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ABSTRACT

This thesis examines the pictorial record of the Great Famine Era circa 1842 

1854: the engravings. sketches~ and paintings round in the English public domain. As part

of the historical record. these contemporary visual images document attitudes of

prejudice and indifference held about Ireland and the Irish during the calarnitous years of

the Great Irish Famine. The study probes the broad contextual background~ narrative

strueture~ and didactic intent of these works in an effort to assess the prejudicial impact of

the visual record as a whole.
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Great nations write their autobiographies in three manuscripts: the book of
their deeds, the book of their words, and the book of their art. Not one of these
books ean he understood uoless we read the two others; but of the three the ooly
quite trustworthy one is the last. 1

John Ruskin

Introduction

The last great subsistenee crisis in European history occurred in Ireland between

1845 and 1852. From a population recorded by census in 1841 of over eight and a half

million people, more than one million died from hunger and famine related diseases, and

over a million emigrated. Z The devastation was caused by a mysterious blight ealled

Phytophthora infestans, previously unknown and untreatable until 1882. It struck ouly

one crop, the potato, but its intermittent failure over a seven-year period unfolded in ail

its horror in Ireland. The utter dependenee of over three million people on tbis one food

and the wholly ioadequate response ofthe British govemment to meet the emergeney, oot

ooly decimated the population but scarred the national memory forever.

The following study broadly examines the pietorial record during this disastrous

period in Irish history with its main focus on British ponrayals of Ireland and their

possible impact on Famine poliey. If the leading question raised by the written Iiterature

on the Great Irish Famine is that of resPQnsibiiity, from the visuaI record aJone, other

questions arise. How were the Irish portrayed visually in engravings and paintings in

Britain? Did the pietorial record influence and alienate British publie opinion against the

Irish people? Was the British govemment's response to Irish suffering tainted and

diminished by a prejudicial attitude inherent in the pietures? Who were the individuals

responsible for the publication of these materials? Who were the anists involved and

what was their purpose? Did British and Irish artists pornay Ireland and the Irish

differently? Moreover, to what extent did style, composition, and purpose affect the

message intended by the artist? In work to date, scholars have adopted either a narrow or

Francis HasJcdL Hi:srory,-a"d lu lmage:s. Art and the InrerpreralZo" ofthe Pasr(S~HavaJ &: LoDcIaa: Yale Vni,"&nily
Press)_ 309.
: The Great Irish Famine bas the clubious disIin~on ofbaVÏDg bad the wont daIb toll in rclaliœ to the t«ûl popullilion of
any known famine. This fa<1 was nOled by Profcssor Seamus Oane in his lecture an famine politics. giVCII • the Center for
Cootinuing Sludjc:s • ~ctre Dame Uni,,-ersïly on Moaday, Decembcr 2. 1996. as part ofthe Irish Go,,-enunaa"s Famille~e tour
of~orth America and Cmada.
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longitudinal focus. directed toward a single source or medium. My aim is not to dispute

these studies. but to add greater depth to this area of inquiry by widening the framework

of analysis and by narrowing the period of primary interest to that of the Famine years~

albeit with a cursory glance at a few important images created before and after the

Famine period.

We cannot know to what extent the power of the image in graphie or fine art was

understood a century and a nalf ago. Nonetheless. nineteenth-century images still affected

those viewing them. Whether exhibited in galleries. published in the press. or printed in

books. intentionally or unintentionally. pictures were another form of propaganda. a

source of information, influence, and social control over the political and social

consciousness of the time. However, in the anempt to interpret images of the pasto we

must bear in rnind that art is not created without broad contextual and cultural

associations. Moreover. an anist's choice of theme is bound by questions of saleability.

patronage. audience, and aesthetics including the influences of his background and

associations. his perceptions~ his abilities and limitations.

With these considerations in mind. 1 will argue that the mass accumulation of

untlattering images of Ireland and the Irish, engraved, sketched, or painted between 1842

and 1852, contributed substantially to a prejudicial attitude toward the Irish people.

WhiIe it is true that art can reflect as weil as shape public opinion. it is impossible to

determine to what extent this might be so. Regardless of this difficult dialectic. the

prejudicial attitude inherent in the pictures probably had an indirect but distinct effect

upon the wil1ingness of the public and the politicians of England to meet the needs of the

Irish people during the period of the Great Famine. Clearly, it is oot possible to prove

such connections between pictures and policy. However, 1 believe an investigation of

these images preseoted in the English public domain will elucidate more precisely how

the press. the public. and the government in England perceived the plight of the Irish and

will. moreover. provide a bener understanding of government policy during this

catastrophic period.

This project fills a significant lacuna in a literature that as already considered
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relatively thin given the historical significance of the Famine. l The Great Famine of

mid-nineteenth century lreland is considered a political "watershed" in Irish history,

central to the creation of modem lreland. Thus, it is hardly surprising that the I50th

anniversary of the Famine has generated a number of new publications and reprints, sorne

revision. and some reassessment. 4 More recently. WTitings on the Famine have grown

considerably. 1mportant studies such as J. Mokyr's Why Ire/alld Slarved (1985), Mary

Daly's ïJlf! ramille I1I/re/alld(1986), Cormac Q'Grada's l'he Greai Irish Famille (1989),

and Christine Kinealy's lhis Greai Ca/amity (1994) have added substantially to the

literature. While there is now much relevant literature in a variety of multidisciplinary

areas on the Great Irish Famine, the fact that relatively few complete scholarly studies

have been written on this subject is extraordinary. The neglect is particularly notable

In lreland itself. and has not gone unnoticed by the general public there. 5

From the beginning ofthis century and even from the onset of the Great Famine,

Irish nationalists have used the horrors of the catastrophe both as a symbol and evidence

of colonial cruelty and injustice. But as revisionism gained acceptance in lreland through

the 1960's. the old nationalist view eroded. ln 1968, after the Nonhem lreland troubles

broke out. revisionist historians rethought Britain' s management of the crisis during in

the Famine years Revisionist theory defused nationalist anger by playing down both the

suffering and the humiliation endured by Famine vietims and by maintaining that the

disaster was the inevitable result of ecologicaI and market forces. At most, some

revisionists argued. only negligence, not malevolence, could be attributed to Britain. b

Nonetheless. until recently. ~~revisionist" historians have held the accepted view.

Th..: fU"S%. ..:ompr.:h"-,,sl\"": S1udy on th~ Irish Famïno=. writlœ by Canon John O'RourkOl in 1&74. was auitl~ The Hisrory of
rh.: l!r<'ar !nsh F<Jrr:rnr:: 0 1 I ....·r Th~ n~Xl major won... il collection ofessavs ~ited by R. D. Edwards and T. D. ~ïlliams.c:ntitl~ The
(;re<Jr Famine. dld not appc:ar Wltil 1956 nearly cigtlty ycars 1.«. Subsc:quattly in 1962. after nine years ofresearch. Cecil ~·oocI1am·

~mnh. an .-\mcncan non-!ipc~'ahst.. ....TOlc The Grear Hunger. ~Iuœ a'ftiClUlCi by Insh hlstonans as unc"œ and emOlI\"':" Wood'lam
Smlth·s boo~ IS still ,--onsld..'fâi th.: b~ narnllvc U'ltroduetlon to th~ subj~ by som~ hlSlonans. For almoSl thrc:.: d..-cad.:s.1hes~ w«c
thè dH.:! won.....o; on thc topl":
• IId~l Llttou. -;;IL /r'Jn Fl.4f1lmc.:. ,In l1lu.~rrurt:dlllJr<Jry (Dublin: \\'oUhoud Pr~ Ltd... 199.$); Da,,·id lIoll~ PcJ~J""g.; ra
rhl' Y..." Wm'Id Pack..r ....·'ur' and !"Tfh Famine Emigrmrrs. 1~4~·1 ~51 (Abcrg.wcnny. Gwent· P. \1. He310n Publi~ing.. 1(95):
Chnstmc ~incah. ThiS l,rear (·a/umm·. The !rrsh Famine 18015-1852 (Boulder. Colorado: Robert.... Rindlan Publish«s. 1995): :'I:ocl
~~s.an~. The Insh Famine. A DOCtIme~rary Hrsrory (Dublin: The :'I:ational Libnl'~" of Ircland. 1995): Campbell Stephen J. The Grear
!nsn Famine. l:itrol"~O\.'T1 Pan.. Fanunc \Iusewn.. 1994: Peser Gny. The frlsh Famine (:-':e"" York: :-.:. Hal'TY Abnms.lnc.. (995).
• Conn....: <YGr.td.t.. The (jreullrrsh Fùmme (Londœ: :-'1a\02uillan.l.J.d... 1989) 10; Chri~inc Kino:al~. ThlJ Gro:arCJ/umlC)-.

7"1:..: ln.:': FÙmrnL·. ! S./.".,' ."5: (lrdand: Gill & ~laœliIl3n. 199.$) ~.;ii; R3~mond Gillcspi.:: and Drian K.:nn-=dy. ..:ds.• Ir.::!.:znd.. ln lnro
HIHf"'')·(T>uhlin TO\\Tl House:. 1994) '7~: Fd\l.ard PilkingJon. ThelrtlQrdiO" (Tluhlin· June: 5.1995) [)id; WalJih. IrISh T1me.~

(Dublin: .-\ugust 12. 19951 12. Jonathan Frc:.:llIIId. The Guardra" (Dublin: Junc 7. 1995): POIdnic 1Iilf'·cy. Lcud"to The Irish Times
(Dublin: July 14. 19951.
L Conor Cruls~o "Brlen Ul -Passions Ruming Higlt in Debatc on Hung~.- by Edward Pilkinr$on. The Guardtan (Dublin:
June: 5. 1'J'J5).
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As a group, Irish historians have held a unique and difficult position in

writing the history of the Great Famine. With close cultural and geographic ties to

Northern Ireland, England, and the IRA, it is not surprising that historical writing in

Ireland on hot-button issues would promote the need for delicacy and tact. However,

with the appearance of a recent academic study, This Great Ca/amity by Christine

Kinealy. the revisionist stance has been seriously challenged. If influences such as Irish

revisionism, Irish politics, and the enduring presence of the [RA, have clouded the truth

about human sutfering. monality, and culpability in Irish Famine historiography, funher

research is c1early necessary to resolve the debate.

Although most Irish Famine specialists have researched areas other than the

pictorial record, many of the recent publications on the Famine have included a wide

assortment of pre-famine, contemporary, and post-famine images. But, for the most pan,

the inclusion of these images has been strictly illustrative in nature. Images are

documented, often with the underlying historical facts explained, though they are neither

analyzed nor interpreted. 7 This is not unusual since historical texts are often devoid of

much in the way of illustration, and when publishers do include visuaI images, it is

generally done to make the text more visually attractive and marketable.

When the director and assistant director of the National Gallery of Ireland

convened a joint conference of Irish historians and Irish art historians in December of

1990 on images and history, their concem about the dearth of images used as historical

evidence was obvious. As Raymond Gillespie and Brian Kennedy explained in Ire/and,

Art inlo H/SIOf}', a volume of essays generated by the conference, "In Ireland. historians

still regard visual images as sideshows to the main task of interpreting written documents

from the past.'~ lt was hoped that this publication would stimulate the use of the visual

material of Ireland' s past, material that the conference believed to be "at least as

important as oral or written evidence. ,,9

llc:kn Linon. T.>:c ln!>: Fa."1!r.('. AI'! I/frutra!ed Hlstory (Dublin: \\"olthoud Pros. l.ld.. 1994); D:J\;d Hollc.'lL Passage to th
Se... U"orld. Pùckf!t ShlpS ùnJ Irish Famine Eml;?rants. 184S-1 KSI (.~giI\'.:nn\. Gwc:nt: P. ~1. Hœon Publishing. (995): Christine:
Kinc:aly. ThIS (;rt!at Ca/amlry. The Insh Famme 18.15-1852 (Bauldcr-. Colorado: Rob'-'fts Rindlart Publishc:rs. 1995); ~oc:l Kissanc.
"1 he Insh famlnf!. A LJocumemary filSfory (Uublin: 'Ibe ~atiooal Library of Irebnd, 1')')5,; Campbell, Slc:phc:n J. 1he Great Insn
Ful/'mL. SUok..~t"\\1l Park. famlu,,: :.lu~""Um. 199.;; p~g" Gr3Y. Tho: Irish Falmn.: (:-:<:\\ \"or": ~" 1I00rry .\br3rru.. ln...:.. (995).
M Raymond (fill~lC:and Rrian Kennedy. cd!' . Ireland. Arr mto Fflsrory (lluhlin· Town Hous.:. 1994).7

Ibid.



Despite this growing concem. the study of visual images of Ireland is a relatively

new field of inquiry. Several studies. however. are of particular importance for the

current thesis. To date. L. Perry Cunis's Apes and Ange/s. The Inshman ill Victoriall

Carica/ure is still the most comprehensive study completed on Irish prejudice in

Victorian art. Published originally in 1971 and revised in 1997. Ape.'i alld Allgels explores

the connections between Victorian images of the Irish. the lore of physiognomy and

phrenology, and Victorian ethnology and caricature. Since Punch figured prominently in

the establishment of the c1assic bestial Irish stereotype.. the book's prime focus centers on

this weekly journal which was founded in 1841. Curtis follows the transfonnation of

Paddy. the stereotypical Irish Celt of the mid-nineteenth century trom a drunken but

harmless peasant to a vicious and prognathous simianized rabble-rouser. He discusses

Victorian caricaturists and their drawings as evidence to document the creation of the

Irish stereotype and the simianizing of Paddy. He also investigates the possibility of a

genetic strain of prognathous facial features in the Irish heritage and concludes that

though there may have been sorne mid-facial prognathism and chin prominence. regular

facial features were by far more common. This was a finding not at ail the same as

simianism despite the prominence of it in Victorian caricature. 10

According to Cunis.. the process of simianizing Paddy's features took place

gradually between 1840 and 1890, reinforced by the work of ethnologists and others

interested in the pseudo-science of physiognomy. He argues that the alteration of the

stereotype and the conviction in England and Scotland that the Irish were innately

inferior and uniformly inept was not c1ear until the 1860's. While 1 would agree that the

stereotype matured and hardened between 1840 and 1890. it is critical to this study to

recognize that a simianized image of Paddy was weil established in Punch by 1846, at the

beginning of the Famine, when most cartoons depicted the Irish with ape-Iike or

prognathous features. Published on August 22, 1846 Young Ire/and in Business For

Himself (Figure 1) clear!y suppons a much earlier alteration. Moreover. as the famine

progressed. between 1845 and 1852.. the bestial stereotype worsened substantially.

Cunis concludes that the inferior racial status that the English and Scots assigned

to the Irish was based on ~'Hibernophobia," a religious and economic discrimination

•

• ." L Pl,.'TTY Curtis. lr.• .--I.pes andAngels: The Irlshman ln Ikrorlan Carlcanlre(\\·ashm~on.D. C.: Smithsonian Institution
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against the Irish. However~ the Irish were so desperate that long held English and Scottish

religious intolerance failed to deter thousands of diseased Irish Catholics from

immigrating into Britain and threatening British labor before~ during~ and after the Great

Famine. Willing to accept any wage~ these famine victims bloated the number of Irish

settled and equally desperate for work~ deepening anti-Irish prejudice. A simianized or

prognathous Paddy was a convenient way to channel and divert responsibility and blame

onto an easy target~ the ever-troublesome Irishman.

"Paddy and Mr. Punch~" Il written originally by Roy Foster in 1991 for the

Journal (?f Newspaper and Periodica/ His/ory. further explores the ideas presented in

Curtis~s Apes and Ange/s. Although Foster concedes that much is convincing in Curtis's

argument of simple racism, he questions this view and emphasizes the importance of

British political and property issues as weil as religjous and c1ass bias. 12 Foster makes

several important points not addressed by Curtis. In addition to the prejudice

disseminated by Punch and the obvious difficulties incurred by large-scaJe Irish

immigration. Foster notes that antagonism towards Ireland was heightened by several

major events: tirst. the rise of Young Ireland and its endorsement of violent tactics~

second. the unending requests for famine relief~ and third~ the Irish rebellion of 1848. Ali

of these events contributed to the perception of Irish ingratitude in England and to the

reality of English antipathy toward Ireland.

AIthough Foster and Curtis agree that the relationship of jaw and mouth to the

upper part of the skull was a nineteenth-century criterion for measuring the development

ofprimitivism to civilization. Foster rejects Cunis's statement that true simianizing of the

Irish did not occur until the 1860's. He also observes the typology of PUIlch's cIassic

portrayal of the "dangerous lrishmanH
IJ in Young Ire/and in Business For Himself(l846)

more than a decade before Darwin's Origill of the Species. Yet Foster suggests Punch's

portrayal of the Irish '."'~s by and large bestial from the 1850's onward, while 1 would

hold to an earlier date on this point. For my pan, Curtis's view has much to recommend

Prc~!'.. 1971). 89
11 In 1991. the: article rcappearcd ilS Ch3fllcr 9 in Paddy and .\/r. Punch. Connecllons m Irrsh and Engluh Hmory.
1: In the 1860·s. the simianizing of Paddy inlensific:d. and 15 Curtis sugg&!Sls. may ",,·dl hne em«g~ from a d.:.:p and
unsdlling un..:.."rtainly about man. prop:rty. and pri\"ileg~ brOUglll on by DaJ""'inism. dc:moaa~;.. n:publi~nism. socialism. and
F..-nianism.
11 R. \;. Fostcr. Paddy & .\Ir. Punch. Connections m IrlJn and J::ngltsh llrsrory (London: Pcnguin Books. Ud.. 1993). 174.
ln.
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il. whereas Foster's revisionist argument fallers most when he defends PUllch ',\" politics

and asserts that PUIlch was neither "'obsessively anti-Irish~" ....nor very different in

physiognomy from the representations of English plebeians.~' and '''more ambivalent than

it might seem."I~ Foster concludes that class and religion were more crucial in forming an

adverse Irish image than Cunis will admit. although he believes that the essence of the

problem related more to the Irish attack on propeny and Union. the colonialist view of

the mid-nineteenth century 1 would agree with Foster that c1ass and religion were key

issues. though not secondary to the Irish attack on property and Union. especially in light

of the predominating influence of evangelical thought. Providentialism. the antipathy

aroused by Tractarianism. and the fury unleashed over the HPapal Aggression."

Another article. Peter Gray's. "·Punch and the Great Famine," provides a slightly

different focus. This third study was published in History Ire/and in the summer of 1993

ft is the first to discuss the historicaI imponance of Punch as a medium for the

transference of Irish prejudice. Gray argues that Punch along with the Times and the

I/lustrated London News wielded considerable influence over metropolitan opinion

formers. individuals who set British middle-class attitudes. As these publications

relentlessly cited political and moral factors as the true causes of Irish distress. tolerance

for Irish problems dwindled. Gray argues etTectively that as Irish ingratitude and English

moralistic outrage became the dominant theme of Punch and British public opinion. the

options open ta Russell' s weak and deeply divided govemment became more limited

But Cunis. Faster and Gray overlook several points. First, they do not mention the

effects of the growing circulation and attendant financial success of the magazine upon

the men of PUllch itself. Nor do they note the significance of the increasing age and

wealth of the PUllch men. which. in pan, may account for the changing political outlook

of the magazine. from radical to conservative, and at times. to reaetionary. AIso. the

expanding popularity and prestige of the magazine gave its writers and anists a unique

celebrity status. which afforded them the opponunity to socialize with the powerful and

the elite of England During the Victorian period. social connections of this son were

highly prized and persuasive reasons for supponing the govemment and the elitist

position. Even so. Punch flourished in ils satirical niche. as hapless Englishmen became

•

• t: R. F Fostl.". f'ucJd.1 d .\Ir hmcn. 114.192, 194
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objects of parody and caricature. However. unlike the Irish. English targets were only

lampooned, never simianized.

ln 1994. Margaret Crawford analyzed a number of images published during the

Great Famine in the popular nineteenth-century publication. the Illustraied London New!i".

Crawford's article. "The Great Irish Famine 1845-1849: Image Versus Reality," was

published as part of the National Gallery of Ireland's endeavor to stimulate the use of

images by Irish historians. The article explores the extent to which the famine pictures

published in the lllustraied London News between 1846 and 1849 reflected the language

of the written documentation.

Crawford suggests that the majority of the pictures. which Gepicted subjects

concerning misery and mortality, conveyed their point. although in many cases the

accompanying text was necessary to convince a reader of the seriousness of the situation.

For instance. it was not uncommon to see starving individuals drawn with an anatomical

sturdiness antithetical to the process of starvation. She notes that the engravings that

depicted scenic beauty or distant or desened village scenes were especially unsuccessful

as images that communicated suffering. Regardless of the contradictions between text,

image, and reality, Crawford believes there was no concened policy to deceive or shelter

the British readership from the realities of what was happening in Ireland. Although this

premise may be true, the fact that the illustrated coverage of anicles on Irish poveny was

scani:y and often separated by a year or 50 is imponant to consider. Even though

Professor Crawford suggests a variety of sound explanations for the distonions such as

classical training. anistic license, experience, or purpose, she does not specify which

reasons apply here. While the article presents an excellent general introduction to the task

al hand. it does not mention either the significance of the changing points of view

accompanying many of the pictures or the imponance of the preferences of the Victorian

a11 world on the impact of the pictures.

Since Crawford's aim was to assess the agreement of the pictures and the text. she

does 50 admirably. concluding correetly that the pictures and the text frequently did not

agree The effectiveness of the engravings, she notes, often depended upon the way in

which the image related to the text as weil as to political and social context of the period .

Crawford maintains that the value of the illustrations as an accurate contemporary record
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of the Famine crisis varies considerably. Certainly this is true~ but 1 would submit that the

effeetiveness of the images as a contemporary record was far less useful then than it is

today for reasons which will be discussed in Chapter IV.

The most recent article on the art of the Famine '1»ainting Irish History~ the

Famine" was published in History Irefand in the autumn of 1996. The author, Catherine

Marshall, is currently Curator of the Irish Museum of Modern Art in Dublin. In contrast

to the numerous graphic depietions of the Great Famine printed in the I//ustrated London

News and other periodicals of the rime~ Marshall points out the corresponding and

conspicuous lack of famine images painted or sculpted during the second half of the

nineteenth century when both history painting and social realism were in vogue. Like

Crawford~ Marshall notes the obvious discrepancies between the descriptions of the

starving Irish and the visual images in the graphic illustrations of the Famine. She agrees

that this problem can probably be attributed to art education and its emphasis on idea1ism

and the ennoblement of the human figure and notes that delicacy or national pride may

have prevented MOst anists from painting the humiliation and indignity of death from

famine. Most importantly~ Marshall maintains that in fine an artists primarily failed to

confront the Irish Famine not because of a scarcity of artistic talent as critical scholarship

has long suggested~ but because of the oveniding belief that paintings of poverty in a

colonized country were naturally politicized and would simply not he acceptable to the

establishment. This is patently true. Marshall also argues that the closing of the Ordnance

Memoir, a subseetion of Larcom ~s Ordnance Survey of Ireland undertaken in 1840 to

codify the country's ancient monuments~ buildings, and sculptures~ communicated to

Irish artists that paintings of Irish historical subjects would he unwelcome with the

establishment. An appeal to the govemment in England by the Royal Irish Academy to

reinstate the Memoir in 1843 was rejected for reasons of expense~ although the Irish press

agreed the reasons were political~ Dot financial.

Marshall's article makes a number of excellent points. However~ despite the faet

that Irish historical paintings were not particularly weIcome even though history painting

was currently held in high esteem, at that rime the demand for history paintings in

England on any subject was relatively slight. 1 would also submit that the advent of

social realism about 1870 did allow for greater realism in the depiction of Irish poverty in

9
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the illustrated press l5 (Irish Sketches-litif Carriers) (Figure 1) and (/ri.\h ..\'ketches-How

Not 10 Pa..v Ihe Rent) (Figure 3), although clearly. as Marshall has noted. paintings on

politically sensitive subjects like the Irish Famine were rare even weil after the tum of the

century However. playing into ail of this were the realities of the mid-nineteenth century

art world. At this time. the achievement of recognition and financial securitv in the ans
~ -

was a career path filled with pitfalls. Patronage and commissions depended not only on

talent and confonnity to the public taste. but also on the social skills and connections of

an artist. English anists would rarely challenge the establishment~ and as outsiders. Irish

artists who painted controversial subjects took on an even greater career risk.

Of the five historians that have investigated the visual images of Ireland and the

Irish. L. Perry Cunis. Roy Foster. Peter Gray. Margaret Crawford, and Catherine

Marshall. only Gray. Crawford. and Marshall specifically examine the years of the Great

Famine but do not do so in any depth. None analyzes the pictorial record as a whole

during this period. In what follows. 1 will look at Victorian theories of race and

physiognomy and ideas of civilization and property, two interacting strands of thought.

which significantly afTected the visual ponrayals of Ireland. A discussion of British art

trends will precede a review of various depictions of Ireland in paintings. watercolors.

and book illustration. [n addition, [ have included a section on Charles Dickens and the

Irish in view of his immensely popular publications and his strong social ties with

illustrators. artists. and elites. We shaH see how he used his bully pulpit to spread his bias

and influence an. Finally, [ will review the contributions of the illustrated press in their

coverage on the Great Famine and on Irish atfairs.

,. sc:.: "[rash TurfCarTi..Ts". The Graphlc. ~Iardt 26. 1869:;and "Ho" ~ol To Pa~ Th.: R.:nL'· Tho! (Iraphlc. June: 4. 1870.
..\lthough the: .:ngrayin~ açcompan~lng bolh miclc;:s d.:pid the: Irish pcasantry without ".rO...,.ture: and with dignity. the: a.:..'Ompan~ing
te:X1 IS not nC3rly so s~mpath~ic.lnshSketches-Insh TurfCarrrers shows more c=mpathy for the: Irish pligJtl th;an pn:...iou.<;ly
adJ10\,lt:dgc:d. a1lhougr. th.: IrISh Sketcnes·lla'lt· Sor Ta Pay the Rent is d'-Togalory in lhrust.
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• Chapter 1

The Visual Repenoire: Physiognomy and Racial Prejudice in Pre-famine Visual

Portrayals ofthe Irish

Race is everything: literature, science, art-in a word, civilization depends on it. 16

Roben Knox
AlI is race~ there is no other truth. 17 Disraeli

•

Throughout the Victorian period, there was a growing tendency in England

among a limited and influential group of individuals comprised of antiquarians,

historians, doctors, lawyers, and clergymen to see Celts as a race. 18 This racial view of

the Irish tended to fit in to universally accepted ideas of civilized behavior, to which the

Irish were not measuring up. Researches into the origins of man suggested that charaeter

was determined not by environment and climate as Montesquieu and other enlightenment

philosophers believed, but by race and genetic inheritance. During the 1830's and 1840's,

emphasis on the German origins of English liberties reached its Peak as Herder's concept

of volksgeist (1784) and cultural nationalism blended with new methods of inquiry into

the races of man in the fields ofhistory, anthropology, philology, and psychology.19 This

blending spurred belief in ethnocentrism and Anglo-Saxonist mythologies and prejudices.

According to Curtis, the Vietorian Anglo-Saxonist found his explanation for the rise of

the British Empire not in luck or Providence or in political economy but in the superiority

of the distinct genetic mixture of the British people, The assumption was that England

was comprised of a fairly homogeneous mixture of individuaIs with superior intellect and

physical appearance whose ancestry could he traced back to the fifth century when the

Jutes, Angles, and Saxons inhabited the forests ofGermany. Their unique combination of

qualities made them superior to aIl other cultures and races. Hence, the fundamental

difference between English and Irish charaeter and the explanation for Irish

backwardness lay in the racial factor and not in English politics or history.

16 Robat KnOx. The Races o[.\f02: A Plulasophlcal EnquiT}' Inlo Ihe I~enceo{Race oveT lhe ~llnIeso{!\/allons. r-
Edition (LœdOll: Rcnsbaw. 186%). ~oducsiOll.
1- Young. Colonial Desire. 93.
II L. Perry Curtis. Anglo-Saxons and Ce/ls (ConnCCXÏc:ul: Unhrcnit)o" ofBridgeport. 1968). 16.
19 L. Perry Curtis. Anglo-Saxons and Celrs. Il.
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Of course, not all Englishmen held these ideas. Environmentalists believed that

good laws made good men and spurned the idea that national charaeter was constant,

immutable, and hereditary. However, the rejeetion of the environmentalist theory deDied

egalitarianism and the improvement of man through bis o~ effons, while the defense of

racial and social inequality meant biological inheritance determined destiny and worth.

Through the middle of the nineteenth century, biologists sought to classify man

through racial types and through physica1 differences. And by mid-eentury, two

theoretical trends divided racial theory. The tirst trend defined race through lineage. It

espoused the idea that all humans descended from one ancestral pair which climate

affeeted and thus changed, a theory known as monogenesis. John Hunter (d. 1809), John

Friedrich Blumenback (1724-1830), Sir William Lawrence (1783-1867), and James

Cowles Prichard (1786-1848) favored tbis approach. Monogenesis gained precedence in

the first half of the nineteenth century in pan, because it so c10sely paralleled the biblicaJ

origins of man. Ethnologists under Pricbard's influence continued their researches in the

area ofphilology to prove the unity of man.

The second trend, polygenesis, detined race through type and was endorsed by a

number of anthropologists. This theory also acknowledged that man descended from

Adam, yet concluded that from sorne very early Period of pre-history, unknown events

caused the fonnation of separate races. Henry Home, Lord Kames (1692-1782), Dr.

