures were motivated by
the more extensive changes that took place in eighteenth-century context of commerce and
political debate. Furthermore, the outcome will emphasize the importance of constant
repetition of emblems for the creation of familiar iconography, and the consequent
detrimental impact of this practice that encouraged the inclusion of caricatural elements to
renew demand for political prints. Contribution will also be made to refining the discussion
of the delivery methods and consumption of political prints, as previous debates have
concentrated on identifying these mechanisms, such as the periodical, but have not
considered the causes that led to the political print's subsequent involvement, and the
reciprocal relationship between the print and wider social practices, such as effigy-burning

and mock-trials.

The vast majority of political prints consulted for this thesis are located in the collections
of the British Museum. Although this is the largest collection of prints of its kind, their
evaluation will acknowledge that there are omissions based on the collectors' tastes and on
the grounds of the very ephemeral nature of the medium. Frederick George Stephens's and
M. Dorothy George's catalogue of eleven volumes has been successful in giving detailed
descriptions of the prints acquired by the British Museum until mid-twentieth century, and
subsequently the catalogue numbers assigned for each design will be utilized by this thesis
as means of identification.”* However, there are several issues with the dating of the prints,
which this study will acknowledge, and on many occasions additional research has assisted
in recovering the correct dates that are included in the corresponding pages. Moreover, this
thesis has been able to elucidate significant dates concerning notable printsellers' and
publishers' careers and thus managed to advocate the attribution of certain prints to their
legitimate sources. In this instance, Atherton's narrative of London printsellers from the

1720s to the early 1760s has been used as the template, and his identification of significant

# For example, BM 4048 is the signifier for an anti-Bute print entitled Sawney Below Stairs. The British
Museum catalogue number will be given in parentheses, and only given when the print is mentioned for
the first time. Consequently, images will be consigned a numeric value, for example Fig. 1, and presented
in brackets. British Museum will be abbreviated as 'BM' and direct references to the BM catalogue will be
addressed by the title and volume information of the catalogue. For example, Catalogue of Prints and
Drawings in the British Museum (Vols. I-IV, Vol. III has been divided into two books, these catalogues
cover years 1320-1770) for prints described by Stephens, and Catalogue of Political and Personal Satires
(Vols. V-XI, these catalogues cover years 1771-1832) for prints in the catalogue compiled by George.
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businesses that operated in the final years of Hogarth's life have provided the starting point

for the discussion regarding the marketplace of the political print.

Additionally, the second largest political print collection at the Lewis Walpole Library in
Yale has been consulted for supplementary material, as have been the British Library
collections, which include many of the prints published in books and periodicals. What is
more, The Library Company of Philadelphia has graciously provided access to a rare
impression of John Singleton Copley's The Deplorable State of America, and the American
Antiquarian Society houses the most extensive collection of Paul Revere's engravings,
which are invaluable in terms of understanding the colonial appropriation of British

political print iconography.

Several newspapers from the period, namely Public Advertiser, Gazetteer and London
Daily Advertiser (later Gazetteer and New Daily Advertiser), London Evening Post, St.
James's Chronicle or the British Evening Post, Lloyd's Evening Post, Morning Herald and
Daily Advertiser, Morning Chronicle and London Advertiser, Middlesex Journal or
Universal Evening Post, General Advertiser and Morning Intelligencer, and The North
Briton, have been examined, as have been notable periodicals, such as The Political
Register, The Town and Country Magazine, and The Oxford Magazine; or, University
Museum. Moreover, the extensive emblem book collection housed at the University of
Glasgow's Special Collections has provided invaluable source material for the study of
emblematic imagery, and assisted in charting the iconographical development of the

emblematic print.

Finally, a word on terminology. The prints that this thesis focuses on are political in nature,
and will be for the most part referred to as 'political prints', or in cases where they are
distinctly humorous, as 'satirical prints'. In addition, the term 'graphic satire' is utilized as a
general term. Prints on social subject matter are mainly described as 'social satire', and
prints depicting macaronies are for the most part viewed as thus despite their underlying
political bent, due to the fact that the audience of the macaroni-image emphasized their
non-political nature, therefore carefully distinguishing the macaroni-prints from the more
obviously political images promoted by the Wilkite faction. Therefore, this thesis
recognizes that the separation between a political print and a depiction of a macaroni may

be at times peripheral, and the latter's categorization into social satire is largely reliant on
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the tastes of its contemporary eighteenth-century audience.

The term 'cartoon' is a mid-nineteenth-century word used by Press to discuss political
prints, which has generally been applied interchangeably with 'caricature' to mean all
political prints from the eighteenth century onwards, whereas the latter term was already in
use in the 1750s in relation to emblematic prints (although some prints were advertised
specifically as 'emblematic'). For the sake of clarity, this thesis does not distinguish
between emblematic and caricatural in relation to the moniker of these prints, unless it is
relevant for the iconographical debate, and continues to employ the umbrella terms
'political print' and 'graphic satire' based on their function. Furthermore, this terminology
also applies to the prints of political subject matter published between 1778 and 1783,

which have begun to incorporate caricatural elements beside emblematic imagery.

XV






PART I:

Context






CHAPTER I:
Marketplace

A market for politically inclined printed ware, such as prints, broadsides, and pamphlets,
had existed since the Reformation when these products were used mainly for propagandist
purposes. However, the eighteenth century saw this medium acquire a new position as a
commodity by adding an entertainment value previously absent from its earlier mode.' The
first prints published in England were the 1481 woodcuts of Mirror of the World by
William Caxton, who introduced the printing press to England.? Moreover, the Stationers'
Company dominated the commercial printing trade up until the 1640s, while concentrating
the market around London.? The printed book trade flourished in early modern England,
whereas the early eighteenth-century demand for printed images was in the first instance
satiated with imports from France, Italy, Germany, and the Netherlands.* However, the
majority of these prints were not political in nature, instead, they targeted the upper end of
the market with Old Master reproductions, the political prints imported to England at the
turn of the eighteenth century, on the other hand, came mainly from the Netherlands and

were related to the propaganda of William III.°

Nevertheless, the indigenous British market was expanding rapidly, from the succession of
George I in 1714, when print production was still limited, to the end of the first quarter of
the century, when prints came to be sold in bookshops and by auctioneers.® During this
period, the print trade was mainly in the hands of the booksellers, but soon a handful of
printshops established themselves in the capital. Consequently, while the print trade
seemingly concentrated around London, by the 1730s the most significant provincial towns
had acquired their own printing presses, which they utilized mainly in newspaper

production.’

In his seminal study of political prints that utilized the time span of Hogarth's career as its

framework, Herbert Atherton surveyed London printshops and publishers until the first

Atherton, 1974, 31.

O'Connell, 1999, 42; R. F. Whale, Copyright: Evolution, Theory and Practice, 1971, 3.

Pierce, 2008, 18.

Clayton, 2014, 140.

See Chapter VIII.

Clayton, 2014, 140; L. Lippincott, Selling Art in Georgian London: The Rise of Arthur Pond, 1983, 128.
Langford, 1986, 29.
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half of the 1760s. He traced a number of prints to their original publishers and situated
clusters of shops on certain geographical areas, suggesting localization of the market for
prints based on trade and political opinion. Diana Donald, on the other hand, has tied
publishers such as Samuel Fores and the Humphreys to the larger scheme of enterprising
publishers in the 1780s and 1790s. Along with Timothy Clayton, who has investigated the
circumstances relating to the development of early eighteenth-century printmarket in
London, these studies provide the frame of reference for identifying significant print-
sellers and publishers active in the capital between the beginning of the Seven Years' War

and the end of the American Revolutionary War [Appendix A].

Atherton's schema is expanded to include notable figures in the print trade in the 1760s and
1770s, while the prints traced to these establishments are employed in the exploration of
inter-relationships, motivations, and thematic connections. The role of booksellers as
promulgators of the Wilkite movement is also examined. The aim is to demonstrate a
gradually differentiated market towards the 1770s that saw categorization of printshops
according to their location and the content they sold. Furthermore, changes in print price
structures and comparison of the cost of prints with other consumer products are
considered in relation to these issues. The role of advertisements as promoting visibility for
political prints and connecting the seller with the consumer are viewed through their
language, as is the function of piracies as both impeding the trade of publishers, and at the
same time supplementing the marketplace, restricted by the technical capabilities of the

printing press.

Printshops and Publishers

Similar to many bookshops that sold maps and illustrations alongside factual books and
novels, the first printshops stocked chapbooks, portraits, and topical prints to attract
customers.® Thomas Bowles's printshop was located at St. Paul's Church-yard, where the
first Bowles traded between c. 1691 and 1721. The shop's ownership descended through
the family line and by 1723 John Bowles, Thomas Bowles I's younger son, was running

another shop at Cheapside, from which he re-located to Cornhill a decade later.” By the

Lippincott, 1983, 128.
°  Atherton, 1974, 5; O'Connell, 1999, 51.



early 1750s, John Bowles's son, Carington Bowles, had become his father's partner. In the
1760s, Carington took over his uncle's, John Bowles's older brother Thomas Bowles II's,
shop that had belonged to the original Bowles, and subsequently moved back to Cheapside
following a fire in 1766. Two years later, however, they were trading at No. 13 Cornhill."
Although Carington Bowles focused mainly on social satires, as did many of his colleagues
in the 1770s and 1780s, he did publish a few notable political prints, such as 4 New
Method of Macarony Making, as Practised at Boston (BM 5232) [Fig. 1] from October
1774, a coloured mezzotint droll, attacking the governmental actions in the American
colonies. This print was likely a response to his father's more tame, A Political Lesson (BM
5230) [Fig. 2], from September 1774, depicting General Thomas Cage, the royal governor
of Massachusetts, charged with executing the orders to uphold order in the colonies and
dealing with the aftermath of the Tea Party. This print was designed and engraved by John
Dixon, a Dublin-born engraver who had arrived in London in the 1760s. Dixon was
considered a highly-skilled portrait engraver and respected member of the artist
community in London. He also acted as the President of the Society of Artists twice in the

1770s.

The accelerated cruelty and devilry of 4 New Method of Macarony Making could be
interpreted in this context as the younger Bowles competing with his father for the most
effective design. The Bowles-family were largely responsible for the popularization of the
mezzotint droll, which they first utilized for macaroni-images, such as Carington's
Welladay! Is this my son Tom! (BM 4536) from 1774, and later for humorous
representations of moral anecdotes, many of Dutch origin. The mezzotint version of A New
Method of Macarony Making, and its hand-coloured copy, combine political subject matter
with ridicule regarding the macaroni-fashions, while depicting the unfortunate customs
official John Malcolm, a known loyalist, who ended up being tarred and feathered twice by
the Sons of Liberty before and after the Tea Raid. Consequently, this satire on Malcolm

became popular enough to inspire another printshop dynasty to circulate similar imagery.

John Overton, the founder of the first Overton printshop, had purchased Peter Stent's, a
notable seventeenth century print-seller, stock together with his shop, The White Horse, in

the 1660s."' In 1707, John's son, Henry Overton took over the business, which proved to be

10 O'Connell, 1999, 51-52.
" O'Connell, 1999, 51.



successful. His brother, Philip, traded at the Golden Buck in 1708, leaving the business to
his widow Mary, who subsequently sold the shop to Robert Sayer. In 1774, Sayer began
working with John Bennett at No. 53 Fleet Street.'” In late 1774, Sayer and Bennett
responded to Bowles's droll with their own; The Bostonian's Paying the Excise-Man, or
Tarring & Feathering [Fig. 3]." They subsequently published The Bostonian's in Distress
(BM 5241) [Fig. 4], attributed to John Marlin Will, who was known for his caricatures of

British and colonial leaders.

Besides the Bowles and Overton-Sayer dynasties there were several other notable
printsellers and print publishers in London who rose to eminence in the second half of the
eighteenth century. Ever since the inception of the trade for printed products, many sellers
tended to accumulate in specific geographical areas of the city. These areas were close to
the commercial and social centres of London, and included St. Paul's Church Yard, St.
James Street, Covent Garden, the Royal Exchange, as well as Fleet Street, the Strand, and
Cheapside." The location of a printshop was an indication of what type of prints were sold
there, and to what type of audience; from cheap political prints available in Soho, Fleet-
Street and around St. Paul's, to more refined social satires found in the shops of the West

End by the end of the century.”

Those who operated printshops tended themselves to belong to the lower and middle rank
within the publishing trade. Moreover, street hawkers, many of whom were women, sold
the cheapest of prints, broadsides, and tracts, and were considered to occupy the bottom

end of this hierarchy.'® The market for political prints was a particular subdivision of the

2 Tbid. In the early 1790s Robert Laurie and James Whittle took over the Golden Buck.

13 It is notable that both the Bowles as well as the Sayer and Bennett version are listed under the same BM
catalogue number (BM 5232), highlighting their similarity. Sayer and Bennett also published their version
of the macaroni-droll, Welladay! Is this my son Tom! called What is this my son Tom, also under the same
BM catalogue number as the Bowles-version.

14 Atherton, 1974, 2; McCreery, 2004, 25.

5 C. C. McPhee, N. M. Orenstein, Infinite Jest: Caricature and Satire from Leonardo to Levine, 2011, 12.

Atherton, 1974, 2. Although Paula McDowell has argued that women were no longer acting as hawkers,

ballad-singers, or stationers from mid-century onwards due to a new, more polite public sphere, her

account seems to overlook roles of female printsellers and pubishers, such as Mary Darly, Elizabeth

Darchery, and Hannah Humphrey, as well as the several depictions of street-life portraying women as

selling pamphlets, food, and other consumer products. See for example, Paul Sandby's unfinished series

of Cries of London from 1760. P. McDowell, The Women of Grub Street: Press, Politics, and Gender in
the London Literary Marketplace 1678-1730, 1998, 125. In addition, Kathryn Shevelow has reminded
that most of these new social restrictions affected mainly women from middle- and upper-classes, who
had began to take part in activities, including those promoted by the expanding print culture, which had
consequently created a private realm of social interaction among these drawing classes. K. Shevelow,

Women and Print Culture: The Construction of Femininity in the Early Periodical, 1989, 1. These

findings go in hand with the research suggesting an emergence of a private sphere (Chapter VII) and



larger print trade, but that did not prevent the sellers and publishers advocating their ware
next to other printed products.'” For example, during the Minorca crisis in 1756, the print
market was flooded with maps of the island of Minorca, and portraits of the military and
political personnel involved with its loss. These were sold alongside the satirical and
political images targeting Admiral John Byng, who was court-martialed for his role in the
affair. In fact, the cheaper end of printed products, such as political prints, pamphlets, and
other ephemera, were sold not by just printsellers, but also by book- and pamphlet-sellers.
There was significant cross-pollination at work, which contributed to a varied market, and
was taken advantage of by politically-minded entrepreneurs throughout the century who
used their ware to promote causes compatible with their ideologies. Clayton has
demonstrated that at the beginning of the century, these sympathies were decidedly party
political, as exemplified by the Dodds (active c. 1719-1758), who were Tories, and
Coopers (active ¢. 1733-1761), who in turn were Whigs." The second half of the century,
on the other hand, saw an even more varied field of opposition politics, expanding beyond
the traditional power structures, epitomized by the Wilkites and Lord George Gordon's

Association Movement, whose cause was supported by print- and booksellers alike.

While Hogarth had asserted that there were less than a dozen notable print publishers in the
areas of London and Westminster during the 1730s, this number increased significantly by
the end of the century, when there were anywhere between seventy-five and one hundred
businesses specializing in selling prints, besides those book- and pamphlet-sellers who sold
prints as a side-business." Printsellers generally tended to assemble their shops in areas
that were historically the centres for selling printed wares in London. While street
numbering was not introduced until towards the end of the eighteenth century, most
establishments selling prints were identified in advertisements via their proximity to
notable landmarks, taverns and pubs, or by their signs.”* Many of these signs paid homage
to notable figures, such as Addison's Head, named after the politician and writer Joseph
Addison (1672-1719), which was operated by Charles Corbett (active c. 1736-52) in Fleet
Street, and Hogarth's Head, after William Hogarth, run by John Smith in Cheapside, at
least from the 1750s onwards. These naming practices suggest a growing interest in the

promotion of indigenous talent and culture, instead of deploying the names of classical

suitability of caricature for private consumption (Chapter I'V).
17" Clayton, 2014, 149.
18 Clayton, 1997, 112.
9 Atherton, 1974, 2; Hunt, 2003, 15.
20 Atherton, 1974, 3.



ancient deities and utilizing Latin phrases. Corbett leaned towards the Whig interest and
sold political prints, while Smith concentrated on more general prints. What is more, after
his son became apprenticed to Robert Sayer the Smith business began to function as a
secondary location for the Sayer publications.”' Besides being a publisher, Smith was also
likely an engraver. From his shop came The Apparition (BM 3374) [Fig. 5], from August
1756, a graphic satire on John Byng at the height of the smear campaign against the
Admiral.

At the Royal Exchange, more specifically Castle Alley, was the print shop of William
Tringham who was in business at least from 1754.% Castle Alley was nestled between
Threadneedle Street and Cornhill, while the Exchange and its surroundings provided home
to a dozen or so printshops. Advertisements mentioning Tringham from 1762 styled him as
“engraver and printseller”.* Furthermore, it seems that he at some point changed his
business venue as State Papers show that he was at Fleet Street in 1773.** Also, while no
advertisements for political prints by Tringham appear after 1762, an advertisement from
1773 suggests he had decided to focus on the periodical trade instead. His Lilliputian
Magazine was geared towards children, demonstrating a larger trend of non-Wilkite
political print publishers moving away from that trade towards more socially acceptable
material from mid-1760s onwards.” Before that, however, Tringham published at least
three anti-ministerial or Byng-related prints in 1756; Much A Do About Nothing (BM
3368) [Fig. 6] from July 1756, The Devil Turn'd Drover (BM 3416) [Fig. 7] form October
1756, and A Voyage to Hell, or Pickle for the Devil (BM 3501).%° Furthermore, in 1760 he
published The Scheming Triumvirate (BM 3730).”

On Holborn Hill resided the Star, printshop of Thomas Kitchin (sometimes spelled
'Kitchen'). He was in business in the 1750s and 1760s.? Similar to Smith and Tringham,

2l Clayton, 1997, 12, 108.

22 Atherton, 1974, 3-5; Public Advertiser, August 17, 1754.

3 Public Advertiser, February 12, 1762.

2+ State Papers, Domestic, George 111, COL/CCS/PL/02/184A.

3 St. James's Chronicle or the British Evening Post, May 1-4, 1773.

% Enyon, whom Atherton mentions as the possible publisher for 4 Voyage to Hell (Atherton, 1974, 4), was
working at Castle Alley in the 1750s, but he was not a seller of political prints. Instead he sold maps and
topographical views, and religious and moral texts. Therefore it seems most likely that is was Tringham
who was behind the print, considering he published the similar Devil turn'd Drover. Also, no specific date
is available for 4 Voyage to Hell, but its publication likely coincided with the collapse of the first
Newecastle ministry.

Public Ledger or the Daily Register of Commerce and Intelligence, December 1, 1760.

28 Atherton, 1974, 8.
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Kitchin was also an engraver. Most likely engraved by, and definitely published by him,
were the rebuses A Complimental Hieroglyphic Card and its response (BM 3379 & BM
3387) [Figs. 8 & 9], from August and September 1756 respectively, as well as
Hieroglyphic Epistle from the Grasshopper on the Royal Exchange (BM 3479).%
Moreover, Kitchin was responsible for publishing The Contrast; or, Britannia's
Distributive Justice (BM 3364/3365) [Figs. 10 & 11], from July 1756, Birdlime for
Bunglers (BM 3434) [Fig. 12], from November 1756, The Vision: or Justice Anticipated
and the Addressers redressed (BM 3476) [Fig. 13], and Merit and Demerit made
Conspicuous (BM 3482) [Fig. 14], from August 1756.*

John Pridden had a shop “at the Feathers” in the eastern end of Fleet Street near Fleet-
Bridge.*' He seems to have been first and foremost a book- and pamphlet-seller. Pridden
participated in the distribution of printed political ware by publishing several anti-Bute
pamphlets, songs, and prints in the early 1760s, both as single sheets as well as pocket-
sized collectible editions. In 1762 he published Gisbal an Hyperborean Tale, a mock-
heroic novel aimed at Bute. He followed it with Scotchman be Modest or Albion's Crisis
and The Royal Favourite: A Poem.** One of the first political prints he published on Bute
was Patriotism Triumphant, or the Boot put to Flight (BM 4024).* In addition to this print
Pridden also said he had stock of Gisbal's Preferment (BM 3849), which was likely printed
to accompany Gisbal an Hyperborean Tale; The Political Brokers (BM 3892), as well as
The Hungry Mob of Scribblers and Etchers (BM 3844) [Fig. 15], which attacked Hogarth
and fellow publisher Matthew Darly, suggesting that they received bribes from Bute.*
Pridden seems to have taken the anti-Bute cause to heart, or at least realized it was good

for business, as he published several anti-Scottish, pro-John Wilkes pamphlets from 1762
to 1763. Among them, True Blue will never Stain, which was “dedicated to John Wilkes”,

¥ Date not known, but likely published around the same time as the Complimental Hieroglyphic Card and

its response.

No specific date for The Vision is known, but its anti-Byng subject matter suggests it was published in the
autumn of 1756.

31 Atherton, 1974, 9; Public Advertiser, July 8, 1762.

32 Public Advertiser, July 8, 1762; Gazetteer and London Daily Advertiser, November 25, 1762; Public
Advertiser, November 29, 1762.

The BM catalogue mistakenly gives publication date as April 8, 1763, although the print was advertised
already on October 15, 1762; Gazetteer and London Daily Advertiser.

The Hungry Mob of Scribblers and Etchers bears a false authorship line stating it was made by one
“Alexr Mackenzie”, mocking the aspirations of the Scottish. Déring advocates the idea that the author of
the print is Paul Sandby, who he also believes to be behind the the pseudonym, “Rhezzio”. Rhezzio in
turn worked for Matthew and Mary Darly in the early 1760s. However, this print mocks Darly, suggesting
that either it was made by Sandby, who is not Rhezzio, or was made by another hack artist. Déring, 1991,
350-351.
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The South Briton, which defended the English against the Scots, as well as the proceedings
of Wilkes's libel trial, and his now infamous The North Briton, which Pridden said would

be “continued occasionally”.*

Pridden went on to publish 7it for Tat, or kiss my A — e is no Treason (BM 3978) [Fig. 16]
and Daniel Cast into the Den of Lions (BM 4030).** Subsequently, Pridden published Scots
Scourge, a compilation based on Mary and Matthew Darly's card-sized prints on Bute,
which the couple marketed as part of their 4 Political and Satirical History -series that had
ran in yearly editions since 1756. The Bute-compilation by the Darlys was entitled
Displaying the Unhappy Influence of Scotch Prevalency, and it collected prints between
1761 and 1763. Before Pridden's version, Edward Sumpter, print publisher, had assembled
his own collection, British Antidote to Caledonian Poison, the supplement to which

Pridden said his Scots Scourge was.

