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The 'Ingenious Mr. Hogarth* (as he was known to many of his 

contemporaries} was born in St. Bartholomew Parish on November 10, 

1697. With the exception of a trip to Peris and an excursion up the 

Thames, William Hogarth lived, worked, and died in his native city 

London. 



♦THE INGENIOUS MR. HOGAJRTH» IN LITERATURE 

I 

In a short and inadequate account of his life, Hogarth 

wrote, "I wished to compose pictures on canvas, similar to represen¬ 

tations on the stage; and farther hope that they will be tried by 

1
 ' 1 

the same test, and criticised by the same criterion." 

In June, 1731, George Lillois The London Merchant; or. 

The History of George Barnwell was acted at Drury Lane. The follow¬ 

ing year in April, Hogarth’s Progress of A Harlot appeared in print 

form. Appropriately enough, Lillo’s moral play was a warning piece 

to young men, while Hogarth's didactic series of prints was a warn¬ 

ing to young girls. Feeling that his purpose was unusual, Lillo 

wrote almost apologetically in the Prologue: 

Forgive us then, if we attempt to show, 

In artless strains, a tale of private woe, 
A London 'Prentice ruin'd is our theme,2 

Hogarth's story, too, was a 'tale of private woe’—that of a young 

country girl ruined. Lillo’s defense written in the Dedication might 

have been Hogarth's defense as well: 

Plays founded on moral tales in private life may be 

of admirable use, by carrying conviction to the mind 

with such irresistible force as to engage all the 
faculties and powers of the soul in the cause of 

virtue, by stifling vice in its first principles.3 

And when Hogarth's tragic story of a harlot was presented in panto¬ 

mime form, the London audiences had full benefit of warning to the 

4 
young people. Indeed, Doran remarks that the pantomime Harlot's 

Progress preceded by George Barnwell "must have been as edifying to 

both sexes as going to church,~a result in which Hogarth had full 
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share with Llllo.’* 

If we may take as the date of completion the inscription 

Hogarth put on the coffin in the last picture of A Harlot’s Progress. 

he had finished the series in oil by September, 1731* As early as 

April in the following year, although Kichols5 lists them in the 

1733-34 catalogue, the prints must have been out, since an unauthor¬ 

ized pamphlet based on the series was published April 21, 1732,® and 

7 
in June, 1732, the Weekly Register referred to what Hogarth had 

“lately done* in the harlot series. 

A series of prints, six in number, elaborated into a con¬ 

nective story depicting the life of an incorrigible harlot—from the 

time she landed in London an innocent, young girl to the time she 

died in agony and was displayed in her coffin to her hypocritical 

friends—was something new for the eyes of London. Conjectures have 

been made as to what might have inspired Hogarth to seize upon the 

idea of dramatizing various stages in a harlot’s life. Perhaps we 

should be content with reminding ourselves that Hogarth, as an active 

citizen in the everyday life of London, could view many a sad case of 

Q 
a country girl’s downfall in the city. Major’s suggestion of a possi¬ 

ble source for the first print is, however, worth noticing. He refers 

o 
to Spectator Ho. 266. In a description which digresses into a ’talk 

of bawds’, Steele (?) remarks that the compassionate case of many 

prostitutes is that they get into the wrong hands quite innocently, 

without any warning as to the place they are going. Then he gives an 

example. While he was waiting at an inn in the city for his provisions 

to come in by wagon from the country, he overheard an old voice and a 
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young one repeating questions and answers to the church-catechism. 

Delighted to hear such worthy employment, he wished to see the charac¬ 

ters, but to his disappointment whom should he see there but ’the most 

artful procuress in town, examining a very beautiful country-girl, who 

had come up in the same wagon with his things.* The girl’s brother, 

delighted that the woman was going to hire his sister for her maid, 

presented the procuress with a large piece of cheese, then left in the 

coach. The prediction is a sad one: 

This poor creature’s fate is not far off...after she 
has been long enough a prey to lust, she will be 
delivered over to famine.^ 

This copy of the Spectator. however, appeared some twenty years before 

Hogarth's work, and it is only one of numerous comments about servants 

and women of the town, Defoe,^ writing against bad servants, gives 

a short description that ends "plain country Joan is now turned into 

a fine London Madam...and can carry herself as high as the best,"* 

A description of a maid servant given in A Trip Through the Town 

(1735)^ and reprinted in A Trip from St. James to the City (1744)^ 

is strongly suggestive of Hogarth’s young maid arriving in London. 

’Dirty Dorcas, a Parson’s Daughter, had little more than an old Band- 

Box under one Arm, and a little dirty Linnen Bundle under the other’ 

when she landed. Nevertheless, three months were barely up before 

she was a proud, saucy maid, and had taken to pilfering. (Of course 

the description may owe something to the details in Hogarth's popular 

*This must have been a favorite satirical passage. It was 
repeated in A Trip Through the Town (1735), 129 and in A Trip from 
St. James’s to the Exchange (1744), 252. From Straus, Tricks of the 
Town (London, 1933). 



series. It is difficult to date anything in such tracts.) 

Hogarth’s whole story is closer in type to the story of 

Defoe’s Moll Flanders (1722), a supposedly true biography of a Newgate 

woman, so realistic in description that Defoe was never quite forgiven. 

A chap-book called Fortune * s Fickle Distribution was printed in London 

14 
and reprinted in Dublin in 1730. Mr. Esdaile lists the book as just 

another abridgement of Moll Flanders, the first part of which con¬ 

sisted of an account of a supposedly real Moll Flanders and the second 

part the account of "The Life of Jane Hackabout her Governess," It is 

interesting, if not truly significant, that Hogarth’s heroine was 

M. Hackabout, There was, too, a Kate Hackabout mentioned in the Grub- 

Street Journal for August 6, 1730, as one of several taken up from the 

15 
Drury Lane district, A writer complaining of the "Depravity of 

16 
modern Taste" in the Grub-Street Journal-1- criticizes the Covent- 

Garden Tragedy for ’dull representation of the most obscene characters 

in life’ and asks: 

Where is the Humour of the Bawdy-House Scene to any 
but the Rake? Or that of Hackabouta and Stormandra 

tthe questionable women in Fielding's play], to any 

Women, but those of the Town? 

If not a direct reference to Hogarth’s prints (out April, 1732), at 

least the use of the word "Hackabouta" shows that it was a common, 

meaningful term. The New English Dictionary defines "hack" as a word 

sometimes vulgarly applied to women of the town in the eighteenth 

century. Such characters were well-known and plentiful, especially in 

s* 17 
the vicinity of the play houses. In Mr. Straus’s collection of 

eighteenth-century tracts, there are accounts of bad women, in the 

form of warnings against the "Tricks of Bawds and Jilts," In the 



5 

same source, there are realistic accounts under such titles as 

"Reflections upon the Art of Trapping," And it may not be amiss to 

notice that the dangers before a new arrival in London were no less 

when John Fielding was magistrate in 1755, John’s advertisement of 

the functions of the Universal Register Office inserted in the Public 

18 
Advertiser (October 2, 1755J urges that servants, especially, 'who 

come out of the country to London to transact business or to seek em¬ 

ployment, gain the aid of the Office. Unknowingly they may fall into 

the hands of gamblers and bawds who are ready to ensnare the innocent,’ 

19 
But, as Leslie-Melville suggests, John Fielding may have been recall¬ 

ing Hogarth’s effective description rather than writing a description 

of current dangers. 

At least we may say that Hogarth’s account of a young country 

girl’s downfall in the city, in background and subject, was common 

enough. The first scene is laid, as the sign of the bell indicates, 

at the Bell Inn in Woodstreet. As seen from a watch in the picture, 

it is about 11:00 in the morning. A young girl, neatly dressed, with 

a white flower at her bosom, has just alighted from the York Wagon, 

and is standing before an old woman who is surveying her approvingly. 

The girl is the daughter of the parson who is seen on a horse close by, 

reading over a letter addressed "To the Reverend Father Tat-—, 

London", while his innocent daughter is taken in by a procuress. The 

country girl's possessions are few—a sewing bag hangs from her right 

arm; and a hat box, a rather small trunk marked "M. H.", and a goose 

in a basket marked, "For my Lofing Cosen 111 Terns Street in London" 

have been unloaded from the wagon. With these details, Hogarth 
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informs us of the girl's fresh arrival from the country, and he also 

predicts danger and temptation before her. In the first place, she 

is to go into service for Mather Needham, a notorious character of 

her day; in the second place, her arrival is welcomed by another noto¬ 

rious character pictured in the doorway of the inn. He is the infamous 

Colonel Chart(e)ris, So the first scene, called "Ensnared by a 

Procuress," closes with suspense. We wonder if the innocent girl will 

resist the temptations before her, if she will cling to a virtuous 

existence as Richardson's own Pamela was to do several years later, 

Plate II of Hogarth's series, called "Quarrels with her Jew 

Protector," relieves all suspense~M. Hackabout has been ensnared by 

the bawd and old Colonel Chart(e)ris, and now still in her youth and 

beauty she is living in luxury with a rich Jew. Amidst all her finery, 

the pampered beauty is kicking over the tea table, in a little tan¬ 

trum-feigned, of course, to attract the startled Jew's attention away 

from her lover, huddled behind the door with the maid who holds his 

shoes for him as he waits for his chance to dash for the door. 

From this time on, Hogarth relentlessly shows the rapid 

progress of the harlot from bad to worse. Plate III shows M. Hackabout 

descended to the ranks of Drury Lane—as the engraving on the large 

empty tankard indicates. She is lolling on a bed in a garret, looking 

over the spoils obtained from customers, as her equally depraved com¬ 

panion serves a meagre breakfast on a small stool where the Pastoral 

Letter shown in the first print serves as a plate for the butter. 

With just a few details, Hogarth tells us exactly how low she has 

fallen. On top of the tester is a box labelled "James Dalton his Wigg 
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box*---he Kras a well-known highwayman who was hanged at Tyburn; and the 

type of companions she would enjoy is revealed by the two prints which 

hang on the wall by her bed. One is of "Capt Macheath," another of 

"Dr. Sacheveral Csicj S. T. P." Hogarth ironically decorates the 

walls with two large pictures, one of the Virgin Mary and one of 

Abraham offering up Isaac. While M. Hackabout is occupied in fondling 

the gains of the night before, her doom is nearing. The door leading 

to the garret is open, and leading a group of officers is Sir John 

Gonson, the active magistrate who tried to rid Drury Lane of prosti¬ 

tutes and used to deliver "Charges," supposedly written by Orator 

Henley, to the Grand Juries. It will be observed that the portrait 

must really have been Intended, not as a satire, but as a realistic 

detail, because in the next print a chalk figure hanging from a gibbet 

is drawn on the walls of Bridewell and labelled "Sir. J. G." 

The scene in Plate III was aptly called "Apprehended by a 

Magistrate," and now in Plate IV, M. Hackabout is shown in Tothill- 

20 
fields Bridewell, dressed in all her finery, Nichols, noticing the 

unusual circumstance—a well-dressed woman in a house of correction— 

explains that there was just such an incident, recorded in the Grub- 

Street Journal (September 24, 1730), Mary Muffet, one of the hundreds 

of Drury Lane, was committed to hard labour in Tothi 11-fields in Bride¬ 

well where, according to the report, "she is now beating hemp in a gown 

very richly laced with silver." Bridewell was no pleasant place to 

work, if we may judge from the characters Hogarth has pictured. The 

stern master, whip in hand, holds M. Hackabout to her work, while a 

sly old woman fingers her lace and silver and robs her purse. Another 
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woman adjusts her clothing as she leers at the new inmate, and 

still another is occupied in killing a louse between her thumb nails. 

The sign over the pillory reads: 

BETTER TO WORK THAN STAND THUS, 

and the whipping post bears a warning: 

THE REWARD OF IDLENESS. 

Bridewell, however, was all in the lifetime of a harlot, and 

once she was free she took up her old way of existence. But she has 

come to a sad end in scene V, called "Expires while the Doctors are 

Disputing.* The doctors are two well-known quacks, Dr. Rock or Ward 

(there is a note addressed to Dr. Rock placed on the table) and 

Dr. Misaubin, whom Fielding supposedly satirized in The Mock Doctor 

(1722). All she has to remind her of her former luxury is a piece of 

Jew's bread now used as a fly-trap tacked up on the wall. She may 

have tried in her way to be a mother to the little boy she has borne 

in the meantime; but as a symbol of her failure, a pamphlet advertising 

an anodyne necklace, a charm against illness for children, lies neg¬ 

lected on the floor. As she reclines in the chair breathing her last, 

the maid by her screams out to the doctors. In the foreground of the 

print, her little boy plays in the fire unmindful of her suffering, 

and her companion digs in the trunk for any clothes that she might 

take for herself. Such is the terrible end of a harlot’s life, but 

not the end of Hogarth’s story. 

In Plate VI, Hogarth pictures the harlot’s funeral. There 

may be something in the incongruity of the scene, the manner in which 

he exposes hypocrisy, that causes amusement at first. But it is a 
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passing amusement, the sort one enjoys when he has caught an author’s 

point. At a time when all friends should gather to pay respects to 

the deceased young girl, we might expect a spark of sympathy from the 

author* But not Hogarth, A harlot, even in death, deserves no more 

than a hypocritical group of mourners. Hogerth cannot emphasize his 

lesson and warning too much. Such characters as old Mother Bentley 

(a well-known procuress), sitting within reach of her jug of liquor, 

were fit ones to wring their hands in mock despair. There is a parson, 

tipping his glass in a drunken stare as he enjoys the company of his 

woman companion. Back of old Mother Bentley is another woman, standing 

in a feigned attitude of grief as her disgusting male companion leers 

at her face and helps her with her gloves* A frowsy woman rests her 

Jug and glass on the foot of the coffin—a fitting tribute to the dead. 

Farther back, Hogarth pictures a girl surveying herself approvingly in 

the mirror. Even the undertaker’s escutcheon hanging on the wall is 

misdrawn. The deceased’s own son sits with his head against the coffin 

blissfully winding his top. The unconcerned boy, "the only thing in 

21 
that assembly that is not a hypocrite," writes Charles Lamb, "quiets 

and soothes the mind that has been disturbed at the sight of so much 

depraved man and woman kind." 

No sooner was Hogarth’s Harlot’s Progress out than the hack 

writers began to capitalize on its popularity. The earliest known 

pamphlet based on Hogarth’s prints was the one already mentioned, 

printed for E. Bayner. It was called The Progress of a Harlot. As she 

is described in Six Prints, by the Ingenious Mr. Hogarth, and sold at 

the Pamphlet Shop next the George Tavern, Charing Cross, April 21, 1732 22 
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Soon after, came The Harlot’s Progress; or. The Humours of Drurylane. 

Being; the Tale of the noted Moll Hackabout. in Hudibrastic Verse, 

containing her whole Life; which is a_gey to the Six Prints already 

published by Mr. Hogarth. The pamphlet was printed for B. Dickinson 

and others and sold for one shilling. There was a second edition, 

enlarged, with "An Epistle to the Ingenious Mr. Hogarth" in the same 

year, advertised in the Daily Post, May 4. ünd in the Daily Journal 

for May 11, 1732, the fourth edition with illustrations in "Chiaro 

23 
Obscuro” was advertised at double the price. 

There is an early recognition of Hogarth's genius. In June, 

1732, an author in the Weekly Register^ in an article, "Of Painting," 

gives a criticism of modern painters: 

A great Objection to the Painters(') Genius is their 
Want of Invention; whence you have so many Essays on 

the same History or Fable, and the Bible and Ovid 

have been chiefly made use of for this Purpose, in 
Neglect of other Authors. Few have ventur'd to touch 

upon a new Story: But fewer still have invented both 

the Story and the Execution, as the ingenious 

Mr. Hogarth has lately done, in the Progress of a 
Harlot. 

25 
It is interesting to note that the London Magazine, the following year 

lists as published in April, The Lure of Venus: or, a Harlot's Progress. 