Charles White (1728-1813), and Edward Long argued tbis view. In bis influential History

ofJamaica (1774), Long noted that mulattos in Jamaica were infenile and used biological

theories to show that blacks were like animais and diverse in species from Europeans.%0

One of the MOst influential theorists on race at mid--century was the Scottish

anatomist and popular lecturer, Robert Knox (1791-1862). Knox had gained notoriety for

his dealings with the Irish "body-snatchers and murderers, Burke and Hare:~21 and for bis

blunt anti-religious and polygenetic opinions preceding the publication of bis collection

of lectures, The Races of Men. Published in 1850, the book was bis MOst complete

statement of racial theory. Knox surnmarized bis argument in the following manner:

The races of men differ from each other, and have done 50 from the earliest period
as proved... by their external charaeters, which have never altered during the last

Douglas Larimer. Co/eur, Cltus and The Victonans (Bristol: Leicester LührcrsÎlY Press, 1978).132-3. 137.
Lorimer. CO/OUT. 137; Cuttis. Saxons arrd Cells, 71.
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six thousand years... by anatomical differences in structure _.. by infertility of the
hybrid produet, originating in the intermingling of two races ... by historic
evideoce~ which shows that 00 distinct hybrid race can ever be shown to exist
anywhere. 22

On progress he related: ". _.ma~ sorne maintai~ is progressive, but history does oot

support this view.,,2] Knox saw Saxons as intelleetually superior and stTong but very

brutal:

The Saxon will oot mingle with any dark race, nor will he alJow him to hold one
acre of land in the country occupied by him~ tbis, at least, is the law of Anglo
Saxon America. 24

He held that the combination of Saxons and Celts produced a people of "uncertaio

charaeter" and that the Saxons and Celts were "mutually and inherently antagonistic. ,,2S

[ ] eveo here within our own favoured isle, we have at least two races, \\'ithout
crossing St. George's Channel, on the western shores of which are the head
quarters ofone of these races. For twice 700 years have the two races been living
under the same climate; for half that period they have been living ostensibly under
the same laws; yet they have neither amaJgamated Dor approached each other
physically or mentally. Aliens in race, they probably never will. 26

The really rnomentous question for England, as a nation, is the presence ofthree
sections of the Celtic race still on her soil [referring to the Scots, Welsh, and
Irish]: the source of ail evil lies in the race, the Celtic race of Ireland ... the race
must be forced trom the soil; by fair means if possible, still they must leave.
England' s safety requires it. 1 speak not of the !ustice of the case, nations must
ever act as Machievelli advised: look to yourself 7

Knox's illustration of A Ce/tic Group; slIch as may be seen al any time in Mary/ebone,

London (Figure 1) published in Races ofMen provides clear evidence of bis view of Irish

race and culture. The Celts are depieted as poor and over-fenile with negroid facial

characteristics.

For sorne theorists, race was more than a genetic concept; race and culture were

linked. It is in this regard that the Irish were particularly vulnerable. UniversaJly accepted

ideas of civilization and progress underlay judgments about primitive peoples and their

Robert J. C. Young. ColOnial Desire. Hybndlty ln Theo",'. Culllire and Race (London .ft Scw York: RoaaJcdge. I99S). 72.
KnOx. The Races ofMen. ~33.
KnOx. The Races ofMen. 129.
Curtis. Saxons and Cells. 69-70.
Robert KnOx. Broadsheet. "Sow Exhibiling, • the Eg)'Ptian HalL Pil3diUy. The Bosjesmans. or Bush People. ftom the

Inlerior ofSOUlh Africa .. :'.3.
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Jack of domesticity. As in colonial South Africa, notions about domesticity and gender

roles in the establishment and protection of homes provided cultural markers and

justification for conquest.28 In Elizabeth Elboume's discussion of domesticity and

dispossession in the early nineteenth-century Cape, she notes that the ideology of "home"

and "the desire for comfort was held to he a precondition to the development of those

artificial wants which had historically created commercial society and hence

civilization. ,,29 A second and third subtext of the South Afiica example that parallels the

case of the Irish was the necessity for "industry" and the importance of "property" as

civilization markers. British settlers and English labourers were industrious, but Afiicans

and the Irish peasantry were not. Africans neither desired Dor sought cornfort, the

domesticity of home, or property. And neither did the rude mud cabins of the Iris~ their

tiny patches of land, nor their scanty labours in potato husbandry, fit English

contemporary notions of civilized life. Thus the Irish, like the Khoi and Xhosa, failed to

meet the measure of a civilized society. Consensus then amounted to an assumption that

the Irish were aIien in race and inferior in culture, which effectively reduced political

opposition to an unacknowledged confliet between two fundamentally incompatible

races.

For Many of the English governing elite, however, propeny was everything. The

dovetailing of political ideas and personaI interests is not unusual. Yet, the existence of

vested interests held by Lord John Russell's cabinet and Parliament during the Irish

Famine was a particularly flagrant example of confliet of interest. It is particularly ironic

to review Russell' s remarks on landlordism in Ireland. His biographer writes: " atthough

Russell once said there were three bad classes in Ireland, the landlords, the tenants, and

the labourers, it was the landlords that he was really after." 30 And "on a number of

occasions Lord John's animus against the landlords made him lose sight of the famine."

31 The faer was that Russell' s own Whig-liberal cabinet Was composed of Irish

landowners. The marquis of Landsdowne, the marquis of Clanricarde, Lord Palmerston,

and Lord Monteagle aU owned Irish estates, and Cottenham was a mongagee on

Robert KnOx. The Races ofMen: A Fragmenl(Loadon: Rcnsluw. 18S0).118-9.
Elizabelb Elboume. "Domestic:ily.d dispossession in dJe early nindCCll1h<enlUr)' ~e: The idcology of"home~.d

British justification for conquest.-
~9 Ibid. 10.
)Q John Prest. Lord .John Russdl. London: MacMillan. 1912. 236.
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• encumbered Irish estates.32 Thus all legislation on famine relief was examined, ratified,

or rejeeted by English and Scots landowners in the cabinet, of whom five were Irish

absentee landlords. The Irish landlords could not be seen to reject every controversial

proposaI, but did their best to change the wording of ail aets from compul5Ory to

voluntary. 33 In the House of Lords, one in four peers owned property in Ireland.34

Plainly, the vested interests of government officiais and members of parliament

conflieted with legjslation designed to solve the Irish land question or provide famine

relief.

Nonetheless, Lord John's vision of "a golden age for Ireland" was probably

sincere, even though Russell himself was in a position of compromise. Shortly after the

formation of the cabinet, Russell's brother, the Duke of Bedford, altered bis wiIlleaving

Lord John a much-needed windfall, an Irish estate al Ardsalla. The estate had come from

the third Earl Ludlow and was worth five thousand pounds per annum to be inherited

upon the Duke's death. In the event of Lord John's death, it wouId fall to young Johnny.

The Duke's intention was to keep Lord John financially compromised 50 he could control

him through his prospects. 3S Thus the civilizing forces of property comprornised Lord

John' s goveming style, bis desire for praetical government solutions, and bis vision for

Ireland making bis efforts on behalf of the starving peasantry in Ireland mostly

inefIeetive.

The quest for racial origins was also pursued through the science of physiognomy.

Victorian physiognomy dates back to ancient Greece when physiognomy was once a

branch of the science of physiology. Early Grecian physiognomy held that physical

features and temperament were part of the same physiological system, a theory used

initially to diagnose physical and mental diseases. One of the MOst enduring theories was

the Hippocratic concept of the four humors,36 wbich divided men into sanguine,

phlegmatic, melancholic, and choleric types. Hippocratic humoralism and the Aristotelian

•
II
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Ibid.. 237.
Ibid. E:<traeted from PD 3ser. xc 1260. 12 ~Iar 1847: PD xcv 81. 23 ~o"·.1847.

Ibid.
Kincaly. ThIS Great Ca/am,ty. 22.
Ibid.. 238.
Blood. phlcgm. black. and ydlow bile.
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theory that ""the soul and body sympathize with each other" underlay ail later theories of

h
. 37

P YSlOgnomy.

Victorian ethnology and physiognomy were markedly intluenced by the work of

two eighteenth century physiognomists. Johann Kaspar Lavater (1741-1801) and Pieter

Camper (] 7'22-1789) Lavater scrutinized the heads and faces of animais and humans in

order to define the character of each and spent nearly thiny years researching this subject.

Camper developed Lavater's ideas funher by devising a facial angle or line that defined

the differences between the sk~lls and thus the intelligence of monkeys, orangutans.

Negroes. Kalmucks. 38 and Europeans (Figure 2). Camper's facial angle was formed by

the intersection of two lines. one running diagonally from the forehead~ and the other

drawn from the opening of the ear to the nostrils. 39 The elevation of the angle defined the

place of the animal or human on the evolutionary scale from primitivism ta civilization.

Camper measured the facial angle of the monkey's skull at 42 degrees, the orangutan's at

58. the Negro's at 70. and the Kalmuck's at 70. The normal or desirable European facial

angle fell between 70 and 80 degrees. The angles of Grecian or Roman busts measured an

ideal 90 or 95 degrees respeetively. Lesser angles were an indication of a more primitive

life. An engraving. from the III1Islraled London News, entitled The Rai/way - rïrs/.

Second and Third C/ass (Figure 3) published on May 22, 1847 illustrates the anis!' 5 use

of the facial angle in c1ass distinctions. Camper' s work bolstered the theory that the

alignment of the lower jaw and mouth in relation ta the upper part of the face and slrull

was the definitive measure of development from primitivism to civilization.

Although other rese~chers disputed Camper's ideas. physiognomy spilied over

ioto many other fields like anthropology, ethnology, craniology, phrenology, zoology.

and medicine. Phrenology, the science of mental ability revealed by an examination of

the skulL found cult-like acceptance in Europe and America after 1815 mostly due to the

work and success of the leading phrenologists, f. J. Gall, J. K. Spurzheim, and G.

Combe Between 1824 and 1847, the Phrellologica/ Journal published and spread the

ideas of GaiL Spurzheim. and Combe and printed "phrenoscopes" or analyses of famous

1. r ...TT'. Curti!'. Jr.. ..J.pe:> und Angel:;. The Inshman ln r1clOrtan Carlcan4re (\\'asilingloo. D. c.: Smilhsonian InstItution
PrL"'~. 1971 ). tl

•• ~I...-mbLT" of a group of :\Iongol po:opk'!'i li\ing dlidly in th.: l':almu~:k .-\Ulooomous SO\;cS So.:ialisl Rc:public and notth..."fTl

Su"'...ang.
";
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heads. Other scientists observed physical differences. Anders Adolf Retzius (1780-1860)

a Swedish ethnologist and craniologist endeavored to classify the races of man on the

basis of slrull types. His work emphasized prognathism and orthognathis~ which seemed

to substantiate the belief that a protruding jaw and receding forehead implied a memal

and physical corresPOndence of man to apes and resulted in a proliferation of racial

categories.

In 1852, a work by James Redfield on comparative physiognomy investigated the

similarities of humans to animais. The book was weU respected, perhaps because it

validated currently held prejudices. For example, the Irishman was eompared to Uthe

serounging, yappiog, terrier dog" (Figure 4), and "Frenchmen to frogs." 40

Further explorations ofthese ideas eontinued throughout the nineteenth century as

a small group of influential individuals from differeot disciplines-antiquarians,

historians, doetors, barristers, and elergymen-condueted a search for the racial origins of

the British Isles. None could be termed impartial investigators and MOst relied on

physiognomy and language to substantiate their theories. In spite of many valid scientifie

advances in other fields, physiognomy spawned a variety of fanciful theories and treatises

that contained 00 scientific or medical accuraey but still influenced well-educated

scientists and laymen.

Perhaps the most prejudicial and raeially troublesome theory was that of Dr. John

Beddoe (1826-1911), a Vietorian ethnologist who had investigated ethnic and racial types

in Great Britain, Ireland, and Western Europe. Beddoe believed that haïr and eye color in

man contained the key to ethnie or sub-racial origins. His fonnula for an '~dex of

Nigrescence" measured the amount of residual melanin in the skin, in the iris of the eyes,

and in the foUicles of the hair. In western Wales and western Ireland, Beddoe located and

categorized Africanoid Celts whose more melanous skin, "jutting jaw, and long slitty

Dostriis" led mm to infer their African origin. Another type described by Beddoe was

thought to he of Mongoloid origin. Although tbis group occasionally overlapPed the

Africanoid type, 41 individuals ofthis sort were classified by the presence ofbroad cheek

bones, a concave or flat nose, a prominent mouth, and a receding forehead.

Mary Cowling. The Artisl As .-\nIhropologist (Cambridge: ~mbridgeL"nh·crsay Press. 1989). 35.
Ibid. 20. 125.
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Another investigator. Daniel Mackintosh. presented his work of long standing to

the Anthropological Society of London in 1865. Mackintosh was a geologist.

topographer. and ethnologist who traveled throughout the British Isles and Ireland to

study head shapes and faces to determine differences in ethnicity Much like his

colleagues at the Anthropological Society. Mackintosh believed that ....substantial

ditTerences divided Saxons from Celts and Gaels and that those differences reached back

to prehistoric times as a result of the laws of hereditary transmission of characteristics

From one generation to the next within any given racial unit. ,,42 His findings led him to

describe the Gaelic type. which could be found in the remoter parts of Wales and

Comwall and in Ireland:

Bulging forward of lower part of face--most extreme in upper jaw. Chin more or
less retreating ... (in Ireland the chin is often absent). Retreating forehead. Large
mouth and thick lips. Great distance between nose and mouth. Nose short.
uptumed, frequently concave, with yawning nostrils. 4

]

Mackintosh then described the psychological traits associated with the Gaelic type:

Quick in perception. but deficient in depth of reasoning power. headstrong and
excitable~ tendency to oppose~ strong in love and hate~ at one time lively. soon
after sad~ vivid in imagination~ extremely social, with a propensity for crowding
together: forward and self-confident~ deficient in application to deep study, but
possessed of great concentration in monotonous or purely mechanical
occupations, such as hop-picking, reaping. weaving. etc. ~ want of prudence and
foresight~ antipathy ta seafaring pursuits ... veneration for authority. 44

The device of portraying character and personality traits by detailed descriptions

of facial features and stature was not limited to ethnologists, physiognomists. or

phrenologists Throughout history sculptors, artists, and caricaturists have always defined

character and personality by their representation of the human face and form This

practise was also a long established literary convention used by a variety of Victorian

novelists. among them Sir Wa!ter Scott. Charles Kingsley, Dickens. Trollope. Disraeli.

and Kipling But as a background to Victorian caricature and racial prejudice.

physiognomy had no equal.

Curtl!'o.lnshmün ln 1"lcrorlan Cancature. 18.
Ibld.. 1S ~13 ..-kmtosh. ··Th..: Comp..rati .....: .\nthropology ofrngl..nd and W..k'S.- ~Inrhropolo~rcal R,,""lt:\' al'1d JOl<rnùÎ. \'vI
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• Henry Mayhew's 1851 landmark study on the condition of the London poor

graphically demonstrates the relationship between physiognomy and racial prejudice and

presents an exemplar ofthis trend. Much ofMayhew's research on the London Lahor and

the London Poor focused OD a small subgroup of the poor, the street-sellers, prostitutes,

beggars, and thieves. And by massive statistical evidence, Mayhew charaeterized the

street-folk as a race apan, uncivilized and unsocialized. When Mayhew divided

humanity into two distinct and broadly marked races, the wanderers and the settlers-the

vagabond and the citizen-the nomadic and the civilized tribes, he was subscribing to the

ideology of the phrenologist.

Each race or tribe had its eccentric and distinctive physical and moral

charaeteristics. "To each of these tribes a different form of head is peculiar, the

wandering races being remarkable for the development of the bones of the face, as the

jaws, cheekbones, &c., and the civilized for the development of those of the head." 4~

According to Mayhew, the nomadic races of England were the paupers, beggars, and

outcasts, distinguished physically by protruding jaws and high cheekbones. Morally, the

differences were unmistakable and showed remarkable resemblance to the Irish

stereotype.

The nomad then is distinguished from the civilized man by bis greater
development of the animal than of the intellectual or moral nature-by bis use of
a slang language--by bis repugnance to regujar and continuous labour- by bis
want of providence in laying up a store for the future-by bis inability to perceive
consequences ever so sIightly removed from immediate apprehension- by bis
passion for stupefying herbs and roots, and, when possible, for intoxicating
fermented liquors- by bis extraordinary powers of enduring privation - by bis
comparative insensibility to pain-by an immoderate love of gaming, ftequendy
risking bis own personaJ liberty upon a single cast-by bis love of libidinous
dances-by the pleasure he experiences in witnessing the suffering of sentient
creatures-by bis delight in warfare and ail perilous spons-by bis desire for
vengeance--by the absence of chastity among bis women, and bis disregard of
female honour-and lastly, by bis vague sense of religion-his rude idea of a
Creator, and utter absence ofail appreciation ofthe mercy ofthe Divine Spirit. 46

Mayhew singled out the largest group among the street-folk-the costermongers as a

"fouI disgrace... utterly creedless, mindless, and principleless... a vast dungheap of

• 2.
46

Henry ~fa}ilew.London lAbour arrd me LoMo" Poor. London: Offic:e. 16. t:pper Wellington Stred. Strand.. lSS 1. VoL J.

Ibid. 2. 3.
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ignorance and vice... a social pestilence in the very heart of the land... one and ail ready,

upon the least disturbance, to seize and disable their policeman." 47 For instance, Mayhew

includes an engraving taken trom a daguerreotype by Beard of an Irish costermonger

whose physiognomy exemplifies her low station in life. The Irish orange-seller (Figure 5)

is depieted with a low forehead, large nose, squinty eyes, heavy jaw, and pipe.

"Costermongers appear to he a distinct race," Mayhew wrote, "perhaps originally

of Irish extraction-seldom associating with any other of the street-folk and ail being

known to each other." 48 Although Mayhew acknowledged sorne good among the Irish 

not aIl were dirty and degenerate and some helped each other; he did not fail to observe

and comment negatively upon their physiognomies-their '10w foreheads and long

bulging upper lips." 49 Even among the few pretty faces that Mayhew saw, '~e short

petticoats" and "large feet" so assured him that the girls belonged to the same low class.

Like English labourers, English costermongers disliked their Irish counterparts,

considering them intruders and competitors. Rarely would Irish costers mingle or visit

with English costers. They lived apart in courts or "nests of Irish," as they were often

called, a reference unpleasantly akin to "nests of spiders" or "nests of vermin." The Irish

street-seller, Mayhew noted, could live at half the cost of bis English counterpart and still

manage to save money because the Irish were known for their spareness of living as weil

as their "frequently importunate and mendacious begging."SI Mayhew believed this

prejudice was "modern" and had "originated from the great influx of Irishmen and

women over the last five years." S2 He attributed the burgeoning Irish population to the

famine in Ireland, evietions, and the urge to survive.

The Economist, the Athenaeum and the Edinburgh Review suspected that

Mayhew's Moming Chronic/e articles were exaggerated for effeet and questioned their

accuracy, 53 aithough the massive detail and statistical evidence cited in Mayhew

Henry ~f:J.)tJe:v;;.London LAbour and the London Poor. (Lœdœ: Office. 16. Vppc:r U'Cl1ingJOD Slrect. Strand. 1851), VoL

Ibid.. 6.
Ibid.. 110.
Ibid.
Ibid.. l114.
Ibid..l. 106.
Gertrude Hîmmelfarb, '1be Culture of Powny." In The Victonan City: Images and Re4/zaes. cds. IL J. Oyos _d ~tic:bacl

Wolf[ : Volumes. Lœd<m and Boslan: 1973,716. 728 ~fa}ilcw·s formidable sblislics di~cIcldrbe classes tùnber and rcinforçcd the
prevailing image of the paupcr class by tnnsferring the saipua of a small subgroup of sIn:lct-folk to thc attire popublion of the
laboring poor. Acc:ording to Maybcw. the popuJ-.iœ of sIrCCl-folk wu in CXCICSS of SO.OOO indhiduaJs or onc.foniClb orthe ciliZiCIIJ"Y
ofLondon. and ofapproxirmtdy 30.000 *c«-selJcrs. rougflJy 35 pcrant wcre Irish. Maybew. London Loborlr. Vol. l 106.
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convinced the general public of the accuracy of Mayhew's research. Gertrude

Himmelfarb suggests that there is "something in the rimes" and "in the subject, which

permits the confusion of street-folk with the laboring poor/' and notes that what is more

striking and significant than the confusion on the part of the historians "is the similar and

not uncommon confusion on the part of contemporaries." S4 Stedman Jones quotes Alfred

Marshall on the ways in which the "dangerous classes" were misunderstood. Marshall

charaeterized the "residuum" as 'lhose who have a poor physique and a weak

character... those who are limp in body and mind, ,,5S indicating he thought the "evil" of

the London poor was primarily moral, not structural. The problem was not PQverty, but

pauperism with its associated vices: vices stereotypically a1igned with the Irish such as

drunkenness, improvidence, mendicancy, bad language, filthy habits, gambling, low

amusement, and ignorance. S6

Of course, the severe destitution of the Irish was weil known. Travelers to Ireland

such as 1. S. Mill, de Tocqueville, the Duke of Wellington, (an Irish peer), Young, Kohl,

Twiss, Lithgow, Luckombe, and Inglis wrote extensively on the Irish poor. And when

William Thackeray visited Ireland in 1843, he commented:

The traveler is haunted by the face of popular starvation. It is not the exception, it
is the condition of the people. In tbis fairest and richest of countries, men are
sutfering and starving by the millions...The epicurean, and traveler for pleasure,
had better travel anywhere than here; where there are miseries that one does not
dare to think of; where one is always feeling bow helpless pity is, and bow
helpless relief, and is perpetuaJly ashamed ofbeing happy. 57

According to Punch, poor Irish Catholics were considered to be by their very natures the

most indolent and filthy people in ail ofEurope, if not the world ...

[they] were the sons and daughters of generations of beggars. Vou can trace the
descent in their blighted, stunted forms... [their hovels] were monuments to
national idleness... [they] were the missing link between the gorilla and the
Negro.s8

But the comparison of Irish poveny to Britisb industry tended to reinforce British

scom, a situation that was heightened by a disparate variety ofearly negative images. An

Himmelfarb. '"The CuJlure ofPovmy.- 712.
Gardh Stedman Joncs. OrdctUt Lo"doPf (Oxford: Clarendoa Press. 1971 >, Il.
Ibid.
'A'ilüam ~cpeac:cThac:kcny. The /rrsh SJcetchbook (Xew York.: J. Y.'incbestcr. 1844). 37. Publisbed under the

pseudonym ~lA. Titmarsh.
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example ofthis kind of image (Figure 6) was published by James Connery in the 1830's

This woodblock engraving depicts the interior ofa traditional Irish one room windowless

stone cottage, a common scene in which a family of eight sleeps in one bed, against

which a sow and seven piglets rest. A cow, a cat, and a few sticks of furniture complete

the picture. While the allusion to Irish fecundity is a common one, the stone fireplace

pictured here is unusual, since fireplaces and chimneys were rarely found in Irish cottages.

An etching by George Cruikshank, "Pat Answers, or Points of Irish Humour,"

(Figure 7) dated 1826, explains why Pat lets a pig into his house. The gentleman asks,

'''But my honest man. why let Even the pig come in?"' And Pat answers, "Why then. why

not your honor' (s'nt there every convanience for a Pig?'· The exchange is funny, but the

depiction of the family's physiognomy, their c1othing. their poverty, and the

wretchedness of their cabin ridicules and debases the couple's existence and the poverty

that they experience. Going to Schoo/ and ealillg a potato for his hreakfast (Figure 8)

poI1rays a young lrishman's progression: school, the stage, and the military.

Another cartoon entitled Ire/and, (Figure 9) published by McLeall 's M0l11hly

Sheet ofCaricatllres, depicts the frustration of peasants suffering from starvation due to a

famine in Galway and Mayo in 1831. Here, the starving Irish are depicted as witches and

scarecrows, in effect destroying the strength of the message.

The natural resilience of the Irish peasantry to retain a level of happiness under

such marginal living conditions prompted much ridicule and met with little

understanding. '"lt will be difficult for most of our readers to feel akin with a class which

at best wallows in pigsties and hugs the most brutish degradation:' 59 noted the Times,

The Irish customs of early marriage and land division that helped balloon the population

defied English comprehension. Out of desperation and necessity, poor Irish families

pooled their resources and their labour, They practised a communal style of farming

known as rundale and developed a system of c1ustered settlements or clachans, residential

groupings of sorne ten to twenty houses originally occupied by members of the same

extended family As a result of these praetises, many families were successful in

reclaiming marginal bogs and mountain areas for cultivation and were thus able to survive.

hmch. :-\\" ('~4<) 54. X-...: (1~51) 20.231
Th.' TIIII<'S. J.muary 3. 1848.
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An early anonymous and undated English interpretation of the Irish "swinish

multitude" entitled, Irish Bogtroners, was published in London by Thomas Tegg. The

peasants in this particular caricature are depieted with countenances that border on the

grotesque (Figure 10). The placement of seemingly contented bogtrotters against a

background of fox and hound hunters emphasizes the differences in class and points up

the degradation oftheir way oflife. Note the bnrtishness conveyed by the depietion of the

peasants' huge muscled limbs, torso, bands, and feet. And although the physiognomies

are not simianized, the artist bas evoked an atavistic scene as the peasants progress

through the bog, holding onto each other like elephants, presumably to avoid being

sucked into the muck. Caricatures such as these could ooly negatively influence all who

saw them, setting rude examples for athers to follow.

The effeets of various racial theories, which Mayhew's repons refleeted, and

those of Vietorian physiognomy and ethnology combined with a variety of other factors

to weaken the environmentalist view that Englishmen and Irishmen were basically

similar and equally intelligent. At the same rime, it strengthened English ethnocentrism

and the idea that the Irish were a sub-race or an inferior people with basic behavioral

traits at odds with English standards of thought and conduct. Irish economic

backwardness and the intermittent but unrelenting political, religious, and social agitation

intensified notions of Irish racial differences and hardened the Vietorian stereotype of the

"wild, melancholic, violent, and feckless" Irish CeIt. Nonetheless, even the

environmental view contained negative stereotypes. Of course, these trends interaeted in

ambiguous and complicated ways.
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Chapter II- Section A

British Art Trends and the Depietion ofPoverty in Britain

In England~ scenes of the urban and rural poor were not really common until after

the middle of the nineteenth century.60 However~ as the century wore o~ the political and

social concems of the industrial age and the new democratic society were taken up by

artists whose aim was to draw attention to the condition of the poor. For many British

artists, like their continental counterparts~ tbis change was more a shift in attitude than of

style. About 1870 in England~ a major shift in style occurred as a new generation of

artists began to tum their attention to the grim depietion of contemporary poveny. The

following section will explore the artistic trends and interrelationships between an and

society that helped to form the pietorial representation and the contemporary assessment

of the poor during the tirst half of the nineteenth-century in Britain. A consideration of

these trends and customs will explain to sorne degree why pietorial depietions prior to the

shift elicited 50 little real compassion for the poor.

Throughout the nineteenth-century, British art adhered to the broad trends of

romanticism, rea1ism, and symbolism, although it diverged from the grand design of

European painting. Artists in Europe who foUowed the doctrines of realism anempted to

adjust the historical preference for the grand and speetacular by depieting not just natura!

subjeets but by choosing the humble and commonplace. However, in Brit~ truth,

sentiment~ and beauty were the measure by which contemporaries judged Vietorian art.

i\.nd while the critical emphasis shifted, the constant standard centered on truth to nature,

the propriety of the sentiment, and the public suitability ofthe work's moral content.

For the MOst p~ portraiture, landscape, and genre painting dominated the British

art market during the first half of the nineteenth.century. And although most arrists and

eritics held high an or history painting in great esteem, the demand for paintings of a

religious, nùlitary, or historie charaeter was slight in England. Since Protestant churehes

in England were not open to the painter's art, there was little need or interest in large

heroic pieces. There was, however, a notable demand for genre painting. Genre painting

or narrative painting as it was sometimes known originated in seventeenth century
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Holland and Belgium as artists chose to paint domestic scenes and contemporary life. Its

popularity rose in part because of the tastes of a new group of wealthy collectors who

emerged early in the century.61 Indeed, British painters found that what suited the English

taste most were cheerful and decorative pietures that might be enjoyed at home.

By 1850 nearly fifty major private galleries and societies in London exhibited

contemporary art on a regular basis. Each year the Royal Academy's Summer Exhibition

unveiled between 1000 and 1200 new oil and watercolor paintings.62 Admission ta the

Royal Academy conferred upon arti$ls prestige, social acceptance, and celebrity. Artists

were no longer considered craftsrnen, and if successfuL lived gentlemen 's lives, acquired

a professional status, and generally became wealthy. The public sale of engravings

expanded patronage beyond educated aristocrats, although British copYright law did not

proteet nineteenth-century authors or artists from intellectual copyright piracy abroad.63

It was not uncommon for art critics to impugn English art even though it was weil

received by the public at large. Sorne British artists questioned whether their financial

success was due more to a congruence in moral philosophy than in anistic conception and

execution. 64 Edwin Landseer once said, "If people only knew as much about painting as

1 do they would never buy my pietures." 65 In 1844, Daniel Maelise wrote from Paris, ~1

feeI that 1 could not mention a single name with full confidence, were 1 called upon ta

name one of our artists in comparison with one of theirs." 66 The bleak $late of English

artistic competence was rePeatedly attributed to the stinginess and improper direction of

English art patronage, eSPeCially its want ofpatronage for high art.

Like the great art patron, John Sheepshanks (1784-1863), a Leeds wool

manufacturer, many collectors were middle-elass businessmen whose industrial or

commercial successes created great fortunes. Since patrons such as these often lacked a

classical education, they generally preferred signed recognizable artwork by current

Howard Da..id Rodee., Scenes ofIàlra/ and Urban paverry ln ~ ,ctonan PaintIng and Thelr Deve/opment. 1850-1890 C'iew
York: Columbia University Pb.D. Thcsis. Fine.-\Ils. 1975), Ü.