Consequently, Sumpter complained of the existence of a “base copy”, although when
surveying the contents of his, Pridden's and the Darlys' compilations, it is clear that they all
borrowed material from each other.”’ For example, Pridden's Scots Scourge included
Sawney Below Stairs (BM 4048) [Fig. 17] and The Posts (BM 3944) [Fig. 18], which were
made by Jefferyes Hamett O'Neale, who in turn frequently worked with Sumpter and John
Williams. Furthermore, Pridden's 'supplement' included Sumpter's Macbeth and the
Doctor, or Sawney in a Fever (BM 4040) [Fig. 19] and Scotch Paradice a View of the
Bute(eye)full Garden of Edenborough (BM 4006) [Fig. 20] (which was also likely
designed by O'Neale), as well as the Darlys' The Game of Hum (BM 3935) [Fig. 21],
commonly attributed to Townshend. Consequently, the 1765 edition of The British

Antidote was advertised as being available from both Pridden and Sumpter.*®

Edward Sumpter's shop, the Bible and Crown, was located at Shoe Lane.”” He, as

% London Evening Post, May 5-7, 1763; Public Advertiser, April 22, 1763; Gazetteer and London Daily
Advertiser, May 20, 1763; Public Advertiser, May 17, 1763, respectively.

36 BM 3978 was originally published by Mary Darly in October 1762 (Public Advertiser, October 14, 1762).
The print is certainly by her hand, as she has signed it with her pseudonym “O'Garth”, and the design is
possibly based on George Townshend's design. Both prints were advertised in Gazetteer and London
Daily Advertiser, June 8, 1763.

37 Atherton, 1974, 21; Public Advertiser, December 20, 1762. Sumpter claimed that “M. Darly” had stolen
his idea, although the Darlys had introduced the card-sized collections and Sumpter himself frequently re-
published Darlys' prints. See St. James's Chronicle or the British Evening Post, December 18-21, 1762.

*  They also advertised another supplement, The Butiad, which compiled satirical prints and texts from 1764
and 1765. See, Atherton, 1974, 9-10.

3 Atherton, 1974, 9.



demonstrated, regularly borrowed designs from other publishers who did vice versa.
Sumpter, along with John Williams, whose shop was next to the Mitre Tavern on Fleet
Street, began adding advertising lines to their prints next to the publication and copyright
information. In the advertising line of Devil to Pay; or, The State Indifference (BM 4013),
from March 1763, Sumpter stated that The Prophecy, The Coach Overturn'd or the Fall of
Mortimer (BM 3966) [Fig. 22] was one of his prints, although the British Museum
catalogue attributes it to Williams instead. This is supported by a line in The Posts (BM
3944), in which Williams advertises The Prophecy. Moreover, the design of The Prophecy
is similar to Laird of the Boot (BM 3898) [Fig. 23], which is attributed to Williams.
Moreover, in 1765 Sumpter published Pillory Triumphant (BM 4115) [Fig. 24] in support
of Williams, who had been sentenced to six months in prison and to stand once in a pillory
for re-printing The North Briton No. 45, the subversive magazine attacking Bute and
George II1.*° In a defiant gesture, Sumpter took over the publishing of further issues of the

periodical.*!

Sumpter, who styled his shop as “Political Print Warehouse”, boasted in one advertisement
that he “always keeps by him complete sett [sic] of all the Political Publications”, so that
“Gentlemen may always be assured of having their Setts [sic] completed”.* Williams, on
the other hand, was himself very prolific in the first half of the 1760s up until his
imprisonment. In 1762 he announced that he would be publishing one political print per
week in a series he called The Opposition.* Most likely part of this series were The Laird
of the Boot, Without/ Within (BM 3877), The Asses of Great Britain (BM 3941) [Fig. 25],
and The Seizure, or give the Devil his due (BM 4026) [Fig. 26]. Many of these prints were
designed and possibly engraved by O'Neale.* O'Neale in turn frequently worked alongside

David Jones, who was a designer, draughtsman, and printmaker. It is impossible to

4 Williams's sentence was announced in Lloyd's Evening Post, January 21-23, 1765. His punishment

included “Six months imprisonment in the King's Bench Prison, to stand in the pillory once during that

time, to pay a fine of 1001. and to give security for his good behaviour for seven years.” It is noticeable

that Williams was prosecuted for distributing scurrilous political texts, but not for his involvement in the
political print trade.

Sumpter advertised The North Briton No. 135 a week after Williams's sentence was announced,

emphasizing the “Liberties of the People” and “Scottish Influence”. Gazetteer and New Daily Advertiser,

February 1, 1765. This action suggests that congeniality existed between politically likeminded print- and

booksellers.

2 Gazetteer and London Daily Advertiser, October 16, 1762.

4 Atherton, 1974, 11; Public Advertiser, August 18, 1762.

4 These included, but were not limited to BM 3944, BM 3966, which was sold by Sumpter and Williams;
BM 3941, BM 4026, BM 3975, BM 3979, BM 4012, BM 4085, BM 4065, BM 3990, sold by both
Sumpter and Williams; BM 4006 , BM 4007, BM 4038, published by Sumpter, BM 4048, included in
Pridden's Scots Scourge, all published between 1762 and 1763.
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distinguish between the work of the two. After his punishment for re-printing The North

Briton, Williams issued only a handful of political prints.*

In addition to Williams and Sumpter, John Almon was mainly a bookseller, publishing
prints to supplement his business. His shop was located opposite Burlington House at
Piccadilly.** Almon, who was a close friend of Wilkes since the early 1760s, was
politically minded similar to Pridden, Sumpter, and Williams. In 1767 Almon began
publishing The Political Register, a periodical that featured political prints etched and
engraved as single sheets inserted among text. In 1770 he was accused of libel for re-
printing the letters of Junius, a collection of texts critical of George III and the

government.*’

Drawing parallels with Williams's trial, Almon's case became closely
followed news, with one commentator calling the prosecution “malicious”.* It did not help
that the prosecutor was Lord Chief Justice Mansfield who in 1763 had led the case against

Wilkes for the publication of The North Briton No. 45.

Almon published only a few political prints separately from his periodical. In the 1770s he
published James Barry's allegorical aquatints in support of Wilkes and the American
colonies, and in 1779, The Last Stake (BM 5571), which mocked George III and Lord
North. Almon followed with the distasteful The Allies — Par Nobile Fratrum (BM 5631)
[Fig. 27] from 1780, which depicted George III engaging in cannibalism. These prints
demonstrate that Almon's trial a decade earlier had not been able to silence him, although

he relinquished the managerial position of The Political Register due to loss of patronage.*

Thomas Ewart was active since c. 1747 as both publisher and seller of political prints. In
the 1750s he published The Revolving State or the Reward for Negligence (BM 3431),
from 1756, and Without (BM 3605) and The British Flag Insulted (BM 3560), both from

45

Including a now lost print entitled English Liberty Established; or a Mirrour for Posterity on occasion of
the Massacre of St. George's Fields in May 1768. See Chapter IV, section: Topicality. There was a
publisher called J. Williams active in the early 1780s, but his shop was located in the Strand. See
publication line for BM 6239.

% Lloyd's Evening Post, March 22-24, 1769.

47 Lloyd's Evening Post, June 1-4, 1770. Junius's letters were originally published in the Public Advertiser,
and the owner Henry Sampson Woodfall was prosecuted for libel concurrently with Almon. Whereas
Woodfall's case led to mistrial, Almon was found guilty and bound for good behaviour for the period of
two years. Almon was not imprisoned in all likelihood due to the fear of causing public outcry similar to
the Williams case and providing further clout to the Wilkites. Almon published the transcript of his own
trial and reproduced the offending letter by Junius in the guise of court proceedings. L. Stephen,
Dictionary of National Biography, Vol. 1, 1885, 341.

*® London Evening Post, June 16-19, 1770.

% See Chapter VII, section: Role of Newspapers and Periodicals.
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1757.° The following decade he published several anti-ministerial prints, for example, The
Difference between Now and Then (BM 3888), and A Sign for Ex[eye]b[eye]t[eye]on (BM
3842), both from 1762, the latter fusing rebus-elements, and Common-Wealth/ Colossus
(BM 4162) from c. 1766. Ewart died in 1767, although the British Museum catalogue
attributes prints to his shop until 1781.%'

Another eminent print publisher was Henry Howard, whose shop was opposite the Union
coffeehouse.” He, similar to many of his colleagues, participated in the anti-Bute print
trade in the early 1760s. Among his prints were The Masquerade (BM 3880) and The
Vision or M-n-st-I Monster (BM 3983) [Fig. 28].* However, he was most well-known for
his satirical songs attached to broadsides, which took advantage of the popularity of the
ballad tradition. Most notable of Howard's lyrics included the anti-Bute The Queen's Ass
(BM 3870) [Fig. 29], which inspired multiple responses and imitations, and Peace-Soup-
Makers; or, A New Mess at the Bedford Head (BM 3882) [Fig. 30], a song critical of the
upcoming Treaty of Paris (1763), both prints appeared in 1762.

William Wells operated at No. 132 Fleet Street, opposite Salisbury Court. He was active
from late 1770s onwards, selling political prints priced from 1s. upwards. Wells titled
himself both printmaker and publisher, re-issuing many plates after John Dixon and
Samuel Collings.> His stock was later purchased by William Holland. From Wells' shop
came Political See-Saw (BM 5568), from November 6 1779, and Chatham's Ghost, or a
peep into futurity. Che sara, sara (BM 5668) from 1780.>> He also published prints
mocking the Dutch, such as Myneer Nic Frog's lamentation (BM 5830) from February 2

5% BM 3560 has been attributed to Townshend, and Ewart's later Patriot Unmask'd is reminiscent of a

Townshend -design.

Ewart's death was announced in St. James's Chronicle or the British Evening Post, October 8-10, 1767;
Public Advertiser, October 12, 1767. Publication line in BM 5861 reads “Sold by T. Ewart the corner of
Hudson's Court near St. Martin's Lane Strand”. This is either Thomas's son, his widow, or her new
husband operating the business under his name. She re-married a year after Thomas's death in 1768. The
marriage was advertised in St. James's Chronicle or the British Evening Post, November 22-24, 1768.

52 Atherton, 1974, 13.

3 Ibid. Also, BM 3843 is likely by Howard.

3% Collings is believed to be the author behind the pseudonym “Hannibal Scratch”, although George
suggests in the index of British Museum Catalogue of Political and Personal Satires, Vol. V that
merchant and amateur artist John Colley Nixon (c. 1750-1818) was in fact Scratch. The pseudonym
appears to originate in the 1756 anti-Newcastle print 4 Scene in Hell, or the Infernal Jubilee (BM 3378),
before being subsequently revived in the 1780s by another political printmaker.

Chatham's Ghost refers to a moniker used by political commentators in 1774 and later in 1786 in regard
to the wide-reaching legacy and influence of William Pitt. See “Chatham's Ghost” in Public Advertiser,
October 5, 1774 (four years before Pitt's death), and “Ghost of Chatham” in Public Advertiser, January
31, 1786.

51
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1781, which adheres to John Arbuthnot's description of the Dutch as frogs in his 1727 Law
is a Bottomless Pit; or, the History of John Bull. By the 1780s this type of characterization
was becoming old-fashioned, with the frog-moniker increasingly reserved for the French.>®
Therefore, Myneer Nic Frog's lamentation provides an interesting merger of caricatural

representation of figures combining with emblematic representation of nationhood.

William Richardson's shop was located at No. 68 High Holborn, near Surry Street, Strand.
He published many politically inclined prints during the American Revolutionary War that
directly addressed the conflict, such as That and This Side of the Water (BM 5723) from
September 29 1780, British Lion Engaging four Powers (BM 6004) [Fig. 31] made by
etcher J. Barrow, published on June 14 1782, The Fox and Stork (BM 6166) made by
Thomas Colley, published on January 14 1783, and Peace Porridge all hot the best to be
got, A Song (BM 6172) [Fig. 32] from 1783. In 1780 Richardson published a rebus entitled
An Hieroglyphical Epistle from [Britannia] [toe] Admiral [Rodney] (BM 5658).

Richardson's Peace Porridge was thematically similar to Edward Hedges' The State Cooks
making Peace Porridge (BM 6009) [Fig. 33], which had been published a year before, on
July 6 1782. Hedges's shop was at No. 92 Cornhill, from which he published the
scatological prints English Lion Dismember'd (BM 5649) [Fig. 34], from March 12 1780,
and Puke-ation in answer to the Late State of the Nation (BM 6199), from April 1 1783.
Barrow and Colley whose prints Richardson published, also acted as their own publishers.
Barrow was originally located at No. 11 St. Bride Passage, Fleet Street, from which he re-
located twice, first to No. 84 Dorset Street, Salisbury Court, and then to the White Lion at
Bull Stairs, Surry Side, Black Friars. Barrow specialized in animal themed political satires,
as demonstrated by The High and Mighty Pug answering Fox's proposals of Peace (BM
6014) [Fig. 35] from July 25 1782, in which the Netherlands is represented as the pug,
while Charles James Fox is represented as his beguiling namesake.’” Moreover, in addition
to supplying prints to Hedges, Thomas Colley published his own satires from No. 288
Strand, and through other publishers, mainly the Darlys and William Humphrey, for whom

he made social satires.*®

% Wolf, 2011, 54; D. Bindman, 'How the French became frogs: English caricature and a national

stereotype', Apollo, (August) 2003.

57 Barrow also made BM 6168 and BM 6175, both from 1783.

¥ For example, see Banyan Day or the knight befoul'd (BM Satires Undescribed) for the Darlys in 1779,
and The Old Sow in Distress, or the country parson's return from Tithing (BM Satires Undescribed) for
Humphrey c. 1778-1784.
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Elizabeth Darchery was one of the few female publishers in London who specialized in
political prints instead of social satires.” In 1779 she was located opposite King's Head in
the Strand, but seems to have moved to a more fashionable address at St. James Street by
1782, suggesting her business was profitable.® She too worked with Colley, and in
addition published early prints by Gillray (BM 5987, BM 5992, BM 6006, BM 6018, BM
6031, BM 6032, BM 6041, all from 1782) and Thomas Rowlandson (BM 6474, BM 6520,
both from 1784). Darchery also published prints made by Edward Topham (BM 6189 and
BM 6218, both from 1783), who in 1772 had made A Macaroni Print Shop (BM 4701)
depicting the famous Darly print shop. An overview of Gillray's, Rowlandson's and
Topham's prints in the first half of the 1780s demonstrate their use of caricatural
representation in terms of the figures, although there was a continued reliance on
emblematic depictions of nations, such as Britannia and America, as well as nationhood, as
exemplified by the portrayal of the Dutch in Myneer Nic Frog's lamentation, published by
Wells.®® Moreover, similar to the precedent the Darlys had set two decades earlier,
Darchery too asked members of the public to send in designs and ideas for political

prints.*

Matthew or Matthias Darly, originally a designer for Thomas Chippendale, had his
printshop at the Acorn in the Strand, opposite the Hungerford Market at least from the
1750s until his death in 1780.% During this time he worked with George Edwards, while
his wife, Mary Darly had her own shop selling prints at Ryder's Court in Cranbourne

Alley, Leicester Square.** Besides selling prints, Mary, who called herself a “Fun

% Her name is misspelled in all the prints kept at the BM. Variations include: “Dareny” (BM 5569, BM
5629), “Darseny” (BM 5659), “Dashery” (BM 6171), “Darhery” (BM 6174), “Dachery” (BM 6280, BM
6274), and “D'Acbery” (BM 5979).

Morning Chronicle and London Advertiser, June 26, 1782. Darchery promises “a weekly course of

Political Prints, to commemorate the most remarkable characters and events of the year 1782”. Her move

exemplifies the more respected status of political prints from the beginning of the 1780s onwards.

1 Also, see Gillray's Britania's Assassination (BM 5087).

82 Morning Herald and Daily Advertiser, March 31, 1783.

83 Atherton, 1974, 18-20. Atherton suggests that Darly had his own shop as early as 1749, when his
occupation was listed as “seal engraver”. An undated trade card for a “Matthias Darly, Engraver” gives
the address “The Corner of Seymour Court, Chandois Street” (BM Heal,59.50). Darly's name is spelled as
“Matthias” in a trade card from the 1760s. He also is occasionally referred to as “Darby”. These
variations can be identified as Darly, as the addresses given in advertisements and prints match that of the
location of his printshop near Leicester Square, as well as mentioning the availability of prints from his
wife, Mary. For examples, see Public Advertiser, February 1, 1760 & December 20, 1762. For Darly's use
of the name “Darby”, see Public Advertiser, July 24, 1759, and BM 3687 from the same year.

% The BM catalogue states that Darly worked with Edwards until 1757, although there is evidence that the
two collaborated as late as 1759. See advertisement for printing services from them at their shop in the
Strand, Public Advertiser, July 14, 1759.
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Merchant”, was also an etcher and it was she who was most likely the driving force behind
the political prints coming out of both Darly-shops between 1756 and 1765.% While the
collaboration between the Darlys and George Townshend, 1* Marquess Townshend, is
well-known from their first documented satire on the Newcastle administration, Pillars of
the State (BM 3371) [Fig. 36] from 1756, onwards, there remains uncertainty over how

many Darly -published prints may be attributed to Townshend's designs.®

Mary Darly advertised prints from her shop being “etch'd in the O'Garthian Stile”, and she
also used the pseudonym “O'Garth” burlesqued from Hogarth to sign many of the prints
that subsequently bear her recognizable squiggly handwriting.®” Townshend, on the other
hand, was known to use the pseudonym “Leonardo da Vinci”, probably as homage to the
Old Master's physiognomic drawings that were the precursors of caricature.®® It is possible
that while Townshend provided the designs, Mary added the textual element to the speech
bubbles and to the lines at the bottom of the prints. Also, it could be that Townshend sent a
number of designs, which Mary then appropriated to her own ideas, which would explain
Townshend's hand visible in some of the Bute-prints, which are not certainly attributed to
him.%

The Darlys frequently asked the public to send in designs and suggestions for prints, and
their card-sized satires proved very popular.” In 1756 and 1757, these card-sized prints
were collected in what would become the first pocket-sized volume of Political and
Satirical History of the Years 1756 and 1757. Inspired by the influx of Byng- and
Newcastle-themed prints, the volume collected seventy-five political cards depicting
several known figures of the day. The series ran yearly editions until 1766 and inspired

many imitations, such as those by Pridden and Sumpter.

65 Mary entitled herself “etcher and publisher” in Public Advertiser, November 3, 1762. For “Fun
Merchant”, see Public Advertiser, May 20, 1763. Matthew seems to have concentrated on trade cards,
general ephemera, and designing decorative patterns for domestic use. See trade card from ¢.1750s (BM
Heal,91.25), and an advertisement from June 1766, in which Darly states that he has moved from
Cranbourne Alley, his wife's address, to Round Court (Daily Advertiser, June 24, 1766). Mary seems to
have followed her husband to this new address, as she references this location in an advert from April of
the following year (Public Advertiser, April 3, 1767).

6 See Chapter III.

7 Atherton, 1974, 20; Public Advertiser, October 14, 1762. See for example, BM 3978 and BM 3908.

68 See for example, BM 3581 and BM 3587, both from 1757. For Leonardo's grotesques, see Chapter VIII,
section: Caricature.

% Atherton, 1974, 57-58. The Darlys admitted that they made “Curious Alterations” to the prints sent to
them, in order to prepare the impressions for publishing. Public Advertiser, November 13, 1762.

" For the evolution of the card-sized prints, see Chapter VIII, section: Card-sized Satires.
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The Darlys were very prolific in the political print-trade from mid-1750s to mid-1760s,
although from c. 1765 onwards they shifted towards social satire, specializing in beau
monde- and macaroni-images, which were so popular that their printshop, now re-located
to the West End, became known as the macaroni-printshop. The Darlys' use of caricatural
features in their prints was so well-known that their name became a by-word for caricature
in the 1770s. For example, a newspaper would describe a scene, adding it would be “a
good caricature for Darley”, or a review of a play state its characters were “borrowed from
Mat Darly's caricature”.”" The Darlys returned to political printmaking in the late 1770s,
the shift brought upon by changing attitudes regarding the macaroni-prints, the political

climate, and a more acceptable status occupied by the political print.”

The final quarter of eighteenth-century print publishing was dominated by Samuel Fores,
William Holland, and William and Hannah Humphrey.” Fores in particular, whose shop
was on Piccadilly, was an entrepreneurial force in satirical print trade.” He had displayed
his prints in exhibitions, charging a single fee from the public to view them. Fores also
came up with the idea of travelling print libraries and lending out print portfolios.” For
those who could not afford such entertainments, there were always the printshop windows,
which displayed all the current images to entice the possible buyer. Holland, another high-
end market publisher had his shop originally at less glamorous Drury Lane, before he re-

located to Oxford Street.

William Humphrey's shop could be found in the Strand, whereas his sister Hannah, whose
collaboration with Gillray would usher in the Golden Age of caricature from 1780s
onwards, was located first on Bond Street, and later near Pall Mall on St. James Street.”
Her move to a more respected location imitated those of Darchery and the Darlys, and

coincided with a resurgence of political prints towards the end of the American

71

Middlesex Journal or Universal Evening Post, September 23-25, 1773; London Evening Post, May 11-
13, 1775. It is noticeable that Matthew Darly was universally held to be the author of the political and
social prints, instead of Mary, although she was the one who wrote the caricature manual, her contact
information was in all the advertisements, and her handwriting is visible in the prints.

See Epilogue, Chapter V, section: Status of the Political Print and Treatment of Political Printmakers,

and Chapter VI, section: Stagnation and 'Re-birth'. George sees the growing strength of the Opposition

from 1779 onwards as one of the reasons behind the resurgence of political prints. British Museum

Catalogue of Political and Personal Satires, Vol. V, xxil.

> Donald, 1996, 3.

% McPhee, Orenstein, 2011, 12.

”» Dickinson, 1995, 15; McCreery, 2004, 25. The Darlys had popularized the print exhibition in the late
1770s. In 1778 they held a “Comic Exhibition”, which was open daily, admittance ticket cost Is.
(“Catalogues gratis”). General Advertiser and Morning Intelligencer, April 14, 1778.

¢ McPhee, Orenstein, 2011, 12.
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Revolutionary War. William Humphrey, in particular, appears to have published many
anti-ministerial prints mocking not only the government, but also the King.”” Other notable
mid-eighteenth-century publishers included Thomas Cartwright, whose prints included
Byng Return'd or the Council of Expedients (BM 3367) [Fig. 37], from August 1756, and
Thon Thomas in Darby-Court, Parliament Street, who published 4 Court Conversation
(BM 3492) [Fig. 38], from November 1756.7 In addition a bookseller, E. Morris, who
published an edition of the Darlys' Political and Satirical History, worked near St. Paul's
churchyard.”