An Heroi-comical Poem. In six Cantos.* By Mr. Joseph Gay (.John Durant 

de Breval). It was illustrated with six prints, printed for J. ’Jilford 

26 27 
and sold for Is. 6cU The verses by Breval, according to Nichols, 

were advertised in the Grub-Street Journal (December 6, 1733) with an 

introductory letter signed "A. Phillips." The Dictionary of National 

*Also listed in Gentleman's Magazine, III (May, 1733), 274 
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Biography (under "Breral”) recognizes the signature as that of 

Ambrose Philips. The letter, for some unexplainable reason, embodies 

almost the exact words quoted above from the Weekly Register, with an 

added compliment to Breval, calling his ’admirable Cantos a true key 

and lively explanation of the painter’s hieroglyphicks.’ 

The second print alone seems to have been a popular one. In 

February, 1733, Henry Potter wrote a ballad opera called The Decoy. 

5>o 
acted at Goodman’s Fields Theatre* The opera was, however, later in 

the month acted at the same theatre as The Decoy or the Harlot * s 

29 
Progress. In the London Magazine for February, 1733, there is listed 

a ballad opera sold at the pamphlet shops for ljs., with still a fuller 

title, The Jew decoy’d; or. The Progress of a Harlot. This same ballad 

opera is listed in Blographia Dramatica,^ for 1733. This may be an 

enlargement of Potter’s work, or it may be a new pamphlet based directly 

31 
on Hogarth’s prints. Nicoll lists a ballad opera by the same name, 

but for the year 1735, which was never acted* 

The most successful imitation of Hogarth’s prints of the 

harlot was a pantomime already mentioned which Theophilus Cibber put 

32 
together for presentation at Drury Lane. According to Genest, the 

pantomime met with great popularity and brought much money to the 

33 
theatre. Nicoll says that it was printed as The Harlot’s Progress; 

or The Ridotto al* Fresco; A Grotesque Pantomime Entertainment. It 

was acted at Drury Lane as early as March, 1733, and was a sort of 

’moving tableux of the characters of Hogarth’s prints, along with the 

inevitable figures of Italian farce,The success this afterpiece 

enjoyed extended well into the season of 1738-39 at Drury Lane, and, 
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in that season, was given twenty times.®® 

By August, 1733, Hogarth’s prints of the harlot were con¬ 

sidered fit subjects for fanmounts. In the Country Journal; or, the 

Craftsman there is advertised a fan, "Innocence Betray’d; or, The 

Journey to London. Being the six Prints of a Harlot’s Progress, done 

from the Original of Mr. Hogarth's..Beenes from the Beggar’s Opera 

37 
were painted on fans, and Mr. McKillop mentions that fanmounts dis- 

38 
playing scenes from Pamela’s life were popular in 1741. Nichols 

tells us that about 1739 he had seen a set of cups and saucers with 

scenes of the Harlot’s Progress painted on China. 

39 
Miss Bowen remarks that Hogarth’s story of a simple country 

girl’s downfall coming as it did before Richardson’s story "may have 

inspired some touches in that novel which showed the reverse side of 

the pictures... ." Hogarth’s story may be a part of the material which 

gave Richardson inspiration to take the reverse side, but there is 

nothing to substantiate a direct connection. It is important, however, 

in considering the development of domestic literature in the eighteenth 

century, to note that Hogarth and Richardson gave serious treatment to 

a story from familiar life. And Hogarth’s story could easily have 

taken a sentimental turn—it could have been a lamentable portrayal 

and still a viciously tragic one. Perhaps the story was sentimentalized 

by readers. An article in the London Magazine for 17504^ called "The 

most Effectual Method for preventing Rohberies," digresses into a 

rather maudlin defense of prostitutes: 

The sending of lewd women...to Bridewell for a month or 
two, only renders them more abandoned and more "Vicious: 
Their character is then lost to mankind, and they think 
of nothing but making reprisals. 
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What they need, he contends, is compassion. Consider how some have 

been led astray: 

A servant maid, of more beauty than ordinary, happens 
to be out of place, and to continue so till she has 
spent her money, pawned her cloaths, and is reduced to 
the greatest penury: Pinched by want on one side, and 
solicited on the other by some mercenary, deceitful 
procuress for a rich lord, or richer Jew, she at last 
yields up her innocence, neglects her former acquaint¬ 
ance, in a year or two is deserted by her first keeper, 
and then for want of a character finds it impossible to 
return to her primitive business. 

About sixteen years after the Harlots Progress. Hogarth pro¬ 

duced another set of prints revealing even closer relations to Lillo’s 

George Barnwell. Industry and Idleness (1747) not only was another 

dramatization of the lives of lowly characters and a warning to youths 

as was Barnwell, but it was a story, like Lillo’s, of apprentices in 

the world of the London tradesman. Lillo tells how George Barnwell, 

an apprentice in London and thé “delight of every eye, and joy of every 

41 
heart that knew him,* becomes enamoured of Millwood, a hopeless 

prostitute, and is led astray. He forsakes the advice of Itueman (a 

good and industrious apprentice), and is unfaithful to the love of 

his master’s daughter, Maria. He steals from his master, and finally 

murders his own uncle for an inherited fortune. Then Barnwell repents 

too late and dies the death of an outlaw* 

Hogarth’s story is similar. Thomas Idle is the idle appren¬ 

tice and meets inevitable doom at Tyburn, while Francis Goodchild 

treads the path of industry and gains happiness and success. Hogarth’s 

characters, however, are not the primary interest. His purpose is, as 

he explains, to present “Industry and Idleness exemplified in the con¬ 

duct of two fellow-prentices...calculated for the instruction of young 
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42 
people...* Unlike George Barnwell, or even M. Hackabout, Thomas 

Idle had never been anything but a scoundrel at heart, and Hogarth 

gives a cold account of his downward progress. 

The similarity in story and purpose between Lillo’s Barnwell 

and Hogarth’s Industry and Idleness has not gone unnoticed. But 

neither Schmidt43 nor Nettleton,44 to mention two, has developed the 

relation to any length* Whether or not Hogarth is indebted to Lillo 

for the apprentice series does not concern us; our interest lies in 

the parallel between the two stories about apprentices. 

Lillo borrowed his story from an old Elizabethan ballad, and 

there are reasons for believing that Hogarth, too, owed his first in¬ 

spiration for the apprentice series to an Elizabethan story. Miss 

Harris reprints Shenstone’s letter to Hull (January 7, 1761} in which 

he states that Hogarth got his start in the apprentice series from 

Eastward Hoe* by Chapman, Marston, and Jonson. Since Eastward Hb(e) 

was reprinted in Dodsley’s collection of Old Plays in 1744, it is 

quite possible that Hogarth’s attention was attracted by the play. 

Miss Harris4® suggests that Garrick was very likely responsible for 

Hogarth’s interest in the old story. They were friends at that time, 

and Garrick must have had quite an interest in the play since he 

revived it later in 1751 at Drury Lane, and still later inspired 

Mrs. Charlotte Lennox’s successful revision, City Manners (acted at 

Drury Lane, 1775). A letter from Garrick to Hogarth of doubtful date** 

46 47 
*Accepted by Ireland and Nichols. 

**If the letters in the collection are arranged chronologically, 

its date is between July 31, 1754 and May 21, 1755. It may be of earlier 

date, since there is a reference to Drury Lane Theatre duties in the 

letter. Garrick took up his duties there in 1747. 
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Indicates that the two had been fast friends for some time. Garrick 

writes, after apologizing for delaying visits to Hogarth: 

Could I follow my own wishes, I would see you every 
day in the week, and not care whether it was in 
Leicester-fields or Southampton-street; but what with 
an indifferent state of health, and the care of a 
large family (Drury Lane Theatre} in which there are 
many froward children, I have scarce half an hour to 
myself... 

The general trend of the story in Eastward Ho shows what 

Hogarth borrowed. Master Touchstone, a Goldsmith in Cheapside, has 

two apprentices, Golding and Quicksilver. Golding is the conscientious 

worker who marries Touchstone’s daughter and becomes Master Deputy of 

the City. Francis Quicksilver—the comic, misbehaving apprentice— 

enjoys a gaod drink, seeks the company of rogues, is discharged by his 

master, and finally is brought before Golding for punishment. But, as 

comedies went, Quicksilver was the ‘prodigal child reclaim’d* and in¬ 

flicted punishment upon himself by marching through the streets in 

tattered apparel as **a spectacle, or rather an example, to the children 

50 
of ' Cheapside.n But whatever points Hogarth may have borrowed from 

this old play, his story like Lillo’s had for the setting eighteenth- 

century London. Hogarth indicated, too, in the memoranda to someone 

whom he wished to continue work similar to that Rouquet* had done, 

that he was conscious of the setting he had created and thought certain 

episodes in the series should be explained for the benefit of the 

foreigner. He wrote: 

...Suppose the râiole story were made into a kind of tale, 
describing in episode the nature of a night cellar, a 
marrow-bone concert, a Lord Mayor’s show, etc....°^ 

*Rouquet had described in French the Harlot’s Progress. 
Rake’s Progress. Marriage-a-la-Mode. and the March to Finchley. 



16 

In subject, Industry end Idleness was familiar enough to be 

called trite. Industry was an italicized virtue for every @>od trades¬ 

man, such as Benjamin Franklin for example; and idleness was the 

tradesman’s vice that spelled ruin. Industry vs. Idleness could be 

found in most good instruction books for the young in general and for 

servants and apprentices in particular. For example, in a little book 

called Advice from ja Farmer to His Daughter, in ja Series of Discourses. 

calculated to promote the welfare and true interests of Servants: with 

Reflexions, etc, there is a typical paragraph beginning: 

Industry is the companion of religion, and the guide 
of virtue; but idleness is the child of vice, and 
the parent of misery,, 

Then as a gentle hint, the farmer reminds his daughter that good servants, 

you know, make the best mistresses. The same tone Is expressed in 

such instruction books as the Apprentice’s Vade Mecum (1733) to be 

mentioned later. 

For a discussion of background, there is no better source 

than Hogarth's prints themselves. 

The story Hogarth tells in pictures comes in seven large 

prints consisting of. twelve individual prints, showing the contrasting 

lives of a typical good and industrious apprentice and a typical idle 

apprentice* Apt passages from the Scriptures were selected by Hogarth’s 

friend the Reverend Arnold King. Plate I, where Hogarth first intro¬ 

duces his characters, predicts the futures of the two apprentices. 

Goodchild is shown at the right calmly pursuing his task. From time 

to time he glances at the ’Prentice*s Guide Book, for it is shown 

close by him open and ready for use. But Thomas Idle is a problem 
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from the start. As his master, Mr. West, leans around the door casing 

to peer at him, he finds him idle as usual. He is, Mr. West fears, 

beyond help. There he sits in a drunken drowse; the large beer mug on 

top of the loom shows his achievements of the morning. The torn Guide 

Book is on the floor, and the mangy cat plays with the neglected shuttle. 

Goodchild, as indicated by the picture, takes pride in his personal 

appearance—he is neat and clean. In contrast, Thomas Idle’s clothes 

are messy and torn. By the ballads on the walls, Hogarth tells how 

each spends his spare hours. Francis Goodchild enjoys the ballad about 

Dick Whittington, thrice mayor of London, the presumably poor boy who 

came to London and rose to riches and fame, .another ballad is the story 

of the "Valiant London ’Prentice" who killed two fierce lions while in 

Turkey, all for his beloved mistress (Queen Elizabeth). Hogarth was so 

faithful to nature, his picture of the Valiant Apprentice is a repro- 

54 
duction of the illustration accompanying the ballad, in Ashton's 

collection, entitled "The Famous History of the Valiant London Prentice." 

Another ballad is not discernible. But for Thomas Idle, none of this 

exemplary literature. A ballad of "Moll Flanders" is carelessly fas¬ 

tened to one post of the loom. These ballads, which Hogarth has care¬ 

fully indicated, meant much to those who saw his plates. The lower 

classes were accustomed to hanging prints, illustrating their favorite 

stories and ballads, on the walls of their homes. Swift adds a real¬ 

istic detail in describing the humble home of Baucis and Philemon: 

The ballads pasted on the wall 

Of Joan of France, and English Moll, 

Fair Rosamond, and Robin Hood, 
The Little Children in the Wood. ü 
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The story of Dick: Whittington and his famous cat was a favourite as 

is indicated by the frequent appearance of the ballad in the collec- 

56 
tions of chap-books. Ashton reprints the rough illustrations 

accompanying a version of Dick Whittington supposedly published at 

57 
Newcastle, 1770. In the Evans collection of Old Ballads. there is 

a ballad called "Sir Richard Whittington's Advancement: being an 

historical Account of his Education, unexpected Fortune, Charity, etc.* 

Not only could one obtain the ballad from a chapman, but he could go 

to the fairs where the story would be presented in action. Early in 

the century, around 1708, in Mrs. Mynn's booth, called Ben Johnson's 

(sic) Eooth, at Southwark Fair, there was presented Settle's arrange- 

KÛ 

ment of the "Spectacle of Whittington, Lord Mayor of London... ." 

In 1749, Yeates with Lee and Warner opposite the Hospital Gate was 

59 
acting the History of Whittington. G. A. Stevens in a poem called 

"A Description of Bartholomew Fair in London,* 1762, speaks of the 

display of Whittington's one and only cat for the curious.60 In 

Covent Garden, where Tavistock Row began, there was a highly popular 

puppet-show given by the younger Powell; the show was called "Punch's 

/•I 

Theatre* and among the set pieces was Whittington and his Cat. 

"Moll Flanders" was the type of ballad sold by screaming 

hawkers. A ballad is listed in Ashton as "The Fortunes and Mis¬ 

fortunes of Moll Flanders Who was Born in Newgate." The whole title 

shows that it was even worse than the story of Defoe from which it was 

taken. Ashton explains that the piece is'hot very edifying reading." 

A portrait of Moll Flanders is drawn on the wall of the tavern scene 

in Marriage a-la-Mode (1745), in Plate V, where the Earl catches his 
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wife with her lover. Ireland®^ wrote that the portrait was said to he 

copied from the frontispiece of a two-penny history of Moll Flanders. 

Francis Goodchild’s progress and success, as predicted in 

the first plate continues in the usual fashion: he is a good Christian 

and attends church with his master’s daughter (Plate II). He has 

become the managing apprentice as shown in Plate IV; he holds the day¬ 

books, the purse, and the keys. At the side of the secretary or 

escritoire hangs a London Almanack picturing the figure of INDUSTRY 

TAKING TIME BY THE FORELOCK—a symbol of Goodchild’s consistent atten¬ 

tion to business. The master is leaning familiarly on his apprentice's 

shoulder, and a pair of clasped gloves on the open writing desk of the 

secretary predicts a partnership in the near future. In Plate VI, the 

partnership has been completed as indicated by the sign on the building. 

Not only is Goodchild now a partner, but he is a son-in-law, and the 

plate shows the wedding in progress. Outside the house, stands a group 

of journeymen butchers, furnishing music with cleavers and marrow-bones. 

In the near foreground the well-known epithalamist, Phillip in the Tub, 

is pictured displaying an appropriate ballad called "Jesse, or the 

Happy Pair." The servants are handing out the leftovers—an indication 

of the plentiful feast. Plate VIII shows Goodchild as Sheriff of 

London in Fishmonger’s Hall. When Hogarth has informed his audience 

of the progress of the good boy, he fills in the print with a very 

ridiculous picture of London citizens gorging at a feast. 

In the meantime, Thomas Idle has gone from bad to worse. 