61 Julian Treuberz. Vlcronan Painting (London: 1baIIIcs i\nd Hudson. 1993). 33.
6: Howard Rodee. Scenes oflàlra/ and Urban Poverry ln Vietonan PaintIng and Thel,.. Develop",enr. 1850-1890(N~' York..:

Columbia University, PbD. lbcsis. rme Arts. 1975) loi.
The n~' source of iDcomc was Jargel:,,- achia'ed in Illeei~ caltury due to the dJ'Ofts of W"dlWn Hogarth md the

copyri~t law. LIter known as the Hogarth Ad.. Hoprth promulpted the.~ and it passed inlo Ia-- in 1735.
~ Paula Gillcn. The f,ietonan Palnter's World(Glouœslcr, EngJmd: .o\lIan SUllon. 1990),3.
6' Ibid
66 Ibid
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artists ta Old Masters which were frequently forged at tbis time.67 Their taste was defined

by their middle-class evangelical values. Consequently, subjeet or genre paintings that

espoused the merits of decency and respeetability, bard wode, home and family, piety,

and self-improvement were highly desired by buyers. In addition to workmanship, detail,

and finis~ genre paintings were admired for their characterizations, stories, and moral

lessons, similar ta the great novels ofScott, Dickens, and Thackeray.

The injunctions, censure, or approbation expressed by the critical press in

periodicals like the Art Journal, The Art Union Magazine, or the l//ustrated London News

inculcated moral messages and increased the appreciation and the appeal of genre

painting. Besides the use of humor and the convention of the pieturesque, described

below, types were also important to understand. In 1862 a critic for the Saturday Review

remarked:

We must literally read an incidem-pieture as we read a novel, ifwe wish to enjoy
it and do it justice. We must throw ourselves into the plot of the painter as into
that of the novelist, and gradually learn bis charaeters as the incidents come upon
us one after another. 68

During the first half of the century, genre painting assumed a vanety of different

styles. Paintings ranged in style from a mawkish sentimentalism inspired in part by the

notion of the pieturesque to a relative realism, although much variation existed. However,

the sentimentality that ran through much of Vietorian art had a strong religious

component also. Empathy with another's sufferings was vinuous, a means ofbecoming a

better Christian. In bis book on Vietorian painting, Kenneth Bendiner notOO that

"numerous Vietorian sermons described the surrender ta pathetic emotions as a Christian

act. Ta feel other's sadness and to weep like a child was to he reborn, and made innocent

again." 69

Paintings on the subject of poverty were made more acceptable by the idea and

pleasure of the "pieturesque," a style that dietated the manner in which the poor were

portrayed and was utilized ftom its conception weil ioto the last third of the nineteenth-

Ibid.. 34.
~!ary Cowling. The Artut As Anrhropologlst. The Representatlo" o[Type and ChaTacter m 'Victonan Art (Cambridge:

Cambridge Uni\'c:rsity Press.. 1989).2.
69 Kcnndh Bendiner.An /ntrod&tcno" To Victonan Pamt"'g (Xew Haven: Yale Uni"·enil)' Press.. 1985). 22.
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century.70 The theory of the "pieturesque" can he traced to the earlier concept of the

~~sublime" introduced in 1650 in the paintings of the Italian artist Salvator Ro~ but was

formally presented by Edmund Burke in bis lnquiry into the origin of our ideas on the

Sublime and Beautifu/ in 1756. The idea of the pieturesque was devel0Ped by the

Reverend William Gilpin whose various tracts published between 1769-1808 defined its

rules. According to Gilpin who was also an artist, the sublime and the beautiful were not

achievable pursuits for painters, because of their interdependent relationship.71 Often

used interchangeably, the theories stressed the importance of isolation and ideaIization,

attributes especially charaeteristic of Irish landscape painting. Gilpin's theory of the

picturesque "~alued asymmetry, irregularity and uneven texture more than balance,

harmony and smoothness."n As the pleasure of the pieturesque grew, a significant

change occurred in painting as it released the anist from the limits of place and reality.

Often such paintings presented a prettified representation ofa subject or scene.

An 1861 definition of the <;"pleasure" of the pieturesque given by William Bell

Scott to his senior students at Newcastle clarifies how anists applied the theor-j iü the

nineteenth century.

The pleasure it gives is not 50 much a natural as an artificiaJ or simply artistic one~

it is only when painted that we learn to admire those conditions of nature that are
pieturesque...Whatever we would consider undesirable as a Pefsonal adjunet or
condition, that is what the pieturesque painter for the most part covets for bis
canvas...beggary is the most pieturesque condition of social life. 7J

In faet, paintings, engravings, and literature pietured in tbis manner presented a method

of "containing and distancing.," as Sheila Smith puts it, the threatening appearance of the

poor. And, it is not surprising that artists rarely made overt political or social statements

in paintings sioce such commentary could easily place them in a more vulnerable

economic position. In her article on images of the urban poor in Vietorian literature and

art, Smith suggests that:

The pieturesque was a ready method for an anist or a writer who did not want to

AI whicb poiDt realism ovcccame this COIl\·altioa is debaled. Ca:tamly. the subjecLs œOSGl aJlcrthe~ to social reaJism
were more commonlv ofa dircd. D.nIre.

-1 Colleat ~hrgarClDube. 'Enablmg InstJlI4tlorrs •and Dlsabhrrg Illvslratlorrs: Images ofCorrnemQTa lI'f TOIInst Handboolcs
1850-1880. Thesis 1994. UnivO'SÏly CoDcge.. Galway. 34.
-.: Julian Treuherz.. Vicronan Pa""mg. 66.
~ Ira Bruce ~add and F. S. Sc:bwanbadL. cds. ~ '8avages and Martyrs": Images ofthe Urbm POOl' in Vi~oriaDUcnIure
and Art- in Vic:toriao ArtÎ!ts andtheCily C'olcw YorIc.: Pcrgamon Press. 1980). 17.
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alienate bis public by bis depietion ofthe Other Natio~ for it not only enabled the
speetator or reader to contemplate the poverty which he preferred to ignore in reaI
Iife but also gave him pleasure. 74

ln the late eighteenth century, the convention of the pieturesque was primarily

used in landscape painting. Subject or genre paintings in the pieturesque style were not as

common until the next century.

William Hogarth's (1697-1762) harsh and penetrating satirical ponraits of the

English bigh and low life established a momentous tradition and were considered the

forerunners of the critical depietion of Vietorian society. Thal his subjects and style were

conceived before the idea of the pieturesque became popular is probably an imponant

factor in his achievement. Thus, due in part to the influence of Hogarth, the position of

realism in the graphic arts in England in 1801 was akin to its position in poetry, popular

with the middle classes but condemned by critics as "ugly and trivial." 75 The great

British Romantic painters who followed, Gainsborough, ReYnolds, Constable, and

Turner, did not follow Hogarth's lead and tumed instead to a pieturesque and romantic

vision of landscape and portraiture.

An important trend in the depietion of the poor in landscape painting is noted in

John Barrellts landmark study, The Dark Side of the Landscape (1980). Darrell observes

that a basic mie of landscape composition placed the dwellings of the rich in full light

and those of the poor in shadow-on the "dark side of the landscape." He suggests that a

demand for realism necessitated peasants in a landscape while capitalistic morality

dictated a prescriptive image, that they he at work and not idle. At this time, industry was

not only recognized as the chief vinue a poor man could display, but it was also

understood that in artistic representatio~ the poor must he shown as industrious, with few

exceptions. 76 Idyllic pastoral scenes also demanded observable stability and arder. The

work of Gainsborough (1727-1788), George Morland (1763-1803), and John Constable

( 1776-1837) can he seen as part of this tradition.

As time progressed7 patemalism gave way to the "new" economic individualism

and rustics became more and more ragged yet coosistently cheerful. How the poor were

Ibid.
Carl Woodring. NatJIre lTtto Art. Cultural Tra'Ujonrlatlon m.V",eteentll-cen1WTj: Bnta",(~dge,Mass..: Harvard

Cnivc:rsity Press, 1989), 114.
~6 John 8an'ell The Darlc S,de oftlle LAndscape (cambridge, Englmd: Uni""Cnity of~mbridge Press, 1980). 21.
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portrayed was extremely important. According to BarrelL in the mid-eighteenth century

the poor are depicted pleasantly at work since work was considered an agreeable social

activity At the end of the century~ they are portrayed cheerfully in the middle ground

where their labor but not their resentment can be seen. However.. when fi'!ures were

placed in the foreground. the poor could be uncomfortably close especially in Morland' s

compositions. Morland turns out to be somewhat ofa rebel in this tradition. His peasants~

especially in 7he Alehollse Door (1792) (Figure 1) painted shortly before the war with

France~ present a spirit of independence and liberty. seen by sorne as "insolence in peace"

and by others as "bravery in war.,..77

Gainsborough and Constable's paintings naturalized the poverty of the poor and

represented it as a fixed reality of the political economy. Theirs was a Georgie portrayal

of the poor. a connection of toil and vinue. But as capitalism replaced patemalism.. there

was a need to convey to the poor the importance of their industry, and its eventual

rewards

Barrell argues that Constable cannot help but divulge the rural life of the poor in

The Hay nom (1821). A Viel4' of Salisbury Cathedral (c.1823) (Figure 2), and The

COrJ!f/eld (1826) His laborers are drawn as serfs living in a pleasant and almost

comfortable relationship within the natura! world. Social harmony of this sort is in reality

social division concealed within the boundaries of line, form, and paint. 78 Yet Morland's

interpretation of the poor in The Cottage Door (Figure l-a), The Harvesl Waggo1l, Relllrll

From A1arkel. Haymaker and the Sleeping Girl, and the Woodsman ail seem to evoke the

artist's keenly felt awareness that the common folk were the vietims of injustice despite

idealization ragged clothes on rounded. seemingly well-fed.. pink-cheeked children.

mothers. and swains. Although sorne eritics take Morland's paintings as a branch of the

picturesque. Carl Woodring maintains that in Morland's time. his paintings

were thought to be disturbingly faithful to a loutishness with which his own habits
made him familiar. His figures expressed the vulgar and coarse manners of the
lowest part of society. and [his work] was an intermediate stage on the way ITom
grandeur to ash-can real ism. 19

Ibid.. 113
Ibid.. 104
Carl Woodridg.:_ Xan"'e Inra An Cu/ntraI Transformations m .\"meteenth-Century Bntam (Cambridge:. ~rass.: H.1f"'ard

t ·nJv<,.'1"sn\ Pr~<;s. 1989).114
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An example of the Romantic image of poveny is captured in ('oalhrookdale hy

NI[!/1r (1801) (Figure 3) by Philip de Loutherbourg (1746-1812). The painting shows the

town of Coalbrookdale in Shropshire. the cradle of the iron industry. and suggests the

sublime in the Romantic sense and the alarm of the lndustrial Revolution A fiery glare

symbolizes Hell. while a woman and child stand aside from excavations. which have

literally shoved aside homes to make room for the foundf)'. The dramatic lighting and

colors. beautiful imagery. and symbolic representation of the both the foundry and the

dislocation. which it caused. are in the typically romantic sphere.

Although the roots of Victorian genre painting and the artistic treatment of the

poor can be traced to Hogarth., Morland, Singleton. and Allan. in the early nineteenth

centurv. Sir David Wilkie (1785-1841) of Scotland and William Mulreadv (1786-1863)- .

of Ireland became highly acclaimed in this c1ass of art. Wilkie. one of the few artists to

paint Irish subjects. was most famous for his themes of character. celebration, and

incident drawn from the domestic life of the Scottish peasantry such as The Blind Fiddler

(1806). The , rilla[!e Festival (1811)., and 7he Penil)' Wecidillg (1818) (Figure I-b).

At this time. il was customary for artists to invent the incidents that they painted. 80

~1ulready and Wilkie did this., and both., as was the custom. painted the lower classes

using high-bom models dressed in suitably ragged, purchased clothing. The use of Sir

\\'alter Scon's family as models for peasants in The Penny Weddillg. exhibited in 1818

and engraved in 1837. is an example of this occurrence. 81 The Pre-Raphaelite

Brotherhood often used family and friends as models. John Everett Millais took great

care to ensure a realistic scene in Christ ill the HOllse ofHis Parents (Chapter III. Figure

1) The picture was actually painted in the shop of a carpenter. and the artist's father was

the model for the Joseph" s face. 82

Lindsay Errington has noted that Wilkie's 1835 visit to Ireland and his pictures on

Irish themes such as n,e Irish Whiskey Still and The Peep-o-Day Boy's Cahill (Figure l-c)

may have helped bring Ireland into fashion as a place for anists to visit on the touring

painter's circuit of countries. Maria Edgewon~ who enticed Wilkie to paint Irish subjects.

noted that in lJle Pf!ep-<~[)ay Bo..v's Cahin (1835-6) he needed "more negligence, more

RJ.:hard and Samuel Rc:dgra"I:. .-l C't!n1IUJ' 01 Brlllsh PùInlt!rs (London: Phaidon Pr~"Ss. ud.. 1947). JO 1.
Lord Ronald Smh~Tland Gll"~T. Sir Dùl:ld Wtlkl.: (London: G~'\)rgl: [kil and Son~. 190:).50.
Thom3~ Pndau. Th.: Wor/d O(1l1t1Sl{er(~e-.'Yod: Tim~ J.if~ Boo...,<;. 1970).70



• slovenliness, more recklessness in the costume.,,83 More convenient than Europe, Ireland

was still "picturesquely backward" and as spectacularly beautiful as Spai~ Italy, the

Alps, and North Africa. Wilkie later toured the Holy Land and similarly set that example

for later artists such as Hunt and GoodaU. However, crities cautioned artists against

retuming from touring visits to Ireland with examples of anything squalid7 a1though the

"touching, colorful, or quaint" found approval. 84 An 1847 comment from the Art Union

praised R. B. Scanlan for bis painting, The Irish Mother. because:

although he bas here portrayed a mother and chiId of the humblest class, he has
not thought it necessary to pieture Misery or to degrade the Irish charaeter by any
touch of that vulgarity not unfrequently introduced ioto Irish pietures... It is a
passage ofpoetry no the Jess valuable because it is homely and perfeetly natura!.85

Paintings of rural life and of poor children roaming the backwoods in search of

food and work were not uncommon in the first half of the century. Paul Falconer Poole's

(1810-1879) painting The Heath Belle (1831) (Figure 4) displays a gentle and lyric

quaIity. In Rustic Civility (1832) (Figure 5) by William Collins (1788-1847), three poor

chiidren in ragged and tom clothing bave tossed aside their bundle of firewood to open a

gate for a rider, presumably the lord of the estate, who we see ooly by bis shadow which

faIls across the road. The scene hardly indicates that agricultural riots or staek bumings

that were prevalent during this decade could take place here. The Stonebreaker and His

Daughter (1830) (Figure 6) painted by Sir Edwin Landseer (1802-1873) shows an old

Highlander resting, exhausted ftom bis labor. His daughter bas brought him a meal in a

basket. In the background, smoke drifts up tram the crofter's cottage alluding to the

moral theme of contented domesticity in spite of rural poverty, astate which Robert

Burns praised in poetry.

Stonebreaking, necessary for the new macadam roadways that were being built

throughout Britain, was one of the lowest and worst paid positions in society. In the

1820'5 and 1830's, during the age of William Cobbett, machine breaking, the Swing riots

and the Reform Bill, Landseer often painted sentimental scenes of poverty and distress,

• 191.
.~

Ann Crooicsbank. The Watercolors of/reland. 178.
Lindsay Errinl!l-œ. SocIal and Rellgu1ru Themes ln Engluh Art. J840-/860 Ç'l:ew York: Garla1d Publishirlg. lne.. 1984).
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• although he was best known for bis pietures of animais and genre. However, pietures of

social and economic agitation were not depieted.

As charity became institutionalized in 1834, pietures of individual aets of

compassion began to disappear. Paintings on this theme in the early 1840's indicate a

concem for the proble~ although the subjeet was rarely approached head on. Charity (c.

1840) (Figure 7) attributed to Frank Stone (1800-1859) and Charles West C0Pe's (1811

1890) PooT Law Guardians-Board day application/or hread (1841) (Figure 8) are two

of very few paintings in tbis category. Charity shows two rich wornen with a servant

bringing food to an impoverished family. This watercolor probably corresponds to the

District Visiting movement which increased in size in the 1820's and 1830's.

Blackwood's Magazine May have had Charity and Mulready's Train Up A Child in mind

when it ridiculed certain subjeet pietures in 1848:

Go where you will, you will see specimens of the style-mawkish sentimentality,
Goody Families, Benevolent Visitors, Teaching children. There is nothing more
detestable than these milk-and-water affectations of human kindness~ ail the
personages are fools, and as far as their littte senses will let them., hypocrites. 86

The cleanliness of the cottage in Charity is more faithful to the tradition of Dutch genre

interiors than to a realistic portrayal of the poor in the 1840's. The conagers seem not

oruy weIl fed and happy, but show proper deference toward the visitors. The beauty of

the lady visitors and the folds and design of their dresses are the anist's focal point, while

the family's simple clothes and frugal surroundings are shown in stark contrast.

Cope's painting Poor Law Guardians was exhibited in the spring of 1841.87 The

pieture, aIso reminiscent of Wilkie, commanded a great deal of attention at the Royal

Academy and was praised by the An Union magazine and the Times for its artistic

excellence and noble subject. But its theme, a negative comment on the New Poor Law,

was not to the public's taste. Despite the positive reviews and the public success of the

picture, Cope never sold the painting. Thoroughly discouraged, Cope abandoned this type

of subject.88

• 1853.
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• The social problems of the cities became glaringly apparent as the decade

continued in England. Chanist agitation, poverty, and the Irish Famine exacerbated the

condition of the aIready stressed poor and working classes. While questions of

employment, wages, and severe destitution were issues of constant public concern,

Richard Redgrave (1804-1888) and George Frederick Watts (1817-1904), men of deep

humanitarian sympathies found new points of reference not 50 mueh in direct adaptations

from contemporary life but in literature, poetry, or earlier anistic iconographie images.

Pictures based on popular literature or poetry were likely to he more saJeable and have a

wider appeal. For exarnple, Redgrave's The Sempstress (Figure 9) shown at the Academy

in 1844 was inspired by Thomas Hood's poem, The Song of the Shirt, which apPeared in

the Christmas issue ofPunch in 1843. 89 Redgrave's inclusion ofa quotation from Hood's

poem in the Academy's catalogue documents the connection. 90

The popularity of bath The Sempstress and Hood's poem The Song of the Shirt

combined to create an iconographic form that became the MOst commonly depieted social

realist subjeet in Victorian painting, 91 and was known to have aroused the concem of the

public to the exploitation of seamstresses in the clothing trade. The Sempstress, similar to

all of Redgrave's socially conscious subjects, depicts an indigent defenseless woman at

the merey of a cruel society. The artist's choice of subject, the composition's symbolism

and iconographie style stnJck a chord. Redgrave had created a visual type. And although

Thackeray and others thought the painting was "namby pamby" and "would he relished

by all lovers of bourgeois pathos," Redgrave's sentimentality was the result of ingrained

persona! feeling. 92 His quiet sweetness and sentimentality was more akin to public taste

than to that of the critics. The English public's sympathy for its own industrious lower

classes was genuine. Pietures of Irish poveny could not engender the same response.

Redgrave was one of the tirst Vietorian artists to declare his role as a painter of

social themes:

It is one of my most gratifying feelings, that many of my oost effons in art have

Ibid.
ErringJon. Socral andRe/lglOllS 1'he",es.94.

Trcuhcrz. Hard Times. 24. \Ii-ah fingcn wcary .d wom. \Vith eyelids bca,,'Y mit red. A woman YI. in Imwmmnly ngs.
Plying her- necdle and lhrcad-SlildJ~ Slaclt ~ Stilc:h! In pO'o·crty. hUDger and dift.. And sliIJ with a voic;c ofdolorous pilch. Sbe sang the
song ofthe shin.

90 Ibid. Ob men with sisten dcar. Ob men widl mothas ..d wives. Il is nollinca you're weariDg ota. BuI. buman aeablrcs"
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• aimed at calling attention to the trials and struggles of the poor and oppressed. In
the Reduced Gentleman's Daughter, The Poor Teacher. The Sempstress,
Fashion's Slaves, and other works, 1 have had in view 'helping them... who
suifer wrong' at the bands of theu fellow men.93

Although Redgrave and Watts painted exceptional pietures with humanitarian themes and

neither artist painted very Many, Redgrave's paintings were acclaimed and sold. Watt's

Irish subjects were not even exhibited.

Sweated female labor was a subject which Punch could not resist. It too took up

the subject in 1849 in the engravings NeedJe Money (Figure 10) and Pin Money (Figure

Il) drawn by John Leech. These engravings May weil have been part of the commotion

ta which the ILN news reporter referred in bis article on evietion in Ireland on December

15, 1849. (See Chapter IV, Section D, ILN "Condition of Ireland. Illustrations of the New

Poor-Law").

The deep sense oftragedy that G. F. Watts's The Irish Famine (1849-50) (Figure

12) displays, contrasts starkly with the prettily painted details of Redgrave's paintings.

Watts based four ofhis modern life subjects upon poems. Found Drowned and Under A

Dry Arch May have been based on Hoo<rs Bridge of Sighs or perhaps on Leech's

engraving for The Chimes~ the Semptress was probably based upon Hood's Song of the

Shirt. The Irish Famine. was clearly based on Aubrey De Vere's poem, The Year of

Sorrow. Although conjectures have been made as to wby these paintings were not

exhibited or followed by anything similar, he May simply have found this artistic

direction not to his taste.94 The Irish Famine will he discussed more completely in the

next section.

By mid-century, pathetic images of the pocr similar to William Daniels' Two

Children Selling Matches (1851) (Figure 13) became popular. In Daniels' pieture, the

children comfon each other posed against a wall in pieturesque but well-fitting rags. It is

night and the scene is dramatically lit. Although the children apPear weil fed and clean,

their eyes are raised to heaven and their expressions crave pity. Paintings like this, which

were clearly staged and melodramatic oversimplified and diminished the difficulties of

the poor. As Mayhew noted: ''the clothing of the street-children, however it may

• 93
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vary ... has one pervading characteristic-it is never made for the wearers." 9S "The worst

particular of these girls' appearance, is their foui and matted hair, and the broken and

filthy boots ... which they seem never to button or ta garter." 96 In faet, the match-girl's

tears in Daniels' painting are quite out of charaeter also. As the eight-year old Watercress

Girl told Mayhew, '1 bears the cold-you must... No; 1 never see any children crying

it's no use." 97

Although fine art had the potential to impart a far stronger statement than satirical

art~ at mid-century the "condition ofEngland question" was inftequently addressed in the

fine arts, and when it was, diplomacy blended into distortion.

Irish Art Trends

The preceding anempts to explain British an trends atTecting the first half of the

nineteenth-century...But what of Irish an trends of the same period? Prior ta discussing

tbis, we should look briefly at the life of William Mulready, for bis career lends insight

into both the Vietorian an world and the life ofan Irish anist.

Mulready's life is typica1 of Irish artists' lives in many respects. He lived in

London as did many other Irish anists who found their careers blossomed as they met and

socialized with other artists and Academy members, for London was the center of the art

world for much of the nineteenth-century. Mulready's reliance on patronage and bis

conformance to the dietates ofEnglish taste was a1so a common featuTe of being Irish in

England. He was born ioto a poor Irish Catholic family, the son of a leather-breeches

maker in Ennis, County Clare, Ireland in 1786. William was raised in London from the

age of five and spent most of bis life there. He never traveled abroad or returned to

Ireland. As a youth, Mulready showed early artistic ability and was encouraged to apply

to the Royal Academy Schools to prepare for a profession in painting. Once accepted, he

achieved early fame as a draftsman in the Academy Schools. If Mulready's humble

Catholic beginnings were not perhaps typical of other British anïsts, bis eleetion to the

Royal Academy and bis life thereafter was more so.

In 1803, Mulready married Elizabeth Varley, the daughter of the watercolorist,

John Varley, but after seven years of marriage and four sons, the couple formally

Henry M~~bew.London LabCIUAnd The London Pocr (London: The ~fomiDgCbroaide.. 1862): repriN.. sclec1ioas. Vi4:tor
~Ctlburg. cd. London: Pc:nguin Books. (987) 180.
96 Ibid. 181.
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• separated. Mulready feared that rumors of bis marital difficulties might jeopardize bis

chances for acceptance ioto the Royal Academy. Apparently Mulready's reputation and

career survived unaffected, despite a report that circulated at the Academy on the subject

of rus moral charaeter; 98 for in 1816, al age 29, Mulready was elected to the Royal

Academy_ An explanation of sorne of the couples' difficulties bas survivoo in a letter

composed by Elizabeth Mulready, written ManY years after their separation. In it~

Elizabeth threatens legal action and suicide, binerfy complaioing of Mulready's abuse,

violence, homosexual and heterosexual improprieties.99

In fact, the Academy's appraisal and acceptance of Mulready under the

circumstances illuminates some of the political, social, and moral requirements of

Academy recognition. Mulready himself notOO thîs, when he informed John Linnell that

"it would be better for bim and bis chances of preferment if he made bimself a finie more

of the courtier and paid more attention to bis dress, general appearance, etc." Theo

pointing to a spot of mud upon bis cloak, he said: ''That is what stood in the way of your

election more tban anything else.,,100 Although family problems troubled Mulready

throughout bis Iife, they did not overwhelm it.

Mulready's career like Many other artists of the period was supponed by a few

loyal and generous patrons. Mulready' s principal patrons were Sir John Edward

Swinburne, Bart., John Sheepshanks, Roben Vernon, and Thomas Baring. Swinburne,

who supported Many other artists besides Mu1ready, was also a Catholic and a friend of

the artist. Besides buying Mulready's paintings, Sir John hired Mulready to teach bis

daughters, as weil as to paint portraits of family members. Sir John and Mulready became

such close friends that the artist spent many summers at the family home. Swinburne

probably introduced Mulready to a broad circle of Whigs, many of whom bought bis

paintings.

Fortunately for Mulready, teaching, paIntIng sales, and the generosity of bis

patrons essentially allowed him to live a modest upper middle class life, achieve financial

security, and to paint whatever he wished. Mulready generally chose not to associate with

• 13. 23 l.
99

100

Tn:ubc:rz. Hard Times. %4.
~11 Moore HelcnWt. Wrluam .\1lllready. Snuiles ln Bnrtsh Arr. Xew Haven md Landon: Yale t.."ni"enity Press. 1980).

Pointon. .\'{u!readj'. 60.
Helc:nîak. .\fulready. 2J1.

36



• dealers or ta copy former subjects at the request of a patron. Had he allied with dealers,

he could have become financially independent as did other anists. When requested by

Prince Albert to copy bis famous painting, Choosing The Wedding Gown, from the Vicar

of Wakefield, he declined, saying that a copy "would be unwonhy of the Prince's

Collection." 101

It was weil known that Mulready was sensitive about bis Irish Catholic

background. But, like Many other artists of bis rime, Mulready seemed to understand the

imponance of acceptability in life and in an. Public taste dietated which paintings sold

and which did not. It is hardly surprising that Mulready avoided Irish subjects likely ta

reap commercial failure and critical scom when Retllrning from the Ale House (1809),

The COllvalescentfrom Waterloo (1822), and The Widow (1823) all failed ta find buyers

because of unpopular, unsuitable, unhappy or painful themes. 102 And it is interesting that

Wilkie and not Mulready painted the Irish Whiskey Still. For bim to do 50 would have

declared an affiliation with Ireland that Mulready evidently wished to avoid. As an artist,

an Irish Catholic immigrant, as an estranged husband, and the son of a poor craftsman,

Mulready's Irish background was not something he could capitalize on as did Wilkie.

And although Muiready professed bis faith throughout bis life, he left instructions that bis

funeral be arranged according to Anglican rites.

Perhaps, the final blow was the fiasco over the Mulready postal envelope (1839)

(Figure 14). Muiready was commissioned to design the tirst pre-paid postage envelope. A

few days after ilS issue, Mulready's design was "abused and ridiculed on ail sidesn
103 as

pretentious, ridiculous, and exclusive. The envelope was almost immediately withdrawn.

In departing from the former "Lion and Unicom" motif and atternpting to instill a taste

for fine art, the Post Office provoked a storm of public scom and a focus for anti-Irish

resentment, much of it directed at Mulready. Caricatures of the design featured blamey

stones, an anist called ~~oll Rooney," anti-Papal narratives, and other anti-Irish

publicity. It was no wonder that Mulready, extremely distressed by this tum of events,

was highly sensitive on the subjeet of bis Irish background and maintained tight control

over bis personal life and canvases.

• 10\
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Paintings like William Mulready's (1786-1863) Train Up A Child (1841) (Figure

15), a pieture of two women teaching a child to give alms (pietorially an acceptable form

of beggary), and Choosing The Wedding Gown (1844) a popular subjeet nom the Vicar

of Wakefield were applauded for their grace and beauty. A1though Mulready' s paintings

have been described as attractive and technically competent, and occasionally superficial,

most deal with a hidden text, an intermingling ofMulready's life and work. The complete

title Train Up A Child in the Way He Should Go; and When He /s Old He Will Not

Depart from Il (Proverbs) is at tirst a moral lesson illustrating the imponance of training

children for their future in the avoidance of poveny. But it a1so addresses the importance

of charity. The beggars in the pieture are Lascars, native sailors from (ndia. Hired for the

trip home by the East India Company to replace British sailors who died fi'om war or

disease, the vagrancy and suffering of these East Indiamen in the cold English winter

drew the attention of the Times. 104 Heleniak suggests that Mulready is "re-enaeting the

myth of British Imperial beneficence, but on English rural soil. nlOS Marcia Pointon

submits that based on the articles in the Times, Mulready conneeted the plight of the

Lascars with the homelessness and sutrering of the Irish poor, especially when one

considers '1:he profound ambivalence that the painting displays, the way in which it

encourages misrecognition of its subjeet, [and] the way in which it neutralises the topical

and the political by assimilating it into an essentially literary field." 106 The issues of race

and power become subtIe subtexts under those of education and charity. Having been

publicly ridiculed and monified by the failure of the postal envelope, Mulready dared do

no more.