Price Structure and Profits

Many printsellers and publishers reinforced their stocks through formal and informal
arrangements, such as those between the Darlys and Morris, and John Smith and Robert
Sayer, exchanging prints and plates for other printed goods, such as books.* They bought
and sold prints in bulk, and frequently advertised sale-rates for those buying stock for
provincial towns.*" In addition, printsellers and publishers would buy imported prints from
the continent, as well as export batches of prints, sometimes already translated into either
French or Dutch.* One of the most common ways of reinforcing stock was to resort to
piracy, which provided products of varying quality. As for profits, at mid-century a
printmaker could expect anything between £2 and £30 per engraved or etched plate, and at
the beginning of his career Gillray earned as much as two guineas, the monthly wage of an

artisan from one engraving.* Moreover, Benjamin Wilson was said to have earned £300

77

For example, see BM 6042, from January 21, 1783. Humphrey also published several prints

commemorating the peace between Britain and America that depicted the two parties as conciliatory

personifications: BM 5989, designed by Colley from 1782, and BM 6162 from 1783.

8 Atherton, 1974, 4; Gazetteer and London Daily Advertiser, August 6, 1756; Gazetteer and London Daily
Advertiser, November 30, 1756.

7 Atherton, 1974, 6.

% Donald, 1996, 4. According to Atherton, Matthew Darly once exchanged one hundred impressions of one

print for a book of ornaments. Atherton, 1974, 63.

Sumpter stated in 1762 that “Great allowance made to those who take a Quantity, and all Orders from the

Country, immediately served.”, Public Advertiser, December 20, 1762. Moreover, Mary Darly placed an

advertisement in which she stated that she sold prints “wholesale” and “at reasonable rates”. Public

Advertiser, May 20, 1763.

Advertisement for British Antidote, Scots Scourge and the Butiad promised that “Allowance will be made

for such Gentlemen that take a Number of the above Books for Abroad.”, London Evening Post,

November 15-17, 1763. Also, see Hunt, 2003, 16.

D. Hunter, 'Copyright Protection for Engravings and Maps in Eighteen-Century Britain', The Library,

Vol. 6, No. 9 (1987), 139; J. Wardroper, Kings, Lords, and Wicked Libellers, 1973, 9.
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from The Repeal (BM 4140) [Fig. 39] in 1766, excluding the numerous piracies.*

While there had been an existing market for politically minded products in Britain since
the sixteenth century, the question remains to what extent this market could be styled as a
'mass-market' and how many people had access to it. Access in this instance was defined
by the affordability of the political print, its allocation not only in the urban areas, but also
the peripheries, and opportunities to view political prints in every-day life, both in public
and private. Brewer has suggested that while political prints directly targeted a more
affluent populace, they were also seen by the “labouring poor” not only on printshop

19

windows, but also in their “social superiors” homes.* This account is somewhat
patronizing and does not consider the political prints, pamphlets, and broadsides on the
lower end of the price spectrum that were bought by hawkers in bulk and sold in public
places, outside the printshops that generally catered to those of middle and higher income,
or the piracies that sold for a fraction of the cost of an impression made from original plate
or plates. Therefore, there is no reason to assume that access to political prints would have

excluded the lower orders due to constraints regarding the price.®

Plain print would usually cost 6d., and Is. if it was coloured. While some accounts suggest
that this price range allowed “artisans and skilled workers” to purchase prints, some
believe that unless the prints were cheaper pirated versions they would be beyond the
labouring classes.”” Decidedly the cheapest prints, even more inexpensive than 6d., were
sold “for pennies” in the streets of London.® This would put them in the price range of the
more poorly executed and reasonably priced pamphlets and ballads. On the other end of
the scale, West End printsellers charged 1s. plain and 2s. coloured from the 1760s
onwards, and Hogarth's prints were sold usually 1s. plain, while Gillray's coloured prints

were as expensive as 3s.%

8 E. P. Richardson, 'Stamp Act Cartoons in the Colonies', The Pennsylvania Magazine of History and
Biography, Vol. 96, No. 3 (July 1972), 291.

8 Nicholson, 1996, 15; J. Brewer, Common People and Politics, 1750-1790, 1985, 46.

8 Nicholson, 1996, 15; and J. Raven, 'New Reading Histories, Print Culture and the Identification of
Change: the case of 18" Century England', Social History, 23 (1998), 278. Raven sees price as a more
limiting factor than illiteracy. Moreover, Nicholson believes that piracies subsidised the market to a
significant effect (Nicholson, 1996, 12).

8 Wardroper, 1973, 9, 14; R. T. Godfrey, Printmaking in Britain, 1978, 77; J. A. Sharpe, Crime in Early
Modern England, 1550-1750, 1984, 39; Dickinson, 1985, 15; P. Anderson, The Printed Image and the
Transformation of Popular Culture, 1790-1860, 1991, 18-19; J. Wardroper, Cruikshank 200. Exhibition
to Celebrate the Bicentenary of George Cruikshank, 1992, 5; Nicholson, 1996, 12.

8 D. Solkin, 'The Battle of Ciceros: Richard Wilson and the Politics of Landscape in the Age of Wilkes',
Art History, Vol. 4, No. 6 (1983), 417.

% Nicholson, 1996, 12. For example, see the advertisement for Hogarth's John Wilkes Esqr., Gazetteer and
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The Darlys could afford to charge more by the 1770s because at the time they specialized
in social satires over political prints, the former mode catering to the tastes of the affluent.
Charging 3s. plain, 5s. coloured, these prints were printed on “superfine whole sheet of
Royal Paper”, which the Darlys had watermarked to differentiate their products in the
marketplace.” In addition to these measures that were meant to separate social satires from
political prints, emphasis on pictorial quality was achieved by composing scenes in the
caricatural manner, a mode that was viewed as more sophisticated towards the end of the
eighteenth century. Moreover, the well-to-do parts of the society preferred caricature
because it distinguished their exclusive tastes from the 'popular’ entertainment, especially

political prints which were deemed impolite.”!

Other ways to accumulate profits included opening a subscription, a model that Hogarth
used to finance his modern moral cycles of 4 Harlot's Progress and A Rake's Progress in
the 1730s. The Darlys too used “subscribers”, who were updated in the newspapers
regarding the progress of the prints.”” By preferring subscription, printsellers and
publishers did not need to place advertisements for their prints, but instead could subsidize
the creation-process before-hand and be mindful of the number of impressions printed to
avoid extra stock. What is more, polemical prints could be circulated through subscription
to a selective audience without having to describe the content of the print in public, and

risk prosecution for possible libel.”

The print exhibitions by Fores and Holland from the late 1780s onwards set an entrance fee
in order to exclude the poorest of the public.” Furthermore, the printseller dynasties of
Bowles and Overton targeted the decidedly middling sorts. Their preference was for
mezzotints, which were relatively inexpensive to manufacture, but yielded better profits
compared to engravings and etchings. A black and white mezzotint would have retailed at

Is., while a coloured impression was twice as expensive as a coloured engraving or

London Daily Advertiser, May 18, 1763.

Gazetteer and New Daily Advertiser, February 11 & 12, 1772. The cheapest Darly prints at this time sold

for 1s. plain, 2 s. coloured.

See Chapter V, section: Status of the Political Print and Treatment of Political Printmakers.

2 Public Advertiser, November 13, 1762.

% There was more danger in printing a textual description of the content of a political print, than in the
scurrilous visual representation itself. See Chapter V, section: Copyright, Libel, and Censorship.

* Nicholson, 1996, 16.
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etching, at 2s.”

The reputation of the author of the print was less of an issue in the period between Hogarth
and Gillray, during which print publishers assumed the authority through publication
lines.” There was some effort to raise interest by claiming “eminent” authorship, such as
the Darlys did, but overall these measures, including the quality of the paper used for
impressions, were meant to justify the higher price, not the actual reason for it. Moreover,
it was not until the end of the century that the technological advances of the printing press
allowed for larger sheets of paper, which in turn re-defined the prices for prints. Most of
the prints targeting Admiral Byng in 1756 and 1757 averaged 11x7" (27.9x17.7cm), while
the card-sized prints, priced 6d., same as the average single sheet, were approximately 2x3"
(5x7.6cm). From the 1760s onwards prints were larger, between 12x6" (30.4x15.2cm) and
13x7" (33x17.7cm), increasing to an average of 13x9" (33x22.8cm) in the late 1770s and
early 1780s.

On the advent of collected volumes of prints as those by the Darlys and their imitators,
many advertisements reminded the possible buyer that it was cheaper to buy the volume
than all the prints within it separately. For example, Sumpter's advertisement for British
Antidote to Caledonian Poison stated that many of the prints inside this collection were
“Shilling Prints”, thus making the purchase cost-effective.”’” Moreover, the buyer would
have been able to choose whether to buy his volume sewed or bound, and Sumpter
addressed the more discerning buyer by suggesting that “The above Prints may be had,
Butifully [sic] coloured, framed, and glazed”.”®

How expensive then was it to purchase a regularly priced political print at 6d. plain, Is.
coloured, compared to other consumer products in the eighteenth century? Liza Picard has
traced the prices of a number of eighteenth-century consumer goods and determined that
6d. could have bought a boat ticket from London to Westminster. Alternatively, it could
cover meat, bread, and a drink for a dinner, or pay a barber for a shave and wig dressing.

One shilling could provide a more substantial dinner at a steakhouse, including the tip,

% (O'Connell, 1999, 54-55.

% See Chapter III.

7 Public Advertiser, December 7, 1762. Similar examples of cost-effectiveness may be found in London
Evening Post, November 24-27, 1759; “N.B. This Book sold for 11 17s 6d on Cards.”; London Evening
Post, July 22-24, 1760; “N.B. The above 100 prints sold for 21 10s.”

% Public Advertiser, February 1, 1760.

19



entry to Vauxhall gardens, and 11b. of perfumed soap or Parmesan cheese. It was also the
price of postage for a one-page letter from London to New York, and the fee covering the
first mile in a Hackney-chair.” To compare, Joseph Massey's intriguing, yet controversial,
statistics of average family income from 1759 suggested that a labourer would earn
approximately £27 10s. per year, while tradesmen, builders and manufacturers could
expect £40 per year. Merchants were considerably better off, they earned anything between
£200 and £600 per year, whereas an innkeeper might expect to make £70-£100. The pay
for those in military service ranged from £14 for the common soldier, to £80 for a naval
officer, and £100 for military officers. Moreover, the cost of a house for the middling sort

was between £600 and £700.'%

Those on the lower steps of the income ladder might then afford penny prints from the
hawkers, while those operating their own businesses, such as innkeepers and merchants,
were able to buy prints from printshops, some in all likelihood to supplement their own
business, including inn, pub, and coffee-house proprietors.'” The price of a plain print
could be comparable to a fraction of a day's entertainment in London, including a boat ride,
dinner and a shave. A coloured print, on the other hand, was a more considerable
investment, one that a member of the middling sort might indulge once in a month, in lieu

with other up-scale activities, such as a day at the Vauxhall gardens.

Advertising and Piracies

A typical advertisement for a political print would state the title, price, where it was
available to purchase, and who sold it. Moreover, political prints were advertised under an
umbrella of terms, such as “Emblematical Prints”, “a humorous political print”, “a curious
political print”, “A humorous and political burlesque print”, and “a political and satirical
print”.' In fact, in most cases the advertisements clearly identified the prints in question

as “political”. Furthermore, the term “caricature” was included in an advertisement for a

% L. Picard, Dr Johnson's London: Life in London 1740-1770, 2000, 295.

19 Pjcard, 2000, 44, 55; P. H. Lindert and J. G. Williamson, 'Revising England's Social Tables 1688-1812',
Explorations in Economic History, Vol. 19 (1982), 396-397. See pp. 394-399 for the issues and reliability
of Massey's account.

101" See Chapter VII, section: Access.

12" London Evening Post, March 13-15, 1760; December 29-31, 1772; January 21-23, 1773; January 28-30,
1773; February 6-9, 1773.
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political print as early as 1759, when it was used to sell The Imagin'd Heroe (BM 3683)
[Fig. 40] with words “A New Caricature Card”, suggesting the public's familiarity with the
concept, as well as their indifference to the type of imagery that was promoted, considering
many emblematical prints were called 'caricatures' with little or no evidence of caricatural

traits.'®

Consequently, while prints were usually advertised under “Classified Adds”, new
subsections emerged during the second half of the eighteenth century, including “Political
Prints” and “Darly's Comic Prints”, illustrating the latter's reputation as sellers of such
products.'”™ The Darlys also made sure that the public was aware of the extensive
availability of their products, selling them at ““all the book and printsellers in Great Britain
and Ireland”, as well as how appreciated any material sent to them by the public was by

stressing the “due honour shown” to such hints and designs.'®

As house and street-numbering was not in regular or cohesive use until the end of the
eighteenth century, many sellers for political prints identified their premises by their
proximity to well-known streets and public establishments, such as coffee-houses. It made
sense then, to gather shops that sold similar produce in the same area. Political prints were
usually sold, in addition to dedicated printshops, by booksellers, stationers, auctioneers,
vendors, hawkers, and later in the eighteenth century by those who set up print exhibitions.
In addition, provincial towns gradually began to be included in the advertisements for
prints, as newspapers increased their circulation outside the capital area.'” Thus political
prints obtainable from London shops would eventually be accessible throughout Britain,

including Scotland and Ireland, as the availability for the Darly-prints suggests.

Many advertisements were reprinted on consecutive days and featured the same content,
including “This Day is Published” -line, which obfuscates the dating of some prints. For

the most popular prints, a new price and a warning not to buy piracies could have been

19 Public Advertiser, August 23, 1759. The use of 'caricature' in place of 'political print' also promoted the

inter-changeability of the two terms before caricatural aspects were included in political prints, and
subsequently contributed to many consequent commentators assuming caricature's role in political prints
as greater than it really was before 1780.

1 Public Advertiser, 1768; Morning Chronicle and London Advertiser, May 18, 1772.

195 Wardroper, 1973, 6. Wardroper claims that the Darlys offered to pay the postage for those who sent
designs, when in fact they had stated that they would print those designs sooner that had postage paid for
them in advance.

196 Clayton, 1997, 121.
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included. The first advertisement of a print was usually placed in one to three different
newspapers and repeated throughout the first week of publishing. Subsequent
advertisements appeared after a week or two, on two or more consecutive days, and if there
were impressions left, continued to be advertised once or twice monthly, up to six months
after the original publishing date. Popularity and demand for a certain print may be
understood by finding out how many editions of the print were made available by the
printsellers, such as in the case of Pillory Triumphant."”’” Albeit, advertisements did not
always identify whether a print had sold more than its original print-run and how many

editions had been printed.

A useful source for discussing the popularity of prints through advertisements is the
Political and Satirical History-series of collected prints sold originally by the Darlys. A
second edition of the collection for years 1756 and 1757 was on sale in November 1759,
and continued to be sold in February 1760 when the new edition collecting prints from
1758 and 1759 became available.'® This edition was advertised by the Public Advertiser
until May 1760 and by London Evening Post until June 1760.'” The following month,
another collected edition combining years 1756, 1757, 1758 and 1759 was published and
continued to be sold until January 1761.""° Advertised from September 1762 onwards, a
fourth edition of the series, comprising years 1756 until 1762, seems to have been the most
popular so far, as it was advertised only until October 1762, suggesting the edition had met
with great demand. Also, reinforcing the notion of this edition's popularity is the fact that it
contained several Bute-related prints to the run-up of the Treaty of Paris (1763). A special
edition of the Political and Satirical History: displaying the Unhappy Influence of Scotch
Prevalency focused on the years 1760-1763, and was subsequently advertised from May to
June, 1763, another sign of the eminence of the anti-Scottish theme."" The line “Drawn
and etched by some of the most eminent Parties interested therein” suggests Townshend's
involvement, and along with “sold by all the Book and Printsellers in Great Britain and

Ireland” convey that there was a demand for this special edition of the book.

197 See Chapter II, section: Circulation of Political Prints.

1% London Evening Post, November 24-27, 1759; Public Advertiser, February 1, 1760.

19 Public Advertiser, February 1-2, 4-5, 16-18; March 22-26, May 6-8, 10, 24, 1760; London Evening Post,
February 5-7, 12-21, March 22-25, 27-29, June 5-7, 14-17, 1760.

1 London Evening Post, July 22-24, 1760; January 27-29, 1761.

" London Evening Post, advertised continuously between May 21 until June 2, June 7-9, 11-14, 1763,
Public Advertiser, June 9-11, 13, 1763.
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The Darlys advertised only a handful of times between 1765 and 1770, and these
notifications were generally placed by Matthew Darly who announced his services
regarding decorative and architectural engravings. The only political print the Darlys
published during this period, or at least the only political print they advertised for
publication was Scotch Victory (BM 4197), published on occasion of the Massacre of St.
George's Fields in 1768."* From 1770 onwards advertisements for the Darly macaroni-
prints began to feature in newspapers. The wording of these advertisements is more
straightforward and descriptive regarding the content of the prints compared to the

euphemism-laden advertisements for political images.'"

Throughout their career the Darlys, similar to many other successful printmakers,
publishers, and sellers, found their products the subjects of piracies. The Darlys had first
been targeted in 1756 when they initially banded together with Townshend to create
satirical cards critical of the Newcastle administration. Horace Walpole, among others,
lamented the quantity of these cards in circulation in a letter to Edward Wortley Montague
in November of that year, stating that “bushels of more stupid cards” kept on appearing.'"*
Benjamin Wilson's in-demand The Repeal was pirated by the fifth day of its publishing on
March 18, 1766.""> On March 27, one “Mr. Smith” informed the public that there was “a
spurious and Grub-Street print, copied from the celebrated Repeal, which is calculated to

hurt the sale of the original print”.''

Sellers also frequently warned the public not to purchase inferior copies of prints, as
Edward Sumpter did in 1762 in relation to The British Antidote to Caledonian Poison,
detailing where to buy the original one, in addition to promising a discount for those who
purchased a greater quantity and placed an order outside London. Sometimes the
popularity of piracies forced the seller to decrease the price of the original, as the sellers
for the original Repeal were forced to do, explaining that “the great demand for this print

has induced the proprietor to lower the price”.'"’

12 Gazetteer and New Daily Advertiser, June 13, 1768.

'3 See, for example, an advertisement for “Darly's Comic Prints” in Gazetteer and New Daily Advertiser,
February 12, 1772.

114 Atherton, 1985, 9; Letter dated November 25, 1756.

15 Tt should be noted that the title of the original print is The Repeal, while the piracies extend the title to
The Repeal, or the Funeral of Miss Ame-Stamp. All versions are under the same BM catalogue number.

16 Gazetteer and New Daily Advertiser, March 27, 1766. “Mr. Smith” in all likelihood represented the
sellers of the original version of The Repeal, who wanted to minimize the damage caused by the piracies.

17 Ibid.
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Moreover, in order to pacify the public whose demand for some prints was so great they
sold out, and to prevent them from taking their business elsewhere, some sellers issued
apologies. This could also have been a way of generating more attention and demand for
their products. In September 1762, John Williams apologized on behalf of the “Author” of
the print for the “disappointment” caused to those who wished to purchase The Posts as
“the Demand for them was so extraordinary great, it put it out on his Power to supply all”.
He was grateful to “the Public for the very warm Encouragement given to it”, and assured
that “a Rolling-Press has since been continually employ'd in working them off; and he
hopes it will be in his Power to prevent any Disappointment of the like sort happening for

the future”.!'®

Consequently, Eirwen Nicholson has suggested that piracies would have supplemented the
political print market and offered an opportunity to purchase a print for those who could
not find an original due to a sold out edition.'"” This promotes the idea that the price of the
print was not preventing members of lower social orders from purchasing prints, rather the
limitations of the printing press and the plates held back the number of available

impressions per edition.

Conclusion

An overview of printsellers and publishers between the second half of the 1750s and first
half of the 1780s illustrate a network of individuals who engaged in trade arrangements
and rivalries, but who also occasionally formed ideological partnerships with one another.
Following Donald's argument that the 1780s and 1790s witnessed the emergence of a
number of industrious print publishers, this chapter has demonstrated that the adoption and
expansion of the Hogarthian entrepreneurial model of producing and distributing printed
ware occurred much earlier in the early 1760s in relation to the anti-Bute campaign. Again,
establishing that many sellers who dealt specifically in political prints needed to create
formal and informal arrangements with one another, and with their customers, in order to

thrive in the mid-century marketplace.

"8 London Evening Post, September 9-11, 1762.
19 Nicholson, 1996, 13.
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While many prints were originally sold in bookshops, the creation of a steadily growing
number of dedicated printshops from the beginning of the century onward, speak of an
increasing demand for political prints, and as Clayton has suggested, of party-political
favouritism towards the use of certain establishments. The localization of print-businesses
on areas that featured other enterprises concentrating on printed products, and names that
invoked connections with famous artists, authors, and historical figures, from the recent
past, are suggestive of a desire by those who ran printshops to tie their businesses in the
larger fabric of London's mercantile scene. The evidence offered by Atherton, regarding
the inception of a more differentiated marketplace towards the end of Hogarth's life, is here
supported by charting the emergence of a singularly Wilkite-strand of publishers reaching
across the internal barriers within the publishing trade to provide products for a more

discerning customer base.

Moreover, a number of print publishers followed the Darlys' move to the West End after c.
1765. This coincided with a thematic focus that shifted from polemic political prints, still
sold in shops near clusters of coffee-houses and bookshops that promoted engagement in
contemporary politics, to social subject matter that increasingly included caricatural
representation, which appealed to the more affluent customers, as evidenced by the
increasing prices of social satire in the 1770s. On the other end of the scale, those who
continued to profit from political prints economically and ideologically between c. 1768
and c. 1778, when social satires were at the peak of their popularity, tended to be
supporters of the anti-Bute and pro-Wilkite factions, which generally, although not always,
overlapped one another. In the previous decade, booksellers, such as Pridden, Almon,
Sumpter, and Williams frequently utilized political prints alongside written propaganda,

such as pamphlets and magazines.

Demonstrating the difficulties in prosecuting printsellers and publishers for the content of
their prints, in the 1760s the authorities were more likely to go after booksellers who sold
prints, and more importantly those who engaged in the production of scurrilous textual
material, such as The North Briton."® These actions by the authorities promoted visibility
for the publishers and made men such as Williams and Almon celebrities in their own

right, while reinforcing the Wilkite narratives of governmental oppression. Despite the

120 See Chapter V, section: Copyright, Libel, and Censorship.
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passing of the 1735 Copyright Act and introduction of the publication line, many
publishers, who were most often the driving force behind print production, borrowed each
others' designs in an unrestricted manner, emphasizing the difficulties of protecting
intellectual property. Print advertisements were utilized to promote the originality of prints
and warn the public and other publishers not to trade in piracies. Nevertheless, piracies of
varying quality, copious numbers of them made hastily by tracing original impressions,
would have offered a cheaper alternative to a plain 6d. print, and in many cases been more
widely available compared to the limited editions of few dozens to few hundreds prints

achieved through the first printing of the original copper-plate.