While his fellow apprentice was attending devotional services, Plate III 

shows that Thomas Idle was playing hustlecap in the church graveyard 
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with, the most disreputable group of knaves imaginable—one a shoe 

black. To associate with shoe blacks was bad business. Defoe vouched 

for the bad character of *Japanners,* as they were called. They stole, 

begged, and were generally worthless. Their influence was so great 

that they daily gathered in numbers of runaway apprentices and foot- 

boys to the extent that it was becoming a problem for "a gentleman to 

65 
get him a servant, or for a tradesman to find an apprentice.* 

Hogarth characteristically takes great interest in portraying the 

nature of the idle boy, and gives the observer hints of what is in the 

future for one who deviates from the straight way. In the gambling 

scene in the graveyard, Idle lies at length on a coffin bearing the 

words, HERE LIES EDS BODY OF . His filthy accomplices sit at 

one end of the coffin. Not only is Thomas Idle gambling—a crime in 

itself~but his one-eyed companion has discovered Thomas cheating by 

concealing some of the coins under his hat. The beadle stands over 

Thomas with whip ready. Perhaps Hogarth is telling that sooner or 

later the beadle will have to seize him and carry him to justice. In 

utter disregard for the skulls, bones, and other reminders of mortality 

scattered about them, the three are bent on pursuing the ruinous vice 

of Gaming. Hogarth cannot emphasize too much these filthy creatures— 

complexions are marked with signs of the dreaded disease, and one com¬ 

panion is busily occupied with the annoying task of running down an 

unwelcome vermin. Now while Goodchild was taking advantage of his 

opportunities and working his way into his master’s trust, Thomas Idle 

was becoming more and more a hopeless idler, as is shown in Plate V. 

The worthy Master West, feeling that a stiff voyage might help his 
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worthless apprentice, sends him away. This print shows striking in¬ 

fluence of Eastward Ho—the trip past Cuckold*s Point. Thomas Idle is 

in a boat rowing out to the ship waiting in the harbor. His unhappy, 

old mother—who seems to be pleading with him—has come along to see 

him off. In utter disregard of his bound duty to Master West, he has 

carelessly or perhaps defiantly thrown the indentures into the sea. 

While the coarse oarsman points to the gibbet in the distance as a 

warning, another dangles a small model of a cat o* nine tails over his 

head to remind Idle of the strict discipline that awaits him. All 

warnings bother Thomas Idle not in the least—he amuses himself by call¬ 

ing attention to Cuckold's Point as he forms the common symbol, horns, 

with two of his fingers on his forehead. His thoughts have always 

been on lewd subjects—first Moll Flanders, and now even on the ocean 

he finds something to make vulgar fun about. As is revealed, however, 

in Plate VII, the voyage had no correcting effects on Idle. He has 

fallen to the level of a highwayman and has taken up company with a 

common prostitute. The Plate is entitled, "The Idle ’Prentice 

Returned from Sea and in a Garret with a Prostitute1*—a garret in the 

worst sense of the word. Large cracks run over the walls exposing 

patches of bare bricks, and the floor is made of broken boards from 

which a large rat darts. Even the pitcher and the drinking glass are 

cracked and—most noticeable of all—the bed has no sign of a covering. 

Even poor beds were supposed to have at least a suggestion of a top or 

te(a)ster, as it was called. The guns on the floor by this decrepit ' 

bed expose Thomas’s recent practices, and his stupid looking companion 

is enjoying the plunder he acquired as a highwayman the previous night. 
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But Thomas Idle, in spite of locked and braced doors, is haunted by 

restless fear of being discovered, and he is stricken with terror at 

the sound of a cat that drops from the chimney bringing along a few 

loose bricks. “The sound of a shaken leaf shall chase him,n is the 

apt passage the Reverend Arnold King has selected for the plate from 

Leviticus (26:6)» 

Thomas Idle takes the next step toward ruin when he attends 

one of the better known criminal hideouts, shown in Plate IX. As all 

accomplished highwaymen and other criminals did, Idle made his trips 
t 

at night, robbed, and returned to Blood-bowl House to divide “lootn 

and dispose of whatever victims he had had to kill during the robbery. 

Of Blood-bowl House, so called for the activities it sheltered, Nichols 

writes: nI am assured that the house, and the event which gave rise to 

the name were there." (It was later called Hanging-sword Alley and 

was located near Water Lane in Fleet Street.) This particular night 

it is 10:00 o'clock (as Hogarth has carefully indicated on the stolen 

watches), and the activities of the hideout are getting well under way. 

Thomas and his old one-eyed friend have just come in from a plunder— 

the victim's dead body is being stuffed into a vat in the floor. In 

the background, a group of outlaws are rioting, as chairs and other 

articles are thrown about. Near the fire another infamous character, 

probably drunk, snoozes away unmindful of the noose that hangs from a 

rafter directly over his head. But the notorious Thomas Idle has come 

to his doom this night, for the depraved woman who was his bed-companion 

of a few nights past, tips off the beadle and other officials standing 

in the doorway. 
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In the next plate (X.), Hogarth again brings the two appren¬ 

tices together to emphasize the difference between a character of 

virtue and one of vice. As Alderman of London, one of Goodchild’s 

duties is to sentence criminals to imprisonment and execution. Struck 

with grief at the sight of his depraved fellow apprentice, Goodchild 

sits with his head turned and his hand over his eyes. Thomas Idle 

leans over the beam that separates the officer’s desk from the mob 

outside, begging with clasped hands for mercy from his former companion. 

Idle’s old one-eyed companion is taking oath with his left hand on the 

Bible, while the prostitute who betrayed Thomas Idle bribes the petty 

officer administering the oath to treat her one-eyed favorite with 

kindness. Hogarth cannot resist flings like this at a petty official, 

even though the main theme is the difference between virtue and vice. 

Plate XI pictures the big day at Tyburn when the convicted 

criminal was to receive just punishment and be hanged. It is impossible 

to do justice to Hogarth’s description of the crowd gathered there to 

witness and enjoy the hanging. Thomas Idle, stiff with fear as he sits 

against his coffin, is trundled toward the scaffold in a small cart. 

As usual, the preacher is seated by the criminal, and in severe Wesleyan 

tones calls out messages about death and the soul. Idle’s only response 

is a blank stare at the prayer book he is compelled to hold before his 

own eyes* Before Idle’s cart goes the ordinary, whose custom it was 

to lead such processions in his own cart. But Hogarth is not content 

with telling us simply that Idle is to be justly punished—he again 

brings the broken-hearted mother into the picture. She is stationed 

at a convenient distance in her old cart brought there for the purpose 
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of taking the body of her son away, if she can get it before the sur¬ 

geons. While preliminaries to the hanging are under way, the crowd 

amuses itself. A hawker has for sale the malefactor’s dying speech 

hot from the press. There is Tiddy Doll shown with his gingerbread 

cart. He was a well-known character commonly seen at Bartholomew Fair, 

An angry, coarse looking ”cit” shows his contempt for either the 

Methodist or the criminal by preparing to throw a dog by the tail at 

the occupants of the criminal’s cart. In a small wagon near the 

stricken mother there is a well-known mourner, Mother Douglass, who 

could furnish hypocritical shrieks upon such occasions. Amidst all 

the clamour, the hangman rests on Tyburn tree serenely smoking his 

pipe. The print is more than a scene of execution—it is a satire on 

the morbidly curious crowd that made a noisy fair of the hero’s last 

trip. There they sold their wares, had their fights, and admired the 

hero's courage, if he met death bravely as all true criminals should do. 

The last scene pictures the final triumph of Goodchild. He 

has been elected Lord Mayor of London, just as Hogarth predicted in 

the first print where the industrious apprentice is shown attending to 

the exemplary life of Dick Whittington. Even though Hogarth’s expressed 

purpose is the success of our good apprentice, the actual portrayal is 

a humorous take-off on the crowd and the city militia, in particular. 

A group of short, tall, fat, and thin men of most irregular behavior 

is presented. For the interest of the crowd, there is a little boy 

pictured at the right, selling copies of "A full, true, and particular 

Account of the Ghost of Thomas Idle, which appeared to the Lord Mayor.” 

In the middle of the scene appears the Mayor’s coach surrounded by a 
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company of journeymen butchers with marrow-bones and cleavers. It is 

difficult, perhaps, to remember that this is the triumphal day of our 

good apprentice, so ridiculously has Hogarth pictured the enthusiastic 

crowd. But Hogarth's story was to be one of the triumph of virtue, 

and so it must be, even though his interest had died with his rogue Idle. 

The Tyburn print lends interesting realistic setting, and 

again brings Lillo's play and Hogarth's prints together. The original 

version of George Barnwell did not end with the scene of execution, 

67 
According to Genest, Lillo later added the last scene—a deviation 

from the story in the old ballad—probably as extra emphasis to his 

general warning, and years later when the play was acted at Bath in 

1816, the last scene was revived after several years of lapse. The 

AQ 

revival of the execution scene, Genest informs us, "did the manager 

credit.'* The original purpose of public executions was, of course, to 

terrify people away from lawless lives. Hogarth, by picturing the 

execution, meant to make Idle's life more distasteful, but the print, 

as mentioned before, is a sort of "Tyburn Fair," Delay in execution 

gave time for public resentment to die, and the poor victim of the 

hangman's instrument could easily become the hero of the mob—his dying 

speech written down and remembered for years, especially if he had met 

69 
his doom bravely. An interesting news item in the Gentleman's Magazine 

shows how even more sober-minded circles might be carried away with 

admiration for the condemned. Hugh Mackay was executed, and according 

to the item: 

His Behavior was so commendable and extraordinary, 
that it deserves to be commemorated. 
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The manner in which the intended warning was finally accepted by the 

public seems to have been resented. In such popular tracts as A Trip 

70 
Through the Town ( 1735) and A Trip from St, James to the Exchange 

(1747), the big day of execution is treated under the title of "The 

Humours of Newgate and Tyburn, upon the Day of Execution" and is 

jocularly referred to as the "Tragi-Comedy of the Dark-Leap." The 

description is as realistic and as satirical as Hogarth’s. The oyster 

damsel, the writer of the dying speech, apprentices, mourners—all are 

there. The author of the description in A Trip from St. James to the 

Exchange satirically gives an interesting reaction from a Turnkey as 

ne enthusiastically points out the hero of the three condemned: 

••.observe how negligently he palms his Prayer-Book, 
how disdainfully he treats the Exhortation, how sted- 
fast are his Eyes on his Mawks. and how regardless of 
the Minister. Ahl...what £ fine thing it is to die 
well, and what would _I not give to be certain of making 
so good an End/^ 

Another character, a Serjeant and relative of one of the condemned, 

grieved because he would not be able to face the Geneva Shops in 

St. Gile’s or to attend another parade; his kinsman had shown a dis¬ 

gracing pusillanimous behaviour by ’refusing a dram for the sake of 

Drelincourt, and sinking an oath to oblige the ordinary.* In criti¬ 

cizing the forced happy endings of comedies of rogues and jades, 

Fielding in Tom Jones (1749) described Tyburn as 

...a place which might indeed close the scene of some 
comedies with much propriety, as the heroes in these 
are most commonly eminent for those very talents which 
not only bring men to the gallows, but enable them to 
make an heroic figure when they are there. 

The Apprentice’s Yade Mecum (1733) had disapproved of plays in general 
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because of the characters, many of whom were formed from such charac¬ 

ters as "Shepherd. Jonathan Wild. Blueskin, and others, remarkable for 

their superlative Wickedness, exhibited, not for the sake of Poetical 

Justice in their Execution, but to divert the Audience by their Tricks 

74 and Escapes." Unintentionally, perhaps, the writer exposes the 

taste of the audience. Richardson’s description in one of the Familiar 

75 Letters (1741) expresses astonishment at the behaviour of the mob 

and five condemned criminals who swore and flung well wishing remarks 

to their friends during the trip from Newgate to Tyburn. He continues: 

At the place of execution the scene grew still more 
shocking, and the clergyman who attended was more the 
subject of ridicule than of their serious attention. 
The Psalm was sung amidst the curses and quarrelling 
of hundreds of the most abandoned and profligate of 
mankind, upon them (so stupid are they to any sense of 
decency) all the preparation of the unhappy wretches 
seems to serve only for subject of a barbarous kind of 
mirth, altogether inconsistent with humanity. 

Foote in reply to criticism on the Minorrefers ironically to the 

reverend ’displaying his abilities in a cart with criminals at Tyburn 

as the restorer of the ancient Thespian cart comedy*’ 

The practical side of Lillo’s and Hogarth’s moralizing was 

after the very hearts of the utilitarian middle class. An author in 

77 the Grub-Street Journal for December, 1732 in an article called 

"The Apprentices(’3 Looking-Glass* expresses an early appreciation for 

the Barnwell type. He was surprised and disappointed when he was in¬ 

formed by someone in the pit that The Orphan and The Unhappy Marriage 

were to be presented. One might at least "expect something adapted to 

the Place and Audience, either the History of Whittington and his Cat. 

The London Apprentice, or George Barnwell." The Gentleman’s Magazine 
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for 1732 reprints an article from the Universal Spectator called 

"George Barnwel (sicj parallel’d" in which the play is praised for 

’doing good in such a city as London, where thousands of young people 

are pretty near the same condition,* He follows with an account of 

a similar and true experience which happened to an apprentice to a 

Mercer on Ludgate-hill about twenty years previously. 

For popular consumption, the old ballad story of George 

Barnwell was published in chap-books in several towns. One version 

accompanied with pictures was called Youth’s Warning-Piece, or The 

Tragical History of George Barnwell Who Was Undone by a. Strumpet 

79 
That Caused Him to Rob His Master and Murder his Uncle. 

on 
Colley Cibber informs us that Barnwell was acted often 

during the Christmas Holidays and judged by eminent merchants and 

citizens "a proper entertainment for the apprentices, etc. as being 

a more instructive, moral, and cautionary drama, than many pieces that 

had been usually exhibited in those days, with little but farce and 

ribaldry to recommend them." This is essentially the opinion that was 

expressed in the Apprentice’s Yade Mecum (1733). George Barnwell is 

recommended as the one proper play for young tradesmen and apprentices 

to see. "I could be content to compound with the young City Gentry," 

wrote the author, "that they should go to this Play once a Year, if 

they would condition, not to desire to go oftner, ’till another Play 

of an equally good Moral and Design were acted." Mr. Newlin “ has 

recently pointed this passage out as the very probable genesis of the 

interesting custom, which was continued with monotonous regularity on 

down into the nineteenth century. Early in the nineteenth century, 
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Lamb was pleading in "the name of both Galleries" for a let-up in 

"the nauseous sermon of George Barnwell." An interesting reactionary- 

opinion in 1801 in the Watchman, or Theological Inspection indicates 

that the enthusiasm for George Barnwell, as well as other moral 

domestic stories, had been greatly overdone; at least it had run its 

course. "Produce us gamesters who have been reformed by witnessing 

the Gamester," demands the writer, 

...bring forth apprentices who have taken warning by 
attending the exhibition of George Barnwell; shew us 
rakes who are now chaste from feeling for the woes of 
•The Fair Penitent'; let us have examples of this kind, 
(for if there be morality on the stage, some such cases, 
ought to be met with} place these cases in view, and 
they will do more than all the hypothetical arguments 
unluckily falsified by universal experience, to convince 
Christians of the moral effects of stage plays.84 

At any rate, the continued runs of Barnwell emphasize its practical 

application by the important merchant class. 

The inhabitants of Cornhill and Cheapside must have been 

reading Hogarth's moral prints of the young tradesmen as carefully as 

they were viewing Lillo’s drama. When Hogarth published the first 

impression of Plate VI, he pictured the sign on the business—to 

indicate the partnership of master and apprentice— 

GOODCHILD AND WEGT. 

His merchant audience promptly called his attention to the oversight 

and Hogarth accordingly placed the senior partner’s name first on the 

85 
sign. In the British Critic. a reviewer of John Ireland’s third 

volume on Hogarth remarks that the late Dr. James had once heard a 

sermon preached from Hogarth's prints of Industry and Idleness. 

Interestingly enough, Hogarth’s apprentice series was sold 



30 

more during the season when apprentices were favored with the play 

Barnwell. At least, Hogarth wrote that his Industry and Idleness 

86 
series sold "much more rapidly at Christmas, than at any other season." 