Called 'the pieture ofthe year,' ChtxJsing the Wedding Gown (Figure 16) caused a

great sensation when it was first exhibited. Besides its brilliance in colour and delicacy in

technique, the painting was acclaimed for the exquisite "narrative etreet seen through a

sequence of controlled looks and gestures. ,,107 Subjeets on literary themes were highly

jCol On Oc1ober 5. 1818.1he Times n«cd the pligtlt orthe Lasars in a report 011 the police break-up ofa mob of"severa)
thousand people congregatcd to observe their œl&mi1iU' bunal rites. On ~obcr8. 1838. an Episcopalian dCl'~'lIWI W"hose church
was in the area whcrethe rites had taJcœ place wrate lO the Times to point ocau.. the disscnlers and poor Irish p..,isls ,,110 swumcd
the same "icinity wcre also unprovidcd for bythe small chapel ofwbic:b he was rector. Ob Dccembcr 10. 18-41. the Times reported a
worsCling of lXlQditions orthe ..~~c aews ofthe Ea!llDctiamcm in the dodcs as they suff«ed from insuffici_ dGlhiJtg. prm'isi<lllS.
md accommodations. The Lascars werc inc:rcasingdle aIrad}. severe problsn oh'a.,.anc:y, wbich includcd many Irish Dlbolic:s.
lOS Kalhr)n Heleniak.. WllUamMlllTead):(Scw Haven: Yale Uni"'cnily Press. 1910). 100.
106 ~larcia PoÏDlœ. WI11Jam Mll/Tead}-. 1186-1863 (lAndon: Vi<:loria and Albert '-fuscum. 1986). 121-126.
10- Ibid. 159.
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• popular, but despite the success of this painting and the Whistoniall Controversy (1844)

also from the Vicar of Wakefield, Muiready found book illustration regressive, not an

advancement in his art. 108

Weil cognizant of the presence of Irish prejudice, Mulready avoided depicting the

convulsive changes that charaeterized bis own urban settings or those in Ireland.

Mulready's notes reveal what he believed could be painted:

AImost any subjeet matter may he raised into imponance by truth and beauty of
light and shade and colours with an ostentatious mastery ofexecution. The higher
qualities of art, beautiful fo~ charaeter and expression are chatted about not felt
or understood~ but by very few. Expressio~ if strong, or charaeter bordering on
caricature are recognised by the people. Female beauty and innocence will he
much talked about and seU weil. Let it he covertly exciting, ilS material flesh and
blood approaching a sensual existence and it will he talked more about and sell
much better, weil in the first state, doubly weil in the secon~ but let excitement
appear to he the abject and the hypocrites will shout and scream and scare away
the sensuality, the birds that would he pecking: when the scarecrow hypocrisy is
silent, sorne blessed watchful crow will bear the fiuit to bis quiet parsonage. 109

Artistically, Mulready was not a risk-taker, nor was bis output prolific. He would tamper

with his style, redraw compositions and redefine colors before committing ta a final

painting. 1lO Muiready's rustic scenes, brilliant palette, bigh color, and personally

innovative approach to established themes, landscape or genre, inspired younger artists,

notably the Pre-Raphaelites. In general, Muiready's paintings were not particularly

contemporary. His rustic children displayed a sweetness and sentimentality common in

England to the 1820'5 and 1830's, while bis later work completed during the famine

years developed literary, nude, and courtship themes exhibiting a timeless quality. By the

late 1840's, Mulready's long interest in life drawing turned to the controversial theme of

women bathing. Despite the disapproval of critics like Ruskin and Thackeray, who

opposed nudity in art on general principles, Mulready's career culminated in the ancient,

classical, and modem French tradition of the nude.

In accordance with a colonial rather than a creative agenda, Irish landscape

painting emerged from a tradition of topographical paintings where property was

depieted rather than peasants. Stylistically, Irish landscape paintings followed the
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aesthetic and technical conventions that developed in Europe in the seventeenth century.

but symbolically the topographical tradition tormed a pattern of disdain tor the Irish

peasantry~ a pattern entrenched in topographical paintings and commented on as early as

the twelfth century by Giraldus Cambrensis (1146-1223). III [n his Hislory alld

Topography of 1re/and.. Cambrensis commended the Irish landscape~ but criticized the

indolence of the native Irish. 112 While Giraldus Cambrensis maligned the Irish customs

and traditions. Edmund Spenser (c.1552-1599) attempted to obliterate them. 113

By the 1750's. Irish landscape painting began to develop beyond the needs of

ownership and the limitations of topography. Edmund Spenser's famous

recommendations to "'cut~n '''cleanse~'' and "scrape away the foui mass" of Irish peasantry

in his View of the Presenl Slate of Ire/and (1596)~ was visually achieved by the tirst

generation of landscape artists who either relegated the peasantry to the '''dark side of the

landscape" or eliminated them altogether. ln eighteenth and early nineteenth-century

Ireland. landscapes in which visualizations of feelings were paramount rarely included

figures. When figures do appear~ they are either wayfarers communing with nature or

peasants battling against it. The landed class, however~ is shown~ as "mastering nature,

while the peasantry is mastered or marginalized by it.~,1l4 By comparison.. figures in

contemporaneous English landscape paintings were generally much larger, holding a

distinct although subservient function.

Although Nathaniel Grogan (1740-1807) was primarily a landscapist and

followed the course stated above~ he was also known for his peasant scenes. Few of these

paintings still exist. however. Two that are extant are The Itillerallt Preacher and The

~Vake (Figures 17 and 18). 80th paintings harshly satirize the lives and homes of the Irish

country folk~ and their odd expressions, dark rooms and thatched roofs are reminiscent of

the Dutch style. Grogan is best known for his 1andscape, JJoats 111 the River Lee be/oM!

livo". Co. ('ork, (Figure 19) conventional in ilS romantic scenery.

111 c....ü:l--:~ ~.. :.J.rbJ.r~ D-ùb.:. ·~ii~,,'-.:.iig !,rs;;;uü.:;i:.S· ûii.1 Di.it.lt:;ng fl1ü,slr...::vllJ_" /11;ùg.:.s eJ.rCü1Ui';1Ji.:i'w il; Tvur;,$: .'fûnJ!;v.:;ks

!~5/·_!>llJn Th'."":' ! 9Q .f. '!!!"l.'!<i!y C('!h:S~.G:!fw3Y. !9.
Il: Ibid.

Il' Ibid.. 20. Sp~se:r rceommlSldoo th.lh~natm: Irishp~'. "Iike the wild parts ofth~ Iandsape. bad to b.: 'I.'UI. away'
\\.th ;) strong hand bdor~ an~ good can be plant~'d ...and the toul mass dc:an.o;cd or scrap~d away. bdOr~lh~ te.:.: an bnng IOrth an~

good trull."
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Like painters in England~ Irish painters also feH under the influence of theories of

the "sublime" and the "picturesque.~' The paintings of James Arthur O'Connor (1792

1841). George Petrie (l789-1866)~ and Francis Danby (1793-1861) ilIustrate the stylistic

stages in Irish landscape painting. the topographicaL sublime, picturesque. and romantic.

lt is not known if O'Connor., the son of a Dublin printseller and engraver with linle

means. attended the Dublin Society Schools where Petrie and Danby were trained. Ils

But. we are aware that the three friends visited London in 1813 to view the Royal

Academy exhibition. Only Petrie returned permanently to live and work in Ireland. The

Grolllld'i. Ballillrohe House, Co. Mayo (Figure 20) (c.1818) by James O'Connor is a

continuation of the "property ponraits~' favored with patrons such as Lord Sligo and Lord

Clanricarde for whom O'Connor painted. George Petrie's paintings., Twelve Pins., a

romanticization of the Connemara region (1831) (Figure 21) and GOligalle Bara. Co.

Cork (Figure 22) illustrate the public's preference for sublime and romanticized images

of Ireland. The Last Circuit of Pi/grims al Clol1maclloise (Figure 23) (1828) depicts the

monastic site with its ancient crosses and ruined round towers destroyed during the

reformation. The pilgrims visit on '~attem Day" to celebrate the feast day of Saint

Ciaran. (d.545 A.D.) and "emerge, as if from graves., to signal the destruction of the

culture of Celtic Ireland. ,,116 Thackeray, whose disdain for the Irish peasantry is weil

known. not surprisingly saw Petrie's drawings as "exceedingly beautiful, and, above ail.,

trustworthy: no common quality in a descriptive artist at present." 117

Francis Danby became one of the principal Irish exponents of romantic landscape

painting. His interest in genre led him to people his landscapes with figures, even though

his imaginary landscapes are atmospheric and sometimes Tumeresque. Although Danby

achieved recognition as an A.R. A. in 1825., his career took a downward tu~ and in 1829

he fled to Paris to escape creditors and scandaI. Despite his past difficulties in England,

Danby retumed to London in 183 8~ for to Danby. "Ireland [was] a desert without an

interest"ll~ Danby's View Near Killar"ey (c. 1817) (Figure 24) is typical of his style.

The painting's highly romantic mood is expressed in the depiction of a brooding lake and

distant mountains. In the foreground~ two tiny shepherds on the ""dark side of the

•
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• landscape," wave their flock downwards, high above the valley Ooor.

Between 1700 and 1850, Irish landscape painting developed trom topographical

depiction into landscapes characterized by the romantic and the ideal. Nineteenth-century

Irish landscape anists painted romanticized pietures of unpopulated pieturesque districts

in which the colonial desire to disconnect the Irish peasantry from the landscape

persisted. Yer, it is significant to note that in the decades prior to the Gt"eat Famine in

Ireland, when population density and destitution was nearing its zenith, isolation and

idea1ization painstakingly charaeterized Irish landscapes at the same time that poveny in

the painter's tradition was considered the MOst pieturesque circumstance imaginable.

Meanwhile, after the Act of Union in 1801, conditions and opportunities for

artists were worsening in Ireland. Dublin society lost much of ilS allure, as London's

appeal as a cultural, social, economic, and polilical center drew the Irish elite, its

politicians, and its anists to il. By 1820, London had become the center of the European

art market. 119 In the eighteenth century, Dublin Society Schools had served Irish artists

weIl in drawing, sculpture, and architecture. But between 1780 and the formation of the

Royal Hibernian Academy in 1823, and again around 1851, discord and schism among

various artists' societies caused great disillusionment spuning emigration. Although

many artists did not emigrate during the first half of the nineteenth century, others like

O'Connor and Danby did leave. As Strickland bas noted, "many young artists of talent

and ambition would not remain where there was no outlet for showing their powers, but

emigrated to London.,,120 Consequently, an in Ireland suffered trom public apathy,

negleet, and a scarcity ofartistic talent. 12
! More importantly, however, Many of the anists

who emigrated to England such as Mulready, Maclise, O'Connor, and Danby to name

just a few, or who, like Mahoney, worked for English employers in Ireland distanced

themselves from their Irish heritage and often placed tbeir allegiance on English shores

primarily for reasons of social, anistic, and economic acceptance.
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Chapter fi - Section B

Paintings and Watercolors

The basic trends of romanticism, symbolis~ and realism discussed in the

previous section persisted in England and Ireland throughout the 1840's, each with its

own variations. Sundry forms of the pieturesque persevered weil into the 1870's.

Anecdotal, sentimental genre themes, and subject pietures otTered more intriguing

glimpses of social life than did portrait painting, which was often very dull. Nonetheless,

considering the length and course of the Famine, few artists devoted themselves to

themes of distress or evietion, even though history painting at tbis rime was held in high

regard. The political constraints of the subjeet were perhaps one of the MOst discouraging

features of such decisions. The following section will chronologically examine images of

Ireland in the 1840's. Few English artists painted Irish subjects~ thus most of the images

presented here are ofIrish origin. Sorne artists may have exhibited their work in England;

lesser artists May not have done 50.

Paintings and watercolors which were shawn at exhibitions sponsored by

establishments such as the Royal Academy, the British Institution, the Old Watercolour

Society, various An Unions in England and Ireland, and the Royal Hibernian Academy in

Dublin attraeted crowds and were invariably reviewed by the popular press. English

artists sent paintings ta Ireland for exhibition, as Irish anists sent paintings to English

institutions. Such exposure not ooly sold paintings and developed interest in a painter's

wade, it also spread and promoted ideas and attitudes.

Irish artists who stayed in Ireland found liule patronage for subjeet pietures,

although MOst artists painted some. One such pieture is The Limerick Piper (Figure 1)

painted by the Galway artist, Joseph Patrick Haverty (1794-1854). Haveny resided

principally in Dublin, although he found patronage in Limerick. He also spent Many

years in London where he exhibited at the Royal Academy and the Society of British

Artists. The Limerick Piper is quite weil known, in part because it is one of few

politically inspired paintings, and also because it exists in several versions. Lithographs

of the painting are still found all over Ireland. Its pieturesque style, patriotic and forlorn

Ibid.
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theme ofa blind piper playing for a lost Ireland displays Haverty's strong nationalist bias.

a sentiment rarely exhibited in art in Ireland.

Formerly attributed to Mulready. Children Dancing al a Cro........road" (Figure 2) is

a lively but conventional painting by the portrait painter Trevor Thomas Fowler (tlI830

1844). It depicts a picturesque scene of young peasants dancing. While their clothes are

ragged. their faces. the composition. and the appealing colors attraet. The artist inserts

sorne realism by including a pig and bottles of drink.

A fashionable Dublin portraitist who also painted genre pictures was the lrishman.

Robert Richard Scanlan (fl 1826-1876) who lived much of his life in England. Although

he painted in ails. most of his work was done in watercolors. Scanlon specialized in

group portraits and animal scenes. DOlll1ybrook 10 Dublin (c. 1841) (Figure 3) typifies

much of his work This painting of a car-driving scene depicts a commonly chosen Irish

tapie. perhaps for reasons of their notorious nature. 122 Although the work is very

competently executed. it is not a particularly serious composition. Scanlon returned to

Ireland in 1853 ta direct the newly formed Cork School of Design. The anist was known

for his charming portrayals of leisured Victorian society in Ireland. Note a common

rendition on this theme /11 Days of fore (1839) (Figure 4) signed 'Captain Williams dei

Dublin 1839' in which a prognathous cab driver and wry-necked nag are depicted.

One of Ireland's most talented artists during this period was Sir Frederick William

Burton. R. H A (1816-1900). Burton was born in Corofin, Co. Clare, the son of a country

gentleman who was an amateur paioter. Bunon showed a great love of art from an early

age He studied drawing at the Dublin Society Schools under Robert West and Henry

Brocas Like his friend. George Petrie, Burton was interested in Irish history, legend. and

folk life As a friend of Thomas Davis and the Young Irelanders, Burton was asked ta

help establish a cultural identity for Ireland. Burton refused, declaring the impossibility of

creating a nationalist art Although he did produce a caver for their magazine, 11,e Spiril

(~f tht! ,..latlo1l. Bunon suggested Davis turn instead ta poetry and song. 123 The artist's

exceptional ability is weil documented in The Aran Fishermal1's Drowned Child (1841)

(Figure 5) which was exhibited at the Royal Hibernian Academy in 1841 and was an

immediate success. When it was shawn at the Royal Academy in London in 1842~ it

1:: \\"ilkl':. :\Ia.:hs.:. \\llham Ik'ru~ Uroo.....:. and numt.TOUS othLTS pamt..:d (ott~ humourou:o.) sidt."Car p ...~urL"S.
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received wide acclairn. This glowing reception was possibly precipitated in part by the

high quality of the depiction as weil as by the non-political nature of the painting. The

picture is an emotional one. centering on the tragic death of a child and the reactions of- ...
the family and neighbors to it. ft is a genre painting depicted in a romantic style

describing a unique community life. ln facr. the painting is more descriptive of the

Claddagh district of Galway rather than of the Aran Islands in the title. Marie Bourke

notes in her essay on this painting. "Rural Life in Pre-Famine Connacht: A Visual

Document" in Ireland. Arl 11110 Hislory that Bunon has relied upon the use of

compositional forms taken iTom several other anists. The mother and child grouping is

taken From 777e ;\,fassacre of Ihe Innocel1ts engraved by Raimondi ailer Raphael. and

several other figures follow compositional forms of Maclise. Landseer. and

Michelangelo Bunon regularly exhibited at the Royal Hibernian Academy until 1854

when. like 50 many other Irish anists, he took up residence in London. [n 1874 William

Gladstone appointed Bunon the Director of the National Gallery and in 1884 he \,\'as

knighted.

177e Irish Pea.\-afl1's Grave (1843) (Figure 6) by John Tracey (1813·1873) lS a

genre painting depicting the Irish peasant. The picture was purchased by the Irish An

Union and engraved Tracy's attempts at realism are considered a new thrust in this

genre The painting was completed two years prior to the Great Famine. which may

explain in part the robustness of the group. While most of Tracy's pictures are on

c1assical thernes. he did paint the occasional Irish subject for William Carleton (1 794

1869). the Anglo-Irish author of tales of Irish life. Art historians Anne Crookshank and

the Knight of Glin suggest that the depiction of the Irish peasant was probably an

extensive genre. but was generally considered a distasteful subject by Irish painters and

avoided until the second halfof the centuryl24

ln 1845. Samuel Watson (1818-1867) an Irish artist iTom Cork exhibited two

paintings al the Royal Hibernian Academy: ]he Irish Ji!! (1845) and The Baille (!f

Clomarf (1845) \\'atson was known for his Iithographed portraits of leaders of the

Young Ireland movement. completed in the 1840'5, as weil as his execution of a booklet

on Furniture in 1853 The Irish Jig (Figure 7) is a highly polished folk piece. This

. \no..: <"r<..,l-..sh.ml-... h.;Jnl~·n 01 Ireland. :~:.
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watercolor paJntlng depiets a lively shebeen where music and dancing, politicaI

discussions, drinking and fighting aIl take place amidst the additional noise and confusion

of dogs and cats and people coming and going. If the subject and style is somewhat

reminiscent of Grogan and Wilkie, the artist was no doubt aware of Grogan's Peasants

and Wilkie's interiors.

One of the more gifted Irish ponrait and subject painters living during this period

was Richard Rothwell, R.H.A. (1800-1868). Born in Atblone, Rothwell was educated at

the Dublin Society Schools and seems to have gained bis rich sense of color before he

went to London in 1829. ln London, Rothwell's ability to paint tlesh in the style of the

Old Masters was commented upon by Sir Edwin Landseer. Sir Thomas Lawrence

declared him an "Irish Prodigy.,,125 Rothwell's desire to improve his an inspired him to

visit ItaIy. But on bis retum in 1834, bis prospects dimmed, and in 1847 he retumed to

Ireland discouraged. Novitiate Mendicants (1838) (Figure 8) is one of few Irish subjeets

Rothwell painted. More typical of bis work is the painting The Mother 's Pastime (1844)

(Figure 9). After the death of bis tirst cbild and bis difficulties in England, Rothwell

became unsettled. He moved to London in 1852, to America in 1854 and 1855, to Rome

in 1857, and to England in 1858 where he remained until a quarrel over the hanging ofa

picture sent him off again to Rome, leaving bis farnily in Belfast. Strickland notes that

Rothwell ' s high opinion of himsel( bis sensitive nature, "bis wrongheadedness and

peculiar temper brought him ioto collision with bis brother artists both in London and in

Dublin. ,,126 Rothwell's paintings were charaeteristic of the Romantic and pieturesque

style.

Originally from Leeds, Francis W. Topham (1808-1877) maved to London where

he met Fripp and Goodall. In 1844, Francis Topham and Alfred Downing Fripp (1822

1895) accompanied Frederick Goodall (1822-1904) on a sketching tour of Ireland.

According to Goodall's biography, the three friends found the people to he "guileless,

open folk, who wore their hean on their sleeves.,,127 Severa! curious experiences

revealed their superstitious and ignorant natures. Although the artists offered to pay a

Anne Crookshank and dle Knighl ofGlin. The PamIers oflreland (Lœdon: Barrie & Jcnkins. 1978),178.
1~ Anne Croobhmkanddle Knilfll ofGlin.. The Palfflerso[lrelond(Landon: Barrie &Jcnkins. 1978),226-7.
1:6 ~:altcrGeorgeStric:ldmd.A DlcllonaryoflnshA,rlSrs. 2. Vols. Dublin ad London: 1911. Rcprinted wilh an intro by
Theo Snoddy (Dublin: Irish Ac:ademic: Press. 1969) 306.
1:-:- Frederick GoodaIl. TIre Re",1rIlScences ofFredencJc Goodall. RA., (London: The Waller SCOCl Publisbing Co., Ltd.. 1902).
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shilling each ta sitters, the people began ta surmise that the men were being conscripted

and the women that had been drawn would he "transported to an uninhabited country.,,128

Another report circulated that the artists had come to convert the people from their faith.

This rumor brought two priests to investigate the matter. The priests realized quicldy

there was nothing ta fear and spoke to an angry crowd, which soon dissipated. In

Connemara, the artists found that slight of hand tricks made the Irish fearful of black

magic. In 1845, Fripp and Topham went again ta Ireland ta sketch; in 1860 and 1862,

Topham visited Ireland again.

Francis Topham's Cabilllnterior Wilh Mother and Child (1844) (Figure 10), bis

Saturday Evening il1 Connemara (c.1845), and Alfred Fripp's Poachers Alarmed

(c.1844) and Irish Mendicanls (1845) ail depiet the rude realities of Irish peasant life.

Irish Melldica1l1S was exhibited at the Society of Painters in Watercolor in 1845 and

engraved by Linton Company for the Illustrated London News for May 3, 1845. The

reviewer applauded Fripp's effons as "Another excellent drawing by A.F. We have

engraved this masterly performance.'" The painting depiets three destitute and degraded

figures against a barren and mountainous landscaPe. The emotional landscape is also

clearly depicted-loss of hope and resignation in the figure of the old man, uncertainty in

the wom~ and anger and disgust resound trom the boy. Topham's numerous sketcbing

trips to Ireland furnished him with material for some of bis best-liked genre paintings.

AJthough Topham's watercolour Galway People (Figure Il) is undated, the painting's

sentimentality would suggest an earlier rather than later date. While Topham

sympathetica1ly depiets an attractive mother and child against a desolate landscape, the

overall tone is one of a people apart, 50 totally separate trom the life of the sophisticated

English on the other side of the Irish sea as to he a curiosity.

Goodall painted various Irish subjeets, many made from sketches of the Galway

area. Among them were the Fairy-struck Chi/d, The Holy Weil (1847) (Figure 12), and

An Irish Eviction (1850). An engraving of The Roly Weil was published in the ll/ustraled

London News on February 20, 1847. The writer notes that although Goodall "bas made

very little progress in bis art within the last two years, he is yet young." He expects "still

higher excellence in conception and execution... " and advises Goodall to "give bis days

'27.
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and nights to Wilkie.,,129 Criticism was a constant concern, since it potentially affected

the market for a painting.

Goodall designs a peasant grouping of two women, a man, and a child around a

holy weil. Their clothes signal their poverty while their rosary beads disclose their piety.

Ruins of a chapel stand in the distance, and an Irish cross marks the weil. The

composition is pleasing and the depietions seem sympathetic. However, from the

engraving, we cannot judge color or painting technique. Yet, perhaps it was the subject

matter that concerned the critic most. In Ireland holy wells were associated with peasant

beliefs and superstitions and were often dedicated ta the water saint, lohn the Baptist.

Rites at holy wells often included the use of special stones shaped like limbs and body

parts or marks on cups or crosses on stones. 130 A favorable time to visit holy wells was on

June 23, St. John's Eve, when the power ofmagical forces was at their greatest height. St.

John's Eve came at a time when the midsummer sun was about to wane sc communal

dancing and bonfires were planned to encourage good fortune, good weather, and good

harvests. The hungry month ofluly was always a critical time.

Other superstitions, represented in paintings and stories, set the Irish peasantry

weIl apart from English understanding or compassion. In Tyrone County nearly a third,

and in County Donegal nearly half, of the houses in 1841 consisted of ooly one rcom.

Called a byre-dwelling, there was no division between human and animal sections of the

house. There were praetical as weil as magical pUfPOses for a CQW to live in the house.

Besides the warmth given off by the body heat of the cow and the necessity of storing dry

cow dung as fertilizer for the planting season, it was considered lucky to have the cow

living with the family.

Four quarter-days, February 1, La Fheile Brighde; May 1, La Bealtaïne; August 1,

La Lunasa~ and November l, La Samhna were ofextreme importance to the Irish peasant.

Supernatural powers were MOst apt to break into the natural world on these days~ and at

these times the powers of the fairies were most intense. The time for fairs would come in

the middle of the summer half of the year. ft culminated in the celebration of Lughnasa,

Ibid.. 28.
Iliusrrared London "'iev.·s. Fcbruary %0. 1847. 120.
E.~n E""3I15. -Pc:asant Beliefs in SinClecn-Ce!IItUrY Iteland." in Vin.·soflhe lnsh Peasanlry. /800-1916. cd. Daniel J.

Casey & R. E. Rhod~. (Hamdcn. Conn.: An::hon Books. 1977).47-48.
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on August 1, and was charaeterized by a mixture of pagan and Christian rites. 13 1

GoodaIl's An Irish Eviction (Figure 13) (1850) is one of only a few paintings that

contemplates the problems ofthe Irish during the Great Famine. An Irish Eviction depiets

the plight of a family outside their turfed cottage. Evidently t-J]e household has been

informed that they are to be evieted. The barefoot cottier stands looking dejected and

confused~ as his wife sits by with her chin in her hands. Their smallest child plays in the

roacL while the two other children huddle together before the oncoming storm. Although

the painting is a sympathetic one, Goodall' s interpretation is cautious~ bis rounded figures

and picturesque style somehow do not impart the perilous reality of the evietion. It is

understandable that the pieture's appeal was narrow. The subject itself was a

disheartening one. Whether tbis painting sold in 1850 is questionable since paintings of

this sort were routinely found to he unpleasant or offensive. The painting now resides at

the Leicester Museum and Art Gallery in England.

His caution, however, was Dot surprising considering bis background and

connections. Frederick Goodall (1822-1904) was the son of Edward Goodall, a London

engraver who transferred Turner's paintings ioto engravings. His brother, Edward Alfred

Goodall, was aIso an artist. At thirteen, Goodall left school to study with bis father until

the age of twenty-one. Through bis father, Goodall met Turner and Pugin~ and later at

Redleat: the home of Sir Henry Wells a well-known art patron, he met almost every

academician of the time. Among many other int1ueDtial individuals, Goodall knew Sir

Robert Peel, William Gladstone, and Charles Dickens. Goodall"s early works were

primarily genre or peasant scenes inspired by the great genre paioter, Sir David Wilkie.

Later Goodall concentrated on views ofEgyptian Iife and biblical scenes. He was elected

an associate of the Royal Academy in 1852 and a RA. in 1863. At the height of bis

popularity, Goodall eamed over 10,000 pounds a year, although by 1902, he was declared

bankrupt.

The painting Reading ..The Nation" (Figure 14) attributed to Henry MacManus

(1810-1878) R.H.A. (c.mid-century) is a colorful portrayal of Irish individuals reading

Young Ireland's newspaper, "The Nation." The tone of the painting seems somewhat

humorous and would suggest that MacManus was probably a Unionist. However, without

•

• III Ibid..
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further investigation, it would he inappropriate to speculate on MacManus's poiitical

views or motives especially since Stricldand bas noted that c1lïs pictures, as a whole, were

poor in color, and in bis later years became puerile and even ludicrous. ,,132 In any case,

the pieture itself does not seem to support the Irish cause. MacManus, knO\\11 as a bistory

and figure painter, also worked as a teacher, portrait painter, and i11ustrator. He exhibited

many watercolour landscapes at the Royal Hibernian Academy. In 1837 MacManus

moved to London where he exhibited at the Royal Academy, the British Institution, and

the Old Watercolour Society. His work for Ha//'s Ire/and was probably finished about

1840. One of bis best and the most interesting paintings for Ha//'s Ireland is probably his

Irish Hedge School. From about 1845 until1849, MacManus held the position ofHead of

the Glasgow School of Design in Scotland. When he finally retumed to Ireland about

1850 to teach at the Dublin School ofDesign, the worst of the Famine was ovec.

One of the most compelling paintings was contributed by another Cork anist,

Daniel MacDonald (1821-1853), the son of an anist and musician. MacDonald exhibited

at the RHA from 1842-44. His favorite subjects seem to have genre and peasant scenes.

Two delightful examples of bis work are the Cork pastime, Bow/ing (1842) and The

Eagle 's Nes!, Killamey (1841). Bowling received a harsh review by the Examiner in

1842. In the mid 1840'5 the artist moved to London. In 1847 he exhibited An Irish

Peasant Family Discovering the Blighl of Their Store (1847) (Figure 16) at the British

Institution. MacDonald's interpretation of the Famine is a hauntin~ dignified and an

emotional depiction of the disaster. Though the people are confounded as they face their

destruction, as yet they show no signs of starvation. The somher colors and dramatic

lighting intensify the scene. The family bas only themselves, their dog, a spade, and a few

utensils to their name. It would he interesting to know how this painting fared in critical

review. MacDonald exhibited again in 1849, 1850, and 1851. In 1853, he contributed bis

first and only painting for exhibition at the Royal Academy. Strickland, in bis Dictionary

ofIrish Arlists remarks that the artist was weil on bis way to success. MacDonald died of

fever later that year at only thirty-two years of age.