While the marketplace of the eighteenth-century political print may be seen as a platform
for promoting party policies, in many cases motivations of print-sellers and publishers
were driven by purely financial interests, as demonstrated by the Darlys who abandoned
political prints entirely on discovering the profitability of social satire. They only returned
to the genre in the late 1770s because the macaroni-prints had gone out of fashion, rather
than for renewed political sympathies.'”' The Darlys' ability to innovate the content and
representation of their prints during the thirty years they were in business, demonstrates the
need to respond quickly to the changing tastes, as well as the potential profitability of the
print trade for enterprising individuals. An aspect of the market developed even further by

Samuel Fores in the late 1780s and 1790s.

121 See Epilogue.

26



CHAPTER II:
Manufacture

Manufacture of political prints was a process that required the input of various individuals
from designer, draughtsman, and engraver, to the printer, publisher, and seller. While each
aspect of printmaking was distinct, Atherton has reminded that in essence the manufacture
of prints might only include one or two people inhabiting multiple modes of practice.'
Division of labour was promoted in larger printmaking and selling enterprises that
concentrated their activities under one location, whereas some printmakers and sellers
outsourced engraving and printing to individuals working directly from their shops or
homes.” In many cases one person was responsible for the design and engraving, while
another printed the plates, and third published and sold them. Moreover, it was generally
the publisher's role to link and oversee the other aspects of print production from the
commission, idea, or design, to distributing the impressions among printsellers, leading to
the concession by Atherton that “not all printsellers published”, but that “most publishers

were printsellers”.?

For example, Mary Darly etched, published, and sold her own prints. She also designed
most of them, but relied throughout her career on outside sources to send in suggestions
and rough sketches for prints, while Elizabeth Darchery also invited inspiration for prints
from the public, although there is no evidence that she engraved or etched the prints that
she published at her printshop on St. James Street.* A similar method was utilized by
Edward Sumpter and John Williams, who frequently employed Jefferyes Hamett O'Neale
and David Jones to execute prints for them to publish. In fact, while some printsellers hired
talents to design plates for their specifications, others bought finished plates to print.’
Printsellers, such as William Tringham and Thomas Kitchin both styled themselves as

engravers and acted as their own publishers, selling ware from their own shops.

The mezzotint drolls that emerged in the 1770s met the demand for social satires and

Atherton, 1974, 38.

Lippincott, 1983, 127.

Atherton, 1974, 39.

In the Darlys' case, the practice of inviting hints and ideas for prints was also a marketing ploy, ensuring
topicality of their ware, and creating a conversational atmosphere between the seller and the audience of
the prints. Hence this practice could be seen as part of a larger eighteenth-century behaviour of
customizing consumer products for a varied customer base.

5 Atherton, 1974, 30.
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coloured prints, but they also benefited the printmakers who could more easily re-work
mezzotint plates, compared to other printing processes. Mezzotints were priced higher than
other intaglio-prints, accruing yet more profits for publishers and sellers. Moreover, many
artists, such as John Dixon, who were proficient in the mezzotint-technique, which was
most commonly deployed in fine art reproductive engravings, portraiture, and social satire,
utilized it to manufacture political prints in the mid-1770s, further advancing the

amalgamation of social satire and political subject matter.

As the number of amateur printmakers grew in relation to the availability of less
cumbersome printing techniques, such as etching, a supply of print and drawing manuals
found their way to the marketplace. These guides, along with inventories published by
printsellers detailing the stock available at their shops, guaranteed the public's familiarity
with both caricatural style as well as emblematic and allegorical representation of subject
matter. While the caricatural guides evolved from the drawings of grotesques of the
previous two centuries, the drawing guides emphasizing the classical tradition drew from
the pictorial representation of emblems in the moralistic books that combined visual

emblems with their written descriptions.

How effective then was the political print manufacture after mid-century? There was an
increasing reliance on intaglio techniques, such as etching and the mezzotint, which
allowed designs to be executed in a shorter amount of time in order to respond to topical
demand. These techniques utilized a distinct printing press from that deployed for printing
text and woodblock prints. The beginning of the century had seen this new type of press
becoming more affordable to purchase, further contributing to the proliferation of

professionals entering the printing trade.

Consequently, there is a need to scrutinize Charles Press's claims of a mass market for
political prints in the second half of the eighteenth century that forsook quality over
quantity, as the number of impressions that each copper-plate could yield continued to be
limited until the introduction of the iron press at the end of the period. Subsequently the
capabilities of the intaglio press remain debatable, but the growing popularity of the
process suggests that printmakers did invest in the costlier alternative to the wooden press
in order to compete in the marketplace. What is more, newspaper advertisements

demonstrate that multiple plates were utilized to meet demand, and by analysing the formal
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qualities of the multiple impressions of popular prints held at print collections one may
deduce the minute differences between prints that are not piracies, but made using the

original design, albeit manufactured using a new plate.

Press, along with John Cardwell and Harry Thomas Dickinson have made estimates of the
print runs thought to be achievable by the eighteenth-century political print. However,
these estimates are generally based on the surviving number of prints and fail to fully take
into account the ephemerality of the medium. Furthermore, the previously proposed
models for circulation of printed ware stumble when attempting to define the purchasing
power of the public, in addition to the lack of volume and edition information in prints and

print advertisements.

Manufacturing Processes

The eighteenth-century political print was made using techniques that fell into two
categories: the relief process, including the woodcut, and the intaglio process, most
specifically engraving, etching, and the mezzotint. The woodcut technique involved first
drawing a design on paper and then transferring it to a block of wood. Alternatively, the
design could have been drawn directly onto the block. Then the design was cut out in a
manner that left the desired image in a relief. Consequently ink was applied to the block,
with extra ink wiped out, while a sheet of paper was placed onto the block and printed with
pressure to produce an impression. The woodcut was a cheaper alternative to the intaglio
process as it allowed the use of the same printing press that was used for printing text,
while engravings and etchings required their own type of press.® Before the eighteenth
century acquiring a printing press for engravings and etchings was a costly investment that
most general printers could not afford. This was one of the reasons why the printing trade
originally concentrated around London, where designers, engravers, sellers, and publishers

could use the services of independent printing presses.’

In the course of the eighteenth century the quality of the woodcut seemed increasingly

crude compared to the more refined and expensive intaglio processes, and was

®  Prints and Printmaking: Hunterian Art Gallery, 1990, 38.
" Langford, 1986, 29-30.
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subsequently relegated to be used for magazine illustrations, political pamphlets,
broadsides, and cheap chap-books.® Horace Walpole, evoking George Vertue, described
the low status woodcut occupied in the hierarchy of printing, giving his opinion that
woodcut was not practiced in England to the perfection it was elsewhere.” However, due to
the ease with which woodcuts could be made by using the wooden letterpress, many
politically minded printmakers and sellers of the first half of the eighteenth century
preferred them to engravings and etchings, as they could attach political woodcuts to the
polemical pamphlets. In addition, the cheap nature of the woodcut made it easier to mass

produce for political purposes.'

Before Wenceslaus Hollar arrived in London in 1637, under the auspices of the Earl of
Arundel, the only other printing method besides woodcut that was practiced in England
was line-engraving. Subsequently, Hollar's arrival introduced a new medium of printing
from the continent, the etching.'" While engravings were made first by carving the design
onto a metal plate, usually copper, and then administering ink onto the surface, etchings
achieved the lines by using acid to create the desired design. All intaglio processes
demanded that the paper used for printing was damp, and the pressure very high, in order
to assure proper contact between the plate and the paper, leaving the edges of the plates to

create depressions on the paper, characteristic of the process. '

Between the lifetimes of Hollar and Hogarth, etching was mainly used for book
illustration, for example by the likes of Francis Barlow, but as etching was found to be
quicker than engraving it came to be increasingly used by political printmakers of the
eighteenth century for its ease and to achieve topicality.”” Many printmakers used a
combination of engraving and etching for sharpness and detail. While engraving was more
time consuming it also required more skill and produced a deeper and stronger line than
what was achieved with etching. Moreover, engraving was most commonly used for fine

art reproductive prints that were considerably more expensive than political prints."* The

8 Press, 1981, 38; A. M. Hind, Engraving in England in the Sixteenth and Seventeenth Centuries, 1955, 6.

H. Walpole, 4 Catalogue of Engravers, who have been born or resided in England, digested by Horace

Walpole, from the mss. Of George Vertue, 1763, 5.

1% Clayton, 2014, 141.

" C. Holme (ed.) & M. C. Salaman, The Graphic Arts of Great Britain, 1917, 55.

Prints and Printmaking: Hunterian Art Gallery, 38.

3 D. Alexander, Amateurs and Printmaking in England 1750-1830, 1983, 2.

4 Alexander, 1983, 2; McCreery, 2004, 22. It should be noted that Arthur Pond used etching to reproduce
his drawings in the 1720s.
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ease of producing etchings further contributed to diminishing the division of work in
printmaking, by having artists etch their own designs instead of hiring engravers to do
them. This also allowed the designer more control over the outcome and streamlined the

attribution of authorship."

Many amateur printmakers preferred etching and some forwarded their plates to printers in
London, while some merely designed a plate and then hired a professional to etch and print
it for a limited run.'® The first political print attributed to Townshend, Pillars of the State,
was a combination of engraving and etching, demonstrating how caricatural elements
could be depicted by utilizing those techniques. As the Darlys held caricature lessons for
their upper-class clientele, many would have given their drawings to be executed as

etchings, and some might have agreed to have their designs published anonymously."”

The third intaglio process, the mezzotint, was invented by Ludwig van Siegen in the
seventeenth century.' It was introduced in England on the occasion of the Restoration by
Prince Rupert, and proved to be especially popular in the art of portraiture during the reign
of William IIT (1689-1702)." Mezzotint achieved a more painterly effect by creating small
holes with a 'rocker' evenly throughout the plate and polishing those areas where ink was
not meant to go. Through the use of the mezzotint it was possible to create sharp
chiaroscuro, which made it ideal for dramatic scenes. The use of mezzotint in graphic
satire was popularized in the 1770s when Sayer and Bennet, and Carington and John
Bowles utilized the technique for their drolls. 4 Political Lesson [Fig. 2] by John Dixon,
printed for John Bowles in 1774, demonstrates the effect achieved by contrasting light and
dark from General Gage's black horse to the lightning illuminated sky. However, although
the mezzotint process was less cumbersome to undertake and execute, and therefore more
economical, compared to engraving and etching, the plate could be used only a few

hundred times before signs of wear prevented more impressions to be taken.? Fortunately,

5 Press, 1981, 43.

16 Alexander, 1983, 3; Press, 1981, 43. Towards the end of the 1770s a portable printing press was
developed, allowing amateur printmakers to print their own designs. See an advertisement for
“Hopwood's Mahogany Portable Printing Presses”, which states that many “noblemen and gentlemen
print their own works”. The makers of the press guarantee its easy use and good quality, saying that even
“country booksellers and other tradesmen” utilize the press for their businesses. London Evening Post,
December 23-25, 1779.

7 See Chapter III.

18 Godfrey, 1978, 10.

' D. Alexander, 'English Prints and Printmaking', in R. P.Maccubin & M. Hamilton-Phillips (eds.), The Age
of William III & Mary II, 1989, 272.

2 Clayton, 2014, 141.
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mezzotint plates could be re-worked with ease and any damage done to the plates through
excessive printing was frequently covered by garish gouache colouring, as visible in

Carington Bowles's print of 4 New Method of Macarony Making [Fig. 1] from 1779.%

Overall there were very few developments in the manufacture process of political prints
during the first half of the eighteenth century, while etching and mezzotint gained more
popularity during the second half. One notable shift in quality was the choice of paper.
Whereas reproductive prints were often printed on high quality imported paper, many
political prints were instead printed on cheaper domestic alternatives.” From the 1760s
onwards some printsellers specifically advertised political designs printed on high-end
paper, such as The Vanity of Human Glory (BM 3696) [Fig. 41]. In addition, the Darlys
sold their macaronies from mid-1760s onwards printed on water-marked paper in order to

separate their products from imitations.”

The Printing Presses and their Capabilities

During the course of the eighteenth century more and more printmakers could afford
printing presses to produce engravings, etchings, and mezzotints. While manufacture
processes stayed mostly the same up until 1800, when the iron press was introduced,
technological advances were made in order to extend press runs for each plate. Joseph
Moxon's Mechanick Exercises (1683-4) had included the first detailed account of the
printing press and its workings in English, and through Moxon the wooden printing press
became known as the 'common press'.** However, the wooden press was limited in its
ability to exert force through the platen, or the plate pressed against the wooden block or
copper-plate, resulting in a limited number of printings. The wooden press was therefore
capable of producing 200-250 printed sheets per hour, although this was the number of
impressions that consisted of text, not images, which would have required more ink to

manufacture.”

2l Donald, 1996, 3.

2 (Clayton, 1997, 118.

2 See Chapter 1, section: Price Structure and Profits.

J. Moran, Printing Presses: History and Development from the Fifteenth Century to Modern Times, 1973,
31

% P. Luckombe, The History and Art of Printing, 1771, 32.
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For engraved and etched images, a rolling press was utilized. In most cases the decision to
invest in such a press was not based on the sole need to manufacture prints, instead many
printing enterprises invested in a rolling press from the first decades of the eighteenth
century onwards, in order to differentiate their ware in an increasingly crowded
marketplace for printed products by offering intricate designs to decorate their stock.?
While there was development in regard the decorative types for the 'common press', the
capabilities of the rolling press to create images and embellishments were much greater,
and subsequently the acquisition of the latter type allowed booksellers and printers to enter
the graphic satire trade in the hopes of increased profits. The rolling press was also
considered more efficient to use and acknowledged for its capability to produce a number
of good quality impressions with ease in a relatively short time, unlike the 'common press'
with its wooden blocks, which tended to be cumbersome and led to many blemished
impressions if the draughtsman did not spend a great amount of time ensuring the

acceptable condition of the block and the alignment of the paper.*’

In intaglio printing, the draughtsman had to clean the plate, re-apply ink, and wipe out the
excess ink with a muslin cloth, before placing a damp paper on top of the plate. The
dampness of the paper ensured that it was drawn to the grooves of the plate, where the ink
remained. High pressure exerted on the plate by the platen, and the repeated wiping of the
ink from the plate must have made the printing process laborious and time-consuming, as
well as worn out the plate after a hundred or so impressions.” Regular re-touching of the
plate would have been necessary, and costly in terms of time, labour, and materials. It is no
wonder then, that many printmakers after mid-century preferred to use the mezzotint-

technique, which afforded a better and quicker way to re-touch the worn plates.

One plate could potentially yield 1,500 impressions if exerted, but most likely only a few
hundred of those would have been of good quality before a new plate had to be made.
Press believes that the possibilities brought upon by the more durable printing techniques
amassed to a mass market for political prints, whereas Atherton has found evidence stating

that printsellers investigated by the Government in 1749 only sold half-dozen or so

%6 J. Raven, Publishing Business in Eighteen-Century England, 2014, 57. For further information on roller
press and intaglio printing, see A. Stijnman, Engraving and Etching 1400-2000: A History of the
Development of the Manual Intaglio Printmaking Processes, 2012.

27 Raven, 2014, 58-59.

2 A. Griffiths, Prints and Printmaking: An Introduction to the History and Techniques, 1980, 30.
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impressions of a single print.?

While the capability of the rolling press would have been to
produce approximately 150 to 200 impressions before the plate had to be re-touched, the
first edition of a print could have consisted of only a few dozen impressions. More
impressions would have been printed, and subsequent plates engraved and etched, to
supplement the demand if a print proved popular. The new affordability of printing presses
at mid-century enhanced the commercial possibilities associated with the political print.
Moreover, the shift from woodblock to copper-plate meant that the number of possible
impressions decreased due to the fact that metal endured less pressure from the press than
wood, and had to be frequently re-touched to maintain the desired quality.** However, this
defect was easily countered by the higher quality of images the rolling press was capable
of producing compared to the 'common press', whereas re-touching etched plates was less
laborious than to engrave a new block of wood for a second edition of printing with the
wooden printing press. After a plate was exhausted and the required number of impressions
had been printed, and dried, the prints were delivered to the publisher, unless the printer
was also the publisher, who then might have distributed the impressions among other
printsellers. Impressions were exchanged in bulk for a cut-rate, or occasionally exchanged
for other prints.*! An advertisement was placed in a number of newspapers, while the latest
prints were exhibited in the windows of the printshop, a practice especially popular from

mid-century onwards.

Although Press has claimed that makers of political prints purposefully sought out
techniques that would yield a capacity for a mass market, the majority of the political
prints produced during the second half of the eighteenth century utilized techniques which,
while not the most expensive, were nevertheless not the cheapest. According to Press, the
motivation of the political printmaker was to produce as many impressions as possible, as
cheaply as possible, as fast as possible, all to the expense of quality.”> In many cases
topicality was achieved through the application of etching processes, which were cost-
effective, whereas the woodcut method that required precision and skill in order to produce
a detailed impression was utilized for hastily printed piracies, which in turn highlighted the
medium's deficiency in attaining quality under time constraint. The decreased reliance on

woodcuts was highlighted by mid-century political printmakers who anticipated and

2 Press, 1981, 39; Atherton, 1974, 64.
0 Lippincott, 1983, 126-7.

31 Atherton, 1974, 39.

32 Press, 1981, 35.
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manufactured demand, and therefore allowed more time and care to produce better quality
prints, but instead of utilizing the cheaper woodblock print they increasingly preferred the

combination of engraving and etching.”

Many print publishers and sellers, some who designed and etched their own wares,
emphasized the quality of their products over cheaper reproductions. They did this by
using better paper, engaging in a dialogue with the public who sent their designs to be
engraved and printed, as well as by educating new talents.** For many printsellers
importance was placed on presenting their products as cost-effective. Compilations of
prints were sold by reminding the public how much each print would cost if purchased
individually, while many sellers offered a range of options from plain 6d. to 1s. coloured

prints that could also be framed.*

Implementation of Manufacturing Techniques

The use of certain printing techniques served different purposes. For example woodcuts
that were the cheapest to produce were geared towards the lower end of the market, while
etchings and mezzotint drolls targeted the middle of the market, and fine art reproductive
prints made using engraving and mezzotint techniques were for the more discerning and
affluent customer. All the while these techniques were also used in political prints for
representational purposes. For example, devils and demons were depicted using engraving
and etching techniques to make then appear darker than other characters and their
surroundings. This portrayal is visible from 1756, in prints such as A Voyage to Hell or a
Pickle for the Devil and Cowardice Rewarded or Devil will have his due (BM 3484) [Fig.
42], to the mid-1760s: The Patriot Unmask'd or the Double Pensioner being Bully
Pynsents last Shift (BM 4146, c.1766), and to the end of the Revolutionary War:
Contractors no seats in Parliament, Crumbs of Comfort, or-old-orthodox, restoring
consolation to his fallen children (BM 6027) by Gillray, and in Thomas Colley's War of
Posts (BM 5984) [Fig. 43], all from 1782.

3 See Chapter IV, section: Topicality.

¥ For example the Darlys provided lengthy training for their apprentices. See Public Advertiser, October
24, 1765 for a war of words between the Darlys and their apprentice who had eloped after five years of
apprenticeship.

35 See Chapter 1, sections: Price Structure and Profits & Advertising and Piracies.
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The three latter prints are coloured and emphasize the darkness of the devil in relation to
his surroundings. Moreover, in Contractors the colour scheme for the devil is repeated in
the outfit for the two clergymen suggesting their affiliation with the hellion. In addition,
engravings utilized crosshatching to achieve the darkened effect, while in etching the
portions of the plate that depicted the devil were dipped in acid longer than the rest of the
plate in order to extend the surface of the ink. In the coloured prints, dark ink was used to

paint the image of the devil.

Some political prints appeared as both etchings and mezzotints. The Botching Taylor from
1779 depicts George 111 and Bute, in highland clothing, cutting up the fabric that makes the
British Empire. The etching in the British Museum's collection (BM 5573) [Fig. 44]
consists of cross-hatching and lines to create shadows, while the figures' faces are etched in
outline to provide nominal detail needed for their recognition. The mezzotint version of the
print housed in the Lewis Walpole collection at Yale (779.12.27.01+) [Fig. 45] brings
more drama and tension to the scene. The figures' poses take on an almost painterly
quality; their gestures and faces bathed in shadow and light suggest sinister intentions,
especially in the case of Bute, the Pope, and the Scotsman placed on the right side to
contrast with the King and the representatives of the government to the left. The mezzotint-
technique was in this instance utilized to clarify and enhance the composition, something
that is more difficult to ascertain from the etched impression. Furthermore, mezzotint
allowed for more depth as it represented figures in a three-dimensional space, as opposed
to the decidedly flatter effect achieved by the cross-hatching in the etched version. The
mezzotint's application of soft shadows creates an ideal effect when depicting insincerity:
the bonnet worn by Bute casts a shadow that covers his eyes, underlining the opaqueness

of his character and motivations.

Most political prints, nevertheless, continued to combine engraving and etching for
efficiency in terms of cost and time. Moreover, new techniques of aquatint and stipple
engraving were in large part ignored by political printmakers of the eighteenth century.*
Woodblock prints were used from mid-century onwards to illustrate political prints on the
pages of magazines, or to print cheaper copies of popular engraved impressions, such as in

the case of The Contrast [Fig. 11] and Byng Return'd, or the Council of Expedients [Fig. 37

36 O'Connell, 1999, 53. A notable exception was Francesco Bartolozzi's aquatint satire The Game of Hazard
(BM 5983), from 1782, and James Barry's aquatints for John Almon in the 1770s.
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represents the engraved and etched version], both from 1756. These prints demonstrate the
constraints of the woodcut and emphasize the lack of sophistication in the way the figures
and settings are cut. The surface comes across flat, while there is little or no nuance in the
shadowing of the figures. Etching and engraving allowed for more decidedly rounded and
curved edges, while the woodblock technique resulted in a more jagged appearance. Not
all woodblock versions were piracies, as many printmakers copied their own plates from
copper to wood and vice versa, in addition to sharing their stock with other printmakers
and sellers for profit. Moreover, many sellers who owned their plates re-issued them

regularly and included them in their catalogues that were available for customers.”’