The practical application given to the series is indicated by a booklet 

published in March, 1748 according to an advertisement in the 

87 4 

Gentleman*s Magazine under the title of The effects of Industry and 

idleness; illustrated in the life of two fellow apprentices: being an 

explanation of Mr Hogarth*s prints, pr. Is. Corbet. Nichols®® gives a 

fuller title for the same hook: 

The Effects of Industry and Idleness, illustrated in the 
Life, Adventures, and various Fortunes of Two Fellow 
•Prentices of the City of London: shewing the different 
Paths, as well as Rewards of Virtue and Vice, how the 
good and virtuous ’Prentice, by gradual Steps of Industry, 
rose to the highest Pitch of Grandeur; and how, by con¬ 
trary Pursuits, his Fellow-’Prentice, by Laziness and 
Wickedness, came to die an ignominious Death at the 
Gallows. 

Following this long title is a strong recommendation: 

This little book ought to be read by every ’prentice 
in England, to imprint in their hearts these two different 
examples, the contrary effects each will produce on their 
young minds being of more worth than a hundred times the 
price, _i.e. an abhorrence of the vice and wickedness they 
perceive in the one boy, and, on the contrary, ah endeavour 
after an imitation of the actions of the other. And is a 
more proper present to be given to the Chamber of London. 
at the binding and enrolling an apprentice, than any other 
book whatever. 

Later the twelve prints actually ornamented the chamber where appren- 

89 
tices were bound. Perhaps Hogarth was prompted, by the high recom¬ 

mendation of his work in the little book just mentioned, to present a 

whole set of the prints to the Chamber of London. 

In 1748 at Bartholomew Fair in Tates*s broth there was a droll 
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presented called The Consequences of Industry and Idleness: or. the 

90 91 
Apprenticed Guide. James Boaden, speaking of the triumphant 

season of St. Bartholomew, mentions the droll presented in Yates’s 

booth at Smithfield where at the same time, a rival booth was present¬ 

ing a piece called The Northern Heroes with the Adventures of Roderick 

Random and his friend Strap. An author in the Gentleman’s Magazine 

for 1783 writes: 

...the late comedian, Mr. James Love (otherwise 
Dance, and brother to the painter of that name), 
dramatized this series of prints, and Mr. King, 
now manager of Drury Lane, performed the charac¬ 
ter of the Industrious Prentice. ** 

Perhaps this is a reference to the same droll. 

On February 28, 1750, James Townley wrote to Hogarth to 

thank him for the prints, and the satisfaction they had given to him 

and his family. He wrote: 

Your works I shall treasure up as a family book, or 
rather as one of the classics, from which I shall 
regularly instruct my children, just in the same 
manner as I should out of Homer, or Yirgil. You will 
be read in your course,—and it will be no unusual 
thing to find me in a morning in my great chair, with 
my three bigger boys about me, construing the sixth 
chapter of the Harlot’s Progress, or comparing the 
two characters in the first book of the ’Prentices.v3 

The story of the two apprentices actually was woven into a moral and 

educational piece for children. A little book called Juvenile Philosophy 

(London, 1801), in Mr. McKillop’s possession, contains the story of 

Mrs. Wilson’s two boys, one good and the other bad. Mrs. Wilson very 

tactfully brought the boys together one morning to show them Hogarth’s 

prints. Little Thomas Wilson was so affected by the example of Idle’s 

life that he could eat no dinner, and went for a long walk in the field 
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to reflect. From then on, Thomas Wilson was a reformed boy. 

These references Indicate that Hogarth’s work was found to 

be even more practical than Llllo’s warning piece for the young trades¬ 

man. He could see for himself the good apprentice at the looms using 

the Guide Book, something apprentices handled daily; he could see 

ballads tacked on the wall, drawn after copies he had probably handled 

and read. And, most important of all, he could see the consequences of 

virtue and vice. The advantage of Hogarth’s prints over Lillo’s general 

moral piece for practical purposes comes from Hogarth’s careful attention 

to these very details—the attention to "the furniture of his pieces," 

as his age would say. In an article in the Royal Magazine, a writer 

praises Hogarth’s use of "those little domestic images" for the greater 

degree of "force and resemblance" it gives. For example, he continues: 

...in the Harlot’s Progress we are not displeased 
with James Dalton’s wig-box, on the bed-tester in 
her lodgings in Drury-Lane; particularly too, if 
it be remembered, that this James Dalton was a 
noted highwayman of that time.94 

It is this careful attention to facts in life which brings 

Hogarth close to the very practical "dos" and "don’ts" put forth in 

95 
such tracts as the Apprentice’s Vade Mecum (1733), the Present for 

96 97 
an Apprentice. or the Whole Duty of an Apprentice. The Vade Mecum 

could warn young men against haunting playhouses; could point out the 

98 
proper play, George Barnwell, for him to see; and could even tell 

him how he should not dress. In a very interesting extract from the 

99 
Vade Mecum. the author warns against apprentices’ pride in dress. 

Why, one couldn’t tell the difference between sons of gentlemen and 

gentlemen’s apprentices. Defoe*00 had voiced a similar complaint 
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against maid servants. He recalled how embarrassed he was upon one 

occasion when, instead of greeting the mistress of the house with the 

customary kiss, he courteously kissed the finely dressed chamber-jade. 

The author of the Vade Mecum contends that fashionably dressed appren¬ 

tices should be ridiculedJ so he gives a humorous description of gaily 

dressed young blades, ending the description thus: 

Perhaps I may be thought to have somewhat heighten’d 
this Description; but at most I have only added two 
or three pretty Fellows of this Class to make up the 
Character of one; and I wish, to complete the Ridicule, 
and shame such Foplings into Reformation, the ingenious 
Mr. Hogarth would finish the portrait. 

This reference is an early recognition of Hogarth’s ability. By 1734, 

only the Harlot’s Progress (of his more important works) had been 

before the public. Perhaps the author of this passage was personally 

acquainted with Hogarth and his opinions. Mr. McKillop1®^ has pointed 

out recently a possibility of Richardson’s hand in the Yade Mecum and 

has noted the reference recommending Lillo’s Barnwe11 for the important 

"literary filiation" it would establish. The reference to Hogarth adds 

another important name to the ranks of middle class spokesmen. An 

interesting and important triumvirate this—Lillo, Richardson, and 

Hogarth. 

Back to the Lillo-Hogarth parallel again, there is an impor¬ 

tant similarity in the manner in which the tradesman’s work is given a 

dignity of its own. Thorowgood is speaking Lillo’s opinion when he 

tells his good apprentice, Trueman, of the safety and happiness honest 

merchants contribute to the country, and when he says: 

As the name of merchant never degrades the gentleman, 
so by no means does it exclude him.^^ 
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Master West as far as he is developed in Hogarth's apprentice prints, 

is all that a good merchant should be in his prosperous shop in 

Spitalfields. But he and his industry, we must note, are not glorified 

except as fits the purpose of Hogarth's story—Goodchild has chosen 

wisely and attached himself to a prosperous merchant; Idle has chosen 

to follow his own wicked life and he misses the happiness in store for 

an industrious merchant in Spitalfields. We can better understand how 

welcome respectful attitudes toward merchants would be when we consider 

some resentments voiced in the eighteenth century. 

When Sir Richard Steele, under the name of Sir John Edgar, 

began in 1720 his periodical entitled the Theatre,his intentions 

were "the preservation and improvement of the English Theatre," And 

the audience was the place to begin. He set forth a scheme in which 

he intended to gather a group of ideal critics (selected in election 

by the audience) and plant them in the different sections of the 

audience to take the lead in criticism, and indicate when to applaud 

and when to hiss. SteeleAVO hoped that he might be able to place the 

worthy merchant Cealand in the pit as controller of criticism of that 

section, "for his thoughts and sentiments against the unworthy repre¬ 

sentations of citizens on the Stage may highly contribute to the 

abolition of such ridiculous images for the future." It is interesting 

to note that Steele transfers this same merchant Sealand to The 

Conscious Lovers (1722), and has him express the same defense for mer¬ 

chants given in the Theatre. Sealand explains rather heatedly to 

Sir John Bevil whose son wishes to marry Sealand's daughter: 
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Sir, as much a cit as you take me for, I know the 
town and the world; and give me leave to say, that 
we merchants are a species of gentry that have 
grown into the world this last century, and are as 
honourable, and almost as useful, as you landed 
folks, that have always thought yourselves so much 
above us; for your trading, forsooth is extended no 
farther than a load of hay or a fat ox. You are 
pleasant people, indeed, because you are generally 
bred up to be lazy; therefore, I warrant you, 
industry is dishonourable.^6 

Words from the summary in the Gentlemans Magazine of the 

Apprenticed Yade Mecum give a more pungent and personal objection to 

the practice of making tradesmen dupes: 

Most of our modern best Plays are so far from being 
intended for Instructions to a Man of Business, that 
such Persons are generally made the Dupes and Fools 
of the Hero of it. To make a Cuckold of a rich 
Tradesman is a masterly Part of the Plot; and such 
Persons are always introduced under the most con¬ 
temptible Characters.^07 

What was really dangerous, contended the Yade Mecum. was the fact 

that the genteeler part of the audience seemed willing to take the 

hint that tradesmen were a pretty bad lot. Then comes the pointed 

question: 

Can it then be prudent, or even decent, for a Trades¬ 
man to encourage by his Presence or support by the 
efforts of his Industry Diversions so abusive of the 
Profession by which he lives, and by which not only 
these Catterpillars themselves, but the whole Nation 
is supported? 

As a further illustration of the sort of corrective litera¬ 

ture for apprentices in the eighteenth century, the following is worth 

noticing. In 1756, Arthur Murphy wrote a humorous farce, The 

Apprentice, with the expressed purpose of ridiculing the folly among 

apprentices known as "spouting,* A "Spouting Club," as Gargle the 
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master apothecary explains in the piece, is na meeting of 'prentices 

and clerks, and giddy young men, intoxicated with plays; and so they 

meet in public-houses to act speeches; there they all neglect business, 

despise the advice of their friends, and think of nothing but to become 

108 
actors..* ." In the Prologue, Garrick informs the audience that 

this folly is very common through the town—he had witnessed several 

cases himself. In the farce, Dick Wingate was president of the club, 

and much to the alarm of his father and master, had forsaken Cocker's 

Arithmetic for Shakespeare. Act II, i pictures the apprentices quoting 

lines from plays in a most ridiculous manner. When one member is saucy 

to a second member, the second member reminds him to be careful; after 

all, he exclaims, didn't I take "compassion on you,' when you lay like a 

sneaking fellow under the counter, and swept your master's shop in a 

morning? when you read nothing but the Young fen's Pocket Companion. 

or the True Clerk's vade mecum. did not I put Chrononhotont ho logo s* in 

109 
your hand?" The piece was considered important enough to be reviewed 

in the Gentleman's Magazine.1,10 with the following comment: 

If this attempt to reclaim ignorant and idle young 

people from aiming at an employment, for which, 

perhaps, they are more unfit than any other, and 

by which, they must probably become useless and dis¬ 

solute, it will be one of the most useful as well as 
entertaining pieces of its kind. 

There is one very important difference to note between Hogarth 

and Lillo. George Barnwell had sentimental possibilities which were 

developed for the delight of audiences especially in Edward Lloore's 

domestic tragedies. There is no sentimentality in Hogarth unless we 

*By Carey, noted for its improprieties 
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accuse him of attempting to excite pity in his readers by inserting 

the weeping mother of Thomas Idle. The forsaken lover pursuing the 

rake in The Rake * s Progress may be cited too. Miss Bowen^^ tells us 

that Hogarth included the picture of the faithful girl at the sugges¬ 

tion of an ’injudicious friend.’ But such attempts for Hogarth fail 

of the intended effect. 
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II 

By the middle of the century, we find Hogarth, the practical 

reformer, entering into the movement for improving living conditions 

in London—a movement in which Henry Fielding, as magistrate in Bow 

Street after 1748, figured so prominently. Hogarth’s six prints, Beer 

Street, Gin Lane, and The Four Stages of Cruelty, appeared in February, 

1751, and Gin Lane has become one of the favorite documents for living 

conditions in the poorer sections of eighteenth-century London. In 

January, 1751, appeared the pamphlet Fielding had been working on the 

preceding year. Fielding’s An Enquiry into the Causes of the late 

Increase of Robbers, etc., purposed to expose effectively robbers and 

the causes of their crimes. Mr. Cross*^2 thinks it appeared ’by mutual 

arrangement to influence public opinion just at the time when the 

Government saw fit to present new criminal legislation,* The appear¬ 

ance of Hogarth’s prints, and especially the print called Gin Lane. 

113 
just shortly before the Enquiry, seems beyond mere coincidence. 

The mutual admiration Hogarth and Fielding entertained for one another 

is well recognized. The possible deliberate connection between 

Hogarth’s Gin Lane, in particular, and the Enquiry takes on more sig¬ 

nificance when the purpose of both is considered. Hogarth wanted to 

expose the terrible consequences of drinking gin. Fielding, too, con¬ 

sidered gin the cause of vices from which more serious criminal offences 

arose. He wrote that gin was "the principal sustenance (if it may be 

called so) of more than a hundred thousand people in this metropolis, 

and was a serious threat to the morals and health of the nation. Yhile 

Fielding aimed at helping to arouse opinion in favor of bettering 
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conditions for the lower classes, Hogarth hoped to reach the lower 

classes direct. He explained that Beer Street and Gin Lane "were made 

as obvious as possible in the hope that their tendency might be seen 

115 
by men of the lowest rank,** 

No one can deny the effectiveness of Hogarth’s attempts— 

distasteful as they may be—to expose the horrible consequences of gin 

drinking. In the set of prints, Beer Street and Gin Lane, Hogarth 

exercised a favorite method—that of contrast. Beer Street pictures 

happiness resulting from the drinking of John Bull’s good beverage, and 

Gin Lane shows all the misery that gin drinking can cause. The butcher, 

blacksmith, drayman, porter, and several fish-women, chanting Lockman’s 

British Herring Fishery.* are happy in Beer Street in their own loud 

way, and only Pinch the Pawn-Broker remains in poverty; all he can 

afford is a half-pint of beer which a boy delivers through a small 

door. But Hogarth can never resist satire; so he amuses himself with 

portraying a lean sign painter seemingly contented in his occupation 

of drawing a bottle from nature. From the happy state pictured in 

Beer Street. Hogarth proceeds to the exceedingly repulsive conditions 

in Gin Lane, appropriately referred to as the Ruins of St, Giles. 

Charles LambJ"L‘ calls this print Hogarth’s lowest subject, but with its 

purpose in mind he defends Hogarth’s superior genius for the 'power 

displayed in the sublime print.* The central figure is the old 

♦Goldsmith’s remarks in*!Essay VTII” (1775) clarify Hogarth’s 
allusion. "A few years ago the herring-fishery employed all Grub- 

street; it was the topic in every coffee-house, and the burden of 
every ballad. 7e were to drag up oceans of gold from the bottom of th 
sea, we were to supply all Europe with herrings upon our own terms.” ^ 

« 
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drunken woman, a most horrible creature, trying to take snuff. In the 

process she has forgotten that she is feeding her baby boy and lets the 

infant fall from the steps to the street below. Hogarth might well be 

anticipating Fielding’s question in the Enquiry. "ïfbat must become of 

the infant who is conceived in Gin? with the poisonous distillation of 

which it is nourished both in the womb and at the breast. Are these 

wretched infants (if such can be supposed capable of arriving at the 

age of maturity) to become our future sailors and our future grenadiers? 

Other high points of the picture are the drunken woman asleep with a 

snail crawling over her as a symbol of her slothfulness; the old ballad 

vender selling ballads of "The Downfall of M^111 Gin," who has drunk 

himself to a skeleton still clasping bottle and glass; and a drunken 

man who greedily gnaws a’bone with a dog. Back of him the pawnbroker 

is doing rushing business. A carpenter pawns his tools, and a housewife 

in rags parts with the very soul of her household, a tea kettle—all for 

gin money. Above the cellar door hangs the once common sign, a pewter 

measure engraved "Gin Royal," and over the door is a very pungent 

inscription: 

Drunk for a Penny, 
Dead Drunk for two-pence, 

Clean Straw for Nothing, 

The background gives a grotesque description of living drunken souls 

and those who have already died. All is ruin except the three busi¬ 

nesses, S. Gripe Pawn-Broker. Kilman Distiller, and the undertaker. 