In 1853, a Dublin barn artist by the name of Robert George Kelly (1822-1910)

exhibited a painting on this same theme at the British Institution. Kelly was the son of a

•
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naval commander and was educated at a private school at Stranraer. He studied an at the

Royal Dublin Society and the Royal Hibernian Academy The painting that Kelly

exhibited on the Famine was called Ail Ejectme1lt ill Ire/and or A Tear and a l'rayer for

Erill (Figure 17). In this case. we know the outcome. Strickland notes that the painting

was "much criticized as a political picture, which the anist never intended it to be. and

\vas actually discussed in the House of Commons.,~IJJ And as Catherine Marshall has

pointed ouL Kelly wisely avoided such contentious subjects for the rest of his long career.

A few other artists did attempt to record the Irish Famine in paint. but Kelly and

MacDonald were the only Irish artists who dared confront the topic openly in England.

At the time their paintings were exhibited, the Famine was still in force and both men

were still young. Kelly was twenty-six and MacDonald thiny-one. Perhaps as young

ideologues, they were more willing to confront the English establishment than older

anists. But it is also interesting to note that 1853 a]so marks the year that Kelly left

Ireland for England. where he spent the rest of his active life. and continued to paint,

exhibit and teach art.

Three more artists address this subject head on, a1though none of the three is Irish.

The anist who best captured the tragedy of the Irish Famine in art was the English anist,

George Frederic Watts (1817-1904). Watts was apprenticed to a sculptor at the age often

and entered the Royal Academy Schools in 1835. When the anist began painting the

picture. he had recently retumed from Italy, and classic and monumental subjects were no

doubt on his mind. The social subjeets of Watts were weil ahead of their time and

foreshadowed in style and iotent the paintings of the social realists of the 1870's. The

Irish FamIlle was pan of a small group of pictures, 7he Semptress. FOlilld Drowlled, and

Ullder A Dry Arch. Lindsay Errington argues they were not, as Mrs. Watts and Wilfred

Blunt suggest, therapeutic exercises to counteraet the depression that \\'atts was going

through at the time, but rather the result ofa "period of uncenainty, tentative efforts. soon

discarded, ta discover whether the distresses of modem life could not furnish the painter

\vith subject matter at once moraL high minded, and immediately relevant. ,,134

Snoddy (Dublin' Irish .-\l:3dcmic Press. 1969). SO.
III . Ihid..57J.

I~' Errmglon. SocIal und Relt~rous Themes. 180. 181. 182.
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The Irish Famille (e.1849-1850) (Figure 18) was painted over a Greek subjeet

from Xenophon. and the arrangement of the figures recall a HO(t,1 Fami(~' or Re.fl 011 Ihe

Fighl 11110 f:g;'P1. 135 Although the painting was based on the poem. The Year of Sorrow 

18-19 by \Vatts's friend Aubrey De Vere who lived in Ireland. the painting was completed

before Wans visited him there. The painting's large size. 72 inches by 78 inches.

indicates the artist' s intent to produee a painting of high art. Genre paintings were

generally small in seale. The painting expresses the universality of suffering in its somber

colors and the simple design of Watts' familial arehetype. Although the modem title of

the painting is The Irish Famine. in 1849 De Vere refers to the painting as The Irish

Eviclioll. In fact. the painting is really about eviction, since in 1849 the Famine was

several years old. and news about evictions were reponed daily. Thus Watts was

responding to the most recent lrish crisis with a painting of historieal signifieance and

topicality. Why then wasn't the painting exhibited? It may weil have been that this

artistic direction was not to his taste. IJ6 Vet the depression that Watts was undergoing~

triggered by career difficulties, a lack of recognition on the pan of the English public, and

an unsuccessful love affair, may have caused him to ad cautiously especially in terms of

an Irish subject. Henee the painting was not exhibited at this time, but must have been

held in sorne esteem since it was not destroyed and was later shown at the GrosvenoT

Gallery in the winter of 1881-2. 137 Watts was not popular with the eritics or the public for

much of his life. and it was not until several exhibitions in the 1880's that he began to

receive recognition. Watts said ofhimselfthat he painted ideas, not things. He believed in

the moral message of his art, though the public lagged behind. In 1885, and in 1894,

\Vatts refused a baronetcy twiee, but ultimately accepted the Order of Merit.

The Eviclioll (c.1853) was painted by Erskine Nicol (1825-1904) A.R.A., R.S.A.

Nicol came from Leith, Scotland. After a period as a house-painter's apprentice, Nicol

entered the Trustee's Aeademy in Edinburgh to study art. ln J845, he received an

appointment to teach art in Dublin where he remained until 1850 during which time he

made many sketches of Irish rural life. Nicol's five-year stay in Ireland coincided with

the worst years of the Famine. Initially, Nicol's early tendency to caricature drew

•
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criticis~ although as bis work took on a Wilkiesque element bis reviews improved. He

returned to Scotland and was elected an A.R.S.A in 1851 and an R.S.A. in 1859. In 1862,

Nichol moved to Londo~ but made regular visits to Ireland. Nicol shows a fondness for

treating Irish subjects in a farcical and theatrical way. Dr. Brian Kennedy, now Director

of the National Gallery of Australia commented about Erskine Nicol during conversation

in 1995 and maintains that Nicol's inclination to portray Irish social life in a humorous

and satirical manner could be offensive and coarse at times, stretcbing bis humorous

spirit too far. His weil composed and meticulously executed genre scenes exhibit bis

excellent memory for detail, though bis work is not far removed from stage and farce.

Although the anist's racial humour sometimes yields to sympathy and compassion such

as in the Eviction, Dr. Kennedy noted that "ifwe examine Many of the paintings of Nicol,

the representation of the Irish peasant is rather similar to Many of the cartoons published,

for example, in Punch."l38

The quality of Nicol's work varies, a1though bis substantial output MaY in pan

account for this. Sorne of bis paintings, however, do elicit a wide range of feeling. One of

these is The Eviction (c. 1853)(Figure 20). Outward Bound (c. 1850) (Figure 19)

exemplifies Nicol's more caustic and satirical side. The Eviction is more dramatic and

touching than GoodaIl's painting, and is on one level somewhat optimistic. Again an Irish

family is dispossessed of their home. The painting depiets a family standing homeless on

a roadside pictured against a background of black clouds that herald an approaching

storm. As the elderly parent bends with age, despair, or the last stumbling stage of

starvation, the mother and her children look to the young father for deliverance. In bis

resolute expressio~ sorne element of hope is imparted.

Irish Vagrants in England (1853) (Figure 21) was painted by Walter Howell

Deverell. Born in Charlottesville, Virginia, Walter Deverell (1827-1854) returned to

London with bis father in 1829. Deverell studied at Sass's Drawing School where he

became a friend of Dante Gabriel Rossetti (1828-1882), one of the founding members of

the Pre-Raphaelite Brotherhood. They later shared a studio together. Although Deverell

never became a pan of the Brotherhood, he socialized with them and was inspired by

them. The artist's promising career ended at twenty-seven in poverty and death. Jeremy

•

• 118 COITespondence. Augusl28. 1998.

S3



•

•

Maas, author of Victorian Painters., places Deverell as a luminary of the second order of

Pre-Raphaelites. Among the Royal Academy, the British Institution, and the S. S.,

Deverell exhibited only eight paintings. The Pet is his only well-Irnown pieture., but he is

the onJy artist of whom 1 am aware to paint a pieture on the subject of the Irish in

England Ruskin' s injunction to "Go to nature in aIl singleness of heart, selecting

nothing, rejeeting nothing" is said to have inspired William Holman Hunt, Rossetti, and

the Pre-Raphaelite Brotherhood. It may also have inspired Deverell to paint Irish

Vagrants in Ellgland (1853).

Certainly the Stockpon riots of 1852 could also have motivated Deverell to

undertake the subjeet. Set against the earlier '~o Popery" crisis of 1850 when the Pope

reestablished the Catholic hierarchy after an absence of 300 years, and the flood of Irish

immigration into England and Scotland in the forties, the Stockport riots were considered

the most destructive of the 1850'5. Major riots broke out over several days between lune

28 and 30th. The police, the mayor, and the magistrates arrived after the initial damage

was done, with the aid of a detachment of sixty men of the 4th Regiment of Infantry. The

Riot Act was read, but the crowd proceeded to move on to ransack the town's two

Catholic chapels. In the aftermath, two Catholic chapels and twenty-four Irish homes

were wrecked and ransacked, one lrishman was dead, and fifty-one Irish were injured. Of

113 persons arrested, only two were English. The Stockport Advertiser, a Protestant and

High Tory newspaper, blatantly exacerbated the situation by leading the anti-Catholic

campaign and promoting a Protestant Association, and openly attacked the Stockport

Irish. "What is it," the Advertiser queried, '~at 50 often disturbs the peace of our

borough., increases our rates., and saps the very foundations of ail our charitable

institutions, but popery embodied in Irish mobs, paupers, and fever patients." 139

With such recent violent occurrences, Deverell'5 painting records the harsh reality

of the arrivai of an Irish immigrant family. The painting depicts an older man, a husband

and wife, and three partially c1ad small children. The family presumably has reœntly left

its holdings in Ireland and bas come to England to escape the Famine and search for

work. The adults recline on a pile of logs exhausted as if they have walked a great way.

The oldest child races off to beg for alms trom a prosperous couple riding by, but the
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child is ignored The painting is a sympathetic and relatively realistic portrayal of what

was a common occurrence and probably a common reaction by the English well-to-do

With Deverell's early death. the painting May never have been exhibited. but if it was. 1

have no information on how it was received.

How did other anists depict Ireland during this period" Marine paintings were

popular and acceptable subjects for artists to undenake. Little is known about Philip

Phillips (flI826-1865) other than that he was a London painter of panoramas.

architectural subjects, and landscapes He exhibited between 1826-1864, at the R. A

1841-1859. and was the only pupil of W. Clarkson Stanfield. His wife Elizabeth Philips

was also a painter who often helped him with his large panoramas. His watercolors.

Qlleen r le/oria Arrivi"g al Kingstown Harhour (1849) (Figure 22) and Quee" JIclona

Arrn'illl!al Belfasl (1849) (Figure 23) are two of very few representations of the Queen's

historie trip to lreland. Philips paints the pomp and circumstance. the fanfare and

excitement of the royal visit FJags, docks, boats, distant buildings. sky and sea. and tiny

people complete the scenes.

One of the more prolific Irish artists was the marine painter George Mounsey

\Vheatley Atkinson (1806-1884) born of English parents in Coye (Cobh) (then

Queenstown. Co Cork) about 1806. He spent his early life at sea as a ship's carpenter

Thereafter. Atkinson was employed as the Government Surveyor of Shipping and

Emigrants at Queenstown. His Many views ofCoye, Cork harbor, river views, and scenes

of ships at sea \Vere exhibited in Cork at the Cork Art Union, and the Royal Hibernian

Academy in Dublin He was a self-taught anist who specialized in notable events which

took place in Cork Harbour Atkinson completed several paintings of the Royal Squadron

in the harbor and the landing of the Queen's party in the town ofCove. According to the

Crawford t\1unicipal Art Gallery's Summary Catalogue (1991 >, The Royal Yachl pre\'loll.'i

lu Her Mcyesty Land",!! (1849) of the landing of Queen Victoria and Prince Albert at

Cove (Cobh), renamed Queenstown in honor of the Queen's visit. seems to be the only

visual record of this visit surviving. Atkinson's A Boaling Party in Cork Harhour (1840)

(Figure 24) and Na\'al S<[lIadron ill Cork Harbour (c_1849) (Figure 25) are excellent

examples of his work and of acceptable standards of marine painting. The BOQlillg Party

Paulm.: ~lJlI"ard."ln.: Sh>..i..port Riols of 18S2: .-\ Study of .-\nti-eatholi.: and :\ntl-lrish So21tJmo21C. m The Imh ln the
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depiets a lovely aftemoon excursion on the water. In the distance Cork fishermen ply the

waters with their nets for the day's catch. The painting portrays the pleasantries of life in

the area around Cork Harbor. Thackeray's 'face of popular starvation/ is in no way in

evidence in tbis painting. Atkinson's work followed maritime themes throughout the

Famine.

Robert Lowe Stopford (1813-1898) was born in Dublin in 1813. As a young man,

Stopford moved to Cork and although privately trained, the artist eamed a considerable

reputation for landscape and marine paintings. He was weIl known for bis watercolor

views of local scenes about Cork, and was also a teacher. Stopford worked for Many

years in the south of Ireland as an art correspondent for the lilustrated London News and

also for other papers. His View of Queenstown (Figure 26) shown here is typical of his

technique and displays the wealth and architectural elegance of Queenstown (now Cobh)

to its best advantage. The Wreck of the Sirius in Ballycotton Bay in 1847 was one of a

number of paintings that the anist lithographed and published in Cork. Stopford also

recorded in watercolor various building projects under construction during the Famine.

Since the relief employment of the Irish Board ofWorks officially ended in the middle of

July of 1847, the structures that Stopford depicted were public works projects considered

essential tasks, although they could have been begun as part of the earlier relief

operations. Among them were the Monard Viaduct, Co. Cork (1849), Kilnap Viaduct, Co.

Cork (1849), and Arch Bridge Crossing, The B/aclcwater At Ma/law (1849) (Figure 27).

One of the few paintings we have of emigrant ships is by James Glen Wilson

(1827-1863). His best known works include The Emigrant Ship /eaving Belfast (1852)

(Figure 28) and a view of the Belfast Ferry Steps, Donega/l Quay completed in 1851.

According to Crookshank and Gli~ Wilson was thought to come from a family of

independent means in Co. Down and may have trained at the Belfast School of Design in

the early 1850's. The Emigrant Ship depicts the departing and farewells of emigrants

leaving from Belfast. Sometime after painting The Emigrant Ship, the anist joined the

Royal Navy's hydrographie survey ship the H.M.S. Herald and journeyed South Africa

and Australia via Rio de Ianeiro, where he painted watercolors of society, reaching

Sydney in 1853.

V,Clonan City (London: Croom Hdm. 1985).210.
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Another emigrant sbip was painted by the anist Edwin Hayes, R.A. (1820-1904).

Hayes was barn in Bristol, England but moved to Ireland when bis father became a

hotelier in Dublin. Hayes decided to become a marine painter early on and studied at the

Dublin Society Schools. He saiIed about Dublin Bayon bis own yacht and to America as

a steward to leam the moods of the sea. Hayes exhibited at the R.H.A. from 1842 untiI

he left for London ten years later. Hayes spent the rest ofhis Iife in London, although he

travelled about EngIand and Europe. His oost known painting is The Emigrant Ship,

Dublin Bay, Sunset (Figure 29) painted in 1853. The peaceful harhor waters and brilliant

saffron-rose and salmon sunset starkly contrasts with the tragedy ofthe subjeet.

Watching the Departure of the Emigrant Ship (1849) (Figure 30) by Frederick

Goodall attraeted critical attention in the Athellaeum and provides insight into the

approach of criticaI reviewers in England. The joumal's review is remarkably similar in

sequence to those pubIished by other reviewers. As Lindsay Errington bas noted, the

pieture is considered first as "a staged performance... the paioter rewarded or reproached

for bis skill as a casting manager and producer. At the end the artist is given a clap of

approbation or a waming tap for his drawing or bis finish. 14O The reviewer thought that

the painting "though painful. ..a fine one - but requiring very high power to redeem il

from the melodramatic and give it the true charaeter of unaffeeted pathOS.,,141 The

portrayal of the "aged people" was ''just and appropriate ... [but] '~he cbildren... want

juvenile character. .. and heads and limbs and extremities all provoke disappointment.,,142

While the method indicates the review is designed for readers, and not the anist, this

disappointing critique May indicate that this Irish subject was Jess acceptable than

admitted.

In stark contrast to the marine paintings mentioned above is the work of Richard

Doyle (1824-1883). After leaving Punch, Doyle altemated between conventional book

illustrations of daily life and watercolor paintings of fairy and fantasy scenes. Doyle's

natura! fondness for fantasy sprung forth as early as age fifteen in the pages of bis

illustrated journal completed in 1840. His genius was given full range in bis world of

fantasy pietures. In 1851, Doyle completed sorne of bis first fairyJand illustrations in

•

• 1040

1041
Erringlon. Social and Rebglous 11re",es. 19S.
Ibid.
Ibid.
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Ruskin's "King of the Golden River'~. The Witch (Figure 31) is one of Many paintings

that illustrates Doyle ~s interest in fairytales and folk legends.

Ancient Britis~ Celtic~ and Irish legends~ mythology, and folklore also

contributed extensively to fairy themes, as did the works ofWilliam Shakespeare. Francis

Danby, Frederick William Burto~ Richard Dadd, Frederick Goodall, and Daniel Maclise

aH illustrated fairy scenes trom Shakespeare, while Irish stories such as William

Carleton's Traits and Staries of the Irish Peasantry and Crofton Croker's Fairy Legends

and Traditions of the South ofIre/and furnished Maclise and others with typically Irish

subject matter. Scenes nom The Tempesl and A Midsummer Night's Dream were

commonly exhibited throughout the mid-nineteenth century. In 1847, Robert Huskisson

exhibited Tilania Asleep from A Midsummer Night's Dream at the Royal Academy~ and

in 1850, Sir John Everett Millais exhibited Ferdinand /ured by Ariel from The Tempest at

the Royal Academy. Jeremy Maas~ the author of Victorian Painting. gives an insightful

explanation for the phenomenon of fairy painting. Close to the eenter of the Vietorian

subconscious, he says, fairy painting embodied the new spiritualism;

the desire to escape the drear hardships of daily existence~ the stinings of new
attitudes towards sex, stifled by religious dogma; a passion for the unseen; a
psychological retreat iTam scientific discoveries; the birth of psychoanalysis; the
latent revulsion against the exactitude of the new invention of photography. 143

It was a genre ofescapism, evasion, and retreat, and as such appealed to anists and the art

market as a safe and salable commodity. Henee, fairy painting flourished in Britain and

Ireland as artists forged a new intensity in landscape painting by joining fantasy,

literature or myth, and a realistic interpretation of nature. Clearly, these thernes were a

fonn ofescapism from the realities ofthe Famine.

ReaIity could be distanced in Many ways in art. In 1851, William Powell Frith

(18 19-1909) a Yorkshire born artist realized that he was weary of costume painting. He

wrote that he was determined 'to try bis hand at modern life subjects with ail ilS

drawbacks of unpieturesque dress.' Frith depicted life as he saw it in precise detail and

often in large panoramas. He developed a sure sense of the public taste, similar ta such

novelists as Dickens and Thackeray, and bis work always displayed a polite distance and

sense of propriety. His large panoramic Life at the Seaside, Ramsgate Sands begun in the
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summer of 1851 received instant success when it was shown al the Academy and was

purchased by the Queen.

One of his most charming paintings is The Sleepy Model (1853) (Figure 32). The

painting constituted the required Diploma pieture that each R.A. must offer gratuitously

to the Royal Academy as a specimen ofhis work. Opposed to painting the nude~ Frith's

model is dressed as is charaeteristic of his work. The anist met the model by becoming a

large purchaser of oranges. But as an Irish Catholic, the girl insisted that Frith procure

consent trom her priest before modeling for him. A young Catholic fiiend of the anist

agreed to intercede with the priest 50 that Frith might paint her laughing face. Although

permission was never received, the model consented to sit. The painting depicts a young

Irish Catholic street-seller of rare beauty with a basket of oranges on the f100r beside her.

By 1840 the orange trade in which the model engaged was almost exclusively taken up

by Irish street-sellers. l44 What is particularly interesting in tbis pieture is the emphasis on

class. Although the charaeters may not he far apart in age, the social distance between the

elegantly dressed painter and the costermonger's pieturesque attire is impressed upon the

viewer not only by the differences in dress between the IWo people~ but by other methods

defining separation. The standing artist looks down upon bis subjeet while the girl nods

asleep exhausted !Tom her work. A decorative screen divides the pieture and the people,

while the refinement of the room and an elaborately carved cabinet points up the

differences in their lives. Frith had chosen a beautiful young woman, but was dismayed

that she was unable to stay awake at sittings. When he asked if she was sometimes

annoyed by the soldiers and street-Ioafers she replied, '~es, sometimes she was bothered,

but it was by swells." "Gentlemen," she said~ "is much greater blackguards than what

blackguards is. ,,145

From various comments about bis models~ we cao probably sunnise than Frith

was not particularly enamoured with the Irish. While working on a later painting, The

Crossing Sweeper, Frith recorded bis first impression of bis young model:

Jen:my:\lass, VictorIan PamIers C'ew York: :\bM-ilJe Press.. Ine.. 1984). 148.
ln lAndon lAbour and The London Poor Hcnry ~Ia)'he\\' e"1'lains that about 1810 °kw lads~ gaincd the onnge monopoly

when vagabonds wcre induccd to cnlist iD the army.~ as the Jews began to tnde in the more prof'ltable goods of pcncils. sealing
wax. pen-knives. razors. aud combs, they bepn to abladon the onnge tndc wlûàl bcWcal 1836 ..d 1840 fell to the WÎ"'es and
cbildren of the Irish bric:klayers' families. The Irish~y superscdcd the Jcws in the fi'Wl trade beausc the)' wcre eloquClll in
their bcnedi<1ioos and sales., beggcd p"'4.icaUy. and wcre a1ways willingto °lcnd a IurId' as weU as ta uadcndl a COIq'clÏlor.
I.~ \\-illum PoweU Frith. R.A, My AllIO/)lography and Remm,scences. 2 v"ols.O'c:w York.: HaIpcr &. Brothers. 1888). 174-175.
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• a low dull Irish boy for crossing-sweeper, one degree removed from a pig... The
crossing-sweeper's face wamed me not ta leave bim alone in my painting room; 1
neglected the waming with the consequences related elsewhere... 146 The boy sat
1\.\"0 or three rimes fairly weil, haïr cut very shan, bis face though not good
looking, was full of charaeter, and 1 succeeded preny weil in getting a good
likeness of mm. 147

Not long afterwards, the boy stole from the artist. From the police, Frith leamt that the

boy has just been released from prison, which explained the shon prison haircut, and that

the boy's father, mother, and sister were presently in prison, and that one or the other of

them was a1ways there.

It is interesting ta note that neither Cork bom James Mahoney (1810-1879)

(discussed earlier in the chapter on the lllustrated London News) nor Dublin born Roben

Lowe Stopford (1813-1898) ever addressed the Famine in fine an even though both

artists had worked as artists for the I/lustrated London News in the Mid 1840's. The artist

is best known today for bis series of severa! large and colorful watercolors of the great

Irish Exposition held in Dublin in 1853. Included here is The Visit by Queen Victoria and

Prince Albert to the Fine Art Hall of the Irish Industria/ Exhibition (1853) (Figure 33)

The elegance in costume and the refinement in the physiognomies of the visitors in these

paintings contrast sharply to Mahony's representation of the Irish peasantry in bis

contributions to the I//ustrated London News,

Probably the MOst famous Irish artists at mid-century were Daniel Maclise (1806

1870), William Mulready, the Doyles, and James Mahoney. Of ail ofthese men, Daniel

Maclise and William Mulready were the MOst gifted and would have been most likely to

leave to posterity sorne commentary in their work on the troubles of Ireland. But both

men living in England found their Irish heritage more of a burden than an asset.

Mulready' s complete avoidance of Irish subjects discussed previously is glaring. But like

Mulready, Maclise had no wish to he considered Iris~ although bis "eccentric" brother,

an officer in the army, certainly considered bimselfand the Maclises Irish. 148 In the better

circles, being Irish was ceJ1ainly a drawback, however educated, cosmopoli~ or

talented a person was; and at times, the unremitting prejudice had ta he quite painful. But

• 146

l.u

Ibid. 204.
Ibid. 412.
Ibid. Vol. 2. 173.
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of aIl the Cork-born anists who went to London to make their fortune~ Maclise was

conceivably the most successful (including the exceptionally talented lames Barry who

died in poveny). Maclise once complained to Frederick Goodall that '1 am a1ways taken

for and talked of as an lrishman, but 1 am not Irish. My rea1 name is Macleis~ and my

father went over to Ireland during the rebellion of 1745." 149 Stricldand states that

Maclise's father, Alexander McLeis~ was an ex-soldier from a Scottish regiment, which

arrived in Cork in 1797. McLeish remained, set up a leather-cutting shop, and married

Rebecca Buchanan in December of 1797. The marriage is recorded in the register of the

Presbyterian Church in Princes Street. Thus, Maclise's heritage is probably Scottish.

Nonetheless, Maclise was born in Cork and lived in Ireland until he was twenty-one, and

as such was legitirnately an Irishman.

Before studying at the Cork Institute of Art, young Maclise worked briefly in

Newman's bank. He was tirst noticed for a drawing that he made of Sir Walter Scott

while the author was visiting a bookshop in Cork. From the sale of portraits, Maclise

moved to London and entered the Royal Academy Schools. He progressed there quickly,

winning several medals. The artist travelled to Paris and Spain in 1830, and in 1832 went

on a sketching tour ofEnglan~Wales, and Ireland. Maclise became weil established as a

history and literary subjeet painter, enjoying great success and popularity. Through bis

membership in the Royal Academy, bis lively and engaging personality, and bis

fascination with literature, history, and heroic figures, Maclise joined the company of the

artistic and Iiterary circles of London, becoming acquainted with the Queen, and close

fiiends with Dickens, Thackeray, and Forster. In 1840, Maclise was elected a full

member of the Royal Academy and in 1844 was one of six chosen to decorate the oewly

built Houses of Parliament for which Maclise contributed The Meeting of Wellington and

Blucher (1861) and The Death ofNe/son (1865). Additionally, he was a prolific paioter of

portraits, as weil as a painter of historicaI, literary, and Biblical subjects. Nevertheless:o

Maclise rarely visited Ireland and painted relatively few Irish subjeet pietures. Snap

app/e Night (1832), The Installation o/Captain Rock (1834), Irish Girl (1841), and The

Marriage of Strongbow and Aoife (1854) constitute the majority of these. Maclise did,

however, illustrate a number of books on Irish subjeets. He contributed to 1. Barrow's A

•

• 149 Goodall. RemIniscences. 227.
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TOllr ROllnd Ire/and, Mahony's Relique.\- of Father Prout. Hall's ..\'ketche.'i (~f frlsh

rharacter. Hali's Irelalld. Its Scenery and Character. Moore's Irish A1elodies, and

Carleton's Fruits and Siories ofthe Irish Peasa,,'ry.

ln view of Maclise's experience as a history painter, the fact that he makes no

direct reference to Ireland's contemporary troubles of famine and eviction is significant.

The Marriage of Strollgbow and Aoife (1854) (Figure 34) may be the only allusion he

made to Ireland's contemporary problems. In her article "'Painting Irish History: the

Famine," Catherine Marshall has suggested that considering Mulready's troubles and the

fact that the Irish were generally seen to be dirty. uneducated. and uncivilized, any

allusion to the Famine even through a1legory would be commendable. The painting

immortalizes the first step towards the annexation of Ireland by England. The invasion of

Ireland by Richard de Clare, Earl of Pembroke (known as Strongbow) is concluded by

the wedding of the conqueror, Strongbow, and Aoife, the daughter of the King of

Leinster. The marriage cements a political union between the two islands. Although the

marriage may not have been forced by the victorious Earl of Pembroke and the King of

Leinster, the union is presented in the painting as a sacrifice. Maclise carefully construets

the symbolic elements of the painting. The wedding takes place in front of a ruined Irish

church and round tower, symbols of Ireland's spirituality and monastic pasto Strongbow

places his foot and sword on a broken high cross, ignorant of his bride's cultural heritage.

The Normans are pietured as dark and evil, while Princess Aoife and her attendants are

bathed in a swath of light representing not only their goodness, but their helplessness. If

we link the painting's message to the time period in which Maclise was painting, it is

possible to correlate the destruction of the Irish Celts by the Norman invaders to the

destruction of Ireland by England"s inadequate famine relief and eviction policies.

Maclise's excellent draughtsmanship, his nostalgia for Ireland's Celtic history, his use of

romantic c1assicism and the heroic nude, and as Marshall says "'his attempt to set the

record straight,,150 also presents an analogy with the conquest ofancient Greece by Rome.

Rome conquers Greece~ but Greece triumphs as her culture is embodied by Rome. If

1\.1aclise's contemporaries were able to perceive these points as Marshall suggests. an

allegory of the Famine was obscure enough not to draw criticism

Cathl.:rin..: ~larsh31J. /ruh Arc .\Iasterp(eces (Southport.. ConnC\.1i ..-ut: Ilugh LaUh.,. 1.":"·10 A.,sOClah."r>. ln..:.. 1994) 6~.
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Chapter II - Section C

Book Illustrations

An examination of the images of Ireland in Victorian book illustration published

in the decades adjoining the Famine era is a topic so broad in scope that it can only be

touched on here. Its influence, however, must al least be noted. Sorne of the illustrations

discussed below were published in book fo~ others in seriai publications. We will take

a brief look at a few of the illustrations drawn for Charles Dickens, Charles Lever,

William Carleton, Mrs. Anna Marie Hall, Camden Pelham, and William Hamilton

Maxwell. Although Dickens kept tight control over the subjects and settings for the

illustrations of MOst of his novels, Lever and Ainsworth willingly adapted the teX! to the

illustrations. 151 Many of the illustrations discussed below were drawn by Hablot Knight

Browne (1815-1882). Browne (otherwise known as Phiz) was the primary illustrator for

Dickens for Many years, as weil as the illustrator of a number of novels for Lever,

Carleton, Ainsworth, Trollope and others. In addition to the illustrations ofBrowne, 1 will

discuss other artists including George Cruikshank, Daniel Maclise, William Makepeace

Thackeray, 1. C. Timbrell, and Watts Phillips.

The novels ofDickens provide a number of Irish images. A good example is from

The Pickwick Papers (1837) when Mc. Pickwick, Sam Weiler, Bob Sawyer, and Ben

Allen are travelling by coach. Reference is made to a boisterous Irish family who seems

ta think the coach, Pickwick, and bis friends constitute sorne son of official procession

and run alongside ''begging ail the while. ,,152 The engraving Mr. Bob Sawyer's Mode of

Travelling (Figure 1) drawn by Hablot Knight Browne is clearly a disparagjng depiction

of the Irish. A family of perhaps seveD, eight, or Rine races barefoot around the carnage

clothed in rags, wielding shillelaghs.