Print and Drawing Manuals

While there were no manuals on how to compose political prints, many printmakers and
publishers published drawing manuals. Many of these guides were aimed at either
amateurs or printmakers' apprentices. The art of caricature, which insinuated itself into
Britain from the 1730s onward, was considered at first a social pastime and was taught for
the genteel circles by the likes of Mary Darly, who then offered to print her students'
drawings. Darly's 4 Book of Caricaturas from 1762 recycled imagery derived from
Leonardo da Vinci's grotesques and Wenceslaus Hollar's Diversae Probae (1645) to
illustrate caricatured faces, while tracing the origins of the tradition to France and Italy.*
She also included her own, as well as George Townshend's, caricatures in the pages of her
manual while asking her students to “delineate your Carrick™.”* Amelia Rauser has noted
that the 1779 re-issue of Darly's guide reflected an adjustment in the audiences' tastes
regarding caricature by removing the references of the art as appealing only to the elite and

female audience, which it had attracted in the 1760s and early 1770s.%

In 1779 Carington Bowles, who was popular for his mezzotint drolls, published Polite

Recreation in Drawing. This book draw from sources such as Giovanni della Porta's De

37 For example, The Living Statued Patriot (BM 1880,1113.3736) from 1738, representing the Whig Lord
Mayor of London, John Barnard, known for his opposition to Robert Walpole, was re-issued in the
autumn of 1756 in relation to the growing pressure on the Newcastle ministry due to the Duke of
Newecastle's earlier role as the protégé of the late Prime Minister.

Mary advertised The Principles of Caricature Drawing on 60 Copper-Plates, as she titled the guide, in
Public Advertiser, December 21, 1762. The price of the publication was fifteen shillings.

¥ Donald, 1996, 12, 202.

40 Rauser, 2008, 144,
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Humana Physiognomonia (1586), establishing a connection between the rise of caricature
and popularity of physiognomic studies.” The second significant guide on caricature after
Darly's book was Francis Grose's Rules for Drawing Caricaturas: with an Essay on Comic
Painting from 1788, a more detailed description than that of Darly's on what constituted a
caricature and how to use it in order to achieve the most effective result. Grose described
in detail the features of a human face and illustrated his point with plates depicting

caricatured faces.

All in all there were very few caricature manuals and they were largely targeted towards

the amateur caricaturist.*

However, there were several instructive guides for amateurs on
printmaking, especially on etching, which was considered less laborious than engraving.
While caricature was taught by professionals such as the Darlys, etching techniques could
be learned directly from the manuals. For example, Sculptura-Historico-Technica: or the
History and Art of Ingraving was published in several editions between 1747 and 1770. In
addition, Reverend William Gilpin published Essay upon Prints in 1768, which was in the

first instance a critique aimed at print collectors who wished to better their taste.*

Drawing manuals such as The Artist's Vade Mecum, being the whole Art of Drawing
taught in a new work elegantly engraved on one hundred folio copper plates from 1762,
and The School of Art, or New Book of Useful Knowledge by John Cundall, which
appeared in at least four editions during the second half of the century, informed those who
wished to learn how to compose a print. The School of Art used examples from Frangois
Boucher, Elizabeth Vigée Le Brun and Jean-Antoine Watteu engraved on copper plates,
while The Artist's Vade Mecum gave detailed advice on how to draw body parts, animals,
plants, buildings, and landscapes. The latter guide advertised itself as passing on
techniques learned in Antiquity and the Academy. Both guides were expensive to
purchase, The School of Art was priced at 15s. in folio and 11. 1s. bound, while The Artist's
Vade Mecum's Second Edition in quarto was priced at 7s. 6d., and sold bound at 10s. 6d.

Other examples of mid-eighteenth century drawing manuals included Robert Dossie's
Handmaid to the Arts from 1758, The Complete Drawing Master (1763, 1766), printed for
Henry Parker, The Complete Drawing Book from 1786 and The Draughtsman's Assistant;

4 Donald, 1996, 12. See Chapter VIII, section: Caricature.
4 McPhee, Orenstein, 2011, 9.
4 Alexander, 1983, 3.
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or Drawing made easy from 1794, printed for Robert Sayer. These manuals were marketed
on the promise that acquiring drawing skills were beneficial not only to the individual's
creativity, but also to their health. In addition, commercial handwriting in the form of the

round hand was taught in guides.*

Although there were no contemporary guides for constructing emblematic prints, as the
drawing guides taught mainly how to compose pictorial allegories, those aspiring
professional and amateur printmakers hoping to learn how to compose emblematic
imagery had to look to the emblem books and emblem guides that had peaked in popularity
in the sixteenth and seventeenth centuries. These publications were still occasionally
printed until the nineteenth century before they were relegated to children's literature. One
such guide was Henry Estienne's The Art of Making Devises: Treating of Hieroglyphicks,
symboles, emblemes, aenigma's, sentences, parables, reverses of medals, armes, blazons,
cimiers, cyphers and rebus (1648).* This guide was meant for the “nobilitie and gentry of
England”, suggesting a reversal in the composition of audience compared to the upper-
class clientele of Darly's that preferred to consume caricature instead of emblematic
imagery.* Similar to the examples provided by the eighteenth-century drawing guides,
Estienne's book utilized classical source material, such as Plutarch, Virgil, Aristotle, and
Pythagoras in order to justify the practice of emblems for moral guidance. It is notable that
these sources are mainly classical in nature, although Estienne also credits the Bible for
providing inspiration. The majority of these emblem guides were published in either

French or Latin, Estienne's being one of the few translated into English.*’

Printsellers' and Publishers' Catalogues

Besides manuals, many printsellers and publishers published catalogues that demonstrated
the stock available in their stores. For example, Cluer Dicey and Richard Marshall
published a joint catalogue of the prints available in their shops in 1764, including

impressions of Hogarth's Emblematical Print on the South Sea Scheme (BM 1722) [Fig.

4 G. Hudson, The Design & Printing of Ephemera in Britain & America 1720-1920, 2008, 19.

4 Discussed in more detail in Chapter VIII, section: Origins and Development of the Emblematic Print.

4 Estienne, 1648, A2.

47 For example, see Claude-Frangois Menestrier, Thomas Blanchet, Thurneysen Johann Jakob, L'art des
emblemes, 1662, 2 vols.; Pierre Le Moyne, Sébastien Cramoisy, De ['art des devises, 1666.
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46] made over forty year earlier.” These catalogues usually included lists of plates offered
by the entrepreneurs for printing on demand, whether it was for wholesale or retail
purposes. John Bowles, printmaker and seller, who had established his printshop business
in the early 1720s, published eight editions of a catalogue that represented the stock
available at his store in Cheapside. Appearing in a forty-year period between 1728 and

1768, these catalogues included not only prints but also maps and books.

John Bowles's son, Carington Bowles, left the decade-long partnership with his father in
1764 to take over the shop of his uncle's Thomas Bowles 11, the original Bowles printshop
at St. Paul's Churchyard. Carington not only printed and published catalogues of the plates
in his stock but also authored drawing guides, such as The Artist's Assistant in Drawings,
Perspective and Etching, which appeared in at least thirteen editions from 1768 until the
first quarter of the nineteenth century. These books were published by other printmakers,
sellers and publishers, such as Thomas Kitchin (1768 edition), Robert Sayer (1788
edition), and Laurie and Whittle (1825 edition), who had taken over Sayer and Bennett's
business in 1794. Carington Bowles's catalogues included stock of “curious and
entertaining engraved and mezzotinto prints” that were available to purchase at “wholesale
and retail” and were priced at 1 shilling.* Sayer and Bennett also published catalogues,
and their Catalogue of Prints from 1775 included fine art reproductions, topographical

views, maps, surveys, and “droll and humorous subjects”.*

While the catalogues listed the available wares under themes, none of the catalogues stated
outright that their stock included prints in the political vein, unlike the newspaper
advertisements that directly categorized some prints as “political”.>' Instead the catalogues
employed euphemisms, such as “humorous” which might refer to both political or social
subject matter, or describe the object of the print, representing the likes of John Wilkes and
Lord Bute. This practice exemplifies the political print's unsavoury status before the 1780s,
but also suggests a difficulty in defining prints that concerned themselves wholly with
political content, especially as there was no standardized naming practice until the term

“caricature” was increasingly utilized during the so-called Golden Age.

4% (O'Connell, 1999, 53.

¥ C. Bowles, New and Enlarged Catalogue, 1785.

% R. Sayer & J. Bennett, Enlarged Catalogue of New and Valuable Prints, 1775.
See Chapter I, section: Advertising and Piracies.



Circulation of Political Prints

Forming an idea of the specific circulation of political prints is difficult to envisage due to
the medium's ephemeral nature, directly related to its status in eighteenth-century society.
Most political prints were urban in nature and therefore primarily sold in cities, London
being the natural centre of Britain's print market. Few designs reached the peripheries with
tourists and travelling workers, before the establishment of provincial print trade towards
the end of the century. There are accounts of thousands of sold impressions of a few prints,
most notably Benjamin Wilson's own unreliable description of the 16,000 impressions of
The Repeal [Fig. 39] sold in 1766, but otherwise there are no figures suggesting how many

impressions per plate, and how many plates or editions were sold of one print.*

Dickinson has stated that prints made by amateur designers would have had the lowest
number of printings, perhaps as little as two hundred, and most prints could expect to sell
no more than five hundred copies. Conversely, the number of impressions of a single
higher quality print or print made by a professional printmaker could reach over a
thousand.” Most commentators, however, agree that the common estimate for a single print
run would be between five-hundred and fifteen-hundred.” As single-sheet prints did not
sell nearly as many copies as newspapers, print sales could be counted in their hundreds of
thousands in busy years during the later Golden Age, whereas newspapers would have had
sales in their millions. Therefore, it made sense for the political print to make a leap to the
pages of the newspaper in order to reach a wider audience. John Almon founded 7he
Political Register in 1767, which often included scaled down versions of single sheet
political prints.® Moreover, it was cheaper to buy a magazine that included a print as well
as the current news, rather than a single sheet from a print- or bookshop. Even if viewed at
a coffee-house or at an inn, the customer would be expected to purchase a drink and a meal

before being allowed to view the prints on offer.*

52 For the popularity of Wilson's The Repeal and status of the political print, see Chapter V.

3 Dickinson, 1995, 13, 15.

3 George, 1959, 131; Wardroper, 1973, 5, 113; C. McCreery, 'Satiric Images of Fox, Pitt and George III:
The East India Bill Crisis 1783-1784", Word and Image: A Journal of Verbal/Visual Enquiry, Vol. 9, No.
2 (1993), 163-164. Nicholson, on the other hand agrees with Dickinson, saying that these figures are an
overestimation and that five-hundred impressions or less, at least for the first edition of a print, was the
standard; Nicholson, 1996, 9.

See Chapter VII, section: Role of Newspapers and Periodicals.

As stated in Chapter I, the price of a meal at an inn would cost the same as a plain single-sheet print at 6d.
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Although there is debate whether the lowest social orders could afford to purchase prints,
access could have been provided by other means. Evidence suggests that during times of
heated political debate, pro-government, as well as pro-opposition forces invested in
satirical prints mocking the other side, and circulated these prints in the poorest parts of
London. They also plastered prints on building walls as an effective method of reaching a
wider public for their cause. However, it should be noted that there is no way of knowing
how many of these prints were political in nature. Especially hand-bills were widely
circulated in this way and political prints could have been distributed alongside. For
example, in 1763 when general warrants were issued for Wilkes and his associates, Wilkes
himself circulated a large quantity of hand-bills around London.”’ It would have made
sense for him and his supporters to also circulate prints that celebrated him and

antagonized Bute.

Commentators, such as Cardwell, Dickinson, and Press have attempted to make
quantifiable estimates of the number of political prints circulating in any given year of the
eighteenth century. Their conclusions have relied on the number of political and social
prints housed at the British Museum. This collection, although vast in size, should only be
considered to represent a fraction of all the prints made during the century. While many
researchers have acknowledged this, some, such as Press, have taken the British Museum
print collection to represent a micro-cosmos of the entire eighteenth-century print market.
In truth, it may not be known for certainty whether the quantity of social satires grew in the
1770s, while political print production decreased, although this is widely suggested. What
is known, however, that many printsellers and publishers, such as the Darlys, specifically
told the public not to send in designs of political nature for most of that decade, and that
the British Museum contains more social satires than political prints from that period.
Whether this latter notion has to do with social satire being more expensive to purchase,

and therefore kept for posterity rather than disposed of, cannot be proven, only suggested.

Whatever the case, the following conclusions have been drawn from the evidence
available. According to Cardwell, before the eruption of the Seven Years' War the political
satire production was relatively unhurried, with only twelve prints published between 1754

and 1755.”® Between Byng's return from Minorca and his court-martial, this figure had

7 Brewer, 1976, 152.
8 Cardwell, 2004, 144.
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increased to over hundred satires in the year of 1756.% If these estimations are accurate this
trend in print production would have coincided with major political events, continuing into
the 1760s and well-beyond. Dickinson has observed that this behaviour was not steady,
and during some years, such as 1772 to 1774, the production of satirical prints
diminished.”® The Darlys moving to social satire and subsequently to the West End in the
1760s could then be seen as an anticipation of a more differentiated market, as by the
1770s many print-sellers specialized in certain types of images. For example, Fores and
Hannah Humphrey, with whom Gillray was associated, specialized in political caricature
from c.1778 onwards, whereas Carington Bowles, situated at St. Paul's, focused on
mezzotints and prints known as drolls, which had sketch-like qualities that centred on the

more unusual aspects of humour.®!

Evidence drawn from contemporary newspapers suggests that there was demand for
political prints beyond the capability provided by a single copper-plate. Sumpter's Pillory
Triumphant [Fig. 24], for example, sold six editions between March and April 1765.%* The
British Museum only has one impression of the print, which would appear to be from the
first edition, as subsequent editions, one example of which is located at the Lewis Walpole
Library (765.03.01.01.2+), have edition information attached to them. This latter
impression is from the sixth edition, although Sumpter retained the original publication
date of March 1 likely for copyright purposes. This final edition has added four additional
stanzas to the song placed below the image, as well as the edition information to the left
side of the print. Considering the lines of the image in this edition are more delicate than
the distinctly deeper edges of the first impression, suggests that Sumpter has in fact used
the same plate to print each subsequent edition, perhaps with some re-touching. It is
evident by the depressions surrounding the image that while the image plate has remained
the same, the text has been printed using different plates. The print therefore has utilized a
combination of the 'common press' and the rolling press, which goes in line with the wider

developments and motivations of the printing trade at the time, discussed above in relation

% 1Ibid.

% Dickinson, 1995, 12-13. This estimate supports the idea of a 'stagnation' (See Chapter VI). Dickinson
believes that by the 1760s political satirical prints were published at the rate of one per week and by the
next decade this had increased to two per week.

81 McCreery, 2004, 25.

62 After Williams's sentence was announced at the end of January 1765, he was pilloried on February 14.
Sumpter advertised Pillory Triumphant for the first time on March 5-7 edition of St. James's Chronicle or
the British Evening Post. The advertisement for the sixth edition appeared on April 9-10 edition of
London Evening Post.
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to the capabilities of the presses.

If an edition would have consisted of one copper-plate used until worn, the number of
impressions per edition would have been anywhere between few hundred and 1,500,
although to achieve the latter number of printings the plate would have certainly required
significant re-touching. Because Pillory Triumphant targeted primarily the Wilkite faction,
who generally consisted of less affluent people; labourers, journeymen, and lower ends of
the merchant -spectrum, such as booksellers like Sumpter and Almon, the editions would
not have necessarily comprised of a high number of impressions as those of The Repeal
that had the potential to reach wider sections of the public. This would explain why

Sumpter did not manufacture a new image plate for each subsequent edition.

Comparison between multiple impressions of a single print does support the theory that
several plates were used to meet demand. Three impressions of Byng Return'd or the
Council of Expedients from August 1756 survive. While one impression is a crude
woodcut, most likely a piracy suggesting the print was popular enough to warrant one, the
other two impressions are engravings. Although these two prints appear similar at first
glance, a more detailed comparison reveals that while the design of the figures and settings
match, the speech-bubbles do not align. A similar effect is visible in The Statue, or the
Adoration of the Wise-Men of the West (BM 4141) [Fig. 47], the unofficial sequel to The
Repeal from the Spring of 1766. When contrasting the two available impressions, it is
noticeable that the horizontal lines occupying the background are wider in one of the
images although the images are the same size (30.3cm x 20.6cm). Therefore it may be
concluded that either the same plate was used for both impressions of Byng Return'd and
The Statue, but re-engraved after damage from the first edition, leading to the
misalignment of speech-bubbles, or that two separate plates were used, derived from the
original design traced onto the copper-plate, resulting to the variation between the

engraved lines.

Analysis of several impressions may also reveal that they come from the same plate, as in
the case of Wilson's Tomb=Stone (BM 4124) [Fig. 48] completed before his Repeal, of
which three impressions exist at the British Museum. In this instance, the figures, text and
lines align across the three prints, and definitive evidence proving they are printed from the

same plate is provided by the two small dots placed below a demon's bagpipe in all
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impressions. One of the impressions was donated from the collections of Lady Sarah
Sophia Banks, sister of naturalist Joseph Banks, who in all likelihood moved in the same
social circles as Wilson, and would have been in a position to acquire one of the first

impressions.

The “mass urban market” for prints, as described by Press, was according to him brought
about by iconographical changes in the print, in other words the introduction of caricatural
elements.® However, when looking at the large sample of prints published between 1756
and 1783 that have survived, it is clear that the emblematic mode continued to feature to a
significant effect in political prints up until the end of the Revolutionary War. In addition,
the technical limitations of plates would also limit possible circulation rates, unless, as
Nicholson suggests, piracies were providing an additional supply to the market. While
Press believes that political prints expressed a “semi-free market of opinion” and therefore
were “an essential element in the creation of democratic government”, it is more likely that
they were supporting players to other types of more widely available political propaganda,
such as the newspapers, the weekly magazine, and the pamphlet trade.** This would
explain why the caricatural representation, as advocated by Townshend, did not take hold
until the 1780s, it was mainly limited to genteel and aristocratic circles who preferred
social subjects, while the more inexpensive emblematic imagery targeted the labouring
public, who became increasingly politically active from the 1760s onwards, as the result of

wider parliamentary reporting and the rise of the Wilkite movement.®

What further inaccurately informs Press's analysis of the print trade between 1760 and
1770 is his reliance on the British Museum catalogue of prints and drawings to determine
the number of political prints in the marketplace per each year of the decade.® While the
catalogue succeeds in placing most prints within the year they were published, the two

volumes (Vols. III & IV) compiled by Stephens, encompassing the years 1751 to 1770,

6 Press, 1977, 216.

8 Press, 1977, 237.

% Donald, 1996, 2. See Chapter IV, section: Audience.

% There are about 20,000 satirical prints housed at the BM, making it the largest collection of such prints.
Lewis Walpole Library contains over 8,000 prints from the eighteenth century, including drolls by
Bowles and a good quantity of Darly -macaronies. Many notable print collections focus on Golden Age
caricature, such as the Guildhall Library, Victoria & Albert Museum, National Portrait Gallery, and the
Bodleian Library at Oxford. By comparison, the BM collection is the most notable resource of political
prints for the period 1756-1783. For political print collections, see J. C. Riely, 'English Prints in the Lewis
Walpole Library', The Yale University Library Gazette, Vol. 49, No. 4 (April 1975), 364-375; S. Turner,
'Collections of British Satirical Prints in England and America', Journal of the History of Collections,
Vol. 16, No. 2 (2004), 255-265.
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feature publication dates representing the events they were published in relation to, not the
actual dates which tended to be in some cases many months later.”” For example, the first
Byng-satires are dated in the catalogue between May 20 to May 22 1756, when the Battle
of Minorca had taken place, although the first prints on Byng did not appear until the last
days of June and the first week of July.® The same occurs with George Sackville and

Minden -related prints that have been dated to the day of the battle on August 1, 1759.%

The dating is more accurate in relation to prints published from c. 1762 onwards. The
Bute-related prints demonstrate a growing reliance on evidence gathered from newspaper
advertisements available for consultation at the British Library collections, which were
housed at the British Museum when Stephens wrote his catalogues. Although, even then
there is uncertainty with the “This day is published” -lines in regard whether this was the
first date the print in question was advertised, as this information was circulated on several
consecutive days, weeks and months. Only on few instances is the information regarding
the edition available, mostly in relation to popular prints and the collected editions of prints

by the Darlys, Sumpter, and Pridden.

Successive plates could have been used for printing a large quantity of impressions,
although it is unlikely that a mass market of Press's suggestion existed for political prints
even if technology and accommodating techniques that decreased the production time,
made it possible. The most likely distribution method included the printing of a small batch
of a few dozen impressions, seeing how quickly they sold, and then producing a suitable
number of impressions to complement the demand. Moreover, the plates could be stored
and recovered when the need arose and the printsellers' catalogues were an economic way
to support one's printing business, allowing available plates to be presented through
description, without producing unnecessary impressions that might not sell. These methods
are suggestive of a cautious market that was aware of the precarious nature of sporadic
demand for political prints, and could help explain why some years saw the publication of

fewer prints than others.

67

The catalogue consisting of prints in the BM published between 1771 and 1783 (Vol. V) was compiled by

George. See Introduction.

% For example, BM 3352 is dated in the catalogue (Vol. IIT) May 20, 1756, and listed as the first Byng-
related satire, was published around July 6, 1756, nearly a week after BM 3353/3354, also dated May 20,
1756 in the catalogue. Other prints that appeared later, dated for May 20, include; BM 3355; BM 3358;
BM 3359; and a rebus listed under BM 3356.

% See BM 3680; BM 3681; BM 3682; BM 3683; BM 3684; BM 3686; BM 3687; none of which would

have likely appeared before September 1759.
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Conclusion

The eighteenth century saw the redefinition of the manufacturing methods and the division
of labour in the printmaking enterprise. Press's statement regarding quantity versus quality
cannot be held as accurate considering many booksellers and printmakers invested in the
rolling press in order to compete in the increasingly crowded marketplace through quality,
even though they were aware the press would yield less impressions than the 'common
press', and that the manufacture would be more expensive than that of a woodcut. From
mid-century onwards etching was utilized more and more in political prints to complement

the costlier engraving and to make the manufacturing process more time-efficient.

Moreover, the etching technique allowed for the streamlining of labour, with one person
designing, etching, printing, and possibly even publishing prints. Although woodcuts were
still used for magazine illustrations, from c. 1765 etched sheets were inserted between the
pages, and for hastily executed piracies that sought to take advantage of the topicality of
popular prints. The introduction of the mezzotint technique to political printmaking
advanced the familiarity with coloured prints, as plates were tinted to cover damage to the
plates after a number of impressions were taken. By the end of the 1780s coloured prints
were the standard, likely a result from shifting tastes, as well as from increased number of

impressions to satisfy the expanding demand.