Verses by the Reverend Mr. James Townley, Master of Merchant Taylors* 

School, appeared below the prints; 

,118 

Beer, happy product of our isle 
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but 

Gin, cursed fiendî.. .Makes human race a prey.1^-® 

The stir against the gin traffic, of which Fielding and Hogarth were 

a part, was not in vain. On June £5, 1751, the ”Gin Act" was approved 

by Royalty.120 

Whatever relation there may have been between Fielding’s 

Enquiry and Hogarth’s Gin Lane appears even stronger in the light of 

the following facts. Shortly after the appearance of Beer Street. Gin 

Lane, and The Four Stages of Cruelty in 1751, a pamphlet appeared 

entitled, A Dissertation on Mr. Hogarth’s Six Prints lately published. 

viz. Gin-Lane. Beer-street, and The Four Stages of Cruelty. It was 

inscribed to the Lord IvJayor and the Court of Alderman, "who have so 

worthily distinguished themselves in the measures they have taken to 

121 
suppress the excessive use of spiritous liquors.” The pamphlet, 

122 
says Nichols, “ is for the most part compiled from Reynolds’s God’s 

Revenge agaInst Murther. 

In 1752, Fielding compiled or inspired a sort of chapbook 

called Examples of the Interposition of Providence in the Detection and 

Punishment of Murder, drawn in the main from John Reynolds’s The 

Triumphs of God’s Revenge against the Crying and Execrable Sin of 

Wilful and Premeditated Murther. and padded with modern cases.1^ 

Henry Fielding had shown his interest in Reynolds’s publication of 

the seventeenth century, when he had Jonathan Vild exclaim to the 

'most resolute fellow’ of his gang who shirked from murder, "Dost thou 

cant of God's Revenge against Murther?”1^ Hogarth, for that matter, 

had indicated that he, too, was acquainted with Reynolds’s work. In 
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the third plate of The Four Stases of Cruelty, in the cemetery where 

Tom Hero’s atrocious murder of his sweetheart, Ann Gill, has been dis¬ 

covered by the officers who are seizing the murderer, the girl's box 

has fallen to the ground and its contents emptied out. A prayer book 

is on the ground, and by it is a book marked God’s Revenge Against 

Murder. But John Reynolds's work was by no means uncommon. There was 

an edition in 1702, the seventh, one in 1708, and another in 1770. 

Though Hogarth explained that The Four Stages of Cruelty "were engraved 

with the hope of in some degree correcting the barbarous treatment of 

animals, the very sight of which renders the streets of our metropolis 

so distressing to every feeling mind,"^^ Tom Nero comes out a first- 

class murderer and finds final rest in the surgeon’s hall. The seventh 

edition of Reynolds’s book in 1702, gives the histories of famous 

crimes, with very crude illustrations at the beginning of each history 

depicting the high points of the murder; so Hogarth's reference to 

Reynolds’s work would reemphasize the lesson he wished to teach— 

’crime does not pay,’ 

All these references to Reynolds's work—Henry Fielding's 

earlier reference in Jonathan Wild (1743}, and his later pamphlet based 

on the same work; Hogarth's reference to Reynolds’s book in the third 

print of The Four Stages of Cruelty, and the subsequent pamphlet based 

on his prints Beer Street. Gin Lane, and the Stages of Cruelty compiled 

chiefly from Reynolds’s God’s Revenge against Murther—even explained 

away as mere accidental parallels are interesting as indications of the 

method of exploiting old moral treatises for modern propaganda of a 

sort against bad conditions existing in London. 



43 

III 

Hogarth’s print called The Distressed Poet connects him with 

that branch of satire on dullness, such as the Dunciad. which formed 

an important part of eighteenth-century burlesque. 

In 1736, on March the third, Hogarth published the first im¬ 

pression of The Distressed Poet. Four years later, on December the 

fifteenth, 1740, appeared a slightly altered impression of the same 

print. The general picture of the poor poet, racking his brain for 

words while he lives in a garret, remains the same in the two impres¬ 

sions, but there are interesting if not significant alterations in the 

background. The first impression pictures what has been called "Pope’s 

Triumph* in a smaller framed picture above the distressed poet's bed. 

Pope is drawn beating Cur 11, and from Pope’s mouth come the words 

"Veni, vidi, vici." "Pope’s Letters,* is printed over Pope's head, 

and under the figure of Curll lies a letter marked "to Cur11," The 

print carries with it the following lines from the Dunciad: 

Studious he sate, with all his books around, 
Sinking, from thought to thought, a vast profund Csicj! 
Plung’d for his sense, but found no bottom there, 
Then writ, and flounder'd on, in mere despair. 

(I. 111-14) 

The second impression has in the place of the picture of Pope a map of 

the "Mines of Peru," and the satire is heightened by having the poet 

attempting a poem on "Riches" instead of the former one on "Poverty." 

In recent years, Mr. Griffith has reprinted a letter published in 

the Grub-Street Journal for 1734^® describing in detail the gahret 

and the struggles of a poet at "Hounsditch up 3 pair of stairs." 

Since Hogarth shows the Grub-Street Journal on the floor in the print, 
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1P9 
Mr. Griffith contends that he intentionally acknowledged his in¬ 

debtedness to that source. The remarkable similarity of circumstance 

and detail between the description in the letter and Hogarth’s descrip¬ 

tion in The Distressed Poet is indisputable. Dut the letter does not 

explain Hogarth’s added story about Pope pictured in the background, 

nor does the fact that Hogarth got his idea from the letter account for 

the reasons why he should change the print in 1740 by erasing all that 

he had indicated about Pope. The fact that Hogarth followed very 

closely the details of the Grub-Street Journal letter would not neces- 

earily bind him to the source nor would it necessarily, as Mr. Griffith w 

contends, change the print from "the indictment of an age” to "the 

history of an individual”—though connection with the letter does cast 

doubt on the long accepted interpretation that held Theobald as the 

figure satirized, since those lines from the Dunciad that Hogarth used 

have Theobald as the dunce. Again, the fact that Hogarth added lines 

from the Dunciad in 1736 would not bind him to portray the same dunce 

131 
that Pope described in those lines. In this connection, Dobson in¬ 

forms us that Thomas Rymer, the critic and antiquary, has been suggested 

as the model of Hogarth’s print. But this is improbable since Rymer 

had been dead since 1713. 

The Distressed Poet retains its broader portrayal, in burlesque, 

of the conditions of hack-writers—even as the offspring of the letter 

ax. Griffith has called to attention—when it is considered in connection 

with available information about the attitude toward the trials of 

Grubstreeters in the eighteenth century. 

In the literary tradition of the Grub-Street writer, emphasis 
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■very often was laid on the poet’s deplorable living quarters, usually 

a garret. Too much probably has been made of this. The typical Grubean 

would not mind living in a garret as much as we might suppose, since he 

could always be found at such and such a coffee-house. At least, so 

Johnson was told when he came up to London in 1737. In comparison 

with actual conditions, in fact, the traditional garret, at a shilling 

or less per week, was better than the usual shed or cellar. A bachelor, 

in 1767, would pay 2_s. 6d. rent a week for which he could obtain lodging 

in a furnished room "two pair of stairs forwards in Grub Street, 

Golden Lane, Moor Lane, Fee Lane, Rag Fair or the Mint." The descrip¬ 

tion is worth quoting: 

...as per inventory duplicated and exchanged, a half¬ 
tester bedstead, with brown linsey woolsey furniture, 
a bed and bolster, half flocks, half feathers...a 
small wainscot table, two old chairs with cane bottoms, 
a small looking glass six inches by four in a deal 
frame painted red and black, a red linsey woolsey 
window curtain, an old iron stove, poker, shovel, tongs 
and fender, an iron candlestick mounted with brass, a 
tin extinguisher, a quart of water, a tin pint pot, a 
vial for vinegar and a stone white tea cup for salt. 
Also two large prints cut in wood and coloured, framed 
with deal but not glazed, viz. (1) Hogarth's Gate of 
Calais...(2) Queen Esther and ^ueen Ahasuerus... 

References, mostly satirical, to Grub-Street and its inhabit¬ 

ants are very numerous in the periodicals. In 1731 there is an amusing 

account of the origin of the Grubean Society, or Grubstreet Journalists 

1 ^ in the Gentleman*s Magazine. The beginning of the Grubean is the 

pest of a gardener. First there is 'a sort of spawn spread over 

cabbage’—this gives rise to Grubs. For this member of the gardener's 

club, the parallel between the insects and the Grubstreet Journalists 

is obvious. And he remembered that "in the late Tartime many Postscripts 
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to the Flying-Posts were bawl’d about with abundance of News, but 

scarce a word of truth; so that Paper gain’d the name of the Lying- 

Post and was called Grub-street News.” It is still a common appel¬ 

lation, he continues, "when we hear full and true Accounts cry'd by 

our doors, *tis Grub-street, all Grub street." In the same volume of 

the Gentleman’s Magazine.another extraction from the Weekly 

Register falls upon Bavius (Russell) and speaks of his Grubstreet 

Journal as "a weekly collection of scurrility" which is deposited, in 

opposition to the lion’s head at Button’s, in an ass’s head at one end 

of the club-room. Many references in reprints of the Grub-Street 

Journal (begun in 1730) can be found. The Journal. professing to take 

up the cause of the Grubean Society, actually makes the whole lot of 

Grub-Ctreet writers more ridiculous. In fact, the tone is that of the 

135 
Dunciad. indicating Pope’s connection with the Journal. as Mr. Hillhouse 

has suggested. 

In another periodical of 1732, the burlesque is unmistak¬ 

able. The piece is called a "Burlesque upon authors." Jack Funnel is 

taken as a typical example. He has already spent a yearly fortune of 

300 1.; so he now is called a "good-natured and honest Fellow," and at 

present he continues to devote himself to his country as an author. 

But for twenty-five years, he has written, and now he is master of only 

one suit of clothes and finds it hard "to defray the daily Expence of 

a Six-penny Ordinary." His past career has been a typical one. His 

story dealing with a horrid barbarous, and bloody murder enabled him to 

turn a coat and sole and heelpiece two pairs of old shoes. Then he 

followed up with the appearance of the apparition of the murdered person 



47 

(always a good story), but it enabled him to get no more than his 

waistcoat out of pawn and to buy a pound of candles. Stories of 

robberies and earthquakes washed and mended his linens, while the lives 

of considerable men furnished him for many years with tobacco and pipe. 

A combination of interpretation of dreams and advice to love-sick 

maidens kept him in shoes and stockings. If his works got stale,, he 

revamped them a bit and put on a new title-page. For a choice bit, he 

ransacked old novels and put them out as secret history. Thus he eked 

out a livelihood. 

Another example of the ridicule centering around the poor, 

struggling poet is given in verse called "A begging Epistle in Rhime 

137 
from a poor Poet.* The poet is begging for recognition from some 

"Sir.** lie describes his hunger: 

My guts are grown wond'rous limber: 
My belly complains 
Of the want of my brains, 

Thieh us'd to supply it with timber. 

And if he only had 

A smelt, a george, or a teaster: 

He admits his first attempt at 'rhyming' but assures that had 'Bacchus 

his fancy inspired* he would have written verses as good as "any of 

Pope or of Prior." This would seem very amusing to the readers. 

138 
The London Magazine for 1734 reprints an article, "In 

Praise of Garrets," from the Grub-Street Journal. The garret is 

satirically recommended as the healthiest place to live. There plenty 

of fresh air is available. In the garret, the students can raise their 

bodies above their fellow creatures, and in doing so they will raise 

their minds in the lofty seclusion. Besides, in the garret they pay 
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the least rent "and there they are delivered from their mortal Enemy 

the Dun.«. .* The author gives a satirical review of the great works 

which have been written in garrets, especially interesting for the 

reference to Defoe: 

The World can never make a sufficient Acknowledg¬ 
ment to Garrets, for the many valuable Historians they 
have produced. Such was the instructing Robinson Crusoe, 
equally esteemed for his Truth and Morals. Such were 
the learned Authors of Tom Thumb, of Thomas Hickathrift, 
of Jack the Giant-killer, etc. There dwelt the famous 
Politicians, infallible Projectors, and sagacious Under¬ 
strappers of the State. Naturally do Men look up thither 
to find the Authors of those vastly witty Pieces, some 
of which daily, some weekly amuse and divert the Curious 
and the Idle: And indeed where else should they look for 
them but in Garrets? which are the liveliest Emblems of 
Parnassus, being high and difficult of Access, and abound¬ 
ing with learned Men.^®® 

In the London Magazine for 1732,^® there is a reprint from the Grub- 

Street Journal, commenting on a print that was published in the Grub- 

141 
Street Journal which showed men with different sorts of animal 

heads, to represent the character of the different kinds of scribblers. 

In this Defoe had not fared so well either. The face of the Janus, 

explains Bavius (Russell], represents those scribblers who can write 

deftly on Whig and Tory sides at one and the same time. These are, he 

adds, "the genuine Successors of the famous Daniel de Foe."1 

It is worth noticing here that the traditional opinion of the 

Grub-Street writer was not born in the eighteenth century. There are 

numerous contemptuous references to the Grubstreeters in the seventeenth 

century, according to the Hew English Dictionary. But the garreteer 

described in his miserable surroundings does seem to be the eighteenth- 

century contribution to the tradition. 

Now it may well be that Pope and the tone of his enormous 
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satire on dunces, the Dunciad. and the subsequent nature of the Grub- 

Street Journal, set the pace for the general tone of satire connected 

with the mass of writing about the dunces. The general satire employed 

against dunces was an instrument of masterful personal satire in the 

hands of Pope before his Dunciad. Before he decided to finish up all 

dunces in general once and for all, he had numerous quarrels, and one 

worth noting took place with John Dennis. In 1713, Pope published 

The Narrative of Dr. Robert Norris, concerning the Strange and Deplorable 

Frenzy of Mr. John Dennis, an officer of the Custom-House.* Pope's in¬ 

tention is obvious. He places Dennis in poor surroundings, and describes 

his appearance and actions in a most ridiculous manner. The details of 

the room are worth noticing; 

On all sides of his room were pinned a great many sheets 
of a tragedy called Cato, with notes on the margin with 
his own hand. The words absurd, monstrous, execrable, 
were every where written in such large characters, that 
I could read them without my spectacles. By the fireside 
lay three farthings worth of small coal in a Spectator, 
and behind the door huge heaps of paper of the same title, 
which his nurse informed me she had conveyed thither out 
of his sight believing they were books of the black art; 
for her master never read in them but he was either quite 
moped, or in raving fits. There was nothing neat in the 
whole room, except some books on his shelves, very well 
bound and gilded, whose names I have never before heard 
of nor I believe were anywhere else to be found; such as 
Gibraltar, a Comedy; Remarks on Prince Arthur; The Grounds 
of Criticism in Poetry; An Essay on Public Spirit. CA11 

*It is interesting to notice that Smollett copied the model of 
Pope, some years later (1752, 20th of June) when he drew up a six-penny 
pamphlet entitled A Faithful Narrative of the Base and inhuman Arts That 
were lately practised upon the Brain of Habbakkuk Hildlng. Justice. 
Dealer. and Chapman. Who now lies at his House in Covent Garden, in a_ 
deplorable State of Lunacy. a_ dreadful Monument of false Friendship and 
Delusion. By Drawcan Alexander. Fencing Master and Philomath. Qnollett 
was very upset over some remarks Fielding made concerning his Peregrine 
Pickle (1751), and was determined to have revenge. 
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works of Dennis, of course.} The only one I had any 
knowledge of was a Paradise Lost, interleaved. The 
whole floor was covered with manuscripts, as thick as 
a pastry-cook’s shop on a Christmas eve. On his table 
were some ends of verse and of candles; a gallipot of 
ink with a yellow pen in it, and a pot of half dead ale 
covered with a Longinus, 

144 As Mr. Sherburn has pointed out, the apartment is described in truly 

Hbgarthian fashion. 