Another illustration of the Irish aIso drawn by Phiz for Dickens is The VisU to the

Brickmaker's in Bleak House (1853) (Figure 2). In A Companioll to Bleak House, Susan

Shatto points out that the brickmakers whom Esther visits are intended to he Irish. She

concludes this from the details Dickens introduces: Jenny's husband drinks, beats her,

and gets into fights-tendencies ascribed as charaeteristic of the Irish in articles like "On

John Buchman-BrCMne. Ph::' (Sew York.: Ow'les Scrimcr's Sons. 1978). 19.
Charles DicklDS. The Plcn"lck Papers (Londcn: Ctapman & Hall. lJ.d.. & Hu~hrey ~lilford. 1900).816.
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Duty with Inspector Field" in Household Wordso 153 The description is stereotypically

Irish: "it was one of a c1uster ofwretched hovels in a bricldield, with pigsties close to the

broken windows, and miserable little gardens before the doors, growing nothing but

stagnant pools." 154 Because the trade of brickmaking was primarily limited to the five

summer months, brickmakers were otherwise commonly unemployed and were presumed

to be disreputable types with reputations as drunkards, liars, and degenerates. 155 In Figure

2, Phiz pictures a small windowless cottage where Mrs. Pardiggle and company call upon

the inhabitants of a damp smoky household. Within the house, a woman with a black eye

sits by the fire nursing a sick baby, a '1>old" girl washes c10thes in dirty water, while the

brickmaker lies on the Ooor smoking, indisposed from the previous night's revelry.

Camden Pelham's the Chronicles ofCrime or The New Newgate Calendar (1841)

includes fifty-two drawings by Phiz and contains a series of memoirs and anecdotes of

notonous characters who outraged British laws. Part of this compilation is The Irish

Wake (Figure 3), a raucous and macabre variation of the commonly depicted Irish

jaunting car scene. Phiz humorously depicts the body of a hanged man in a donkey cart

bounced and joIted so much over the rough Irish roads that he aImost cornes alive. Note

the simian-like features of aIl the participants, the r0Pe around the dead man' s neck, and

the gallows in the distance.

About 1850, a small c1everly conceived pieture book of captioned satirical plates

entitled The Queen in Ireland was published. In the summer of 1849, Queen Victoria and

her family visited Ireland for the first time. The trip was planned to demonstrate English

concem and support for the sufferings of the Irish Pe3Santry during the Famine. The

QlIeell il1 Ireland, a clever and artful example of prejudice, was written, designed, and

etched by the playwright Watts Phillips (1825-1874). The captioned scenes portray Mr.

Smithers' comical visit to Ireland in eighteen hand-colored engravings. Upon learning

that ber majesty intends ta visit the "sister isle," Smithers detennines to follow her

Susan Sh2tto. A Campanlon to Bleak Hovse (London: Unwin Hyman. 1988).91. Clarles Oickœs. Bkak House. Fant
Published. 1853 (London: Penguin Books. 1985). 156. Owies Dickens. The Uncommercla/ Traw./ler a"d Repn"tedPreces (London:
Oxford L'nivcrsity Press. 1981). 517. 518. The dc:scrÎJllÏon ofthe bridanU:cro s bouse is thou!ltt to refcr to the London dî.slric1 of Agar
Town inhabited by the impoverisbed lrisb "'"ho fted &om lreland during the famine ycars.
I~ Ibid.

m Graham Storey md K. J. Fieldin& cds. The unus o[Char/es DIckens. Oxford: Clarendon Press. 1981. VoL 5: 211-:%:
~ote 3. In a le:ucrto WiUiam Browne cbtcd Jmuary Il. 1848. Dicbns confirms Ibis view: "The nWn ciraunsbnce againsl the man. is
his running away. But he is a brickmakcr. md ail bridcmakers are supposed to be prowling "-.pboads wiIb more or Icss rasœ to nm
3wa)'. arising in pd1y-wccny rccolJcd.ions...
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exarnple, and if possible, hopes to join the royal cortege. The book describes the

unsuccessful attempt of Mr. Smithers to follow in the footsteps of her majesty and

comments on the mishaps that Ireland metes out to her visitors. While Smithers' trip was

a fiasco, the Queen's visit was accorded to be more successful. 156

How extensively the book was read or distributed is not clear. What is certain

however, is that the book charaeterized the Irish experience in strong negative

stereotypica] terms. Watts captions (Figure 4) as follows:

He lands at Cork, and is much annoyed to find that her Majesty has quitted that
city He is however received with loud acclamations bl the usual deputation of
Mendicants. _. who very kindly escort him to bis Hotel. IS

And so it goes on. Over the next several days, Smithers bires a car, which

immediately falls apart. He walks through wind and rain ooly to find shelter in a cabin

amidst the pigs, is nearly shot by a tithe proetor, falls into a melee of Irish gentlemen and

peasants, and is felled by a flying pot. With the aid of poleen, Smithers makes Merry and

toasts the Queen, is robbed completely and nearly "kilt" entirely. Having completely

rnissed the Queen, he retums by way of Cork and doesn't rest until he reaches the home

of the "Saxon." ln ail the plates, note the bestial physiognomies. The woman and the

Irish mendicants (Figure 4), ail the Irish onlookers (Figure 5), and the brutish facial

features of the entire room of Peasants and gentleman (Figure 6) are exceptional for their

ugliness.

Derisive remarks and drawings about the Irish and their physiognomy were not

limited to the English but emanated from Irishmen also. In 1839, the Irish doetor and

novelist Charles Lever, expressed concem to his publisher M'Glashan about the details of

the illustrations for bis first novel Harry Lorrequer, scheduled to he illustrated by Hablot

Knight Browne. He wrote:

Has Phiz any notion of Irish physiognomy? If not, and as 'Lorrequer' abounds in
specimens~ pray entreat him to study the Tail~ [the name which O'Connell~s

parliamentary followers were contemptuously called], when they meet in
February; he cao have nothing better, ifnot too coarse, for bis PUrposeS."IS8

156 A letlcr from the O'Conor papcrs (1be O'Conor~ Irish C6olic: landlord ..d ~tP. froID Co. Rosœmmon) doalmCllls
her visit. ~lmusaipt: 9:2: 127 To Hoooria O'COIlor from ber QOUsin R. J. Mc:Dam~ 1be littIc Queen dmced ail nighllOll&- Is sile
not a mcrry So....c:reign~ Our Young Irebnd friCilds will bcreadyto Oy ... ail ~ilo couJd CIlje)' thcmsdves thus wbilc the poor Irisb
surve and die. But it would bc a "av unfair cœdusioo to <X'mC lo."

1~7 Watts Pbillips. The Qwee~ ln frelDnd(London: D. Bogue.. c. 1850).
m Jdm Buchanan-BrO\o\tle. Phz=! f.'lew York: Charles Saibner's Sons. 1978). 18.
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From 1839 to 1863. Hablot Browne illustrated fifteen of Lever's novels. from

Harry Lorrequer to Luttre" ofAran Harry Lorreqller. Lever's tirst novel was written in

Brussels. illustrated by Browne in London, and published by M'Glashan in Dublin.

Throughout the collaboration~ their communication at a distance made for many

difficulties and frustrations. Jack HillIon, which followed Charles () 'Malley, was an

attempt to show how Englishrnen rnisunderstand Ireland. partly due to the Irish love of

hoaxing. and through the dramatic character of the Irish.

Yet Lever and the Nationalists were generally at odds with each other. Q'Connell

blasted Lever in his speeches. "From the Natioll, .. Thackeray said. "you would fancy

that Lever was a stark traitor." 1.59 The Nationalists believed Lever falsely represented

Irish character by portraying them as lighthearted like himself, not as an oppressed

peasantry in need of emancipation from tyrannical England. At the time, it seems as

though Thackeray alone understood that melancholy was the basis of Lever's humor. The

English critics, unaware of any sadness beneath. responded primarily to the rollicking

tales. 160 Attacked by both political parties, Lever gave up his magazine and retired to the

Continent. He settled at Florence where he lived during the revolutionary year 1848.

Lever's early tales deal with the reckless young Irishmen amusing themselves~ his later,

with sad old Irishmen who are reaping the fruit of their amusement such as the fate of the

ruined Irish squire.

Harry Lorrequer (1837) and Confessions of COli Cregall, The Irish Gil Bias

(1849) were two of Lever's most popular novels. The Slipper at Falher Malachi 's

(Figure 7) in Harry l.orreqller may have otfended some of the priesthood in its ponrayal

of excess and high spirits while the rollicking figure of Con Cregan in "A Quiet Chop" at

"'Killeen's" (Figure 8) depicts an Irish opportunist and upstart. Note the demeanor of the

figures in both illustrations.

Charles Lever was born in Ireland in 1806. Educated at Trinity College. Dublin,

Lever qualified for the practise of medicine in 183 1. but after excessive gambling and

extravagant living. he tumed to writing. He produced a series of rollicking romances

initialiy set in post-Napoleonic Ireland, depieting colorful and enterprising heroes on their

•
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•
world travels. Lever's novels exhibit a love of display. conviviality. and high spirits that

have been characterized as quite un-English. 161 Even though Lever's father was an

Englishman from Lancashire. his mother. the daughter of a Cromwellian family. had long

been settled in Ireland. According to his reviewer. Andrew Lang. heredity and c1imate

could perhaps account for his un-English love of display. ebullience, and moral purity of

love 162 Yet. despite the host of Victorian racial assumptions that lurk within this

comment. an ascendancy view colored the themes of his novels Often humorous and

satirical. Lever' s superiority to the Irish peasantry was understood not only in his tales.

but also in the engravings that he commissioned from Phiz. Although Lever thought that

his anise Hablot Browne.. exaggerated the uproarious element in his romances 16_1,

perhaps reality served as a model for the engravings. for at the time. it was fashionable

for literaI)' men to rollick. On one occasion when Phiz stayed with Lever in Brussels.

"the novelist averred that nine dozen ofchampagne was drunk in sixteen days." 16';

When William Makepeace Thackeray (1811-1863) dedicated The Irish Sketch

Book to his good friend Charles Lever in 1843, he noted that the author of Harry

I~()rreqller and editor of the Duhlin University Magazine "might disapprove of a great

deaI which it contains,,165 Ainsworth 's Magazine, however, gave The Irish Sketchhook a

favorable review in May of 1843. "We had ... pronounced Mr. M. A. Titmarsh ta be

considerably more of an author than anist, until our eyes feasted on the illustrative

Irishmen appropriately adoming these pages, when we found him to be alike vigorous.

original. and true. in both characters-independent in both of the ordinary rules of art."

loù

By 1845. the popularity of the book generated a second edition. and a third in

1849 ln 1880. Thomas Carlyle concurred with Ainsworth 's Magazine when he remarked

to Gavan Duffy. the editor of the '~ation," that Thackeray's chief talent in drawing was

"making wonderful likenesses with pen and ink. struck off without premeditation. and

which it was found he could not afterwards improve,,167 Although Thackeray

•
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• complained in a letter to bis mother in March of 1843 that "al1 the Irish blocks are

spoiled,,,168 he did not have them re-cut.

In Figure 9, Thackeray depiets two remarkably homely Irish women standing al

the entrance of a recently discovered cave located by the seashore near Dublin. The

women had agreed to sit for their portraits only under the promise of a glass of whiskey.

Later, on the road to Bantry Thackeray provides a similarly unflattering sketch and

comments that "in regard ofpretty faces, male or female, tbis road is very unfavourable. 1

have not seen one for fifty miles~ tbough as it is market-day ail along the road, we have

had the opportunity to examine vast numbers of countenances. The women are, for the

most part, stunted, sho~ with flat Tartar faces~ and the men no hand5Omer. Every woman

has bare legs, of course~ and as the weather is fine, they are sitting outside their cabins,

with the pig, and the geese, and the children sponing around." 169 A Car To Kil/amey

(Fig. 10) depiets a miraculous vehicle that carried a cargo of thineen from Kenmare to

KiIlamey, ilIustrated with beggars. Throughout the text, Thackeray complains of the

nuisance of beggars, but in tbis instance bis interest lies in the impossible load, the

genteel and pretty female passengers ofwhom sorne are English, and a delightful journey

of laughing, singing, and hugging to avoid falling off the car. In Figure Il, Thackeray

depiets the area around the village of Muckross, where "ail around the town miserable

streets of cabins are stretched.,,170 People 1011 about and stare as ragged children and

thimblerigs idle in the gutter. In response to ail this, Thackerayasks

Are we to set ail tbis down to absenteeism, and pity poor injured Ireland? Is the
landlord's absence the reason why the house is filthy, and Biddy lolls in the porch
aIl day? People need not be dirty if they are ever so idle; if they are ever 50 poor,
pigs and men need not live together. Half-an-hour's work, and digging a trench,
might remove that filthy dunghiII from tbat filthy window. The smoke might as
weil come out of the chimney as out of the door. Why should not Tim do that,
instead of walking a hundred-and-sixty miles to a race? The priests might do
much more to effect these reforms than even the landlords themselves... 171

Mes. Anna Maria Hall (1800-1881) provides another view of Ireland. Mes. Hall

tirst wrote Sketches ofIrish Character in 1829 and over the years expanded and revised it

numerous tÎmes. The tbird edition, published in 1846, was lavishly illustrated with over

•
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sixty engravings by nineteen anists. The "SketchesH refer to the parish of8annow on the

seacoast of the County of Wexford where the author spent her early years. Mrs. Hall

singles out the 8annow area for its moral and social advantages, declaring that the district

of Wexford was superior to any other part of the south of Ireland since the landlord was

not an absentee. The tenantry were prosperous and the land naturally rich. These were "a

peculiar people," she averred, descendants of the Anglo-Norman settlers who retain to

this day much of their English charaeter, apparent

in the skillfully farmed fields, and comparatively comfortahle cottages, the barns
attached to every fannyard, the well-trimmed hedgerows, stocked with other
vegetables than potatoes; the peasantry are better clad than we have seen them
elsewhere, and have an air of sturdy independence, which they really feel, and to
which they are justly entitled, for it is achieved by their own honest industry. 172

Mrs. Hall's object in writing these staries was more than Mere amusement - she desired

ta make the Irish character "more justly appreciated, more rightly estimated, and more

respected, in England;" and "at the same rime ...to notice the errors and faults that prevail

most among my countrymen and countJ)women, as to he of sorne use in inducing a

removalofthem."I7J

Despite Mrs. Hall's desire to create more respect for her countrymen, taken as a

whole the stories and the illustrations provide a slightly backhanded defense. The

following engravings illustrate this point. Philip /oitering at the Gale (Figure 12) by J. C.

Timbrell illustrates 'We'll See About Il," a story about the national habit of

procrastination resulting in roin. The "Pauem" Tent (Figure 13) and Mary Ryan 's

Daughter (Figure 14) are two of several illustrations provided by Daniel Maclise for this

edition. Maclise' s illustration of the Pattern tent depicts the coarse atmosphere of rural

gaiety, revelry, and high spirits typical of Irish fairs, while bis drawing of Mary Ryan 's

Daughter portrays a pretty young peasant girl whose bare feet, unkempt haïr, and Nstic

clothing instantaneously indicate her low station in life.

Another mode of charaeterizing the Irish is found in illustrations of Irish peasant

beliefs in fairies and superstitions. Stories and engravings trom both Anna Maria Hall' s

Sketches of Irish Character and William Carleton's (1794-1869) Tales and Sketches,

Ibid. 130.
Anna ~f.aria Hall (Mrs. S. C.) SJœrcnes of/mh Characler (London: ~attali&. Bœd. 1855). \i. (lntrodul:lion tothc: Third

Edition. 1846).
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Illustrating the Choraeter, Usages. Traditions, Sports and Pastimes of the Irish

Peasalltry (1845) exemplify this theme. Carleton published numerous books on the Irish

peasantry including Traits and Stories of the Irish Peasalltry and Stories of Irish Life in

which he recorded for posterity Many of the oddities of the Irish life. Although bis

sketches were drawn directly from life and were nearly without exception the names of

real people, places, and scenery, Carleton's ponraits were meant to represent a class of

people, not individuals. Born of Irish peasantry" Carleton understood their hardships, but

wished to guide his countrymen in their social duty. He believed their flaws stemmed

iTom secret societies, sloth" and drink" but understood that in Ireland their industry was an

excuse for rack-renting, if not expulsion to poorer lands, and that what seemed to be slath

was simply utter despair. Yet bis stories are said to represent Anglo-lrish literature al

their finest. 174 However, bis changing point ofview left bis allegiance in question.

Carleton's ambivalence towards the Irish peasantry is expressed in much of bis

writing, and in both the stories and the illustrations for "The Three Wishes" and "The

Irish Senachie," selections from Tales and Sketches of the Irish PeasanlTy (1845). Phiz

illustrated both narratives. The Three Wishes (Figure 15) represents the legend of Billy

Duffy, who is 50 great an Irish rogue that by way of bis poverty" idleness, and dishonesty,

he is able to outwit and overcome the devil. In "The Irish Senachie," Carleton relates how

the Irish historian and storyteller was a common village fixture. He was usually a

uneducated person whose gift of memorY and storytelling enabled mm to invent words

and stories, relate old family anecdotes, tales of lore, and dim traditions. Generally, the

senachie's stories were innocently and ignorantly believed by the uneducated peasantry.

The Senachie (Figure16) pictures the storyteller surrounded by an entranced audience,

barefoot and rag-clad cbildren, young and old adults, and the ubiquitous family pig.

George Cruikshank (1792-1878) also provided views of Ireland. One of bis

projects involved creating the illustrations for the History of the Irish Rebellion in 1798

written by William Hamilton Maxwell (1792-1850) first published in 1845. By 1854, the

book had gone into its fourth editioD. Curiously, the 1845 edition of this book owned by

Harvard University includes an (inlaid) original pen and ink drawing on which is

•
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inscribed (Figure 17) "'This infernal Fenian fiend is sketched by me Geo Cruikshank. ,,17~

The sketch depicts a man charging forward holding a dagger in his right hand and a

whiskey bottle in his left. Although there is no information on when or how the sketch

came to be incorporated into the book.. the drawing would suggest that Cruikshank's

personal political perspective reiterated the anti-[rish one illustrated in the plates The

artist completed twenty-one plates of brutal savagery for Maxwell's history [n Rehels

/JestroyillK a HOllse and Flinlitlire (Figure 18) Irish revolutionaries hack away with axes

at the floor and walls of the house, dance on a piano~ and set the room on tire. In The

Loyal Little Drummer (Figure 19) and 17,e Murder of GeoTKe Crawford and His

GrallddauKhter (Figure 20) rebels stab a drummer boy with pikes and with equanimity

and mercilessness slay George Crawford, his granddaughter~ and their dog in the same

manner. Cruikshank caricatures the Irish insurgents as bestial and barbaric~ portraying

them with ape-like features and committing murderous acts. Other drawings from the

series Rehels Execliting PrÎsoners 011 Wexford Bridge and The Rehel Camp 011 f'ïl1egar

Hill display the same prognathism and inhuman behavior. The engravings are so brutal in

nature that E. H. Johnson of Princetonl76 has compared their ferocity to Goya's

monumental series of etchings of the Peninsular War in Los Desastres de la GlIe"a~

although in my opinion the plates lose much of their intensity by the anist's use of

caricature and overstatement. Cruikshank never illustrated another history~ possibly

because of his emotionally charged interpretation of the text. On the other hand, at this

time. perhaps only works of fiction justified the additional cost of artistic plates.

[n effect., most of the stories illustrated here were written by English or Anglo

Irish writers Ali of the illustrations are in sorne way disparaging. They may portray high

j inks. moral fables, or tales of superstition, and lend themselves to humor. but the

laughter is not usually generalized, but directed at the Irish.

. . ~ïlliam Carl~on. Curleton·1 Storle1 o/lmh Llfe. ",Ilh and lntrodu-.1ion by Dam:1I Figgls (Dublin: The Talbol Pr..'S~ Lld..
l 'J 16!o ....". ind. William Carkton. Tule1 and Sketche1. !lll4strat",~ tire Churucter. LOuJgeso Trudlllom. Sport1 und PIJSl/I1Il!S or Th.:
Irish Pl!usancry (l.>ublin: James 0ufY). 1R~~).
,-' William Hamilton ~ta",:wcll. f{wory ofthe Irl1h Rehelllo1'/ ln 1-98 H"ah .\femOlr1 ofthc (:mOrT. and Fmmert ·.f Inmrrecl/on
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Chapter nI
Dickens and The Irish

"My art has brought acquaintances by scores,
But to my charaeter 1owe my friends." 117

The following chapter will examine Dickens' s contribution to England's vision of

Ireland and the Irish. Although it May seem curious that the novelist would figure

prominently in a study on images and the Irish Famine, Charles Dickens knew nearly aU

of the important artists of bis day, as weil as many of the most powerful and famous

individuals of the era. By 1854, Dickens had completed eleven novels, five Christmas

books and two travel books, and had founded the Daily News and Househo/d Words.

Dickens was considered the "ideal of friendsbip" - "the good, the gentle, high-gifted,

ever fiiendly, noble Dickens, ever inch of bim an honest man.,,178 Gregarious and

charismatic, Dickens was remarkably influential during bis adult life. He was

representative of his circle of artists and elite opinion-makers and of upper and middle

class London. It was through bis popularity with the reading public and this social circle

that he inculcated ideas of prejudice and influenced the production of art. And by 1845

and the onset of the Irish Famine, the popularity of bis various writings and the

illustrations for them, gave Dickens, Iike Thackeray and Carlyle, the power to mould

public opinio~ helping ta set the tone ofhis age.

Dickens was a reformer and moralist. His profound understanding of human

nature and of the period in which he lived gave him an extraordinary ability to partray the

social problems of his era through bis poetic use of language. Dickens expressed his

concerns about society through bis articles and books, bis control of the illustrations for

them, and through bis frenetic schedule of social engagements. His MOst recent

biographer, Peter Ackroyd, emphasized how the author's middle-class Englishness was

essential not only to his worle, but also to bis appeal. 179 And although Dickens

propounded both radical and conservative ideas in his novels, like his English

contemporaries, he avoided extremes in politics and art.

J. w. T. Ley, The DIckens Ctrele (London: Cbapman " Hall. Lld., 1919) 1.
Ibid. 4.
p~ Ackroyd. DIckens (London: ~fiDcr"a. 1990),390. 757.
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If the novelist's political principles stemmed more from emotional needs than

from argument, as Ackroyd suggests, a number of paradoxes are more easily explained.

Dickens wrote repeatedly about the miserable conditions under wbich the average poor

Englishman lived. But as Ackroyd so succinetly put it, he "never really sympathized with

the working class as such; he pitied and helped individual members of that c1ass, but had

scant sympathy for any kind of collective... within it." 180 Like the men of Punch,

Dickens habitually linked the poor with 61th and disease, disgust with beggary and the

Irish. He shrunk from "Iow" companions, having ~~suppressed any public knowledge of

his working-c1ass life in the blacking faetory." 181 He opposed insularity, but from

American Notes and Pictures from /taly, we cao see he was excessively nationalistic.

Dickens well understood the obligation of an anist or a writer to truth and beauty, but

carefully avoided straying from the public taste. l82 His political principles were also

defined by the extensive and growing financial obligations necessitated by bis large

family. To meet these commitments, Dickens developed a hardheaded business sense and

a desire for status and material gain. Debt and the imponance of money were acutely

obvious on a day to day basis not only to Dickens, but to ail Victorians.

Despite a rnasterful and domineering temperament, Dickens was an extraordinary

person. His intelligence and generosity, bis candor, bis joyful outlook and love of

humanity won him a host of friends. He thrived on constant aetivity and stimulation.

When not writing or travelling, he walked and visited, gave and attended dinner panies,

organized and directed private amateur theatricals, and panicipated in eHte societies and

clubs. He helped found the Guild ofLiterature and Art, and among others belonged to the

Portwiners, Shakespeare, Athenaeum, Garrick, and Albion Clubs. He gave brilliant

speeches and worked untiringly for charitable causes. l8J

Nevertheless, Dickens had a dark side characterized by moods of morose

indifference, nervous anxiety, aggressiveness, and self-absorption. He could be as

arbitrary, implacable, and heartless, as he couId be noble, sympathetic, and kind.

Dickens became "50 intently fixed on bis OWD opinions," John Forster said, and "in

admiration of bis own works," "that he Forster, W as useless to him as a counsel," and

•
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• "since he refused to see criticisms on himself. this partial passion would grow upon him.

till it became an incurable evil.,,184 Referring to her father's treatment of her mother. in

later life Katherine Dickens described him as "an uncanny genius:' and "a wicked man. a

very wicked man ... My father was not a gentleman - he was too mixed to he a

gentleman.. He was not a good man. but he was not a fast man., but he was wonderful l "

The Dickens Circle

An early biographer wrote. HAll his associates. great men as weil as lesser men.

are dominated by the personality of this man who. in social upspring, education. and ail

that usually counts for so much. was their inferior." 186 Dickens was c1early the moving

force amongst his friends.

Dickens was closely allied to the men ofPUllch. Although not formally a member

of the staff: he often sat at the PlIllch table, and undoubtedly played an influential but

unacknowledged role in the magazine. Not only were John Leech. Mark Lemon, Gilben

a Becket. Blanchard and Douglas Jerrold, William Thackeray, Perceival Leigh, and

Dudley Costello ail PUlleh men. they were also members of the amateur theatricals

organized by Dickens.

Besides his friends at PUllch. the Dickens circle included anists. writers, aetors,

musicians.. and lawyers. Dickens regularly visited and corresponded with John Forster.

the author's close friend and earliest biographer. William Macready, William Harrison

Ainsworth. Lord Francis Jeffrey, Thomas Noon Talfourd, Thomas Carlyle, Wilkie

Collins. Lord Normanby. Robert Browning, Walter Landor, William Jerdan.. Thomas

Hood. Charles Knight. Lady Blessington., Compte D'Orsay. and Baroness Burdett-Coutts

Since his early days as a parliamentary reponer. Dickens held a low opinion of

the House of Commons. its members, and its effectiveness. Consequently. few politicians

\vere pan ofhis circle. Still. Sir Austen Layard, Lord Shaftesbury. and Sir Bulwer Lytton.

with whom Dickens founded the Guild of Literature and Art. were ail friends, as were

Disraeli and Gladstone, though the last two were less closely associated.

•
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Lord John Russell, however, the Prime Minister whose ministry spanned the

famine years (1846-1852) was a friend profoundly esteemed by Dickens. Apparently, the

friendship was familiar enough for Dickens to request two Civil List pensions from

him. 187 In 1852, shortly after the worst of the Irish famine, Dickens wrote that Lord John

"is worth a score of official men; and has more generosity in his little finger than a

Govemment usuaIly bas in its whole Corporation. ,,188 However, when one applies this

gIowing personal compliment to Lord John's famine policies, which the absence of

political consensus and a series of barsb economic decisions made most inadequate, the

praise indicates a strong lack of sympathy on the part ofDickens on tbis issue.

Unquestionably, Dickens and Lord John held a number ofprinciples in common.

Both championed civil and religious liberty, and advocated educational refornJ, literature,

and letters. And both had "a conscientious abhorrence of Popery everywhere." 189 Lord

John's position did not prevent Dickens from being astonishingly outspoken. 190

While the author's political connections were quite impressive, many of bis

closest and most intimate friends were artists. Apparently, Dickens knew most of the

artists of any distinction during bis day.191 With two or three exceptions, aIl of the

illustrators who worked for Dickens enjoyed the close personal intimacy of Dickens and

his family circle. 192 In fact, the circle was 50 close that Frederic Kitton!93 author of

Dickens and His Illustrators, notOO that the "Novelist not unfrequently availed bimself of

the traits and idiosyncrasies ofhis familiars." 194

One of Dickens's closest and oldest friends was the Irish Catholic paioter, Daniel

Maclise. Maclise, a great favorite of the Queen, painted several notable portraits of

Dickens and bis family, but designOO only a few illustrations for Dickens's stories. 19S

Early on in his career, Dickens met David Wilkie; Edwin, Tom,. and Charles Landseer;

Ibid.. 172. One for bis meneS. the aUlhor Leigb Hunt. and anocher for John Poole. a pla~~'rigbt who had faIJal 00 bard
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and George Cruikshank, the illustrator of Slcetches hy Boz, The Pickwick Papers and

Oliver Twist. The best known of the Dickens's illustrators was Hablot Knight Browne,

who often signed his work, '1»hiz... Browne designed the illustrations for ten of

Dickens' s novels, although after almost thirty years, Dickens dropped Browne

abruptly.196 It is not known whether Dickens replaced Browne with the son of bis fiiend,

the anist Frank Stone, as a favor, or because Marcus Stone, a younger but less talented

artist, did provide a fresher look, or because Brown began working for a rival

periodical. 197 But tbis is ooly conjecture, and despite Browne's natural disappointment,

the two men remained life-Iong fiiends.

Other artists close to Dickens were W. P. Frith; Luke Fildes, Augustus Egg,

Samuel Palmer, William Mulready, Francis Topham, and Frederick Goodall. 198 Topham

illustrated A Chi/d's History ofEng/and (c.1852-1854) for Dickens and was a participant

in Dickens's company of distinguished amateur aetors. Severa! Punch artists can he

added to tbis list - Richard Doyle, John Tenniel, and John Leech, who shared holidays, a

hatred of loud noises, and marital frustrations with Dickens.