A growing number of drawing manuals and print guides were responsible for introducing
amateurs into printmaking, whose role especially from the 1760s onwards is noticeable in
the supply of suggestions, designs, and etched plates depicting Bute, Wilkes, and the
macaronies, that were sent to publishers and printers. The catalogues detailing the stock of
printsellers were most likely born from the need to supplement the business through pre-
existing plates, which allowed a respite from continuous need to gratify the demand for
topicality. Drawing manuals, and especially the caricature guides that found popularity
after mid-century, were also a way to invite further business. At first, these guides relied on
continental models, reproducing French and Italian examples of both caricature and
allegorical representation, before Mary Darly utilized homegrown examples, such as those
by Townshend, alongside Leonardo's grotesques. Towards the end of the century, the
English drawing guides began to incorporate indigenous art, such as the 1794 edition of

The Artist's Vade Mecum, which included landscape illustrations by Paul Sandby. These
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images appeared alongside increasingly physiognomic descriptions of human features,

further suggesting the assimilation of caricature into the English society.

For the most part of the century physical limitations of the printing and rolling press
restricted the capacity of circulation for political prints. While each edition could be
between a few dozen and a few hundred impressions, the lack of edition information on
many prints prevents estimating how commonplace it was to produce more than one
edition. This paucity has been supplemented by scholars, such as Press, Cardwell, and
Dickinson, who have instead focused on the British Museum catalogue as a scholarly
source to determine the capacity of yearly print production. Their estimates provide a
starting point in the identification of particularly active years in printmaking, and
conversely times when the number of prints have decreased noticeably from the perceived
averages. Determining the technical capabilities aiding and hindering the circulation of
prints, alongside the formation of new types of topicality, as detailed by this study, will
further contribute to the understanding of how the market and consumption of political

prints functioned in the second half of the eighteenth century.
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CHAPTER III:
Authorship

The Copyright Act of 1735 placed the authorship with the publisher, who may or may not
have been the designer and engraver of the print. This resulted in the inclusion of the
publication line that featured the name of the publisher and seller. The majority of political
prints that appeared during the third quarter of the eighteenth century did not include the
name of the person who designed the image or engraved the plate. Moreover, even when
this information was featured, pseudonyms were used, not to avoid possible libel
prosecution, but to make mockery of the idea of censorship considering how difficult it

was to pursue legal cases regarding prints, as opposed to the printed word.'

The political print of the 1750s and 1760s, and to some degree 1770s, remained a
collaborative effort between the patron, the draughtsman, and the printseller. The late
1770s and early 1780s saw the growing importance of the print publisher, promoted by the
likes of Sayer, Bennett, Bowles, the Darlys and the Humphreys, who subsequently located
their businesses at more up-market addresses. Furthermore, during this time more
professional artists entered the political print business, with some even signing their prints,

suggesting that the enterprise was gaining legitimacy as an art form.?

A growing number of amateurs also supplemented the market by sending their designs to
printshops. These amateurs consisted of middling sorts and upper class figures, for whom
caricatural drawing provided a polite pastime. In contrast, anonymous persons also sent
crude suggestions for political prints, which were tidied by the printmakers for publication.
George Townshend combined these two modes, being an aristocrat utilizing caricatural
representation for political ends. Although his card-sized prints were popular, the use of

caricature remained mainly in the realm of social satire until the end of the 1770s.

Additionally, Atherton's analysis of Townshend's career as a caricaturist has assisted in
understanding the motivations of those political printmakers who occupied an authorship

position outside of the financial need to engage with the medium.’ Unlike hack artists, who

' See Chapter V, section: Copyright, Libel, and Censorship.

It should be noted, however, that the early prints by Gillray did not feature his name, rather the authorship
information consisted of the publishers' name and address.
Additional evidence elucidating Townshend's motivations while he was stationed in Quebec is offered by

2
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worked for a number of publishers, genteel authors, such as the Marquess, could afford to
decide the subject matter and tone of their designs, leaving their reputations more
vulnerable if their identities were publicly known. Many resorted to using pseudonyms or
their initials, while the majority of aristocratic amateurs took refuge in the publishers' line

as the legitimate source of authorship until the end of the 1770s.

Kathleen Wilson, on the other hand, has argued that John Wilkes and his supporters
understood the efficacy of repeating pictorial emblems and used their highly symbolic,
allegorical, and invoking imagery to reach a wider audience beyond the genteel classes.
According to Wilson, the Wilkite print campaign consciously evoked the constitutional
struggles of the previous century in order to frame the movement's motivations as a
continuation of a wider conflict against tyranny. Because of this distinction, later
commentators have argued that emblematic language was directed to the masses, whereas
caricatural representation addressed more refined, exclusive tastes. An overview of the
professional artists, who catered for wealthy patrons, and supplemented their income by
engaging in political printmaking, shows however that their products relied largely on
allegories and emblems, such as the aquatint prints by James Barry and mezzotints by John

Dixon.

Patron as Author

The patron's authorship in the manufacture of political prints was not constrained to
someone who offered the monetary means to produce a print, but also to those who
suggested ideas for them. Eighteenth-century Britain had witnessed the re-definition of the
role of patron and patronage, directly related to the decrease in court-patronage, as well as
to a growing marketplace for printed products. While many printshop entrepreneurs began
to invite concepts and designs for prints, leading to an indirect patronage, in other cases the
patronage was more direct. In these instances the patron would have employed the
designer, and directly or indirectly paid the draughtsman and printer. The printer could
have also been the designer, as well as the seller and publisher, or occupied any of the
above mentioned roles. Although it may be reasoned that behind many political prints was

a patron with political interests, perhaps even a member of the Parliament or the

Hardy, 2014, 11-29.
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Opposition, who employed a hack artist to execute prints of varying qualities, finding out
how widespread this practice was is almost impossible as there are no records shedding

light on the matter.

In the early spring of 1766, members of the Rockingham ministry, Edmund Burke, who
was the Prime Minister's secretary, and Grey Cooper, the Treasury Secretary,
commissioned painter Benjamin Wilson to design a political print to coincide with the
repeal of the Stamp Act. Wilson had in late 1765 designed a print entitled Tomb=Stone
[Fig. 48] “in order to please Lord Rockingham”.* What is more, Wilson's occasional patron
was Prince Edward, Duke of York, the Duke of Cumberland's nephew, while Tomb=Stone
occasioned with Cumberland's death in October of 1765. In this instance, Wilson was an
established artist who had an existing patronage relationship with the upper echelons of the
political hierarchy, not an anonymous hack artist working to the bidding of his patron.’

However, Wilson did not desire to make his role in the creation of The Repeal known,

possibly concerned that the knowledge would harm his chances of further commissions.®

Moreover, it was not only the wealthy, genteel classes who acted as the patrons for
political prints. The Civil War and the period that followed it saw a breakdown in
traditional patronage systems that led to a decline in the role of court-patronage. The
mercantile society that emerged in the eighteenth century promoted new types of wealth
distribution and patronage, enabling the middling sorts to enjoy a variety of entertainments,
from plays, musicals, and painting auctions, to printed products. As a more differentiated
printmarket came into existence, so did a pool of patrons that in turn contributed to a more
diverse assembly of prints, including those with varied political allegiances. The patron
could therefore be an individual with modest means, or even a corporation, as in the case
of political prints attacking Charles James Fox in 1783-4. Consequently, Donald has noted
that although James Sayers, a political satirist who frequently worked in aquatint, made the
many prints mocking Fox, the authorship of those prints was referred to William Pitt the

Younger and the proprietors of the East India Company, who acted as Sayers's patrons.’

4 George, 1959, 134.

While Wilson's professional status suggests that he had a say in how to represent figures and the setting,
his patrons would have most likely made requirements on the overall tone, and chosen which personages
to include.

Wilson's authorship is only confirmed by a manuscript he wrote that was subsequently included in his
son's, Sir Robert Wilson's biography by Herbert Randolph in 1862. See Richardson, 1972, 292.

" Donald, 1996, 204-205.
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In most cases the only evidence that a member of the Parliament, Opposition, or another
politically significant patron was involved in making a political print, was a line included
in the print or in its advertisement stating that the image in question was “Drawn and
Etch'd by some of the most eminent Parties interested therein”.® Whether this meant that
patrons as amateur printmakers had etched the original design, which was then modified by
the printshop, or that they merely sent in an idea or a sketch, is not known. As has been
established, many printmakers and sellers frequently requested ideas and designs, and

Gillray asked for hints and tips of political bent to ensure inspiration.’

Designers, Inventors, and Carvers

The participation of the patron in the printmaking process further confused the lines of
authorship. It also elevated the idea of authorship from an artisan draughtsman who
physically made a product, to a conceptual artist who designed the work. While the
publication line emerged in the aftermath of Hogarth's Copyright Act in 1735, the majority
of political prints published between 1756 and 1778 did not include information on who
designed or engraved them. On the occasions when it was included, this information was
usually conveyed through Latin abbreviations, such as “del.”, “delt.”, “delin.”, or
“delineavit”, meaning the individual who drew or designed the print, “Invt.”, or any
variation of it, meant the person who invented or designed the print, while “Desig.” and
“designavit” were also used to imply this. Whereas, “fec.”, “fect.”, or “fecit” suggested
someone who made the print, and could have meant the draughtsman and printer, or in
some cases the designer if that person also acted as the former two. Terms such as “sculp.”,
“sculpt”, meaning carved or engraved, and “exct.”, meaning executed, were also used.
After 1779 “Invt” was increasingly used in prints made by amateurs, while “Fecit” referred

to prints made by professionals. '

Authorship information was usually placed directly below the image, with the designer's or

inventor's name on the left and engraver's or maker's name on the right. Many political

8 Matthew Darly quoted in George, 1959, i, 116.

°  Nicholson, 1996, 14.

1 W. Feaver, A. Gould (ed.), Masters of Caricature from Hogarth to Gillray to Scarfe and Levine, 1981,
45. For a thorough list of authorship abbreviations, see B. Gascoigne, How fto Identify Prints: A complete
guide to manual and mechanical processes from woodcut to inkjet, 1986.

52



prints that appeared from the second half of the 1750s to the beginning of the 1780s used
the authorship lines for a humorous effect by deploying pseudonyms instead of the authors'
own names. This practice was utilized in mockery of the copyright law, as well as to
ridicule the libel legislation that sought to prosecute authors of scurrilous printed

material.!!

Most of the prints published on the occasion of the Battle of Minorca and Byng's
subsequent court-martial include publishing lines but no designer or engraver information,
except for A Scene in Hell, or Internal Jubilee (BM 3378) in which “Barnaby Clincher”
has been marked down as the inventor and “Hannibal Scratch” as the engraver. Other
examples include Merit Rewarded or the Truth Triumphant (BM 3814) from 1761, which
was “Engraved Printed & Published by Jack Britton at the Sign of Poor Honesty Right
Facing Justice Void of the Salmon”. Although the handwriting is almost certainly that of
Mary Darly, the design is too overtly complicated for her style. However, it could be that
this print was based on one of the numerous designs sent to the Darlys' printshop, and
published with Mary's added lines. Political Electricity (BM 4422) from 1770 attributes
the authorship to Bute and Wilkes, while Emblematical Pile (BM 5239) [Fig. 49] from
1774 merely states that “Emblematist inv et Sculp”.

Several prints appearing in 1779 utilized the authorship line to take further aim at the
conflict in the American colonies and continued Scottish influence on domestic politics.
Britain's State Pilot (BM 5541) attributes its design to “Stuart Pinxt” and execution to
“Yanky fect”, while The Last Stake (BM 5571) was “Designd by Stuart”. Prints targeting
George III, such as The Allies [Fig. 27] from 1780 and Raising the Royal George (BM
6042) [Fig. 50] from 1782, used the authorship line to vent frustrations over the ministerial
machinations and the King's obstinate stance regarding the overseas colonies. The author
of a print published by Wilkite sympathizer, John Almon, entitled 7he Allies, was marked
as “Indignatio”, or indignation, a suitable name that represented a scene featuring George
III gnawing a human bone to the core. In Raising the Royal George, on the other hand,
Lord North as “Boreas”, has been attributed as the designer of the print as well as the cause
of the disarray in which the nation finds itself. The print was published by William
Humphrey, who at the time distributed a number of designs critical of the King, and the

design also features “Switcher”, Lord Sandwich, who is blamed as the sculptor responsible

" See Chapter V, section: Copyright, Libel, and Censorship.
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for sinking the King to the depths of the Atlantic, from which Charles James Fox and
Edmund Burke are trying to raise him. The most striking use of the humorous authorship
line, however, came with Shelb-ns [Shelburne's| Sacrifice (BM 6171) from February 1783,
published by Elizabeth Darchery on the occasion of Britain acknowledging the
independence of the American colonies, in which the design was “Invented by Cruelty”

and “Engraved by Dishoner”.

While George Townshend was known to use “Leonardo da Vinci” as his pseudonym, in
most cases the decision to use a pseudonym instead of the designer's and engraver's name
was likely to have been made by the publisher who assumed the authorship. William
Hogarth, who in relation to most of his prints was in charge of every aspect of print
production, never hid his authorship. Even when defending the generally unpopular Lord
Bute in The Times, Plate 1 (BM 3970) [Fig. 51] and risking the wrath of the public,
Hogarth signed at the bottom “Designed & Engraved by W Hogarth”. Jefferyes Hamett
O'Neale, who designed numerous political prints for Edward Sumpter and John Williams,
rarely had his name included under the images for which he was responsible. An exception
exists in The English Hawke and the French Cock (BM 3690) from c. 1759, in which
“del.” has been placed beside his name. Thomas Colley, on the other hand, frequently
included his name on the prints he made. The War of Posts from 1782, The Fox and Stork,
and Peace Porridge, both from 1783, were published by William Richardson, but included
Colley information either as “Fec”, “Fecet” or “Engd” below the image.'? Colley also used
abbreviations “Ingravd” for his A Political Concert (BM 6173) [Fig. 52] published by
William Humphrey, and “fect” for War Establishment (BM 6252), published by Elizabeth
Darchery, both prints appeared in 1783.

More and more political printmakers began to sign their designs from 1780 onwards. This
shift followed a renewed interest in political prints, assisted by their gradually improved
status, which in turn saw a number of professionally trained artists enter the marketplace.
The development was also brought about by diminished fascination with fashion satires
that had dominated the social prints of the 1770s. Interestingly enough, the majority of the
macaroni-images published during that decade also lacked authorship information and for
the most part only included the publishers' name and address, a practice that reinforced the

association of authorship with the publishers, such as the Darlys. As political issues and

"2 The War of Posts features “T. Colley Fec” on the right hand corner instead of the customary left side.
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debates found themselves increasingly included alongside social subject matter in graphic
satire, prints of political bent gradually became to inhabit the position of a legitimate

medium of societal criticism by the time of the signing of the Treaty of Paris in 1783.

Amateurs, Hack Artists, and Professionals

While Wilson's foray into the realm of political prints was not repeated after Tomb=Stone
and The Repeal, O'Neale, Colley, and Sayers inhabited a role between an artist and an
artisan, and would have most likely been assigned to the category of a hack artist. Cindy
McCreery has characterized a hack artist as someone who made prints on a part-time basis
in addition to other artisanal activities, such as designing and engraving trade cards." They
usually worked for more than one printseller, as shown in the case of O'Neale and Colley.
In addition, Gillray, although possessing some professional training, began his political
printmaking career around 1779 as a hack artist working for two or more print publishers

in London before forming an exclusive partnership with Hannah Humphrey.

Throughout the eighteenth century many professional artists tried their hand at political
printmaking. In addition to Wilson, John Dixon's 4 Political Lesson and The Oracle (BM
5225) were the most notable examples.* Others included Paul Sandby, brother of Thomas
Sandby, who between 1753 and 1754 published a series of satirical prints on Hogarth
following the latter's publication of Analysis of Beauty. In his Analysis Hogarth had once
again gone after caricature by choosing Arthur Pond's image from his series, entitled 7he
Bearleader, and subsequently attacked “those who have already had a more fashionable
introduction into the mysteries of the arts of painting”."> Sandby renewed his attack on the
elderly Hogarth in 1762 after the latter's publication of the pro-Bute print, The Times, Plate
1. To Sandby may also be attributed the anti-Scottish print The Flying Machine from
Edinburgh in one day, perform'd by Moggy Mackensie at the Thistle and Crown (BM
3859) from 1762, and Fox's Fool (BM 6604) from 1784, depicting William Austin, a
caricaturist whose patron was Charles James Fox. Sandby's attacks in print were therefore

mainly a response to and critique of other artists and their allegiances, and were most likely

B McCreery, 2004, 22-24.

Nixon's Oracle was re-worked in 1778 as a French satire, and again in 1783 by William Humphrey as 4
Tea-Tax-Tempest — or, Old Time with His Magick-lanthern (BM 6190) that added a sizeable speech
bubble for Father Time.

'S Lippincott, 1983, 134.
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motivated by his patronage arrangements with political figures.

Several artists who went on to become foundation members of the Royal Academy of Arts
in 1768 engaged in political printmaking before and after the establishment of the
Academy. Francis Hayman, George Dance, and Francesco Bartolozzi, for example,
contributed designs criticizing the government. Moreover, James Barry, who was also a
member of the Royal Academy, made politically minded etchings and aquatints in the
1770s that were published by John Almon for the Wilkite cause. Barry utilized emblematic
imagery for allegorical scenes, such as Phoenix, or the Resurrection of Freedom [Fig. 53]
from 1776.'"® Similar to Dixon, Barry structured his scenes to resemble history paintings
with classical temples and deities, such as the figure of Liberty. However, he also included
more secular emblems such as those referring to the political struggles of the previous
century, such as the notion of Habeas Corpus, and precedents for Wilkes; Algernon

Sidney, John Milton and John Locke.

The growing number of professional artists entering the print market was matched by the
abundance of amateur printmakers who contributed to political print designs, in addition to
acting as draughtsmen, from mid-century onwards. Those who came from affluent
backgrounds were expected to cultivate artistic skills, and the drawing lessons provided by
the Darlys targeted this part of society.!” However, while becoming proficient in the art of
caricature was acceptable as a pastime, utilizing caricature to air political grievances and
making these designs public, in the manner George Townshend had done, was considered
vulgar."® Many genteel amateurs who sent ideas for caricatural prints in the 1760s and
1770s, preferred topics deemed polite, such as fashion, although their mockery of the beau
monde could be as cruel as the depiction of political topics. The unsavoury status of the
political print, then, had less to do with the utilization of emblematic representation,
considered crude by later commentators such as James Peller Malcolm, but more to do

with the eighteenth-century role of the political debate as existing outside the realm of

'* BM 1848,1125.563.

7" Matthew Darly advertised an “Evening Drawing School” in his trade card from the 1760s (BM
2011,7084.68). At the beginning of the macaroni-craze, the Darlys included the initials of their amateur
contributors to the prints in order to create interest for their products. For example, see Ganymede & Jack
Catch (BM 4305) from c. 1769 that features initials “J. W.”. This print depicts notable macaroni and
bookseller, William Drybutter, being greeted by a hangman in reference to Drybutter's history of sodomy
accusations.

18 Alexander, 1983, 1.
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politeness. "

Anonymity provided security for many amateurs who sent political designs and ideas to
the printmakers, and who used political prints as a means of settling party-political
scores.” Indeed, most amateur authors of political prints did not want their contribution to
the authorship fully recognized. Instead, the prints they designed were often referred to as
made by “an eminent hand”. This line drew attention to the print's genteel origins and it
was frequently utilized in the advertisements for such prints to generate interest. Although
George Townshend's designs were published anonymously, or with his pseudonym
“Leonardo da Vinci”, many knew he was the author, and subsequently suspected his
authorship in relation to a great number of caricatural cards that flooded the market from
mid-1750s to early 1760s. Townshend's decision to use the pseudonym derived from the
Old Master could have been a homage to Leonardo's grotesques, copies of which
Townshend saw in the 1740s at Arthur Pond's shop. Moreover, as Atherton argues,
Townshend had at one point acted as Pond's patron, and could have become familiar with
caricaturing through this connection. After all, Townshend never visited Italy during his

Grand Tour of 1743-4.2!

Townshend was by no means the first Englishman to draw caricatures, but he was the first
to employ them for political propaganda. Before Townshend had given his designs to the
Darlys for printing, William Fauquier, banker and dilettanti, supplied Arthur Pond his
plates of Miss Turner (BM 2590) from 1743, and Mrs. Young of Eltham (BM 2845), from
1746.2 Townshend's proclivity for caricaturing was well-known, not only in his social
circles but also around London in general. When acting as the Lord Lieutenant of Ireland
between 1767 and 1772 he was said to have even drawn a caricature of himself.?
Moreover, Horace Walpole had remarked that Townshend “adorns the shutters, walls and

napkins of every tavern in Pall Mall” with his caricatural drawings of the Duke of

19 See Chapter V, section: Status of the Political Print and Treatment of Political Printmakers.

2 Donald, 1996, 25. Furthermore, Mary Darly advertised that “Gentlemen and Ladies may have any Sketch
of Fancy of their own, engraved, etched &c. with the utmost Dispatch and Secrecy”, reinforcing the
clandestine nature of political printmaking in upper-class amateur circles. Public Advertiser, September
28, 1762.

2l H. M. Atherton, 'George Townshend Revisited: The Politician as Caricaturist', The Oxford Art Journal,
Vol. 8, No. 1 (1985), 4.

2 Lippincott, 1983, 134.

2 Townshend was said to have drawn “a caricature of himself with his hands tied behind him”, hence he
utilized caricature to express frustrations over his posting. London Evening Post, December 17-19, 1771;
Westminster Journal and London Political Miscellany, December 14-21, 1771.
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Cumberland, his former commanding officer, and Duke of Newcastle, Townshend's uncle,

who he nevertheless mocked in The Pillars of the State [Fig. 36].**

Because of Townshend's reputation as an incorrigible caricaturist, many of the card-sized
prints targeting Lord Bute, published by the Darlys between 1761 and 1763, were
attributed to his hand. However, Townshend spent the majority of 1761 and 1762 abroad,
first serving the Marquess of Granby in Germany in the summer of 1761, and then
transferring to Portugal where he remained until December 1762. Of the cards appearing in
the autumn of 1762, The Game of Hum [Fig. 21], Scotch Arrogance or the English
Worthies turn'd of Doors (BM 3863), and The Zebra Loaded or the Scotch Pedler, a
Northern Farce now playing in the South (BM 3899), have been attributed to Townshend.?
It is possible he could have sent his designs to friends in London who forwarded them for
publication, or Mary Darly could have been working from an existing batch of drawings
left by Townshend for her. Furthermore, Atherton has demonstrated that while Townshend
was out of the country he did send his sketches to his friends, such as Horace Walpole, and

was in the habit of requesting the latest prints to be sent to him from London.*

There is no reason to assume that Townshend would have had a personal grudge against
Bute, after all they were related through his brother's marriage. Then again, Townshend
had caricatured his own uncle, Newcastle, although this appears to have stemmed from his
frustration to acquire a suitable post to further his career.”” Nevertheless, during the autumn
of 1762, when Townshend was in Portugal, Mary Darly advertised card-sized prints by a
pseudonym called “D. Rhezzio”, one of them being The Boot & the Block-Head (BM
3977), which has been attributed to Townshend's hand.? If Townshend was Rhezzio, then
he also designed The Scotch Hurdy Gurdy or the Musical Boot (BM 3847), which was
signed by Mary as 'O'Garth'.® Why would Townshend have changed his pseudonym?