The letter in the Grub-Street Journal. referred to by 

Mr. Griffith, presents the typical description, perhaps a little more in 

detail: 

...I have now a wife, and a poor babe at the breast, as 
well as one of the pericranium, to take care of. Here 
is the bauling milk-woman at the foot of the stairs, 
raving in Billingsgate, for her money, and shewing a 
frightful score of a long standing. In an old broken 
chair yonder sits my good wife, botching my breeches., 
with a parcel of rags, of different colours. In the 
middle of my garret lies the cat upon my thread-bare 
coat, mewing with her kittens; and I myself am scratch¬ 
ing my head, and gnawing my nails to the quick, endeavor¬ 
ing to draw a few fustian verses from hard-bound brains. 
Having lived upon a sparing milk-diet these three weeks, 
(not on account of the gout) I am grown so lank, that 
after being muse-ridden so long, I fancy myself a fit 
hackney for some Lapland witch. ... 

P, S. My wife is talking of cutting out my breeches 
pockets (for she says I make no use of them) in order to 
make me a stout night-cap,—Consonant enough to a stone 
doublet, faith and troth. 

In this connection, it is interesting to recall the similarity of Pope’s 

lines in the Epistle to Dr. Arbuthnot (1735) concerning the bard's 

fishing for words. He is writing of Ambrose Philips, 

Who turns a Persian tale for half a crown, 
Just writes to make his barrenness appear, 
And strains from hard-bound brains eight lines a year; 
He, who still wanting, though he lives on theft, 
Steals much, spends little, yet has nothing left; 
And he, who now to sense, now nonsense leaning, 
Means not, but blunders round about a meaning; 
And he, whose fustian’s so sublimely bad, 
It is not poetry, but prose run mad: 

(11. 182-188) 
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The tone of the letter Griffith reprints is unique, however, 

in that the circumstances hack of the description are related, with the 

hope that others may profit by the bard's failings—if we may take all 

the bard is telling about himself seriously. Eis mother had left a 

small fortune, his friends gave him a good education, and at the age 

of sixteen he came to London. In London he served as an apprentice to 

a good lawyer, but he spent all his money, neglected duties, and finally 

decided to try his hand at playwriting. The history of the "pennyless 

bard" together with the consequences of the 'ill-judged flights of his 

youth,* is just the sort of thing that would catch Hogarth's eye. It 

is the sort of a story one would expect Hogarth to put in, say, The 

Progress of a Distressed Poet. He chose, however, to limit the makings 

of a good "progress" theme to a single print. The description in the 

letter puts it in the tradition, though it is hard to tell how much, 

if any, is burlesque. The moral may have been the most important part 

to the readers. 

Now to show further that a poor author called to mind a set 

conception for the eighteenth-century public, there is this interesting 

bit of information. In 1735, Farquhar's comedy, Love and a Bottle « 

was published. The play had been acted at Drury Lane in 1698. While 

the play is mainly a satire on university life in the character 

Lockmode, there is in it a minor character, Lyrick, whose rôle is comic. 

He is a poet living in debt at 7/idow Bullfinch's house. He is always 

just about to astound the town with a new play, or have some verses 

accepted by another character, Pamphlet the Bookseller. In the play, 

Lyrick shows picaresque characteristics by tricking his landlady and 
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his bookseller. Farquhar's satire on Lyrick is not typical enough to 

give it a very important place in the tradition. But what is important 

is the fact that when the play was given to the public in 1735 or 1736 

(since the whole collection of plays was put together in that year}, 

of all the scenes in the play, Lyrick in his chamber was chosen as the 

subject for an engraving to go at the front of the play. And it is 

interesting to see what the engraver has done with the scant scene 
146 descriptions: Act II :i reads: 

Lyrickts chamber in Widow Bullfinch's Bouse; Papers 
scatter'd about the Table, himself sitting writing 
in a Night-Gown and Cap. 

Soon Widow Bullfinch enters and begins to rail at Lyrick. The engraving 

labelled "G. Vand? Gucht Fecit,” goes more into detail. Lyrick is 

drawn seated at a small table, still in gown and night cap. Papers 

are spread out before him and pen is in hand. But for the moment, he 

is arguing with Widow Bullfinch, planted firmly before him, one hand on 

her hip and the other flying at him. According to the play, she is 

asking for the two years of lodging due; he was to pay 18d. per week. 

Not only had he failed to pay anything, but he had even borrowed from 

her and put her off with "Going to write a play.” The engraver's 

creation of the interior of the chamber, though general, is typical. 

Bare stones show on the wall where two ballads are hung. There is one 

small window and a bookshelf containing some ten or eleven books. A 

part of the bed is drawn and the curtain hanging from the "tester" is 

quite frayed. If the engraving was put in when the whole collection 

was put together (1736}, the engraving came out in the same year as 

did Hogarth's print. There is a bare possibility of a connection with 
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Hogarth, since"Ger. Vandergucht" had engraved for him from time to 

time. He engraved the Frontispiece to "The Humours of Oxford1* in 

1729, the Frontispiece to "The Tragedy of Tragedies1* in 1731, A Scots 

Opera in 1731, Two Plates to Molière in 1732, the Frontispiece to the 

147 
Oratorio of "Judith" in 1733, and others. And according to Dobson, 

Gerard Vandergucht in 1735 with others was helping Hogarth prevail 

upon Parliament to copyright prints. At any rate, the engraving as it 

stands is another example of the accepted conception of a second-rate 

author in the *30’s. 

In 1751, when Francis Coventry’s Pompey the Little came out, 

the "distressed poet" subject was still popular. The Monthly Review^^ 

describes the new book, and prints the chapter entitled "Describing 

the Miseries of a Garreteer Poet" in full. According to the story of 

the adventures of a lap-dog, Pompey had landed in the house of Lord 

Marmazet who was sitting in his study when Guillaume entered and an¬ 

nounced Mr. Rhymer, the poet. Lord Marmazet not only refuses to see 

him but sends word by Guillaume that his last political pamphlet was 

"execrable nonsense and unintelligible jargon." When Mr. Rhymer sends 

back a pitiful tale of his distresses, Lord Marmazet in disgust sends 

the lap-dog as a present to the poor poet, who with his prize finds his 

way to his garret, where his wife was "cooking the scrag-end of a neck 

of mutton for dinner." 

The mansions of this son of Apollo were very contracted, 
and one would have thought it impossible for one single 
room to have served so many domestic purposes...In one 
corner of these poetical apartments stood a flock-bed, 

and underneath it a green jordan presented itself to 
the eye. Three rotten chairs seemed to stand like traps 
in various parts of the room, threatening downfal Çsic] 
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to unwary strangers; and one solitary table in the middle 
of this aBrial garret, served to hold the different 
treasures of the whole family. There laid on the table 
the first act of a comedy, a pair of yellow stays, two 
political pamphlets, a plate of bread-and-butter, three 
dirty night-caps, and a volume of miscellaneous poems. 
The wife was drowning a neck of mutton in meagre soup, 
and the two daughters sat in the window, mending their 
father’s brown stockings with blue worsted.-1-49 

The poet’s misery is increased by his scolding wife who regrets the day 

she met him, and she vexes him so that he is forced to reply, “You 

ought rather to bless the day that married you to a gentleman, whose 

soul despises mechanical trades, and is devoted to the noblest science 

in the universe. Poetry, madam, like virtue, is its own reward.” 

Coventry’s satire is unmistakable, and since the description comes 

after Hogarth’s print, it is tempting to conclude that Coventry was 

influenced by Hogarth. Coventry's description contains the usual details 

with added ones, such as the scanty food (Hogarth’s print shows the 

milk-woman’s dog stealing a piece of meat from a chair in the garret), 

the girls darning their father’s stockings with different colored 

thread (in Hogarth's print, the poet’s wife patched his pants with 

different colored rags), etc. One important incident in Hogarth's 

print—the milk-woman—is not given in Coventry's. 

In these descriptions of a poet's miseries there are several 

things to notice. In the first place, satire is usually intended. A 

miserable bard in poorly furnished quarters with few books around, is 

compelled to write for his living. Hogarth’s poet is driven to seek¬ 

ing rimes from Bysshe’s Art of Poetry, as he scratches his wig off his 

head. There is usually mention of a night-cap, which in more satirical 

references can easily become a dunce’s cap. In Goldsmith’s "Description 
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of an Author’s Bedchamber,” the detail became the famous lines: 

A nightcap decked his brows instead of bay, 
A cap by night—a stocking all the dayJ^O 

151 There is often a wall “with paltry pictures spread.” Poverty is in¬ 

dicated further—there is little food (a starved mouse peeks out from 

the bare cupboard in Hogarth’s print), and someone is usually scolding 

for unpaid debts. To add effect, there are often dependent wife and 

children. 

Hogarth’s print, considered with the traditional attitude of 

the century toward a poor author, indicates that the letter in the Grub- 

Street Journal (an excellent example of the usual conception) gave him 

the idea; he added the 1735 Curll-Pope squabble, selected descriptive 

lines from Pope’s Duneiad, pictured the Grub-Street Journal—perhaps 

as a tribute to his source—and gave the delightful picture to the 

public. In 1740, the theme was still popular; so he touched up the 

old print, removed the Pope incident,—not because, as has been sug¬ 

gested, he felt sorry for having put Pope before the public, but 

because the Curll-Pope squabble was becoming a dead topic—and again 

gave it to the public. All in all, Hogarth, like Pope, the Grub-Street 

Journal, and numerous others, gave the public his representation of 

neither ’the history of an individual,* nor necessarily the ’indictment 

of an age,* but rather a dunce—a distressed poet forced to compose a 

poem on "Riches.” 
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IV 

In the very prevalent doctrine of the parallel between poetry 

and painting, coming from Horace via Dryden, which colored critical 

opinion with more or less intensity during the eighteenth century, a 

place was found early for Hogarth. In manner of painting he was con¬ 

sidered Dutch, which classed him with burlesque writers of poetry. An 

152 
article from the Universal Spectator of 1734, gives a neat parallel 

between several classes of poets and painters. There are heroic poets 

and history painters, the most excellent; pastoral writers and "land- 

skip* painters; the lyric poets and limners, who express the features 

of the face—for example Horace with his Lesbia and Waller with his 

Sacharissa. The class of burlesque writers of poetry have a correspond¬ 

ing class in painters—the grotesque. The article explains further: 

The Grotesque, in which Kind the Dutch are said to 
excel, generally exhibits the Humours of a Country- 
Fair, a 47edding, a Drinking-bout, etc. In this 
Species we have at present a Gentleman of our own 
Country very excellent, I mean the ingenious 
Mr. Hogarth, who has given the Town a new Piece of 
Humour in his Harlot*s Progress, and in that of a 
Rake, which will shortly appear. 

Such an estimate of Hogarth is not exactly complimentary, as the article 

continues to show: 

These Grotesque Painters I take to be exactly the same 
with the Burlesque Poets, the Design of both being to 
please, and move Laughter. But, they are both too apt 
to give up Decency for a Joke: The Poet would leave 
Modesty for a merry Rhyme or a Clench; as the Painter 
would good Manners for an arch Conceit.153 

154 
A descriptive poem which Miss MSnwaring uses as illustrative of the 

"commonplaces of the time," gives a classification of names in which 

Hogarth is again classed as one representing in painting what the 
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burlesque poets represent in poetry. Angelo was In painting what 

Milton was in poetry; Titian and Waller matched; Romano and Dryden, 

Coreggio and Pope, while: 

LORAINE Çslcl may equal THOMSON'S name, 
And HOGARTH’S equal BUTLER'S fame. 

Hogarth's name had been used with Butler's in this same sense in Walpole's 

worked over version of Vertue's manuscripts. Samuel Butler, as the 

155 
author of Hudlbras, was called "the Hogarth of poetry." In manner 

of painting, Hogarth is again classified with the Dutch in a letter of 

Thomas Edwards, put in print for the first time by Mr. MeKillop.^® 

Thinking derogatorily of Fielding's Amelia. Edwards writes: 

...His Heroes are generally good-natured Fellows, 
but not honest men; and indeed I think, if Hogarth 
and he knew their own talents, they should keep to 
the Dutch manner of painting, and be contented to 
make people laugh, since what is really great seems 
to be above their powers. 

157 
In a poem called "Progress of Painting" (1743), the author matches 

English names with those of the old masters—Kheller is England's 

Carrachio, Wren or Thornhill her Angelo, Vandyke her Guido. And he 

may well have been thinking of Hogarth when he continued with these 

lines: 

Nor want we such, who from the Flemish schools, 
Picture the clumsy groupe, whom mirth befools, 
Where humourous dullness marks ySL awkward face, 
And stamps the Belgian with his proper grace. 

These references show that the Dutch style of painting was 

looked down on. Perhaps Farquhar^®® gives the basis for such unappreci¬ 

ative opinions when he explains, early in the century, how little the 

Englishman really knows about Holland and her people. There ere only 

two kinds of people who ever visit Holland—young Gentlemen abroad to 
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travel and merchants on trips of private concern. The former take 

Holland En Passant, and "being youthful Sparks, are so fond of the 

Finery at Paris, and Delicacy of Rome, that they han’t Leisure, for¬ 

sooth, to dwell upon the Solidity of this Place." 
* 

Whatever the basis for the opinions of Dutch painters, they 

were looked down on because they were mechanical and meticulous in 

their work, they were realistic and slavish mimics, they were ungrace¬ 

ful painters, and they treated "low" even grotesque subjects.* In the 

159 
Ta tier No. 129, Steele comments on Dutch humorous and satirical 

pictures and explains how the nature of the people accounts for their 

particular kind of art. 

...they are a trading people, and in their very minds 
mechanics.' They express their wit in manufactures, 
as we do in manuscript... 

Then he comments on the remarkably realistic treatment given the sub¬ 

ject in the Dutch print he is to receive. When the print arrives, he 

plans to display it, adding, perhaps with ridicule, 

I doubt not but it will give as good content as the 
moving picture in Fleet-street.^» 

A criticism in The Comedian, or Philosophical Enquirer (1732)^®^ rates 

mechanical drawing low; it is no better than beginners’ art: 

Low Subjects in Painting may be well executed by a 
Sort of mechanical Practice in Drawing and Colouring. 
In sublime Subjects the Painter has as much Occasion 
for a great Genius, and a good Understand, to execute 
them well, as are required to make a Man eminent in 
any one Science. 

*Ie might well remind ourselves, perhaps, that "low" was a 
favorite catchword in general eighteenth-century criticism. 
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Great is the Difference betwixt what we may properly 
call Painters and Persons under the general Denomina¬ 
tion of Limners, or Picture-drawers, as betwixt a 
regular bred Physician and a Quack: it is almost 
impossible to be really a Fainter without hawing. 
studyed in an Academy some Years, the more the better. 

Addison’s "Dream of a Picture Gallery” in the Spectator No. 831®2 

gives a description of the meticulous work of the Dutch. In his 

dream he saw a man 

...who was dressed in the habit of a Dutchman, and 
known by the name of Industry. His figures were 
wonderfully laboured. If he drew the portraiture 
of a man, he did not omit a single hair in his face; 
if the figure of a ship, there was not a rope among 
the tackle that escaped him. He had likewise hung 
a great part of the wall with night-pieces, that 
seemed to show themselves by the candles which were 
lighted up in several parts of them; and were so in¬ 
flamed by the sunshine which accidentaly fell upon 
them, that at first sight I could scarce forbear 
crying out ’Fire.’ 

As for grace in their paintings, the Dutch simply did not 

1 

possess it. George Vertue explains that the "Flemings'’ as well as 

the French do not produce graceful paintings—the Flemish do not 

approach grace and the French exceed it. Grace is a peculiar feature 

of the Italians. 