In bis Life of Dickens, John Forster noted that artists did not have an easy time

'h-'Ïth the author. His requirements were 50 exacting that insofar as the illustrations were

concemed, "he had rarely anytbing but disappointments." 199 Yet, it is the visuai

portrayals of the Dickens's charaeters provided by the illustrators which are perhaps the

most memorable, "simply because the eye absorbs impressions more readily than the

mental eye." 200

Careful and precise as a writer and editor, Dickens sought to bring a similar

accuracy to the illustrations of his novels, 201 believing that illustrations should he a strict

extension of the verbal description of character and plot. He usually chose topics for bis

illustrators to picture and described bis intent in considerable detail. And occasionally, he

l'le 1. w. T. Le:.·. The D,ckens C:rcle. 61. Browne told bis plldDc:r. "1 dcn 't know wbaCs up any more tban you do...Dickens
probably thinks a new hand would give his old puppd.s a fresb look...Confound aU aUlhors and publisbcrs, Sil)" I~ tbere is no plcasing
or s.atist~..ing cne Of" l·~cr.-

l'r' Dickens, 993-4. Brown may ha"'e bceD discbilrged wbcu Dickats found out the illU5lntor bild begun drawing for Once A
Week. own~ by bis former publisbcrs and enemics. Bradbury md E,,-.s.
198 Richard lAtis. "Dickens md Art.- D,dœ"sStIld,e.sA"".,a/' Vol. 14 (Xcw York:.~Press. 1985).94. D,c/œ"s andHzs
Illusrracors. xiü.
199 Ibid. .."iii.
:00 Ibid.
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wouId pressure artists to more than art could do. 20=

Dictatorial at the age of twenty-three. Dickens told his publisher that.

'''Cruikshank,'' at the time. a mature and experienced artist. ....requires the spur." :03 He

wanted the artist to complete his drawings faster and more carefully. Dickens believed

that the worst fault in an illustration was the failure of an artist to follow the story.

something that happened occasionally and would upset him considerably. 204 For

example.:w5 Hablot Knight Browne's illustrations for Domhey al1d SOli frightfully upset

Dickens: "[ can't say what pain and vexation it is to be so utterly misrepresented.·' :06

And later when John Leech put the wrong character in a scene at the end of Part II in the

Battle of Life. Dickens considered dealing with the mistake a ....monstrous enormity.·· 207

Ifone considers that a major pan of Dickens's literary success was based upon his genius

for vivid characterization, then the author's emphasis on the importance of synergy

between drawn characterization and described characterization becomes not only

understandable but was anistically necessary.

Dickens's Writing on the Irish Poor

If Oliver Twist depicted conditions in the backwaters of London investigated

personally by ...Boz..•· what Dickens understood of Ireland and the Irish was as much a

mixture of stereotypical statements as personal observation. His intimate knowledge of

London obtained through his incessant day and night walking tours is recorded in his

fiction and documented in his non-fiction articles. Numerous essays published in

Sketches By Bo:. Repril11ed Pieces, HOlisehold Words, and the Ullcommercial Traveller

assure us that Dickens knew of the large Irish population in London and the harsh

circumstances under which they lived. 208 His love of the theatre exposed him to the

tradition of the stage Irish actor as weil as the work of Irish balladeers and poets. Indeed.

the vi suaI quality of Dickens' s writings may be linked to his associations with artists, and

aiso to the general Victorian concem with the appearance of the poor and their dwellings.

Ibid.
Edgar Johnson, Charles DIckens fllJ Tragedy and T,.,wnph C'.:w York: Sïmon ,-\nd Scf1ustcr. Ine.. 1952). IOï.~ ~L1lUrlt~.

IbId.. !03
urckem and HIJ /lll4Srrarors. 39. In t 836. Dickens requrestc=d S~mourto rc:dn" an c:ngr.ning for The P,ch;/ck Pap~n

Fort\ -<:1ght hours laler. Se~mour I:ommitte:d suicide:. Seymour·s family and fricnds c1aimed thal Dickens had h':'l\ily conlributed to
S.:\"mour's d..:alh by his ruthr.:ss insistdlce on tltïs issue. althoufJ' thc:r.: is no e..idc:nc.: ofthis.
:"'" Rldlard u.'t1Js. ··Dickens and ArL" DIckens Srl4dleS Annual Yol. 14 <:--.:"\\ York: Ams Press. 1985).93-146: 104.
:,,' '·Du..i.~-ns and Art:' 103.
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• For the most part. the Irish stereotypes that Dickens created and disseminated were based

upon the collective imagery of the period and the author's anxiety over political events,

worries shared by many of his English contemporaries,

Consequently, Irish stereotypes were frequently incorporated into Dickens's

work, However, they would often appear as unnamed "Iaborers".,. "who have been

aItemately shaking hands with, and threatening the life of each other" in the Gin Shop

(Sketches By Boz, 29): as prisoners in Newgate, 44indifferent" to the presence of visitors

(Sketches By Boz, 32)~ as occupants of Saffron Hill public houses, "wrangling with

might and main" (Oliver Twist, 8): as servants to the likes of Harold Skimpole (Bleak

House 43): and as the mass of urban poor whose 44miserable affairs" are observed by the

Uncommercial Traveller (Uncommercial Traveller, 30)." 209

Dickens makes references to the poor of varying nationalities including his own

and seems to impose a specifie quality on each that he did not apply to the others. He

frequently refers to the Irish poor as relentless beggars.

ln N,,:ho/as Nickelby, Chapter 2, Dickens writes:

And when the petition had been read and was about to be adopted, there came
forward the Irish member (who as a young gentleman of ardent temperament,)
with such a speech as only an Irish member can make, breathing the true soul and
spirit of poetry, and poured forth with such fervour, that it made one warm to look
at him :10

Unfortunately. the Irish member tums out to be a part of the fraudulent United

Metropolitan Improved Hot Muffin and Crumpet Baking and Punctual Delivery

Company

In 1850. Dickens founded HOllsehold Word~. a two-penny journal of 44Instruction

and Entertainment ,. The journal was directed towards a general readership, which was

mainly middle c1ass. not particularly critical, and interested in the thoughts of Dickens

"on any subject whatever" 211 As the 4'Conductor" of HOllsehold Words, Dickens had

total control over his writers' contributions and ail the articles included were published

with his full knowledge and approval. Contributors were anonymous and editorial

revision was extensive and at times drastic. Parts of articles were 44100ked to," deleted,

•
~01i

~IO
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altered. or '1Jettered.~' Story endings were changed to make them more palatable. and

statements that were too broad or that contradicted his views were entirely rewritten 212

Like his novels, stories, and his books on travel, HOllsehold Words was designed

to inform and to entenain, but the intentions of the journal went funher. HOllsehold

J-Vords encouraged its readers to involve themselves with the well-being of those below

them.: n Articles that focused on the "Iower orders" rarely addressed them. Sorne

championed their cause, others simply discussed their problems. Occasionally, an anicle

appeared directed to the working or the "industrious poor" on rnatters of specifie practical

concern to them such as emigration. But~ unfavorable and disparaging articles on Ireland,

Catholicism~ and the Irish poor were topics commonly chosen. 214

In late 1855 after a five-year association with HOllsehold Words, Harriet

Manineau published a vehement attack on Dickens in a pamphlet entitled, "The Factory

Controversy" "Hollsehold Words,'~ Martineau protested, "not only suppressed the truth

about Catholicism, but maligned that religion by publishing dishonourable slanders. ,,215

Martineau saw Dickens, like Mrs. Jellyby, as a "humanity-monger," - ooly Dickens was

dangerous. 216 Although Miss Manineau resigned as a contributor primarily because of

the journal' s anti-Catholic imputations, its attitude towards women, its treatment of

factory disputes. and its editorial policies also otTended her. She found Dickens and Wills

"philosophically and morally ... inadequate," "conceited, insolent, and one-sided;~ and

insufficiently equipped to be the social reformers that they set out to be. 217

The Irish were frequently discussed in HOlisehold Words. In "Two Chapters on

Bank Note Forgeries" (1850) Dickens and W. H. Willis tell a story about an Irish hoarder

who puts bank notes into a sock in his garden for safekeeping, The bills deteriorate into

bits of mildew and mushrooms. Fonunately, the bank is able to confirm the full sum and

"magically" restores the bills. As Gordon Bigelow has said in his essay, '1)ickens,

.-\nn.: Lohrh. lIoilsehold ll"ords (Toronto: l"r.iVLTSity of1"oronto Prc:ss, 1973). 14.
[bld., 1~

IbId.. 15
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~k~.lh:. ,. and "The: Irish l'nion" among many othc:rs.
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th.: morufi.;atlOn" :1- that the: i.,.oring ofit would .:<Iuse her. But. on January 19. 18S6. Dickc:ns carc:fully c:dit~d and publishc:d a
mC3..o;urc:d d<:nia1 \I..rittœ by ~Iorl~·.

79



•

•

Money, and the lris~" ''the largely illiterate and starving Irish... had no sense of the value

of money," but these articles by Dickens imply "sorne sort of blame-the-vietim

explanation, offered in the name of comic relief."218 Here Irishness suggests ignorance, a

position exterior to the money circulation network; backwardness, where exchange is

limited to family or community relations~ and the primitiveness of magical thinking. 219

Another similar story on "Post-Office Money-Orders" involves an Irish gentleman who

believes he can send a postal money order of five pounds for the cost of the postage fees

alone. 220

Articles such as these only compounded English prejudice, similar to illustrations,

which demonstrate anti-lrish bias. Dickens depiets the London Irish in "On Duty with

Inspector Field," an account printed in Household Words on June 14, 1851 of a noeturnal

visit to the St. Giles rookery, the East End, and the Mint lodging-houses in the Borough.

"Te~ twenty, thirty-who cao count them! Men, women, and children, for the most part

naked, heaped upon the f100r like maggots in a cheese." 221 Here, Dickens describes the

tramps' lodging-house. When asked, "'Does any body live thereT various Irish

denizens answer, 'Me Sir, Irish me'~ others are described as ccoiling' themselves about

the visitors feet." Further on, other lodging houses are visited and characterized as

"none 50 filthy and 50 crowded as where Irish are." 222

Two essays in the Uncommercial Traveller "A Small Star in the East," Chapter

XXXII and "On An Amateur Beat," Chapter XXXVI shed further light on Dickens's

view of the Irish. In 'CA Small Star in the East" Dickens describes his visits to the homes

of East End slum-dwellers and reports discussions with those living there. Dickens talks

with an Irish woman who speaks about the deadly effects ofworking in the lead-mills. He

states she is Irish and represents her with the traditional Irish accent. Although he

approves of her stoicism, Dickens shows complacency when he concurs with the woman

that little cao be done for the poor who contraet dreadful diseases at work:

Sure 'ris the lead-mills, where the women gets took on at eighteen-pence a day,
when they makes application early enough and is lucky and wanted~ and Ctis lead-

Gordon Bigelow. "Dickens, ~ton~·. and the lrish- University ofCalifomïa. Sanaa Cruz. file. -BigeJow DWS9409. 4.
USTSER\"rti!t:CSB\~luc:sb.cdu.

219 Ibid

2:0 (Jncollected Wntmgs From H~selroldW'ords. 399.
m Charles DickCl1S. The C:"commerCIa] Tr~Ikr aMRepmftedP,ec~ (London: Oxford t:nivcrsily Press. 1987). 517.
- Ibid. S18.
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pisoned she is, sur, and some of them gets lead-pisoned saon, and sorne of them
gets lead-pisoned later, and sorne, but not many, River; and 'tis ail according to
the constitooshun, sur, and sorne constitiooshuns is strong, and sorne is weak, and
her constitooshun is lead-pisoned, bad as cao be, sur, and her brain is coming out
at her ear, and it huns her dreadful; and that's what it is, niver no more, and niver
no less, sur. 223

After this speech about the "poor sick craythur;" the Irish woman continues,

God knows that my husband has walked the sthreet these four days being a
labourer, and is walking them now, and is ready to work, and no work for mm,
and no tire and no food but the bit in the pot, and no more than ten shillings in a
fortnight; God be good ta usf And it is poor we are, and dark it is and could it is
indeed. 224

Dickens resolves to give notbing ta these people in the course of these visits in

order to test them to see if they might ask for money or show resentment at bis giving

none. He observes that they seemed grateful to be talked to about their Miserable affairs,

a cruel experiment under the circumstances. Perhaps, Edmund Yates's comment that

Dickens "was in no sense an emotional man" 225 explains why Dickens was rarely moved

by real places or rea1 people.

In a later essay, "On an Amateur Beat," Dickens decides ta investigate the lead

mills for himself. He seems overly impressed by the owners' steps ta provide protection

against the deadly fumes, even though the precautions do not prevent death. 226 Yer,

momentary contact with the "the dull-glowing heat and overpowering smell ,,227 causes

Dickens to withdraw immediately because the suffocation is too much for mm. The only

hope he sees is for American inventiveness ta find a safe method of making lead wholly

by machine. On Iea\'ing the mills, Dickens again shows insensitivity and class bias when

he chides the "workers for being capricious and irregular in their attendance" and

compliments the owners by telling them ''they bad notbing there to he concealed, and

nothing to be blamed for." 228

It is significant that Bleak Bouse (1853) centers on the horrors of poverty and

disease in the siums of London where many Irishmen lived, yet there is no direct

Ibid.. 320.
Ibid.. 321.
Dickens. 339.
Ibid.. 351-352.
Ibid.. 351.
Ibid.. 352.
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reference that the Irish lived there ln the fall of 1997. Professor Kerry McSweeney of

McGi Il and 1 discussed why Dickens might have avoided referring to the Irish in that

novel. He suggested that perhaps this is so. since as a group. the Irish were held in such

general contempt that any direct mention of them might mitigate the sympathy and

compassion for the English poor that Dickens wished Bleak HOllse to elicit.

Dickens might al50 have questioned the novel' s saleability if he portrayed the

Irish as sympathetic figures. a problem that Anthony Trollope di5cusses at length in his

autobiography ln England at this time. Irish subjects in art or literature were of

questionable acceptability H. Colburn. the publisher of Anthony Trollope's second

noveL 171t! Ke/~vs and the 0 ·Ke/~vs. (1848) advised the author that "the loss upon the

publication is very considerable~ and it appears to me that ... with sorne few exceptions.

readers do not like novels on Irish subjecls as weil as on others." 229 Even Trollope

himself acknowledged that

It was certainly a blunder to take hirn [Phineas Finn] from Ireland--into which 1
was led by the circumstance that [ created the scheme of the book during a visit to
Ireland. There was nothing to be gained by the peculiarity, and there was an added
difficuIty in obtaining sympathy and affection for a politician belonging to a
nationality whose politics are not respected in England. But in spite of this
Phineas succeeded, [although] ... it was not a brilliant success. 230

When asked to produce a novel for the Corllhill Maga=ille, Trollope was asked

what he had chosen to submit. Once it was understood that his choice, Caslle Richmond,

was an Irish novel, the editors requested something else. What they did want was an

English tale. on English life. preferably on the Church. So Trollope created Framley

Parso/lalle. By this time, Trollope had come to the realization that "English readers no

longer like Irish stories. 1 cannot understand," he said, "why it should be so, as the Irish

character is peculiarly weIl fitted for romance. But Irish subjects generally have become

distasteful,,23 1 Critics have noted that Trollope became successful only after he gave up

writing Irish melodrarna and historical romance for novels depicting English towns and

countryside. Of course. Caslle Richmond published in 1860, remains Trollope's

.-\nthon~ Trollopc:..·/n.·ll4lOhlCJgrlJf'h.\. Fm;t Publishai. 188.1 (Fkrl.clcy and l.os :\ngdLos: l·ni\·crsity ofCalifomia Press.
\947,.5J
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Ihld.. 131
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explanation and justification of the events that took place in Ireland during the years of

the Irish Famine.

Professor Litvack of Queen's University in Belfast also notes Dickens's

astonishment when he visited !reland OD reading tours in 1858, 1867, and in 1869_

During his first tour he was "greatly surprised" that bis imagined Irish stereotypes were

not validated and noted that (1)ublin had far fewer spirit shops" than in other "great

cities. ,,232

Dickens and Art Criticism

While Dickens acknowledged that he had no formaI training in art,233 he had no

reticence in otfering bis opinions on the subject. His immersion in the world of art

through his friendships, bis attendance at exhibitions, bis writing and editing for journals,

his personal collection, and especially through bis intense professional association with

artists provided him with an extensive praetical and theoretical education in this field.

His critical opinions on art provide us a greater insight into the novelist' s life, bis

opinions, his work, and bis limes. Probably one of the most imponant insights we cao

gain is that of Dickens as a general indicator of England' s mid-nineteenth century taste in

art. Professor Cohen's summary of Dickens's ability in art criticism is generally

aceepted:

The author had no pretension about bis ability as an art eritic. Yet it must be
recalled that he not ooly reflected the tastes of bis time, but also often helped to
shape them. Today, manv still share Dickens's assessment of bis own illustrators
and other artist friends. 214

Celebrated as a speaker, Dickens spoke at various funetions throughout his career

where he reJayed his views on art, wbich changed and developed over time. At a Banquet

to Literature and Art in Birmingham on January 6, 1853 he stated:

... it is not the province of painting to hold itself in monastic seclusioD... It cannot
hope to rest on a single foundation for its great temple--on the mere classic pose
ofa figure, or the folds ofa drapery-but.. .it must be imbued with human passions
and action, informed with human right and wrong.. ..23S

:.J: Sec Letters afChar/es Dickens (Oxford: CWcndoll Press. 1977).ldlcr- dalcd 23 Augwl18S8.
:.JI Lindsay Errin~on.Social and Reugums Themes m Engbsh Art. 1840-1860 (Xew Yorle. &. London: GaNnd Publisbing,
me.. 1984). 14.
:.J4 "Dickens and .-\rt.,.. 116.

83



• Dickens~ like many English art lovers at the time, found nobility in painting less

in color and composition than in sentiment and story.236 This was a period when poltraits,

genre, and anecdotal paintings were most highly prized. The following critique by

Dickens on the cartoons and drawings by bis friend John Leech is enlightening for its

explanation of the general English appreciation of beauty and gentility in art. In tbis

careful criticism of Leech, Dickens compares the works of caricaturists such as

Rowlandson or Gillray whose humor was often displayed by Persona! ugliness to those of

Leech:

It serves no purpose but to produce a disagreeable result. There is no reason why
the farmer's daughter in the old caricature who is squalling at the harpsichord (ta
the intense delight, by the by, of her worthy father, whom it is her duty to please)
should be squat and bideous. The satire on the rnanner of her educatio~ if there
he any in the thing at ail, would he just as good if she were pretty. Mr. Leech
would have made her so. The average offarmer's daughters in England are not
impossible lumps of fat. One is quite as likely to find a pretty girl in a farmbouse,
as to find an ugly one; and we think, with Mr. Leec~ that the business of this
style of art is with the pretty one. She is not ooly a pleasanter object in our
portfolio, but we have more interest in her. We care more about what does
become her~ and does not become her.:zJ7

Dickens is expressing here, not ooly a commonly felt sentiment, but also a

disturbing facto This aesthetic principle applied not ooly ta caricatures and art in general

but to society as weil. SYmpathy and concem were more apt to he felt for humanity

whose circumstances refleeted a "pieturesque prettiness" measured by sorne level of

cleanliness and pride. Irish living conditions, dirt and rags did not so easily engender

this. 238 For example, Irish peasants were considered less "wonhy" ta receive aid than

the poor in Britain, since food imports could not be sent to Ireland in 1846 until supplies

had been transported to Scotland tirst.239

In 1855, Dickens saw a new realism unveiled during the Parisian Independent

Exhibition in the paintings of Ingres, Corot, Manet, Courbet, and Degas, works that left

most contemporary English painting pale by comparison. Even in the work of bis own

Kinealy. Ca/amlty. 357.
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fiiends, Maclise, Leslie, Frith, Ward, Egg, and Stanfield, he saw something was missing.

"It is of no use, disguising the faet that what we know is wanting in the men is wanting in

theÎr works ... There is a horrid respectability about most of the best of them-a linle,

finite, systematic routine in them, strangely expressive to me of the state of England

herself" 240 It was not until 1858 in Househo/d Words tbat Dickens publicly attacked

"the failure ofpotite and conventional painting to deal with the rude diversity of life." 241

But in 1844, the author understood and experienced art quite differently. In that

year, Dickens took bis wife and cbildren, bis sister-in-Iaw, two servants and bis dog for a

year's sojoum to Italy. Suffering from restlessness and tension, Dickens planned to rest

and to record his experiences in letters for a travel book. The move wouId also allow him

to live inexpensively and to reorganize bis finances after the negative critiques of

American Notes (1842) and the slow sales of Martin Chuzz/ewit (1843). The resulting

book entitled, Pictures from lia/y, (1846) revea1s Many of the author's opinions on art

and on the Catholic Church.

One weakness in Charles Dickens's art criticism in 1844 was bis strong prejudice

against Roman Catholicism. Dickens detested a lack of originality in art. Because of tbis,

he found most of the religious painting he saw in Italy decidedly wanting. He felt it

showed ~'a double slavishness, to the ruIe ofart and tothe requirements of the church.,,242

Dickens was not alone in bis assessment of Catholic an. In his Paris Sketchbook,

(1840) Thackeray, who often acted as an art critic, ridiculed Catholic revivalist art.

They cali this Catholic art. There is notbing, my dear friend, more easy in Iife.
Make the costume of your figures as much as possible like the costume of the
early part of the fifteenth century. Paint them in the above coloues. (bright
carmine~ bright yellow~ bright sienna., bright ultramarine, bright green) Deal in
Virgins, and dress them Iike a burgomaster's wife by Cranach or Van Eyck. Give
them all long twisted tails to their gowns, and proper angular draperies. Place ail
their heads on one side, with the eyes shut and the proper solemn simper... It is
Catholic art tout crache as Louis Philippe says. 243

Initially, Dickens arranged to have bis friend Clarkson Stanfield (1793-1867)

illustrate Pictures from Ita/y. But Stanfield's religion MaY have been the reason that

Samuel Palmer became the illustrator and not Stanfield. Stanfield, the son of an Irish

Ibid..1I31.
Jfatunry. Il.
The .\fatunty ofDtcken.s. 24.
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aetor and writer, was a Catholic and a close friend of Cardinal Wiseman, who in 1846

was involved in planning for the restoration of the Catholic hierarchy in England. It is

probable that Stanfield withdrew from the collaboration because he did not wish to he

associated with a text with its obvious anti-Catholic emphasis on superstition, ignorance,

and din. 244

Dickens detested the Roman Catholic Church, referring to it as "that curse upon

the world." 245 But it was not the religious faith that he scomed as much as the Church's

oppression of the faithful throughout Europe and Ireland. He opPOsed the vast and

powerful social and political organizations of the Roman Catholic Church, and had little

respect for mystical religious dogma or its trappings. When traveling in the valley of the

Simplon in Switzerland, Dickens noticed a striking difference between "the din, disease,

ignorance, squalor, and misery" of the Catholic cantons, and the neat, industrious,

flourishing Protestant cantons. He laheled this phenomenon "Catholicity Symptoms.,,246

So moved by the importance of bis observation, Dickens wrote Forster: " have 50

consistently observed the like of this, since 1 tirst came abroad, that 1 have a sad

misgiving that the religion of Ireland lies as deep at the root of ail its sorrows, even as

English misgovernment and Tory villainy." 247

Of course, various economic, religious, and political theories underpinned

aesthetic responses. CruciaIly important were ideas of self-help, laissez-faire economic

principles, beliefs in moralism and Providentialism (the belief that Gad directs all things

for the human goOO), and Christian poiitical economy. These thernes cornbined with

Manchester-school economics to effect a moralistic explanation for the Famine, which

placed the burden on the moral t1aws of aIl Irishmen. This moraiistic interpretation was

embraced by much ofRussell's Whig-liberal government.

SOCial and ReilglOIIs Themes. 22. 23.
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AIthough Dickens presumed that religion was a fundamental cause of Irish

misery, on the issue of a coercion bill for Ireland he was '4:appalled by the hesitation and

cowardice of the Whigs... Lord John must be helpless among them," 248 he said. It is

probable that Dickens supported both coercion and emigration as solution ta Irish

troubles. 249 Nonetheless, he concluded that the aversion of ail political parties to aid

emigration was in faet 4:4:a secret belief in the gentle politico-econornical principle that a

surplus population must and ought to starve, " 250 a principle in which he could see only

foUy.

In September of 1848 a group of artists formed the Pre-Raphaelite

Brotherhood.Z51 The fraternity brought youthful idealism, high color, and unidealized

figures to subjeets deeply serious and often religious in theme. At first, their paintings

were politely received~ however, before long the P.R.B. was maligned for its Romish

tendencies. Millais' s Christ il1 the House ofHis Parents (Figure 1) incited a stream of

criticism. The Times spoke of the pieture as 4:'revolting" and '4:disgusting." 252 Even though

Dickens later became a friend of Millais and Hunt, initially, he mocked the Pre

Raphaelite movement and ridiculed the painting in Househo/d Words for its ugliness and

its return to the pasto He reviled the

kneeling woman 50 horrible in her ugliness, ... as a Monster with a dislocated
throat ... Wherever it is possible ta express ugliness of feature, limb, or attitude,
YOll have it expressed. Such men as the carpenters might be undressed in any
hospital where dirty drunkards, in a high state of varicose veins, are received.
Their very toes have walked out of Saint Giles's.253

What he was really attacking was not ooly Catholic art which exhibited a medieval style

of flatness, ugliness, and defonnity, but the "Catholic, and especially the monastic, way

of life, which 50 stamps the bodies of ilS devotees that deformity inevitably ensues if the

~4a Ka1hlccn TilJotson. The utters ofCharles Dlcuns. Vol. 4 (Oxford: Clarendon Press. (977).609.611. John Forster. The
LIfe ofCharles DIckens. F"U'!it Publisbcd.. 1872-4.Vol. l(London: E'"CI')ma:l's Libnry. 1966). 4OS. 406.407.
~.9 Peter Ackroyd. DIckens (GrIS Bnt.iD: ~finCl'\'a. 1990). 61~17. Dic:kcms bad mcl bcO Mrs. EJ~bc:IhHc:rbcrt md
through her ~frs. Chisbolm of the Fami1y Colonisâion Loan Society. a body wbicb assisled the passage ofnecdy and wodby families
to Auslralia.
~o Letters ofCharles Dlcum. 609; ufe ofCharles Dlc/œns. 407.
~l The Brotberbood coosislcd ofSC"cm young men~ the most ~arbnlofwbom wcre Jobn Everett Millais. Holman Hunt.
and Dante Gabriel RosdlÏ.
~: Errington. SocIal and RelrglOJls Themes. 29.
m O1arles Dickats. H.U:. WOld Lamps for Xew Ones.- Vol. 1. ~o. 12. June 15. 18S0. 12. London: Office. 16. Wellin_on
Stroet ~orth. 18S0.
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• painter copies them as they are," lS4 a abhorrence he revealed in Picturesfrom Ita/y.

Every fourth or fifth man in the streets is a Priest or a Monk; and there is pretty
sure to be at least one itinerant ecclesiastic inside or outside every hackney
carriage on the neighbouring roads. 1 have no knowledge, elsewhere, of more
repulsive countenances than are to be found among these gentry. If Nature's
handwriting be at all legible, greater varieties of slom, deceit and intellectual
torpor, couJd hardly be observed among any class of men in the world. 255

As Errington suggests, "it is loathing ofRoman Catholicism which lurks under Dickens's

attack." 256 Dickens was not alone in bis aversion to the painting. Mulready mentioned

that the "Carpenter's Shop" "had few admirers inside the Roya] Academy Council," and

that "he and Maclise alone supported its claims to a favorable consideration." 2S7

At this rime in England, the Catholic apologist and architeet, Pugin noted that

ideas of Catholicism were most closely associated '\vith faggots, racks, inquisitions,

tortures, daggers, poisoning.,,258 Any judgment that placed Italian an at the sumrnit of

beauty, inspired as it was by a despised theology, wouJd have created a significant barrier

for the Protestant art lover. In aetuality, MOst people were able to rationalize the

worthiness of Italian art, especially works like those of Raphael and Michaelangelo.

Works such as theirs could be deemed universal with nothing intrinsicaJly "Romist"

about them.

A few months after Dickens' tierce assault on the Pre-Raphaelites, the disturbance

over the ''Papal Aggression" erupted. In another article in Household Words, much like a

sequel to the one on the Pre-Raphaelites, Dickens attacked and aligned the Puseyites,

Young England, retrogression, ugliness, and disease. He conceived a fable in which MT.

and Mrs. Bull, their children, C. J. London, and Little John (Lord John Russell),. deal with

the incident by means of numerous puns. Mrs. Bull scolds her children:

What did you mean by playing with Young England al all? ...Hadn't you
had warning enough, about playing with candies and candlesticks? And when
Young England and bis companions began to put their shins on, over their
clothes, and to play ail sorts of fantastic tricks in them, why didn't you come and
tell your poor father and me? ... Other people knew... when they got to
candlesticks, they'd get to candies; and that when they got to candies, they'd get

•
Social andRelJgl(''''s ThetrH!S. 27.
Ibid. 27. Quotcd from PiclJl'es{rom ftaly.
Ibid. 26.
Ibid. 426.
Ibid.. 31.
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to lighting 'em~ and that when they began to put their shirts on outside, and to
play at monks and friars, it was as natural that Master Wiseman should he
encouraged to put on a pair of red stockings, and a red hat, and to commit 1 don't
know what other Tom-fooleries...

In the days of your great, great, great, grandfather, said Mrs. Bull ... the
Bulls ofRome were not sa utterly hateful to our family as they are at present. We
didn't know them so weil, and our family was very ignorant and low in the world.
But, we have gone on advancing in every generation since then; and now we are
taught, by all our family history and experience, and by the most limited exercise
of our rational faculties, that our knowledge, liberty, progress, social welfare and
happiness, are whoUy irreconcilable and inconsistent with them. That the DulIs of
Rome are not only the enemies of our family, but of the whole human race. That
wherever they go they perpetuate misery, oppression, darkness and ignorance.