2 As quoted by Wardroper, 1973, 5-6.

3 Game of Hum was published September, while Scotch Arrogance (originally titled “Scotch Power”) was
announced in November. Public Advertiser, September 28, 1762; Public Advertiser, November 3, 1762.

% H. M. Atherton, 'George Townshend, Caricaturist', Eighteenth-Century Studies, Vol. 4, No. 4 (Summer

1971), 444.

See Motivation below.

B Public Advertiser, October 27, 1762.

2 Public Advertiser, October 30, 1762. This time the author has been marked as “J. Rezzio”. Stephens bases
his argument that The Boot & the Block-Head is by Townshend by remarking its stylistic similarities with
the BM 3581 from 1756, known for certainty to be authored by Townshend. An alternative theory is that
The Boot & The Block-Head was by Paul Sandby. The preparatory sketch for the print at the BM is
signed by Sandby, and he had returned to political printmaking in 1762 when the print was published on
occasion of Hogarth's defence of Bute in The Times. This would make Sandby “Rhezzio”. British
Museum Catalogue of Prints and Drawings, Vol. IV, 204-205. Additionally, Doring's thesis minimizes

27
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Perhaps to cover the fact that he supplied designs against his relative, with whom he
regularly corresponded. Moreover, Townshend's absence from Britain could have
functioned as an alibi that was strengthened by the use of an unknown moniker. In any
case, the attribution of authorship in the British Museum catalogue, with regard to prints
supposed to be by Townshend's hand, is occasionally arbitrary in the absence of evidence
proving his participation in the anti-Bute campaign. Rhezzio could just as well have been
another “eminent hand” employed by the Darlys, the same way that Townshend was only

one of many who sent their designs to be published.

Motivation

While the motivations of the hordes of anonymous political printmakers are not known,
one may guess they have to do with financial and partisan interests. It has already been
established that political insiders paid printmakers, and even professional authors, to
design and write political propaganda.”® As for Hogarth, it is known that he decided to
make his mock-portrait of Wilkes as a response to the personal slight and fear of loss of
reputation the latter had afforded him. What is more, Wilson's motivations for The Repeal
were likely purely to do with money and patronage, perhaps somewhat to do with artistic
merit. But as for Townshend, not only did he clearly enjoy drawing caricatural scenes, but
he also used them to attack the people he knew personally and in an attempt to secure a

more prominent employment for himself.

In general, Atherton states that drawing caricatures was a “diversion” for Townshend.?
One could speculate that he was attracted to the art, and thus ridiculing others, as a result
of his own circumstances, more specifically, having been brought up with the notoriety
surrounding his own family. Furthermore, Townshend had developed a distinct contempt
for authority due to his father's strict nature, which he demonstrated through caricatures of

military figures, and especially Cumberland, with whom he did not get along.*

William, Duke of Cumberland, was the youngest son of King George II. A military leader,

the impact of Townshend's offering to the political print-trade, instead suggesting that Sandby was the
author of a number of prints attributed to the Marquess by the BM catalogue. Doring, 1991, 212-213.
3 Clayton, 2014, 149.
31 Atherton, 1971, 437.
32 Atherton, 1985, 5.
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he played a significant role in extinguishing the Jacobite Rebellion at the Battle of
Culloden in 1746, where he was accompanied by Townshend. Afterwards the Duke
received the nick-name “Butcher”. Easily recognizable on the basis of his physical
appearance, Cumberland began to appear in political prints soon after his victory in
Scotland. The tone of those early images was less flattering towards him, as demonstrated
by The Prodigal Son, or; the Brute among the Beasts, to feed swine (BM 3014) from 1748,
in which Cumberland was presented as gluttonous and cruel, followed by The Cropper
(BM 3034) from 1749, which was lighter in tone, and depicted Cumberland's orders for his
soldiers to have their uniforms shortened, while Mars on his Journey (BM 3041), also from
1749, showed Cumberland in a girdle that he has used to fasten himself to a girl from
Savoy. Subsequently, Cumberland had many printsellers arrested for selling prints that
portrayed him in negative light.*> This was likely to be one of the reasons why his
depiction subsequently changed in prints and a new type of characterization is visible in
Sic Omnia Fata (BM 3108) [Fig. 54] from 1750, where Cumberland is shown in three-

quarter profile, his facial features barely visible.

This same year, Townshend left his commission with the Duke and grew closer to the
camp of Cumberland's older brother, Frederick, at Leicester House.** Sic Omnia Fata, as
well as the prints that followed, such as The Truant Francois (BM 3614), in which
Cumberland was depicted surrendering to the French, and The Temple and Pitt (BM 3652)
[Fig. 55], where he opposed the people's favourite, both from 1757, were probably the
result of a campaign against the Duke by the Leicester House group. It was likely through
this connection that Townshend became acquainted with the Darlys, who were among the
sellers of this scurrilous material, and whose shop at the time was located around the

corner from Townshend's address.®

The first collaboration between the Darlys and Townshend was the notorious Pillars of the
State. Townshend's motivation for the print was possibly political, instead of personal, as
Newcastle was his uncle and Townshend held no special grudge against him. However, he
did not like Fox, considering the latter's closeness with Cumberland. What was clear,
however, was that both George and his younger brother Charles were in need of better

employment. While George had written to Newcastle throughout 1757 asking for a suitable

3% O'Connell, 1999, 190.
34 Atherton, 1985, 7.
35 Ibid.
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military appointment, Charles had been let go from the administration due to his opposition
to its policies. Whereas the younger Townshend decided to establish a newspaper, the Test,

to air his grievances, George turned to his old hobby and the Darly connection.*

Townshend's card-sized caricatures were a hit, and he continued by going after his foe
Cumberland. The Recruiting Serjeant or Brittanniais happy prospect (BM 3581) [Fig. 56]
sees Cumberland's censored portrayal developed by Townshend. In a more caricatural
representation, Townshend simplified the profile of the Duke, and most tellingly, dissolved
Cumberland's facial features to make him recognizable only from his outline, thus reducing
the Duke's features to a bare minimum. This depiction of faceless Cumberland suited the
Darlys' card-sized satirical prints especially well, as it did not require reproduction of
features. Townshend followed the Recruiting Serjeant with Gloria Mundi [Fig. 57], which
depicted Cumberland with a laurel wreath, in resemblance to Roman emperors, standing on
a globe, further enhancing an idea of his status as a military hero, and emphasizing his
rotund form.*” Consequently, Townshend and the Darlys went on to make individual cards

of the characters depicted in the Recruiting Serjeant.®®

While it is easy to identify motives behind Townshend's caricaturing during the 1750s,
these become more opaque after 1760, when both he and Charles secured the better
positions they were after; George went on to become the Lord Lieutenant of Ireland in
1767 and Charles acted as the President of the Board of Trades in 1763, and as Chancellor
of the Exchequer between 1766 and 1767. In the 1760s George Townshend was said to
have gone after Lord Bute, to whom he was related via Charles' marriage. Bute appeared to
have been unaware of the accusations that George was behind some of the malicious
designs published against him, and he even complained about them to Townshend in his
letters. In the beginning of the 1760s Townshend had supported Pitt and Newcastle, and
when in 1761 Pitt resigned, both George and Charles dramatically decreased their support
to the government. If Townshend did design prints targeting Bute, it could be because he

simply could not help it; after all he was once admonished by the King himself for

36 Atherton, 1971, 439-440.

37 Gloria Mundi is No. 55 of Political and Satirical History of the Years 1756 and 1757. There is no
information whether this image also appeared as a single-sheet or a card-sized print outside the collected
edition. It could have been designed by Mary Darly on the basis of Cumberland's depiction in the
Recruiting Serjeant.

3% Donald, 1996, 211.
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occupying himself with caricatures.*

When Townshend's role as a political caricaturist became known, the effect of his designs
inspired many angry responses. A letter published in 1765 called Townshend a “malicious
Libeller”, who at “three Strokes of his Pencil, feratches out his Figure in all the ridiculous
Attitudes imaginable”. The author seems to have been certain of Townshend's participation
in the campaign against Bute, and the letter goes out to detail how Townshend achieved the

desired effect by rendering the physical likeness of known personages ridiculous:

If the name of a Scotch Peer bears the least Resemblance to Boot,
and his Christian Name be John, an huge Jack-Boot serves for a
Pun on Copper-Plate. And if another Lord bears the Name of some
Animal, (a Fox for instance) his Features are assimilated per Force
to those of the Animal, and aggravated or distorted in the most
ridiculous Manner, in order to produce a Likeness between them.*

Paul Sandby had also participated in the anti-Bute campaign, largely through his continued
mockery of Hogarth, who in turn had decided to defend the Prime Minister. Nearly a
decade earlier, between December 1753 and April 1754, Sandby had produced eight prints
mocking Hogarth's Analysis of Beauty. Behind Sandby's motivation were matters of artistic
rivalries and patronage. Hogarth had been against the establishment of a national academy
for arts under the King's patronage, instead opting to support a variety of clubs and
societies that enhanced British arts. Sandby, on the other hand, along with his brother
Thomas, was firmly behind the faction promoting the Royal Academy. Furthermore,
Sandby and his brother had enjoyed Cumberland's patronage since the 1740s, when Paul
had worked for the Duke's Scottish campaign. In 1750 Hogarth had painted March of the
Guards to Finchley, a comic history painting that had derided Cumberland. Four years
later, Hogarth featured the coronet of Cumberland on the subscription ticket to Election
Entertainment. Sandby saw this as a shameless attempt by Hogarth to court patronage, and

a threat to his financial security.*!

3 Atherton, 1971, 443; Press, 1971, 222. See Chapter V, section: Status of the Political Print and
Treatment of Political Printmakers.

40 Public Advertiser, June 5, 1765.

41 R. Paulson, Hogarth: His Life, Art, and Times, 1971, 136. BM 1864,0714.28. A year previously Sandby
made The Painter's March from Finchly (BM 3248) that had attacked Hogarth for ridiculing Cumberland
in his painting. H. V. Karhapad, Analysis of Deformity: Paul Sandby's Satires on William Hogarth in
Response to his Analysis of Beauty 1753-1754, 2009, 39-44.
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James Barry's decision to engage in making political prints for John Almon, a known
supporter of Wilkes, in the 1770s was most likely a combination of financial profit, chance
to demonstrate his skill in aquatint, and bitterness against his former patron, Edmund
Burke. Burke's patronage of Barry had broken down during the first half of the 1770s, due
to his patron's friendship with Barry's rival, Joshua Reynolds, and Barry's dislike of
portraiture. In fact, Barry preferred history painting that afforded him the opportunity to
represent figures in classical costume, a mode of representation he indulged in his aquatint
satires. Barry's decision, then, to work for an Opposition -figure, such as Almon, could be
seen as a retaliatory gesture against Burke, a member of the parliament. Moreover, Barry
was against the idea of a war between Britain and the American colonies, bringing him

ideologically close with the Wilkite faction.*

John Wilkes and his associates were motivated to pursue political prints as part of their
protest against the government mainly because they understood the effectiveness of
emblematic imagery as part of a larger printed protest movement. Wilson argues that a
rhetoric derived from the previous century's struggle against the Stuart threat was
resurrected along with emblems established during that period, to draw parallels between
Wilkes' struggle and the struggle of the English nation.* This struggle was featured in
prints such as The Times: PL.2 (BM 4243) [Fig. 58] from 1768 in which George III is
compared with Charles I and James II, underlined by the emphasis on the Scottish
connection in the depiction of the British Lion, marked as “Liberty's Defendor”, who

attacks a weed-like thistle.**

Other emblems such as Britannia, scales, gallows, and a temple are deployed in the print to
repeat the themes of justice, liberty, and retribution.” An angel blows the trumpet,
reminiscent of the Book of Revelations, suggesting Bute's ministry will bring the end of
times. The superstition is mirrored in the Scotsman, flying on a broom, who points at a
commemorative medal of Oliver Cromwell. There is no subtlety in this scene, where every
aspect of the Wilkite argument is augmented by the reiteration of emblems pointing the
blame at Bute and his fellow Scotsmen. The onslaught of clear emblems, utilized to

manifest complicated ideologies and concepts, such as the constitution, assisted in the

42 P, Murray, 'JTames Barry: Artist and Thinker', Irish Arts Review, Vol. 22, No. 3 (Autumn 2005), 108.
# Wilson, 1995, 212.

4 Wilson, 1995, 214.

# For the utilization of these tropes in political prints during this period, see Chapter XIII.
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construction of a political community who defined themselves through these emblems as a
resistance movement to 'tyranny'.* The political print, then, employed similar practices as
those of the Wilkite crowd rituals that asserted the importance of emblems appropriated
from the 'enemy’, such as the number '45', originally a reference to the Jacobite threat, now

the symbol for 'Liberty' via Wilkes."

What then of Wilkes' motivation to go after Bute and the Scots? Was he merely taking
advantage of a larger anti-Scottish sentiment, or were his motives personal? Without a
doubt, John Wilkes, and his friend Charles Churchill, with whom he established the
incendiary The North Briton in 1762, were the primary promulgators of anti-Scottish
sentiment in the 1760s. Moreover, it may be argued that their decision to go after the Scots
was in fact motivated by the realization that the Scots could be used as scapegoats in the
struggle for 'Liberty', as well as by their personal grievances. Behind Wilkes's motivation
for entering the publication business was his failure to acquire the position of governorship
in Quebec. Despite his fervent lobbying, the appointment had been given to a Scot,
Brigadier James Murray.® In addition, Wilkes' friend and patron, William Pitt, had
resigned in 1761 after a disagreement with Bute in regard to Britain's military strategy in
the Seven Years' War. Wilkes must have considered this displacement as unjust, and seen
it as further evidence of the new King, George III's, favouritism towards his former tutor,
Bute. Churchill, on the other hand, was dismayed by the number of Scottish writers he saw

gaining influential patronage over him.*

Conclusion

There is no evidence to suggest that the libel threat was responsible for designers,
engravers and printers not placing their names on the plates and impressions they
manufactured, instead the copyright and who assumed it appears to have been the main
indicator of authorship, and subsequent threats of prosecution, before the flurry of libel

threats in 1765, tended to be targeting those who broke the 1735 copyright act.>® During the

% Wilson, 1995, 234.

47 See Chapter VII, section: Emblematic Imagery in Rituals.

% Colley, 1992, 122.

¥ G. Pentland, 'We Speak for the Ready: Images of Scots in Political Prints', The Scottish Historical
Review, Vol. XC, 1: No. 229 (April 2011), 76.

See Chapter V, section: Copyright, Libel, and Censorship.
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first half of the century the copyright legislation's liberal view of authorship and
assignment of intellectual rights had enabled the owner of the copyright, which usually
meant the publisher, to assume sole authorship. In the course of the century the concept of
authorship paralleled the changes in print manufacture, and similar to the process of
making prints, the idea of authorship became more streamlined, with more prints including

information of those who designed and printed the impressions.

The decline of court-patronage coincided with the changes in print manufacturing
techniques and facilitated the possibility of more varied groups of consumers to act as
patrons, directly commissioning plates and prints, or indirectly, participating in the
political debate by anonymously, or confidentially, sending ideas of designs. These
changes in turn led to a more differentiated marketplace for printed products, and allowed

the political print to become a consumer product in its own right.

Towards the end of the 1770s, the role of the publisher had gradually started to shift from
hiring hack artists to execute designs, to finding talents that could be fostered, such as
Colley and Gillray, and subsequently many printmakers began exclusive arrangements
with publishers. These talents demonstrated individual styles that made their prints
recognizable in a more competitive marketplace, which in turn was the result of an

increased demand for political prints produced after 1778.%!

The pattern of representation continued to emphasize emblematic elements, as both
amateurs and professional printmakers relied on established visual tropes, and even
Townshend's caricatural designs were emblematized by the Darlys in the early 1760s,
hence complicating the attribution of their authorship. Moreover, as suggested by Wilson,
the Wilkite movement's reliance on emblems was born out of the need to visualize and
simplify intricate concepts, and their constant comparison of Wilkes to Civil War -period
precedents elucidated the Wilkite argument regarding the increasing authority of the

crown.

Furthermore, behind seemingly ideological motivations for engaging or supporting
political printmaking were generally personal desires that aimed to improve employment

prospects. Many authors and patrons utilized the political print in this manner by going

1 See Chapter VI, section: Stagnation and 'Re-birth'.
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after those who they perceived incapable of recognizing their potential, as in the case of
Townshend, Cumberland and Newcastle, or those seen as a threat for further employment
and patronage, as in the case of Sandby and Hogarth, or those who saw antagonizing as an
opportunity to gain public support, as in the case of Wilkes. In addition, while Wilkes'
original motivations appeared to have stemmed from personal frustrations, similar to
Townshend, his capability to generalize and transform his grievances into a political

movement, speak for his understanding of the persuasive qualities of the political print.
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CHAPTER IV:
Consumption

While eighteenth-century British accounts of the consumption of political prints remain
relatively scarce, those commentators visiting from continental Europe, especially France
and Germany, considered these prints singular to any other political propaganda available
at the time.! Perhaps the British took, to some degree, the political prints for granted,
instead preferring to focus on their immoral nature. Although the perceived freedom and
openness of the British society was appreciated by the public, especially at mid-century
when these notions combined with the patriotic fervour occasioned by the Seven Years'
War, political prints were somehow exempt from this sentiment. This was at least until the
Wilkite faction cleverly incorporated patriotic and nationalistic elements into their print
propaganda to even greater extent than what the many pro-establishment Annus Mirabilis

prints of the 1759 had done.

London was undoubtedly the most populous urban centre in Britain, and by mid-century its
population was estimated to be 650,000-700,000.> Moreover, the capital offered a
concentration of cultural products and the majority of the printing trade was located there.
According to Brewer the entrepreneurs of this trade were highly susceptible when
responding to the needs of the public, as seen in relation to the variety of products offered
by the London printshops in the second half of the century.® The audience for the political
print therefore had the potential to be extensive and diverse, and Donald views the layered
visual vocabulary as evidence of the satirical print's elastic capability in its appeal across
social spheres and audiences.® Political prints that utilized emblematic, and occasionally
caricatural imagery, could then be targeted towards both middling and labouring sorts,

because the fluidity in their price range did not limit the audience.’

Press, on the other hand, has attempted to gauge the audience of the political print by

looking at the inclusion of different subject matters and dividing prints accordingly

' McCreery, 2004, 32.

2 Picard, 2000, 3. Her estimate is based on multiple academic sources.

J. Brewer, 'The most polite age and the most vicious: Attitudes towards culture as a commodity 1660-
1800, in A. Bermingham, J. Brewer, The Consumption of Culture 1600-1800: Image, Object, Text, 1997,
439.

4 Donald, 1996, 2.

See Chapter I, section: Price Structure and Profits.
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between social groups. This approach is unreliable considering so many prints infused
social and political subject matter from mid-1770s onwards, their audiences having been
relatively differentiated between c. 1765-1775. Press's suggestion that “low income groups
were almost wholly omitted from the index prior 1800 also contradicts his own statement
about the mass market and its appeal to the “relatively less-educated masses”.® Both Hallett
and McCreery deliberate similarly to Press and advocate an audience of literate, educated
males, although significantly their estimates are defined to those who purchased

periodicals featuring political prints.’

Who then represents the intended audience for political prints? Division of audience based
on the iconography of the prints is deceptive, because it relies on separating emblematic
elements from caricature. Indeed, broad assessments regarding social satire's appeal to
more affluent audiences may be suggested based on its growing reliance on caricatural
representation. This appeal of caricature was based on its status as an import from Italy,
and its association with Townshend, whose utilization was seen as distasteful, but
nonetheless created visibility to the mode, and more significantly allowed the Darlys to
exploit the market for caricature, by providing drawing classes, and engraving, etching,

and printing services, in addition to the opportunity to publish amateur designs.

It could be argued that the audience of political prints likely consisted of those who
consumed social satires as well, although this audience was not mutually exclusive and
many who purchased prints focusing on social subject matters would have shunned
political prints, not because of their deployment of emblematic imagery, but because their
status as political propaganda was seen objectionable. The surviving evidence for possible
audiences of political prints is rather one-sided and emphasises the consumption and
collecting habits of the genteel classes, such as those by Horace Walpole and his social

circle. The collection of political prints housed at the British Museum is largely based on

6 Press, 1977, 231; Press, 1981, 35. Press's analysis also excludes the idea that social satires would have

had a better chance of surviving in collections based on their more acceptable societal position, compared
to the political prints, many of which were treated as ephemera.

Hallett, 1999, 25; McCreery, 2004, 28. What is more, Moores has evaluated the previous research relating
to the audiences of graphic satire, including that of McCreery, Nicholson, Dickinson, and Hunt, coming
to the conclusion that elite audiences formed the majority of the consumer market for graphic satire. His
outcome is based on the pricing of prints and analysis of eighteenth-century literacy levels, but largely
focuses on visual evidence provided by early nineteenth-century caricatural representations, which sold
for higher sums than the black and white 6d. prints of the previous century and utilized the textual
element to a lesser degree. The lack of textual description is according to Moores evidence of the maturity
of the medium that no longer needed to rely on explanatory verse to reach audiences on the lower end of
the economic ladder. Moores, 2015, 5-7.
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former curator Edward Hawkins' estate of 10,000 prints purchased in 1867, and it is not
known how selective his collecting habits were.® Moreover, Wilson's research into the
occupational structures of petitioners for and against armed conflict with the American
colonies could be seen as a reflection of possible audiences, especially considering that the
majority of the political prints opposed confrontation with the colonists, and were more

likely promoted by the Wilkite faction, especially in the 1760s.

Coming back to Brewer's suggestion regarding the susceptibility of the print trade and its
entrepreneurs, framing an audience for political prints and charting the consumption habits
was also related to the topicality of political prints, especially to their responsiveness to
current events and desire to appeal to the largest possible audiences. The latter was
achieved by timing the publication of prints with parliamentary sessions, while the former
was increasingly accomplished after the Seven Years' War by manufacturing demand. The
effectiveness of commemorative political prints as utilized by both pro-ministry and
Wilkite propaganda, largely relied on their ability to respond swiftly to political events.
While Eirwen Nicholson makes a largely unfounded argument for a decreased topicality in
the aftermath of the American Revolutionary War, suggesting many printsellers began to
rely more heavily on older stock, Tamara Hunt promotes the idea that increased
parliamentary reporting was complementary with the politicians becoming more concerned
with their public persona, suggesting a heightened level of scrutiny in political print culture

that had begun to compile caricatural representation with emblematic elements.