And finally, the Dutch chose for their paintings "low" 

subjects. A series of travel letters printed in the Universal Magazine 

164 
for July, 1786 gives an interesting account of the difference in 

land and people between the Italians and the Hollanders, which in turn 

accounts for the type of subjects the Dutch used. In Italy "Nature is 

majestic and diversified...stupendous rocks, lofty mountains, precipices, 

and cascades." "In Holland, the country is flat and uniform: canals, 

verdure, and small plantations, present one unvarying scene." Italy 
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possesses monuments that recall the glorious actions of the ancients; 

the architecture is grand and noble; and "every object is calculated 

to strike the imagination, and to claim the most minute examination; 

and the pictures, like everything else, are in the sublime and heroic 

style." On the other hand, "in Holland, there is not the vestige of 

a monument; in nothing can we discover the air of antiquity; but every 

object appears new: ...examined separately, every object lessens in 

value, and appears both insignificant, and in bad taste. Architecture, 

and the fine arts, seem to be here unknown. Every thing is agreeable, 

but minute, and devoid of dignity. The pictures are finished to a 

degree of formality; they are small, and generally on trifling and 

ignoble subjects." While in Italy artists represent heroes and demi¬ 

gods in their paintings, Hollanders represent "drunken sailors, green¬ 

grocers, and fish-women." The Dutch in contrast to the vain, artificial, 

and indolent Italians, are "frank, plain, and industrious: they despise 

magnificence and ostentation." 

Reynolds, in criticizing the Dutch for what he called 

"locality," expresses a stronger reaction: 

With them a history-piece is properly a portrait of 
themselves; whether they describe the inside or out¬ 
side of their houses, we have their own people engaged 
in their own peculiar occupations; working or drinking, 
playing or fighting. The circumstances that enter into 
a picture of this kind are so far from giving a general 
view of human life, that they exhibit all the minute 
particularities of a nation differing in several respects 
from the rest of mankind. 

An article in the Bee for 1793^66 explains the characteristic Dutch 

style and informs us that it is "attributed to the sphere of life in 

which their artists chiefly conversed"; 
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...they frequented mean public bouses, and tbe 
work shops of tbe lower class of mechanics, where 
they saw vulgar grotesque figures, and were accus¬ 
tomed to the effect of a limited light, whether 
natural or artificial, in confined places. 

A reviewer of Daniel Webb * s An Enquiry into the Beauties in the 

167 
Gentleman* s Magazine for 1760, disagreeing with Webb on his point 

that love of painting is founded on love of beauty, uses an illustra¬ 

tion which again points out the “low" in a Dutch painter’s subject. 

The clown "may cry out with an aukward grin, while he is gazing on a 

drinking scene, in a hovel by Teniers, it is vast natural, and QxeJ 

may perhaps look with a vacant face of wonder and indifference upon a 

history or battle piece, which to him may be an unintelligible groupe, 

or inextricable confusion," etc. The clown is judging the imitation 

insofar as he is acquainted with natural objects. 

The Dutch and their manner of painting was diametrically 

opposed to the Italian style of painting and as critics depreciated 

Dutch painters, they extolled the Italians. First, the Italians were 

closest to the manner of the ancients who excelled in historical 

painting, the best examples of painting in the grand style. Second, 

they painted from a concept of beauty; _i._e. they painted what was 

beautiful in nature by selecting the pleasing and deleting the un¬ 

pleasant from what they saw before them. The reasons for rating the 

Italians above the Dutch is stated clearly in Reynolds’s article on 

"Grand Style of Painting" appearing in the Idler16® for October 29, 

1759. "The Italian attends only to the invariable, the great and 

general, ideas which ere fixed and inherent in universal nature; the 

Dutch, on the contrary, to literal truth, and a minute exactness in 
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the detail, as I may say of nature modified by accident.* If we may in 

anyway suppose that attention to these petty peculiarities makes up the 

beautiful, he contends, it certainly is beauty of a lower order. 

Reynolds’s emphasis on portraying the general in nature brings 

up the old parallel of painting and poetry. The heart of the parallel 

rests on this concept—that the poet and the painter must imitate 

nature but select what is worth portraying. An author in the Universal 

169 
Magazine elaborates the idea of imitation of the agreeable in nature 

through painting and poetry: 

The mimetic arts have some advantages over nature herself; 
for the imitations, with which they present us, are 
generally agreeable, even though their archetypes be, in 
themselves, indifferent or disgusting. The mind delights 
in comparison; and this pleasure is heightened by the 
recognition of resemblance, and by the contemplation of 
ingenious design, or masterly execution. 

In the painting-poetry parallel, sometimes painting was 

given the advantage over poetry. In the first place, the painter spoke 

in a universal language—the English language was an ever changing 

medium, as Pope words it: 

Our sons their fathers’ failing language see, 
And such as Chaucer is, shall Dryden be.^^ 

A writer who reviews Samuel Ireland's Graphic Illustrations of Hogarth 

{Volume II, (1799)3 in the British Critic for 1800,171 explains that 

early descriptions of Hogarth’s prints were lacking because the prints 

were, with few exceptions, "written in that universal language, which 

all men may in a degree comprehend’;...the prints were "considered as 

containing their own commentary." 

The advantage of painting was recognized in' the Universal 

172 
Spectator for 1734, After the reference to Hogarth and the 
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grotesque manner of painting (mentioned above}, the author writes: 

Poetry and Painting differ in this: Time rather 
injures Poetry than gives it any Embellishments; 
but Painting is improved by it, and Pieces, little 
esteem’d at their first Appearance, have been the 
Admiration of the succeeding Age, 

173 
Arthur Murphy points out the advantage of painting, and especially 

Hogarth’s, over written works in English: 

The Aera may arrive when, through the instability of 
the English language, the stile of Joseph Andrews 
and Tom Jones 6hall be obliterated, when the charac¬ 
ters shall be unintelligible, and the humour lose its 
relish; but the many personages which the manners- 
painting hand of Hogarth has called forth into mimic 
life, will not fade so soon from the canvas, 

Somerville, in the Dedication to Hogarth at the beginning of Hobbinol: 

174 
£T, The Rural Games (1740), lauds Hogarth as the "greatest master 

in the burlesque way." "In this," he continues, "indeed, you have 

some advantage of your poetical brethren, that you paint to the eye; 

yet remember, Sir, that we give speech motion, and a greater variety 

to our figures." 

All eighteenth century critics would agree that the ultimate 

end of both poetry and painting was instruction. Hogarth wrote enthusi¬ 

astically for the advantage painting boasted in this important duty. 

"Ocular demonstration will carry more conviction to the mind of a 

sensible man, than all he would find in a thousand volumes; and this 

175 
has been attempted in the prints I have composed," A similar praise 

176 
is expressed in the little book Juvenile Philosophy. mentioned before. 

Mrs. Wilson tells her little boys that Hogarth’s story of the two 

apprentices "is conveyed to the eye with more force by means of his rich 

pencil, than could be effected by the language of the most eloquent 
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writer.** 

The grounds for ranking Hogarth with the Dutch painters are 

obvious. He was opposed to methods Reynolds would recommend. As 

177 
James Beattie stuns it up: 

This method of copying after general ideas formed by 

the artist from observation of many individuals, 

distinguishes the Italian, and all the sublime painters, 

from the Dutch, and their imitators. These give us 

bare nature, with the imperfections and peculiarities 
of individual things or persons; but those give nature 
improved as far as probability and the design of the 

piece will admit. Teniers and Hogarth draw faces, and 

figures, and dresses, from real life, and present 

manners; and therefore their pieces must in some degree 

lose the effect, and become aukward, when the present 
fashions become obsolete.—Raphael and Reynolds take 
their models from general nature; avoiding as far as 

possible (at least in all their great performances), 

those peculiarities that derive their beauty from mere 
fashion; and therefore their works must give pleasure, 
and appear elegant, as long as men are capable of form¬ 

ing general ideas, and of judging from them. 

In the second place, he was a burlesque painter—a painter of "humours,n 

in which, as we have seen above, the critics gave the Dutch first place. 

And finally, he chose subjects from familiar or domestic life. 

The same grounds critics used to classify Hogarth with the 

Dutch manner of painting were used in connecting him with certain writers 

and tendencies in the literature of his age. 

Hogarth, considered as a realist, was classified with Swift and 

178 
Gay. Joseph Warton recognizes the same methods in the three. They 

describe objects "as they really exist in life...without heightening or 

enlarging them, and without adding any imaginary circumstances.** For 

examples, he mentions Swift’s A Description of the Morning (1709), 

Baucis and Philemon (1709), and A Description of a City Shower (1710), 

179 
reprinted in Tatler No. 238 as an "exquisite piece of local poetry," 
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and Gay's Trivia (1716). A good example of Hogarth's local descrip¬ 

tion is the series called Four Times of the Day published in 1738, 

but copied early in the 1730's by Hayman for ornamentation at Vauxhall 

IPO 
Gardens under the supervision of Jonathan Tyers. A tribute was 

paid to Hogarth's realistic and satirical descriptive ability by the 

author of Low Life when he addressed his piece to Hogarth. The full 

title is Low-Life: or. One Half of the Ttorld. knows not how the Other 

Half Lives. Being a_ Critical Account of what is transacted by People 

of almost all Religions. Nations, and Circumstances, in the Twenty-four 

Hours between Saturday-Night and Monday-Morning. in a_ true Description 

of a^ Sunday, as it is usually spent within the Bills of Mortality. 

181 
According to Dobson, the address acknowledges indebtedness to Hogarth's 

Four Times of the Day. The work was written before 1749 and published 

in May, 1752. It is listed in the registry of books for that month in 

1P2. 1R3 
the Gentleman's Magazine. Dobson informs us that the book was 

full of very minute eighteenth-century details, and was valued highly 

by both Thackeray and Dickens. The spirit of Hogarth, Swift, and Gay 

is similar, too. The very title of Gay's Trivia (Goddess of the Cross 

Roads] betrays his playful attitude. Swift's and Cay’s descriptions 

are photographic pictures of outdoor London willfully in opposition to 

the favored elegant and general style of descriptions. Gay's Trivia 

or the Art of Walking the Streets of London is a burlesque on the 

popular pieces under the titles of "Art of doing something or other,” 

known as georgics. Hogarth, as well, plays in burlesque, but his 

medium cannot depend on style for burlesque effect—his is purely a 

satirical and realistic portrayal of activities in and near London 
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during the four times of the day. Plate I, for example, pictures 

Covent Garden on a wintry morning. From Tbm King’s Coffee House pours 

a noisy crowd, while a model for Miss Bridget Allworthy, securely 

wrapped in her self-righteousness, dutifully marches to church.* All 

the prints are crammed full of realistic description and satirical 

characters. One worth noticing is in the last plate, Night. A drunken 

fellow is being helped by a waiter past a burning coach. The drunk 

man is, according to some, intended for the living character, Sir Thomas 

de Veil, who was magistrate before Henry Fielding. But there is danger 

in strict and realistic imitation of what one sees before him. James 

184 
Beattie, writing of the delight of viewing imitations, feels, however, 

that strict imitation may be overdone, and realism may become repulsive, 

even though the original purpose is morality. He mentions scenes in 

Hogarth’s Progress of Cruelty and goes on to comment that "Juvenal and 

Swift, and even Pope himself, have given us descriptions which it turns 

one’s stomach to think of." 

Hogarth, classified with the burlesque writers and mentioned 

in particular with Butler’s name, is placed in the important, though 

not great, part of early eighteenth-century burlesque poetry termed 

"Hudibrastic." Mr. Bond explains that the Hudibrastic, especially 

in the first part of the eighteenth century, was used in effective 

satire. He further points out that one of the types of poems related 

to Hudibrastic was the "humours" poem frequently so low in subject as 

to be smutty. Hogarth had illustrated Hudibras in 1726, first in 

*Cowper in Truth uses this wintry old-maid as an example of a 
proud, self-righteous devotee. 
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sixteen small prints which were enlarged by J. Mynde for the two 

volumes of Zachary Grey’s Hudibras in 1744. The same year he invented 

and engraved twelve large prints for Hudibras. issued in stitched form 

with an interesting title-page: Twelve Excellent and most Diverting 

Prints: taken from the Celebrated Poem of Hudibras. wrote by 

■Hr, Samuel Butler. Exposing the Villany and Hypocrisy of those Times. 

This actual work of Hogarth in connection with Butler’s great burlesque 

poem together with the titles and natures of some of his earlier prints, 

such as Southwark Fair known as The Humours of £ Fair (1733 finished, 

1735 published), The Beggar’s Opera Burlesqued (1728), and the print 

published in 1729, Frontispiece to "The Humours of Oxford" (a comedy 

by James Miller), must have helped place Hogarth in the "humours" type 

of poems akin to the Hudibrastic. But it must be recalled that it was 

not Hogarth’s aim in life to be a "humours" author—he struck for 

higher achievements in burlesque, as we have seen above in connection 

with the Distressed Poet. Mention of some of the minor poems based on 

Hogarth’s works—some acknowledging Hudibrastic style—will give an 

idea of the extent to which Hogarthian subjects were put to use in 

this style. Already mentioned, in connection with the Harlot’s Progress, 

are Breval’s The Lure of Venus, a "heroi-comical poem" (1733), and 

The Harlot’s Progress: or. The Humours of Drury la ne in "Hudibrastick 

Verse" (1732). The earliest and best of the pirated copies of the 

Harlot’s Progress was published by Bowles, and the set was accompanied 

by descriptive verses. The verses, printed in Biographical Anecdotes 

of William Hogarth}*^ are poor and coarsely suggestive. But the 

popularity these pirated prints with descriptive verses met encouraged 
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Hogarth after that to embellish his own works with verses, which he 

hired composed. In 1732 there were two poems published, one called 

The Progress of a_ Rake...To which is prefixed, by way of Introduction 

a_ Poem call’d. The Rakes Night. the other called The Progress of a. 

Rake; or. The Templar * s Exit. In Ten Cantos, in Hud ibr a stick Verse. 

Incidentally, these two pieces were prompted by the popularity of the 

Harlot’s Progress, since Hogarth’s Rake’s Progress was not finished 

for the public by 1732. Perhaps these poems prompted Hogarth to trace 

the life of a rake in his second dramatic series. After the appearance 

of the Rake’s Progress in 1735, a poem was published called, The Rake’s 

Progress; or. The Humours of Drury-Lane. A Poem. In Eight Canto♦s 

CIn Hud ibra stick Verse. Being the Ramble of a_ Modern Oxonian : 

which is s_ Compleat Key to the Eight Prints lately published by the 

Celebrated Mr. Hogarth. The poem is listed in the Gentleman’s Magazine 

187 for July, 1735, and called by another author in the Gentleman’s 

188 Magazine for 1783 **a most contemptible and indecent performance.” 

In 1747, after Marriage a-la-Mode which Hogarth advertised in 1743 and 

published in 1745, there was a poem published under the title of 

Marriage A-la-Mode: an Humorous Tale, in Six Canto in Hudibrastlc 

Verse; being an Explanation of the Six Prints lately published by the 

Ingenious Mr. Hogarth. Between 1755 and 1759, Hogarth published 

separately the Four Prints of an Election, and in 1759 a poem appeared 

called A Poetical Description of Mr. Hogarth’s Election Prints, the 

first Canto of which was entitled ”The Humours of an Election Entertain- 

189 190 
ment." Ireland informs us that the poem was accompanied by a 

note to the reader, interesting because it claims that Hogarth sanctioned 
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191 
the verses. Ireland adds, “Had Mr. Hogarth * s taste for poetry 

been in any degree equal to his skill in painting, he would scarcely 

have given so strong a sanction to this wretched attempt at 

Hudibrastic humour, which is coarse, dull, mean, and very unworthy of 

the scenes which it professes to celebrate.” 