Audience

The audience that consumed political prints was not fixed. Instead, the evidence suggests,
political prints appealed to varied sections of English society, although a case could be
made for the appeal of individual prints being dependant on how they corresponded to the

price range available, their use of visual imagery, and whether it was socially acceptable to

8 Press, 1977, 227. It stands to reason that Hawkins as a curator wished to acquire a collection

representative of the larger eighteenth-century schema of satirical prints, both social and political,
although this sample would have been hindered by lack of surviving memorabilia, and therefore most
quantifying estimates remain rather vague in relation to determining the actual output of political prints.
However, some general patterns may be derived from looking at political prints in the BM year by year
basis, and these figures appear to support the trend of social satire dominating political prints between
1768 and 1775, with the latter mode returning to prominence after 1778. In this estimate, macaroni-
images are counted among social satires.
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purchase them. While jest-books that included cruel and base humour were consumed even
by the affluent social classes, the political pictorial depiction is generally considered to
have targeted the middling and lower sorts.’” Those prints that featured the use of foreign
language inscriptions, such as French or Latin, would have in theory appealed to the more
educated public, while rebuses, frequently included in the comic miscellanies that were
relatively cheap to purchase, were aimed towards children and labouring parts of the
society.'” Moreover, woodcuts, broadsides, and ballads were all elements of popular

political propaganda, which would have attempted to cultivate a wide audience for effect.

It is somewhat tempting to argue that the decision to acquire certain prints was based on
their iconographical appeal. However, there is no definitive evidence to suggest the
existence of an audience who made stylistic judgments regarding the depiction of content.
Rather, it is more believable that consumption was based on ideological needs and in the
desire to participate in public and private commemoration, a notion that pertained to wide
sections of the society. As for any restraints that prevented certain sections from partaking
in the consumption of political prints, the overall arbiter was taste. During the eighteenth
century, cultivation of taste was a significant aspect of the persona that was reflected to the
outside world. Later commentators on caricature, beginning with J. P. Malcolm at the
beginning of the nineteenth century, have inaccurately attributed the general taste that
disdained mid-century political prints to their affinity of emblems, not to the desire to

avoid political discourse because it in itself was considered distasteful.

What is more, Malcolm's thesis that the emblematic mode became outdated and juvenile
before the more mature caricature took over political prints and subsequently made them
more acceptable to be consumed, is somewhat revisionist and based on nineteenth-century
observations clouded by hindsight. It is true that the audience for emblem books, that had
targeted the middling sorts during the first half of the century, had shifted to children and
the labouring poor by the end of the century, and by this time political prints were more
caricatural than they were emblematic.!" Nevertheless, the more acceptable status of the
political print had to do with the inclusion of social satire, which featured caricature, or
more simply articulated, not with the representation but with the tastes that defined the

subject matter. To reiterate, the political print found new popularity and audiences from the

?  See Chapter VIII, section: Origins and Development of the Emblematic Print.

10 Atherton, 1974, 65.
""" For the audience of the mid-century emblem books, see Donald, 1996, 57.
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end of the Revolutionary War onwards not because it relinquished its emblems and
adopted caricature, in fact emblems continued to be utilized effectively throughout the so-
called Golden Age of caricature, but because it attached itself to a more socially acceptable

vehicle, with the iconographic aspects rendered secondary.'

Furthermore, it should also be kept in mind that even the more affluent amateur
caricaturists were hesitant in regard to making their hobby publicly known, and
Townshend's behaviour was considered entirely unacceptable.”® It was tolerable to
exchange caricatural drawings of one's circle within that group of people, and perhaps to
acquire and send prints via correspondence. For example, Horace Walpole and his friends
exchanged prints with one another with letters, or as gifts, and their tastes appear to have
corresponded with the notion that the genteel classes were more open to social satire than
political prints, although Walpole had a clear fascination with political prints as they
reflected the interests of the society.'* He made frequent references to ‘“caricatura”,
although preferred to address the political prints in general as “prints”, another sign of their

ambiguous status."

For the most part, the majority of the prints Walpole exchanged within his circle tended to
be reproductive engravings of portraits and architectural plans. Although Walpole, who
was friends with Townshend, did discuss in his correspondence the cards the Marquess had
made in collaboration with the Darlys. Walpole seems to have been quite impressed by
Townshend's talent: “Pamphlets, cards and prints swarm again: George Townshend has
published one of the latter, which is so admirable in its kind, that I cannot help sending it to
you. His genius for likeness in caricatura is astonishing [...]”.'° In addition, Walpole sent
his friends a handful of other political prints that employed emblematic tropes, including

one of the 1749 satires targeting the Duke of Cumberland's affection for a “Savoyard

Moreover, caricature was utilized to achieve topicality, which also led to the consolidation of emblems
towards the end of the century. See Topicality below.

13 See Chapter V, section: Status of the Political Print and Treatment of Political Printmakers.

14 McCreery, 2004, 36.

Walpole discussed with Horace Mann the caricatures drawn by Thomas Patch in Rome. Mann sent
Walpole sketches by Patch, while underlining the politeness of the art form: “he is so prudent as never to
caricature anybody without his consent”, a direct contrast to Townshend's modus operandi. See a letter
from Horace Mann to Horace Walpole, February 22, 1771. For Walpole's correspondence, see W. S.
Lewis, The Yale Edition of Horace Walpole's Correspondence, 1937-1983.

A letter from Walpole to Mann, April 20, 1757. The caricature in question represented the Earl of
Winchelsea, and is most likely the unattributed drawing included in BM collections depicting the Earl
from behind (BM 3581).

71



Girl”."

In the mid-eighteenth century the distaste associated with political prints had less to do
with their inclusion of emblematic imagery, as has been suggested, and more to do with
how political discourse itself was viewed as inappropriate for polite modes of behaviour.'®
Even caricature consumption tended to be private before the mid-1760s. Indeed, prints
were mostly kept in either portfolios or in rooms attended mostly by a male audience, in
order to protect female decency. The decision to utilize the caricatural mode to social
subject matters instead political ones between the 1750s and 1770s could therefore be seen
as an attempt to widen the audience for caricatural prints to include women due to the
genre's jovial nature. In public, political prints continued to be contained in traditionally

male spaces, such as coffee- and public-houses, barber shops, privies, and even brothels."

Hallett has suggested that defining an audience for graphic satire in general may be derived
from looking at newspaper advertisements. Targeting the literate urban audience, many
newspapers featured advertisements for prints, pamphlets, books, remedies, and auctions.
Hallett then comes to the conclusion that the pictorial satire was designed for the
“commercial and professional classes of London and Westminster”.”” McCreery follows a
similar path, arguing that the varied content of the periodicals, which included scientific
articles and political prints, was evidence of an educated audience, mostly male.?' In her
opinion, the presence of political prints was a sign that these magazines wanted to entertain
their audience, assigning no intellectual value whatsoever to the prints themselves. Hallett,
on the other hand, views the satirical print as part of a larger range of cultural products that

these literate men were able to appreciate and understand due to their “eclectic” interests.*

If the audience, as proposed by Hallett and McCreery were mainly educated men, then the
language used by print advertisements should be indicative of this, after all, Atherton has
argued that the prints' use of Latin and foreign languages targeted the learned, and certainly

the literate. However, when looking at the dozen or so newspaper advertisements placed by

Walpole to George Montagu, July 20, 1749. Walpole also described a print of Wilkes “squinting tenderly
at his daughter” (letter to Lady Ossary, November 14, 1779), and accounted for the influx of political
satires targeting the Coalition in 1783 (to Earl of Strafford, December 11, 1783).

See Chapter V, section: Status of the Political Print and Treatment of Political Printmakers.

19 Donald, 1996, 19; Wardroper, 1973, 7.

2 Hallett, 1999, 25.

2L McCreery, 2004, 28.

2 Hallett, 1999, 26.



Mary Darly, that have survived, from 1762, one of the most prolific years of political print
production by the Darlys, only one featured Latin.” Moreover, none of the Darlys'
macaroni-print advertisements included Latin, even though they were clearly targeted
towards a more affluent audience. Even the circulation numbers of newspapers and
magazines are not able to provide a reliable picture of the possible audience for political
prints, as there is no way of knowing what proportion of those who read these products
went on to purchase prints. The diminished numbers of print advertisements in the mid-
1760s reflect the shift of political prints to periodicals, but could also as well be indicative

of the public's growing preference for social satire.

A case could be made for the Wilkite faction as the largest consumer group of political
prints between 1765 and 1768, as the majority of surviving political prints from this period
feature pro-Wilkite subject matter, including support for the American colonies. This pre-
existing audience could explain the decrease in political print advertisements during this
time. What is more, Wilson's charts of petitioners for and against war with America reveal
the divides in certain social classes, and possibly reflect the audience for political prints
featuring the subject matter, along with Wilkite inclinations. According to Wilson, the
largest group of conciliatory petitioners consisted of “single commodity whole-salers,
retailers, craftspeople, packers”, the first category would have included the printsellers, and
probably booksellers who sold a variety of printed products, many of whom were pro-

Wilkes as discussed in Chapter 1.

Male petitioners were represented in four to one ratio to
women and many urban “middling and artisanal” classes were motivated in their support
of the colonies not by just ideological similarities, but the need to sustain the trade

relationships to guarantee relatively steady incomes.?

These findings support some aspects of the mostly male audience advocated by Hallett and
McCreery, and in relation to the public consumption, Donald. Furthermore, Hallett and
McCreery's notion of the educated male audience of the political periodical needs to be re-
evaluated to some extent, as the Wilkite faction mainly consisted of artisanal and labouring

classes, who inhabited the social scale just below the middling sorts.?® It could be then, as

2 Public Advertiser, November 3, 1762. Advertisement for Scotch Power, which was ultimately published

as Scotch Arrogance (BM 3863), features inscription “Vivant Rex & Regina”, in reference to Bute and
the Dowager Princess.

# Wilson, 1995, 270.

2 Wilson, 1995, 271.

% For Wilkite participation in the periodical trade, and their relationship to political prints, see Chapter VII,
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the majority of the reading statistics of this period suggest, that “educated” is a far too
liberal term and “literate” is more acceptable.”’” However, a question remains that if
Wilson's chart correctly advocates the largest part of male petitioners belonging to the
middling sorts, did men from this group align themselves with Wilkes, and if they did, was

it because of ideological, or rather for mercantile reasons?

While political prints had the potential to reach wider audiences, to what extent it fulfilled
this prospect is speculative. While some believe there was a “mass urban market” for
political prints, others think these prints were mainly targeting the politicians within the
realm of Westminster.® Many commentators do believe that the content of political prints
was directly related to the type of audience they attracted, but none of these accounts have
fully addressed the iconographical concerns of political prints, and how they shaped their

audiences.

Collecting

One form of consumption, collecting, has played an integral part in understanding the print
trade of the eighteenth century. It should be kept in mind however, that collecting in
general gravitated towards subjective taste, creating a selective sampling based on what
certain individuals regarded as worthwhile to save for posterity. That being said, the
eighteenth century was a period rife with collectors and collecting, meaning that many
people collected for various reasons, assuring a diverse range of items that have been
preserved. Those who collected prints largely comprised their collections of Old Master

reproductions, mainly from continental Europe, and other fine art prints.”

Once again, the idea of what is socially acceptable comes to play a part. Political prints
were seen as questionable in taste, ephemeral in nature, and too cheap for the genteel
collector. This does not mean that such individuals did not buy political prints, however,
they would have regarded them with less respect than, for instance, reproductions of

Rembrandt. Speaking for the ephemeral nature of the political print, along with its sibling,

section: Role of Newspapers and Periodicals.
See Chapter VII, section: Access.

2 Press, 1977, 216; Nicholson, 1996, 14.

¥ Donald, 1996, 44; O'Connell, 1999, 167.
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the polemical broadside, and cousin, the newspaper, was the fact that they were often

plastered without care to the walls of public buildings.*

A question arises, how have some political prints survived if they were being treated so
poorly? First of all, collecting was not merely the pastime of the wealthy, the emerging
middling sort aspired to emulate their social superiors by adapting the hobby, but would
have been more attracted to collecting items more appropriate and affordable to their class.
Secondly, the status of caricature as a fashionable diversion made their collecting
acceptable. Moreover, their original role as private consumption assured that print
portfolios shown around after dinner, and other related social occasions, were considered
acceptable. Thirdly, it may be argued that Townshend was a major force behind some
genteel collectors' decision to preserve political prints for posterity, after all he was one of
them. What is more, although Townshend's activities were seen as scandalous that would
not have stopped his peers from collecting his designs for curiosity and gossip. But again,
it must be asked whether the subjective method of collecting has thrown askew our notion
of the general popularity of Townshend's caricatural prints, and how representative were

they of the caricatures circulating amongst his social class?

Moreover, gentlemen of the likes of Townshend not only designed caricatures but also
avidly consumed them, aiming to purchase the latest designs even when they were away
from the centre of the British political print production, London. In May of 1763
Townshend, who was out of town, wrote to Reverend Thomas Young because he was “not
been able to purchase one of the Caricatura's of Wilk[e]s”, as “they are only at the Coffee
houses”.*! The print Townshend alludes to is most likely Hogarth's exceedingly popular
mock-portrait of John Wilkes, which was published around that time (John Wilkes Esqr.,
BM 4050) [Fig. 59].>> Townshend's frustration at not having been able to acquire the print
yet is palpable, although he seems to have been able to use his social standing in order to
obtain the print, as he states “A Printseller has promis'd me two by to morrow [sic]
night”.* For Townshend, then, similar to Horace Walpole, it was crucial to maintain a
knowledgeable status of the events occurring back home. The latest prints and their

collecting, therefore, became reflections of the current affairs and fashions. As a designer

3 Wardroper, 1973, 7.
31 Atherton, 1971, 438.
32 Earliest record of the print being advertised is in the Public Advertiser, May 16, 1763.
33 Atherton, 1971, 438.
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of political prints, Townshend's interest for the contemporary prints was also likely an

expression of professional curiosity.

Topicality

During the first half of the eighteenth century the role of the political print was to respond
to events of political significance, and Atherton has argued that the majority of political
prints were published either in the autumn or early spring, on dates that coincided with the
framework of London's social season, and more importantly when the parliament was in
session from October until March.** This also meant expanded audience for political prints
during these months when gentlemen who usually resided in the country-side stayed in
London. Press on the other hand, has noted that the increased number of political prints
from late 1770s onwards concentrated more and more on current affairs, and along with
Dickinson, suggests that as the market and demand for political prints grew, the makers of
these prints began to actively listen to the parliamentary debates in order to seek out

political gossip and manufacture print campaigns for profits.*

This shift may be explained by the short five-month period of the parliamentary session
and the need for printsellers to sell as many prints as possible in that time in order to
sustain their businesses. Moreover, perhaps the demand for political prints was so great
from c. 1778 onwards, and certainly this was the case by 1782, that printmakers simply had
to come up with new designs weekly instead of monthly, as in the 1750s and 1760s, an
exception being the campaign on Bute that had seen new prints daily, in order to keep up

the interest of the public to their products.

In the course of the Seven Years' War political prints had taken upon a commemorative
role which appealed through nostalgia to the public, whereas after the war the political
print found a guise as the representation of the public's grievances against an oppressive
government. All the while the role of the printmaker had been rather passive in its
responsive aspects, until the early 1760s when printsellers such as the Darlys began to

actively seek out designs from the public through advertisements. This practice could be

3% Atherton, 1974, 65.
35 Press, 1977, 216; Dickinson, 1985, 19.
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seen as a precursor to the behaviour Press and Dickinson observe nearly two decades later.

It is important to see commemorative prints as part of both the pro-establishment
propaganda, as well as a weapon for the Opposition. The purpose of these prints was in
general to assemble members of the public under an umbrella on consensus by uniting
them against a common foe. Utilizing topicality was necessary for commemorative prints
as they sought to appeal to the public sentiment as soon as events of political importance
had taken place, and sustain momentum for the benefit of those behind the prints. This
tactic is visible in the Annus Mirabilis prints of 1759 which appeared after three disastrous

years of the war for the British.

Furthermore, these commemorative prints functioned on two levels, first by engaging in
building of patriotic sentiment by juxtaposing Britain with France, and secondly by
renouncing George Sackville's behaviour at the battle field of Minden by comparing his
cowardice with Admiral Hawke's victory at Quiberon Bay. The prints achieved these
effects by creating comparisons and contrasts, the model for which was established in the
Byng-satires published after the Battle of Minorca in 1756. Commemorative prints were
further deployed by the Rockingham ministry in 1766 in their attempt to gain and sustain
popularity in the aftermath of the repeal of the Stamp Act, whereas the Wilkite-faction
utilized commemorative imagery, especially after the Massacre of St. George's Fields, to
draw comparisons with liberty and tyranny, embodied respectively by Wilkes and the

government.

The news regarding the engagement at Minorca had reached Britain on June 4, 1756, a
fortnight after the battle. The public was subsequently intrigued, and newspapers began to
carry advertisements for maps of Minorca, pamphlets detailing the strategic importance of
the island, and history of the British presence there. As the loss of Minorca became an
established fact by the end of June, the first pamphlets seeking reasons for recent “Naval
Miscarriages” began to circulate.® By the first week of July, Admiral Byng had been
singled out as the reason for the incomprehensible defeat, and the first mock-trial

condemning him for cowardice was held at the Lyon and Anchor in Wapping on June 29.%

3% Gazetteer and London Daily Advertiser, June 26, 1756.
37 Gazetteer and London Daily Advertiser, July 1, 1756.
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The first print in response to the Minorca incident was advertised on July 5 and 6; The New
Art of War at Sea (BM 3353) [Fig. 60], while Work for the Bell-man, or an Hue and Cry
after A.B. (BM 3352) [Fig. 61], appeared less than a week later.*® Both images are very
general in nature, the first offering an overview of the ships readying for battle in front of
Port Mahon, whereas the second print was a similarly marine-inspired view of British ships
sailing towards the French fleet. The non-specific nature of these images suggests the
urgency to respond to the events and demand by the public to address the outrage growing
against Byng. The imagery depicted mocks the conventions of maritime art, a tradition
popularized by the Dutch in the sixteenth and seventeenth centuries. The subtitle, Hue and
Cry, was most likely drawn from an advertisement seeking information on Byng that was
published in June 1756 in the Gentleman's Magazine; “Hue and Cry — List of Admiral's

",

[sic] from the Monitor. O yes! O yes! Oyes!”, in addition to referring to the public's desire
to distribute justice to Byng.** Moreover, the advertisement was a reference to the fact that
Byng's name had recently appeared on a list of admirals promoted, along with Lord Anson
and Edward Hawke, publication of which coincided inconveniently with the news of the

loss of Minorca.

The title, 4 New Art of War at Sea, on the other hand, referred to the British skills at naval
battle, as the so-called old art of war was frequently used as an allusion to the Elizabethan
Navy's victory over the Spanish Armada. The advertisement for the print reinforced this
notion: “A Print, representing a new Art of War by sea, never practised by briton's [sic]
before, and which can be only understood in its Theory by an Examination of this Print.”*
This suggested that what happened at Minorca was completely unexpected and

uncharacteristic of the British Navy, and therefore the blame squarely lay with Byng's utter

incompetence.

Furthermore, the design of A New Art of War at Sea was a direct reference to a set of
schematic drawings produced in Byng's defence by his friend, Captain Augustus Hervey.
These drawings evoked an anonymous response that challenged Hervey's account and
undermined Byng's defence, titled An Impartial Representation of the English and French
Fleets...at the Time of Engagement, off Mahon, May 20, 1756.*' The iconography of both

3% Public Advertiser, July 5 & 6, 1756; Gazetteer and London Daily Advertiser, July 10 & 12,
1756.

¥ Gentleman's Magazine and Historical Chronicle, Vol. 26, 1756.

9 Public Advertiser, July 5 & 6, 1756.

4 BM 1868,0808.13484.
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of these images was similar to the drawings submitted by Richard Lestock for his court-
martial a decade before, which led to his acquittal. That particular trial was brought up
again in the context of Byng and Minorca, when printmakers pointed out the similarities
between Lestock and Byng. These two descriptions, then, created an existing template for
the first of Byng-related prints, and used the public's knowledge and memory of them to

draw interest and to further mock the Admiral.

The first print depicting Byng in life-like manner, The Contrast, or Britannia's Distributive
Justice [Figs. 10 & 11], appeared around the same time as Work for the Bell-man.*” Instead
of focusing on a generalized image in order to quickly produce and circulate a topical print,
the authors of The Contrast ensured a swift production by copying the central figure of
Britannia from an earlier plate, The Acceptable Fast: Or, Britannia's Maternal Call to her
Children to Deep Humiliation, Repentance & Amendment in Heart & Life (BM 3341) [Fig.
62]. This print had originally appeared in January 1756. Another measure that assured
inexpensive and expeditious production was the utilization of the woodblock technique,
which allowed the printing of impressions by using the same press meant for printing
books and pamphlets. A preparatory sketch of The Contrast made in watercolour survives
that depicts the figure of Britannia, cut and pasted from an impression of The Acceptable

Fast as seen from the borders of the image.*

It was not unheard of for the printmakers to borrow and steal symbols, emblems, settings,
and figures from each other’s designs. If a certain subject matter proved popular, the
printmakers recycled designs from their old plates to either re-issue past images with a
similar subject or theme, or quickly assemble a new image from old stock.* For example,
Much A Do About Nothing [Fig. 6] from the same month as The Contrast utilized a similar
composition but replaced Britannia with Admiral Hawke. Furthermore, both prints
depicted the Battle of Minorca in the background and contrasted Admiral Byng with
General William Blakeney, the governor of Minorca who became an unlikely national hero

after the battle.

The topicality of the first Byng-related prints was therefore achieved by avoiding detailed

2 Public Advertiser, July 9, 1756; Gazetteer and London Daily Advertiser, July 10 & 12, 1756. The design
of the print is attributed to Anthony Walker, a draughtsman and hack-artist.

The woodcut is a mirror image of this drawing, supporting the notion that the latter is a preparatory
sketch. Another theory is that the woodblock print is a pirated version.

4 Atherton, 1974, 32.
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depiction of the Admiral, focusing instead on a general overview of the battle by applying
visual tropes from painterly tradition, referencing previous naval engagements between
Britain and France, and looking for inspiration from pre-existing prints. The iconography
was kept simple and it relied on contrasting portrayals of good versus evil and hero versus
coward, as demonstrated by contrasting Byng with Blakeney and Hawke. Press has
claimed that the desire to produce political prints quickly in order to respond to current
events was detrimental to the effectiveness 