Even Hogarth’s lesser works of single prints came in for 

treatment in Hudibrastic style. A Modern Midnight Conversation, one 

of Hogarth’s most popular conversation pieces, appeared in 1733. In 

192 
the London Magazine for March, 1733, a poem is listed as The 

Baccanallans; Cslcl or Modern midnight Conversation. Some coarse verses 

bearing the title The Bacchanalians; or Midnight Modern Conversation. 

which accompanied a contracted copy, are reprinted in Nichols’s 

193 
Biographical Anecdotes of William Hogarth. The author has not been 

194 
determined, but in the Gentleman’s Magazine for 1736 there is a 

poem, addressed ”to the most celebrated, self-conceited Critic,” 

which runs as follows; 

Say, mighty Genius, Darling of the Ninel 
What makes thy Midnight Wit so brightly shine? 

In tow’ring Verse at length ’aspire so far; 
To shew the Blind, what K-g-th’s Pictures are, 

• • • 

Coud'st Thou, presumptuous Wretch, think his Designs 
So dark they needed thy poor glimm'ring Lines? 
H. .G..TH must own how much You stood his Friend; 
His Works obscure, by one so well explain’d, 
Whose most discerning Muse presum’d to shew, 
Which the grave Parson, which the gaudy Beau! 

• • • 

Few Drops of Wit in swelling Streams of Malice. 
Oe’rflow the shallow, sterile Brains of E—-s. 

• • » 

The Ellis referred to is very probably John Ellis (1698-1790) mentioned 

195 
in A. E. Dobell’s A Catalogue of XVIIIth Century Verse as one who 
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published Hudibrastics in 1739. In A New end General Biographical 

196 Dictionary he is listed as the author of a poem called "The South 

Sea Dream" in 1720, and (in the footnote) as the author of verses com¬ 

posed at various times for printsellers, among whom were Boydell, 

Bowles, and others. In 1721, Hogarth's print -An Emblematical Print on 

the South Sea Scheme with twenty doggerel lines engraved below appeared, 

a fourth copy of which was published by John Bowles in the same year at 

197 
No, 13 Cornhill. John Ellis may possibly be the author of those 

198 
doggerel verses. Further, Dobson informs us that Sayer and Bowles 

sold copies of Hogarth's A Midnight Mbddern Çsic3 Conversation (1733) 

without an engraver's name. The slight description Dobson gives of 

the prints they sold mentions neither date nor accompanying verses. 

The poem from the Gentleman's Magazine (1736) mentioning the name 

Ellis as one who composed verses on Hogarth's Midnight Modern Conversation 

may possibly identify John Ellis as the author of the poem called The 

Bacchanalians, etc. Also, connection of John Ellis with Bowles may 

possibly identify John Ellis as the writer of the verses* under one of 

199 
the best copies of the Harlot's Progress which Nichols informs us 

was pirated by Bowles. 

The verses appearing in the Miscellaneous TTorks of John 

Bancks (1739),^^ called "To Mr. Hogarth on his Modern Midnight 

Conversation." are far superior to the usual doggerel verses addressed 

to Hogarth. The verses contain these interesting lines, concerning 

his ability to expose humours: 

^Mentioned above on page 67 
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Perhaps in CHAUCER'S antient Page 
le view the HOGARTH of his ügel 
Upon the Canvas first, like Thine, 
His deathless Characters night shine. 

♦ • • 

Iho can be dull, when to his Eyes 
Such various Scenes of Humour rise? 
We wonder, while we laugh, to see 
Ev'n BUTLER'S Wit improv'd by Thee. 
Thy Harlot pleas'd, and warn'd us too.— 
'What will not gay Instruction do? 

201 
The notes accompanying these verses explain the reference to Chaucer 

by recalling Dryden’s explanation in the Preface to his Fables, in 

which he says that Chaucer has portrayed the various manners and humours 

of the whole English nation in his age. In the same Works of Bancks 

(1739), there are verses called The Substitute Father: A Tale, at the 

front of which is a design known by the name of Woman Swearing a^ Child 

to a Grave Citizen (1735?) attributed by most critics to Hogarth. The 

tale is a distasteful one, giving the account of a prevailing custom 

by which an erring girl would appear before a justice, swear that some 

well-to-do citizen was the father of her unborn child so that the child 

would be assured of support, while at the same time she was protecting 

the real father of her child. The print was very popular, according 

to the notes accompanying the verses.These same verses, lacking 

the last ten lines, appeared in the London lûagazine for April, 1747.^®^ 

Hogarth, as the mere portrayer of humours, is again con¬ 

nected with Swift in an interesting passage by John Scott, "the poet 

205 
of Amwell." In his Essay on Painting to a young painter, he re¬ 

echoes the conventional recommendation: 

*Tis general nature, in thy art and mine, 
i»iust give our fame in future times to shine: 
Sublime and pathos, like the sun's fix'd flame, 
Remain, and please through ev'ry age the same: 
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Then in contrast: 

Humour’s light shapes, like vapours in the sky, 
Rise, pass, and vary, and for ever fly: 
Hogarth and Swift, if living, might deplore 
Half their keen jokes, that now are jokes no more. 

Hogarth and Swift had shared many common views, and Swift had been 

conscious of it. ’Then he turned all his invective upon the landholders 

who resisted the payment of the tithe of pasturage in 1734, the result 

was a poem called A Character, Panegyric, and Description of the Legion 

Club (1736). As only Swift could, he railed them for everything, but 

mere words could not give vent to his resentment. "How I want thee, 

humorous Hogarth!", he wrote in the poem, 

Thou, I hear, a pleasant rogue art. 
Were but you and I acquainted, 
Every monster should be painted: 
You should try your graving tools 
On this odious group of Fools; 
Draw the beasts as I describe them: 
]fî*ç/m their features while I gibe them; 
Draw them like; for, I assure you, 
You will need no car’catura; 
Draw them so that we may trace 
All the soul in every face.^® 

7/e have further evidence of Swift’s strong admiration for Hogarth’s 

ability in a letter George Faulkner wrote to Hogarth from Dublin, 

November 15, 1740: 

Your reputation here is sufficiently known, to recommend 
anything of yours; and I shall be glad to serve you. ... 
I have often the favour of drinking your health with 
Doctor Swift, who is a great admirer of yours, and hath 
made mention of you in his poems with great honour; and 
desired me to thank you for your kind present, and to 
accept of his services. 

When William Gilpin wrote his Essay upon Prints in 1768, he 

voiced a typical reaction to Hogarth's subject-matter. 
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The works of this master abound in true humour; and 
satyr, which is generally well-directed: they are 
admirable moral lessons, and a fund of entertainment 
suited to every taste; a circumstance, which shows 
them to be just copies of nature. Ue may consider 
them too as valuable repositories of the manners, 
customs, and dresses of the present age. V/hat a 
fund of entertainment would a collection of this kind 
afford, drawn from every period of the history of 
Britain? ...In design Hogarth was seldom at a loss. 
His invention was sterile; and his judgment accurate. 
An improper incident is rarely introduced; a proper 
one rarely omitted. No one could tell a story better; 
or make it, in all its circumstances, more intelligible... 

but 

His genius,...it must be owned, was suited only to low, 
or familiar subjects. It never soared above common 
life: to subjects naturally sublime: or which from 
antiquity, or other accidents borrowed dignity, he could 
not rise.*®® 

An account of Lincoln’s Inn, with a view of the hall and chapel, given 

209 
in the Universal IVHagazlne for July, 1798, mentions that Hogarth’s 

Paul before Felix hangs over the bench. The author gives the typical 

qualifying criticism: 

...but it [Paul before Felix! confirms the opinion, 
that the genius which had entered so feelingly into 
the calamities and crimes of familiar life, deserted 
him in a walk that called for dignity and grace. 

There is an interesting though singular defense of Hogarth’s subject- 

210 
matter voiced in the Gentleman’s Magazine for 1783 concerning two 

prints Hogarth made for Paradise Lost, not published until 1794 

211 
according to Dobson. The writer's praise of the scene Hogarth has 

called Pandemonium is not in itself important, but his following 

reactionary sentence refers to the criticism often used against Hogarth. 

”1 wish," he writes, "for the sake of those who acknowledge the genius 

of Hogarth only in familiar combinations, that the plate in question 
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were less rare." 

A reviewer of The Adventures of Peregrine Pickle in the 

212 
Monthly Review for 1751 gives an interesting justification of 

stories taken from common life. He reminds us that such stories as 

Tom Jones, Roderick Random. David Simple, etc. are not biographies but 

comic-romances. (Fielding’s definition and explanation of the term in 

his preface to Joseph Andrews (1742) is well known.} Then, with his 

finger on Horace and his expression of utile dulci.* the reviewer writes 

that the true value of such stories lies in the practical guidance 

supplied; ’they may serve as pilot’s charts for those of common life.’ 

Of course, some might disagree—such stories as Tom Jones 

21 ^ 
might be seen from a different angle. Goldsmith, an important 

Augustan critic, expressed an interesting criticism in "Essay VII," 

on education for the young: 

Instead, therefore, of romances, which praise young 
men of spirit, who go through a variety of adventures, 
and at last conclude a life of dissipation, folly and 
extravagance, in riches and matrimony, there should be 
some men of wit employed to compose books that might 
equally interest the passions of our youth, where such 
an one might be praised for having resisted allurements 
when young, and how he, at last, become mayor; how he 
was married to a lady of great sense, fortune, and 
beauty: to be explicit as possible, the old story of 
’Whittington, were his cat left out, might be more 
serviceable to the tender mind, than either Tbm Jones, 
Joseph Andrews, or an hundred others, where frugality is 
the only good quality the hero is not possessed of. 

It is worth noting, however, that Goldsmith’s concern here is solely 

with examples of frugality and temperance fit for young people to 

*The useful with the agreeable 
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follow. Goldsmith's reference recalls favorably the worthy instruction 

Lillo and Hogarth had offered. And such titles as that of a little book 

listed in the British Critic for 1798* make us wonder to what extent 

the domestic and utilitarian side of education was developed during the 

century. The title of the book published in 1797 is Easter Holidays. 

or Domestic Conversations: designed for the Instruction, and, it is 

hoped for the Amusement of young People. 

Richard Steele wrote some interesting opinions about instruc¬ 

tion, the ultimate aim of both painting and literature. TiThile his 

praise is for historical paintings, his plea for instruction for 

215 'ordinary men* is worth considering. In the Tat1er Ho. 209, Steele 

explains that he had been asked to propose a subject for an historical 

painter to portray. He suggested the scene between Alexander the 

Great and his physician, rather than a great battle scene. "It is the 

great use of pictures, to raise in our minds either agreeable ideas of 

our absent friends, or high images of eminent personages," he writes, 

"■...to fill a room full of battle-pieces, pompous histories of sieges, 

and a tall hero alone in a crowd of insignificant figures about him, 

is of no consequence to private men." He continues: 

There are but one or two in an age, to whom the pompous 
incidents of his life can be exemplary; but I, or any 
man, may be as sick, as good-natured, as compassionate, 
and as angry, as Alexander the Great. My purpose in 
all this chat, is, that so excellent a furniture may not 
for the future have so romantic a turn, but allude to 
incidents which come within the fortunes of the ordinary 
race of men. 

pn ft 
In 1711, when Steele wrote in the Spectator No. 226, he again empha¬ 

sized the desirability of instruction for ordinary people. His motto, 
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Llutum est picture poema,* recalls the familiar parallel. Steele begins: 

I have very often lamented and hinted my sorrow in 
several speculations, that the art of painting is 
made so little use of to the improvement of our 
manners. 7/hen we consider that it places the action 
of the person represented in the most agreeable aspect 
imaginable, that it does not only express the passion 
or concern as it sits upon him who is drawn, but has 
under those features the height of the painter’s 
imagination, what strong images of virtue and humanity 
might we not expect would be instilled into the mind 
from the labours of the pencil? ...This [painting"] is 
a poetry which would be understood with much less 
capacity, and less expense of time, than what is taught 
by writings; but the use of it is generally perverted, 
and that admirable skill prostituted to the basest and 
most unworthy ends. 

"Who is the better man,” he asks, "for beholding the most beautiful 

Venus, the best wrought Bacchanal, the images of sleeping Cupids, 

languishing nymphs, etc.?" 

But if the virtues and vices, which are sometimes pre¬ 
tended to be represented under such draughts, were 
given us by the painter in the characters of real life, 
and the persons of men and women whose actions have 
rendered them laudable or infamous; we should not see 
a good history-piece without receiving an instructive 
lecture. 

We might notice, however, that Steele had something to sell. He wished 

to encourage subscriptions for engravings of Raphael’s much admired 

cartoons in Hampton-court, to be done by Dorigny brought from Rome for 

that purpose. 

At least one opinion bridges the gap between the different 

methods back of historical painting and life painting. An author in 

the Royal tîagazine for 1764 (the year in which Hogarth died), 

*A picture is a poem without words 
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recognizes the conventional criticisms of sublime subjects and sub¬ 

jects from life, and finds the worth of both. Concerning the Harlot's 

Progress and the Rake's Progress, he writes: 

...as in sublime subjects, and history pieces, the 
fewer little circumstances there are to divide the 
spectator's attention from the principal figures, 
is reckoned a merit; so in life-painting the greater 
variety there is of those little domestic images, 
gives the whole a greater degree of force and resem¬ 
blance.* 

In this connection, it is fitting to notice that Hogarth was considered, 

and favorably so, as the innovator of a new school in painting. In the 

218 
Gray's Inn Journal for February 9, 1754, there is an important reply 

to Voltaire's accusation that England lacked genius in painting and 

219 
music. The author, whom Dobson identifies as Arthur Murphy, uses 

Hogarth as proof of English genius in painting: 

Hogarth, like a true Genius, has formed a new School 
of Painting for himself. He may be truly stiled the 
Cervantes of his Art, as he has exhibited with such a 
masterly Hand the ridiculous Follies of human Nature. 
In many of his Pieces there is such grave and couched 
Kind of Humour, that it requires a discerning Eye to 
perceive the several latent Beauties; and he may be 
said to be the first, who has wrote Comedy with his 
Pencil. His Harlot's Progress, and Marriage A-la-Mode 
are in my Opinion, as well drawn as any Thing in 
Molière, and the Unity of Character, which is the 
Perfection of Dramatic Poetry, is so skilfully pre¬ 
served, that we are surprised to see the same Personage 
thinking agreeably to his complexional Habits in the 
many different Situations, in which we afterwards per¬ 
ceive him. The Fribble, the Bully, the Politician, the 
Lawyer, the Miser, and in short all the Foibles of the 
human Mind are, by this Gentleman, so admirably depicted 
upon Canvas, that I am convinced Voltaire would be at a 
loss to show where he has been excelled. 

*John Nichols restates this thought,^^awhich probably came 
from Ualpole. Volume IV of Valpole's Anecdotes of Painting in England 
(1762) is not available. 
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Again. Hogarth was praised for his particular province in the well 

known Epistle to an Eminent Painter (1778) which Mr. Bayley wrote to 

Mr. Romney: 

Nor, if her favour’d hand may hope to shed 

Thy flowers of glory o’er the skilful dead 
Thy Talents, HogarthI will she leave unsung; 
Charm of all eyes, and Theme of every tongue! 

A separate province *twas thy praise to rule; 

Self-form’d thy Pencil! yet thy works a School, 

Where strongly painted, in gradations nice, 
The Pomp of Folly, and the Shame of Vice, 

Reach’d thro’ the laughing Eye the mended Mind, 

And moral Humour sportive art refin’d. 

While fleeting Manners, as minutely shown 
As the clear prospect on the mirror thrown; 
While Truth of Character, exactly hit, 
And drest in all the dyes of comic wit; 

While these, in Fielding’s page, delight supply, 

So long thy Pencil with his Pen shall vie. 
Science with gr,ief beheld thy drooping age 
Fall the sad victim of a Poet’s rage: 

But Wit’s vindictive spleen, that mocks controul, 

nature's high tax on luxury of soul! 

This, both in Bards and Painters, Fame forgives; 

Their Frailty’s buried, but their Genius lives.*20 

And finally, after Hogarth’s death in 1764, Samuel Johnson 

paid tribute to his friend in an "Epitaph for Mr. Hogarth": 

The hand of him here torpid lies, 

That drew th’ essential form of grace, 

Here clos'd in death th' attentive eyes, 

That saw the manners in the face.221 
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