Little John... looked bard at bis aunt, Miss Eringobrag~ Mr. Bul1's sister,
who was grovelling on the ground, with her head in the ashes. This unfortunate
lady had been, for a length of time, in a horrible condition of mmd and body, and
presented a most lamentable spectacle of disease, dirt, rags, superstitio~ and
degradation.

Ah! You May weIl look al the poor thing, John! Said Mrs. Bull~ for the
Bulls ofRome have had far too much to do with her present state.... and, depend
upon it, wherever you see a condition at all resembling hers, you will find on
inquiry, that the sufferer has allowed herself to be dealt with by the DulIs of
Rome. 259

Yet Dickens was in no way adverse to specific Catholics, for many of them were

among ms closest friends. Clarkson Stanfield, Maclise, and Percy Fitzgerald were all

members of the Catholic Church, "and he had even hoped bis daughter Mary would

marry Fitzgerald." 260 However, although Dickens acknowledged the exceptional talent of

his friend Maclise, one finds in Dickens's letters veiled references to the lrishman's

laziness, a man whom bis daughter called "incorrigibly idle," even though Ile knew

Maclise to be given to severe seizures of depression. 261 Publicly, Dickens described

Stanfield upon his death as a "great marine painter, with "wonderful gifts,~~ only in a

letter to Forster did he say that Stanfield's painting at the Royal Academy was t()() much

like a set scene.,~262 Although Dickens had Many Catholic friends, perhaps he was more

anti-Catholic than he reaJized.

Dickens hoped to refonn society through bis portrayal of the callousness and

indifference of industry, govemment, and progress, and pointed up the moral failings of

Ibid.. 51-S2.HQIl$eno/d Words. So,,·cmbcr23. 1850.
Tragedy and Tnumph. 1133.
"Dickens and .~~ 114.
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a1l classes. Yet, when Dickens became prosperous and celebrated, even though he

despised the New Poor Law and had no illusions about "the blessings of poverty," "the

poor often seemed disgusting to hi~ especially if they happened not to be the English

poor. ,,263 The strong national pride and compassion that Dickens and 50 many of bis

countrymen expressed for the EngJish poor - c'the hardest worked people on whom the

sun shines" 264 - were not transferred to other nationalities. He despised beggars and

begging, a subject taken up by Punch and angrily by Dickens in c'The Begging-Letter

Writer," as weil as in Pictures from Italy.265 He "came on sc strong" against the begging

letter department that the "patterers" or street literature sellers struck him off their list of

favorites. In "On Duty with Inspector Field," Dickens found no objection to incarcerating

a woman for begging with a child at ber breast.266 In the same story, he sneered at an

Irish family who is C'not on their bit of sacking in the corner" because the family was out

late that evening, "a-cadging in the streets!,,267

Dickens may have sympathized wi'th the causes of Irish poverty since he tended to

look for the underlyjng causes of social problems, but like Leec~ Thackeray, and

Trollope, Dickens exhibited a cultural, racial, and national prejudice. Improved

conditions for the lower classes, Dickens dec1ared, must come through thoughtful

government intervention, education, and charity. Most importantly, however, Dickens

believed that the poor could ooly better themselves as he himself had done, through self

help, hard work, and determination. The Irish stereotype failed on ail these levels.

Ultimately, Dickens and bis and bis circle of elite opinion-makers distinguished between

the "deserving" English working classes and the "undeserving poor," ioto wbich category

the Irish generally fell.

Ibid.. IlS.
~fonroeEngel. TheAlarunty o]Dtckens (Cambridge:. Massachusetts: Han-ard Cniversity Press. 1959).50.
Ibid.. 6.
Charles Didcens. Pi<:lun:s From ltaly (XCW York: Cowu"d.M~ &. Gco~cgan. 1974).218.219. Sec-The Bcgging

Lc:tter \Vriter:- ln H.I~':. ~by 18. 1850. The anty p.acrer that Dic:kens specificaUy dcsaibes by naionalily is Irish. '"The Irish
gen11eman. a memb« orthe same fratcmity...posàivc:ly rcfùsed 10 lavc my door for less dwl a so,,·eràgp. and resolved 10 bcsicge me
mlo complianee. and IitcnUy Msa down~ bcfme il for lem mortal hours.~ The house belng filIly -oc:kcd. Dic:kens ""ails for the lMft 10

leave. Priorto this article. Dic:kens Iud bcGI indudcdamongtbirtypersœs known 10 be dtari1able on. IUt ofoncprofessionat
begging-Ictter ",Titer.
:jj6 The U"commerctal Traw!/ler and RepnnledP,eces. S14.
:lS7 Ibid.. 517.
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Chapter IV-Section A

Moral Didacticism and the Rise ofthe Illustrated Press

Shortly after the passage of the Great Reform Bill, advances in pnnttng

technology and reductions in newspaper and paper taxes brought fonh a tide of

inexpensive literature. Between 1830 and 1860, the burgeoning of the popular publishing

industry led to the transformation of the POpuiar cultural experience 50 that in essence by

1840 a modem mass culture had begun to evolve. A significant feature of this cultural

transformation was the mass dissemination of pietorial images.

With the establishment of the illustrated newspapers, ail sons of images were

widely available and affordable to the masses. Dlustrations of fine art and theatre, foreign

cultures and places, industry and science, the fashionable elite and the abject poor were

disseminated. Newspapers and magazines were widely accessible through individual

subscriptions, news stands, coifeehouses, newspaper societies, clubs, and subscription

reading rooms. 268 In this manner the new inexpensive printed image wholly outstripped

earlier newspaper circulations to develop into the tirst regular, ongoing form of mass

communication. 269

The earliest mass-circulation magazines consistently set forth a distinct set of

moral and cultural values promoting "civilizedn behavior conducive to social stability.

While there is little evidence that these magazines were bids for social control, 270 they

were significant as vehicles by which the political and economic elite transferred their

social, moral, and intellectualleadership and may have gained in appeal as much from the

readers as they did from the publishers, editors, writers, and artists. %71

The Penny Magazine, published and edited by Charles Knight, was founded in

1832 under the auspices of the Society for the Useful Diffusion of Knowledge (SUDK)

with the specific intention to edueate and uplift the general public. %7% Knight believed

that the exposure of the public to high models of art would bring forth a greater

R. o. AJtick. The Engûsh Com",on Reader (Cbicago and London: L"nh..oersity of Chicago Press. 19S7). 3%2. By 1840.
London !lad bawccn 1.600 and 1.800 QOffcchouses. I~d in some cslablishmcms. as rmnyas 1.500 a&Slomcrs il da.. couJd read doze:ns
of dailies. pro"'Încial and foreig,t papers. magamtes. quartcrlies. and wc:ddic:s. :61 The appcal of the illUSlnllcd publiCllions wu
particularly broad sinc:e they demanded neilhc:r a formai education 001' basic lilcracy. y~ tbey had the capad}' to cntcrtain. amuse. and
inform the widest audiœce.
:69 Patricia Anderson. The Pr",ted Image and the Transformation ofPOf'Mlar CIIÙJlre. / ï90-/860 (England: Oxford. 1991). J .
:':"0 Ibid.. 5.
:-1 Ibid.. 4.
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• understanding of the power of God. 273 It was the first attempt made to supply not ooly a

liberal use ofwood engravings~ news~ and useful information to a mass readership of the

ordinary and the poor~ but also the first to operate steam-driven presses.

Both the praetical process of printing illustrations and various pre-urban artistic

conventions worked to undermine immediacy in publication, aJthough early newspapers

often utilized a collection of stock blocks ta save lime and money. Previously engraved

images ofbuildings~ cities~ harbors~ or exotic locales could easily be altered ta fit to meet

a deadline. It was also common for artists or engravers to copy or modify successful

compositions of artists from either the past or present. The use of tbis convention

underscores the influence that anists had upon others within their own profession. In the

initial stages of periodical illustratio~ there was no guarantee of either on the spot

illustration or of accurate graphie reponing of social conditions. Technical or

administrative limitations like weekly publication deadlines~ the use of stock drawings~

the transfer of sketches by engravers to wood blocks~ and the need to engage multiple

engravers for large designs all affeeted the quality and accuracy of the tinished produet.

In general~ however~ the public accepted engravings as presented~ except in obvious cases

of distortion. 274 Since publishers were more concemed with the success of a publication

and the enlargement of circulation than issues of accuracy, editorial policy hinged on

catering to middle class readers with anodyne and elevated sentiments.

The Penny Magazine and magazines like it promoted and reinforced the 'English ~

virtues of temperance~ self-help~ industriousness~ frugality~ and duty to family and

emp]oyers. 27S For example~ works of art such as an engraving of a third-century Be
statue, The Dying Gladiator, through text, image~ and context, presented in Anderson ~ s

words, "an unwritten exhortation to the reader to work hard~ exercise restraint~ and value

what you have--in short~ he civilized.n
276 Many other works, like The Last Supper, The

Laocoon (Figure l)~ and Murillo~s Young Beggar (Figure 2) served socially ta uplift or

morally to edify the nineteenth century reader. Artists such as Leonardo Da Vinci,

Raphae]~ and Peter Paul Rubens were often praised as exemplary models of bard work

•
Ibid. so.
Ibid. 70.
Fox.. "SOCU) Reportage." 90.
Ibid. 57
Ibid. 60.
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and perseverance. Such engraVlngs were to lend a stark contrast to the Famine

illustrations from the IIlustrated London News. Engravings Iike FuneTal al Skihbereen

(3) and The Village of Tullig (Figure 4) were disturbing to contemplate for a public used

to vie\\ling elevated subjeets and engravings of great art. Yet al the same time, the images

were confounding, for the messages were not always easy to interpret.

Works of art were often used to civilize by a negative example as weil. William

Hogarth's works were especially weil suited to The Penny Magazine 's concept of

improvement through an. The series, Industry and ldIeness, of which eight plates were

reprinted, depieted both good and bad examples of behavior for the betterment of the

rearling public. And by the mid-nineteenth century, in a general sense, Hogarth's

Protestant morality, literary and biblical references, creativity, humor, and ehauvinism

perfectly exemplified Victorian taste and sensibility. 277 ln spite of the improprieties and

vulgarity of Hogarth's work, wbich were deplored by nineteenth-century erities, Hogarth

had become the quintessential English artist and came to symbolize British middle-class

morality and eommon sense. In 1866, George Augustus Sala declared that "tbis

philosopher ever preached the sturdy English virtues that have made us what we are. He

taught us to fear God and honour the King; to shun idleness, extravagance and

dissipation~ to go to church, help the poor, and treat dumb animais with kindness. ,,278

Editors anticipated and detlected any moral objections to Hogarth's indelicacy by a

careful selection of plates and by quotations from Charles Lamb's well-known essay, On

the Gellius and Character ofHogarth (1811).

Those who are acquainted with the works of Hogarth will he aware that in tbis
selection we have not introduced a single print tbat can offend the most fastidious
taste. In many of them there will he found representations of human nature in its
degradations ofvice and imprudence; but such representations are redeemed trom
the possibility ofexciting disgust by the exquisite skiU ofthe artist.279

The Penny Magazine's popularity encouraged many imitators. One of the most

suecessful was John Parker's Saturday Magazine (1832-1844.) By copying the Penny

Magazine 's illustrated format and by using steam powered presses and the process of

stereotyping, the Saturday Magazille spread evangelicalism and the interests of the

Chureh of England. It published stories from the Bible, portraits of religious men,

Keonelh Bendincr.An lnrroductlon To V/cronan Painting (Xew 1U"·cn: Yale Vnï"·enily Press. 1985). 32.
George .o\ugustus Sala. William Hogarth (London. 1866). 7·8.
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illustrations of scenes from the Holy Land~ and pictures of churches and cathedrals.

further inculcating religion from a Protestant point of view

The success of the penny press encouraged a variety of other penny ~~Joumals...

"Storytellers," and "Gazettes:~ weekly "Visitors" and "Miscellanies~~ to join the

established market. Despite its demise in 1845~ the Pellny Maga:ille had produced. as

Knight himself stated~ Ha revolution in popular art." 280 Not only had it changed the

appearance of popular publishing and illustration. it had introduced artistic theories and

images into everyday life. It had endeavored to reform public behavior through art~ and it

had brought high culture and the Academy Exhibition room to the average reader. ft had

also accustomed the reader-viewer to an abundance of illustrations with moral messages

sometimes overtly drawn and stated~ such as the engravings by Hogarth~ but oftentimes

so subtly depicted that the moral message was almost subliminal~ and could only he

understood through a generalliterary or artistic context.

The second generation of magazines (1845-1860) differed considerably from

their prototypes and came upon the scene concurrently with the Famine in Ireland.

Publications such as the Londoll JOllnla/. Reynolds' M;scellallY~ the Londoll Illustrated

News. the Plc/orlal Times. and PUllch were independent from the start. They were free to

make business or editorial decisions without interference. Although commercial

expediency and a personal conception of the public taste now guided editors more, a

standard of public morality had already been achieved. Typical fare consisted of

informative articles. anecdotes. aphorisms~ illustrated stories~ poems~ and in sorne cases.

serialized novels Though the readers of the penny press ditfered in station and class

from those of the more expensive illustrated papers~ the moral instruction and intent of

both were similar and representative of the times.

By 1845 the illustrated press was weil established. The most sustained successes

were the weekly magazines. Despite large circulations, the artistic standard of these

papers was not high. Figure drawing was often weak~ character expression stilted and

often unsophisticated Nor were there many successful atternpts to engage the sympathy

of the reader Primary to the process were concems of speed and topicality, to which

artistry and originality were routinely lost. The use of stock engravings simplified the

Cdina ro:\.. •"ioc/al Ro!porw?,t!. lOlo
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process somewhat, but detraeted from authenticity and credibility. Nonetheless, through

the lines of art the subtle and often oot 50 subtle expression of prejudice, iotolerance, and

resentment continued and expanded. The next three sections of this chapter will focus on

engravings from the three primary illustrated papers, Punch, the Picloria/ Times, and the

Illustrated London News.

.~dcrson. Pnnled Image. 83.
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Chapter IV - Section B

Punch

The first issue ofPunch reached the public on July 17, 1841 four years before the

blight appeared in Ireland. Sold for three pence, Punch was not terribly successful at first

since 10,000 copies were necessary to make the venture worthwhile, and its circulation

only ranged between five and six thousand copies. 281 As Punch gained in popularity,

however, and became a favorite of the public, its circulation grew to a weeldy average of

over 30,000 issues. 282 Within a short time, Punch grew famous for its satiric humor,

caricatures. and cartoons and evolved into the most influential illustrated periodical

published during the famine years. Although Punch was primarily a London paper, it

was read throughout the country by the middle and upper classes and routinely by

politicians and cabinet ministers and middle-class policy makers. 283 The political elite

that was regularly lampooned by Punch took note of its jibes and cuts. They socialized,

exchanged views and favors with the Punch men and on occasion even tried to deflect

attacks. 284

Except for an early and rare pro-Irish stance, from the stan Punch adopted a

moralistic agenda and an anti-Irish bias. The first editors, Mark Lemon, Henry Mayhew,

and 1. Sterling Coyne intended Punch to educate "without pretension but with pleasant

instruction." 285 Coyne, who was Irish, did not fast long at Punch. Contemptuously

dubbed "Paddy" Coyne by Mark Lemon and "Filthy Lucre" by Douglas Jerrold, referring

to his rather dirty appearance, Coyne was forced out of the co-editorship for a1legedly

plagiarizing from an Irish paper. 286 Punch expressed the popufar voice as weil as the

voice of the Punch staff whose anti-Irish leanings were clearly reflected in its pages.

Ruskin described Punch 's politics:

~L H. Spielmann. TheHrstoryofPunch(Xew York: TheCassdI PublishingCo~1895),31.
Ibid., 49.
Peter Gray, ~Pund1 and The Gre3l Famine. K HlstOry: freiand (Summer 1993) : 26.
!-.l H. Spielmann. The Hrsrory of Punch C'cw York: The CasscU PubiisbiDg Co., I89S), 197-199. One suc:b incidalt

OCCUlTed in 1845 al the PrÎDlcrs' Pcasiœ Socïcl.y .-\anuaJ Dianer bdd • the AlbiOll. Disraeli askcd 10 me« the famous Pllnch
caricalurist. John LcedJ. hoping 10 impro\'e his carialllred image by c:barming the artist. as weil as LemOl1 and a BedcCll. But. "''ÜÜJ
:1 fc:w months the au.aœ ooalinuod- For aU the critic:ism. Lord Bacon.sfidd adaJowlcdgcd his resped for and the intlUCllCle of Punch
in his book. EndymIon. and like Sapoleon m.. kqtl man)' of the <Us tIul œnlCl"cd around bim.. Lccch. fora'CI" I:OIlgcniat beld a
pension gï...en to him b~' his polilic:al a~'crsaries, but il would ha\'e dicd wilh him. ifDisracli lud net prcscrved il for the ramily.
:I~ Mo H. SpielmamL. The Hrstory' orPunch ( Xew Yorle The Cuseu Publishing Co.• 1895). 2.
~ Ibid.,272.
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• He is a polite Whi& with a sentimental respect for the Crown, and a praetical
respect for propeny. He steadily flatters Lord Palmerston, from bis hean adores
Mr. Gladstone~ steadily, but not virulently, caricatures Mr. Disraeli; violently and
virulently castigates assault upoo property, in any kind, and holds up for the
general ideal of perfection, to be aimed at by all the children of heaven and earth,
the British Hunting Squire, the British Colonel, and the British sailor. 287

This was a political pbilosophy generaIly antithetical to Irish poveny, economics,

politics, and politicians. While Punch ridiculed sham gentility, vulgar ostentatio~ crazes

and fads, affectations of fashio~ and the social, political, and anistic behavior of the day,

he aiso expressed abundant prejudice towards Irishmen, Frenchmen, lews, and foreigners

of aIl sorts. When Punch could not understand why the Irish wouId come to England in

droves if they wanted the repeal of Union 50 badly, Foster explains, '~conomic realities

were never the magazine's strong suit." 288

As for the poor, Ruskin described Punch's attitude in the Art ofEngland:

Punch has never in a single instance, endeavored to represent the beauty of the
poor. On the contrary, bis witness to their degradation, as inevitable in the
circumstances of their London life, is constant and, for the most p~
contemptuous... 1 cannot say how far with didactic purpose, or how far in
carelessly inevitable satire, Punch contrasts with the disgrace of street poverty the
beauties of the London drawing room, the wives and daughters of the great upper
middle class, exalted by the wealth of the capital, and of the larger manufaeturing
townS.

289

Punch's gaiety and success turned on the intelligence, per5Onalities, and the

sociability of the staff A unique feature of the organization was the use of the Punch

Dinner. The Dioners were instituted to promote group cohesiveness, expand staff views,

and discuss the public mood. 290 Somewhat later, the dinners were used to discuss and

determine the '1>ig cut," or full-page canoo~ the formai statement and considered

opinion of the staff A1though the dinners were ootOO for their conviviality, brilliant

company, and wit, they "became as exclusive and esoteric as a Ma50nic initiation." 291

Only the most distinguished and refined members of the staff were appointed to the

:r:'
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John Ruskin., The Art ofEnglontJ. Leclllrc Grven", Oxjôrd (Kent: Gccrge AJICII. IS84). ISO.
RF. Fosler, Paddy &- Mr. Punch. Connections m Insh tmd EngllSh HlStory (London: PCllguin Books.. Lld.. 1993). 176.
lbid.. 181. 182.
~L H. Spielmann. The HlSloryofPwnch (!'CW York: The CassclI PubüshingCo.• 1895). 59.
Ibid.. 59.

97



•

•

Punch Table. 292

A typical evening might find Douglas Jerrold, Horace Mayhew, Shirley Brooks,

Percival Leig~ Thackeray, Kenny Meadows, John Leec~ Richard Doyle, Gilbert a

Beckett, Mark Lemon, and the publishers at the table...!\fter dinner, the presiding editor

would take suggestions and ideas for the ''big eut" which would often he decided with the

aid of the latest editions of the evening papers. Shirley Brooks and John Leech were

considered exceptionaUy gifted in choosing the most appropriate subject. Tradition and

prestige strengthened every jibe, and consequently the exclusiveness of the Punch Table.

Occasional guests were invited to the Punch Table. 293 The PlOlch Club was established

as a separate institution and included the regular staff: fiiends, well-wishers, and a variety

ofcelebrities.

The paper embodied the superiority that Punch contributors believed to be innate

to their position and nationality. Its depietion of the poor, panicularly, the Irish poor, was

barn of class-consciousness and snobbery, racial and religious discrimination, and a

resentment towards Irish nationalism. If the exclusiveness and intimacy of the Punch

Dinners and the Punch Club contributed significantly to the clevemess, intelligence, and

success of the paper, they a1so reinforced an elitism, arrogance, and prejudice elemental

ta its pages.

Marion Spielmann, the famed historian of Punch, chronicled the well-known

prejudice of the anist John Leech (1817-1864) against lrishmen, Frenchmen, and Jews.

Dickens and Thackeray, close friends of Leech, held similar prejudices, a1though Leech's

were colored with a nationalistic fervor. 294 Leech's heightened sensitivities and bis

feelings of self-importance derived in pan from his background and the celebrity he

gained from Punch played a significant role in Punch's public denunciation of Irish

character. As Punch's leading cartoonist during the years of the Great Famine, Leech's

political drawings provoked a great deal of attention. Anthony Trollope and Thackeray

Ibid. 413. vrtlliam ~ewmm,a talcntcd utisllcno"'D for his liIlIe silhoucllcs callcd "bladcies.~ produced a prodigious
amount ofwork for Punch, drawing wcU over SOO euts b4wCCll 1846 and 1849. Yet ~ewmanwas nevcrin·..ilcd eïlherlo the DinDer
or to associale with the OÜIer mcmbcrs ofthe ~ffbecausehe lac:k.cd the appropriatc sophislic:3lion and manners ncœssary to fil in
with the group..
:93 Among tbem We!'C O1artcs Dickens. a close friead ofDouglas Jcrrold. Thackeray, and Lcecb; Sir Joseph PaJllOft. the
armdCCl ofthe Crystal Palace; Pete!' lùdcbam. financier ofthe Dari}' l";ews ..d &icud ofDidtcns and lbac:k.cny borh; Samuel Lucas.
editor ofOnce Q Week, as weU as Sir \\'. H. Russell. Sir .John ~fiUais, and William Gladslœe.
:s>o Ibid. 437. OH.,. greala" c:onccm to Lcecb was his prejudice apimt and inlolcnace oforgan grinclcrs. "~forb1dly timid of
aIl noise. he writhcd mo!il I8lder the sound orthe orgab. md lo\'cd 10 stay 3l sorne quiet English sc:asidc place "where door-knodccn
were dieted to threc raps il day."
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• bath agreed that Punch 's popularity was due "more to Leech, than to any other single

persan." 295 But it was true aIso that Leech owed much to PUllch.

The son ofan Irish cotTeehouse proprietor of much anistic and intelleetual ability,

(he was a Shakespearean scholar), young Leech was sent off at seven to Chanerhouse

where he excelled more in games than in bis studies. His Chanerhouse days are

remembered most for the lifetime friendship he formed with William Thackeray. At

sixteen, Leech attended St. Bartholomew's Hospital to study Medicine where bis

anatomicaI drawings were commended for their excellence. It was there that Leech met

Albert Smith, Percival Leigh, and Gilbert a Beckett, aIl ofwhom later worked for Punch.

When a disastrous reversaI in family finances prevented Leech from continuing bis

education in medicine, Leech found work as an anist.

Leech's relatively privileged lire is ponrayed (fi William Powell Frith's two

volume biography. As a fellow artist, member of the Royal Academy, and friend, Frith

knew Leech both professionally and socially for many years. Frith describes Leech as a

taIented, cultured, delicate, kind-hearted, and generous man, whose "mental condition

was deeply tinged with sadness 50 common to men who possess wit and humor to a bigh

degree." 2%

Although Frith says Leech wished to be a painter rather than an illustrator, Leech

"ridiculed the care spent on the details in pietures. Finish in bis opinion, was 50 much

waste of time." 297 So Leech never used models. His drawings were creations of bis own

imagination and a melding of sketches he made of backgrounds and foregrounds, details

of dresses, landscapes, and bits of character taken from unsuspecting sitters. 298 But the

aI1ist excelled in rendering facial expressions and in capturing movement and was praised

highly by Ruskin and others for these abilities. 299

One common link to the anists who drew the simianized Irishman in cartoons was

the fact that many of them were not part of the dominant ethnic group, and were in sorne

way of marginal English heritage. Many most constant in caricaturing the Irish were of

Scottish extraction. James Gillray (1756-1815) (whose tirst caricature was C'Paddyon

•
Re'\"_Gordon Tidy. A LIa/#! Ab0J41 Leech. (London: COftSUbIe and Co.• Lld~ 19] 1). 9.
John Leech. 9.
~'imam Powell Fritb. R. A.. John Leech. HIS Lire and "orts (London: Riœard BcnlI~·and Son. 1891). 6.
Ibid
A uale Aboul Leech. 47.
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Horseback." 1779). George Cruikshank. John Proctor. and Harry Furniss were either born

in Scotland or were sons of parents of Scottish descent. John Leech's father was of Irish

extraction, and 1. Kenny Meadows was born in South Wales. 300 How imponant

marginality was to the work of these cartoonists one can only guess. but the desire to gain

acceptance by a repudiation of others or of one's own background was not an uncommon

phenomenon. Both William Mulready and Daniel Maclise repudiated their Irish

background. Irish parliamentarians. Irish anists. and Irish writers commonly left Ireland

for England and routinely followed this pattern. In Pllllch's series on Irish Snobs.

Thackeray wrote that the shams of Ireland were '''more outrageous than those of any

country" 301

PUI/ch was especially virulent in its sustained negative bias towards the Irish

Apart from the beautiful icon ''Hibernia'' who symbolized a romantic ideal of Ireland.

"Paddy" and his female counterpart, "Biddy." were the common represemations of the

peasantry and targets of unremitting derision. Continually mocked and ridiculed. the Irish

were depicted living in places like "Ballymuckandfilth.," JO: in broken-down cottages.

sleeping with a litter of children alongside the ubiquitous family pig. With tongue in

cheek. PUllch 's "own Commissioner:" "corroborates" the accounts of Mr. and Mrs S C

HalL whose series of travel books on Ireland Punch happily ridiculed. J03

Next to being the loveliest women in the world, the Irish are certainly the
deanest. [Irish dungheaps] positively steam with [the] sweetest odours: to which
circumstance may .. ,be attributed the lovely complexion and seraphic looks of the
swarms of children that abound in every village. They are aIl. too. sa scrupulously
dean-and 50 comfonably clothed. In almost every cottage, they keep one or two
pigs .. [normally] such a custom cannot conduce... cleanliness of the
homestead. .but Irish pigs-with the quick genius of their country-know what is
due to the courtesies of life, and behave accordingly. 304

.·Ip~s und .-Ingt!!s. 96
hm.:h. \·01 XI. Jul .. -Dcl."\.-mh..,-. 1846.63. Hotds abound.:d. butthl.T': w..,-.: no Inns. Founili ..-s \\!th ;l hundr..-d .l y.:ar.11\

t-..:çam.: gcntkmt."fI. h-pl a nag.. rode: to th.: hound..... and sw:sgg..'T.:d about in the: ~Pha'\T1Ix. - lri!Ûlm.n 3p1.'Ci F.ngiishman and forg{'( thclr
,-'Ountr. In the: hroado:st of brogu...":'. O'Do"d ofO·Dowd.~o"nwould say. "Come: dme: with m.:. m .. boy. :-0011 fïnd us aU En.f!.ltsh

rhert!" .-\nd JU~ about .....-~.-te I... ..:d ln a .:a~Ic: and "as d~cloTld~ tram Snan 8aroo_
l': hmch. (London Bradbun. & E...ans_ \'01. Ix.. ~--.:mb.:r - Jul... 1845).176.
tut ~lr and ~lr~ S, C. liaIt.. irt:l~nd. Ils SCt!ner;. Charucter.. anJ Hlslory_ \"01. 1\" (Bt.>ston. Fr.m,-'s ..\~ ~Î~,-=\)lIs & Co~an~.
19111.269 ln six kTlgJh.. \'olum~. the Halls prl.-.;cnl a sympalhctic and unpr.:judic~ ..i"", oflrdand'" "I."\.'I1er... p..-opl.:. MId hl~on

Th..... ackno" I..odge the be:3Ul" of the: "omloTl. the rudcst of conditions. and the "ildest of înhabiunts in man'\ parts of Irdanc1 But th..:
Halls gc:nI.~lh c:\.'lol the: \lnU~ of th.: pc:oopl..:.. gi,..ing r.:alislic reasons tOr th.: mismes lh~ œdurc: wilh sugg.:slions foc !h""If
Impro"I.TIl~t

"H l'und:. (\.ondon Bradhun & F...-ans_ \'01. IX. D~'-'mba- - Jul:-. 1~45). 176.
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Hence, Leech was not aJone in his anti-lrish depietions Pllllch's displeasure toward

Q'Connell and Repeal was prodigious. In 1843, J Kenny Meadows drew the feature

cartoon The Irish Frallkellsleill (November 4, 1843) in which Daniel Q'CoMell creates a

fiendish giant meant to represent the repeal movement with homs, enormous arms and legs,

and flaring nostrils. Between 1842 and 1848. R. J. Hamenon (Shallaballa) contributed ten

cartoons or "big-cuts"-""striking for their handling and finish" according to Spielmann.

The majority of his subjects were Irish. and as one of the few lrishmen that worked on the

paper, Hamenon was harsh as only an Irishman could be on Daniel Q'Connell and Lord

Brougham. He produced The Irish Ogre Fanellillg olllhe 'Finesl Pisilltry. King 0 'Coll"ell

al Tara. BagKing the Wild Irish Goose. and so forth. King O'Conllell al Tara (Figure 1)

published on August 26. 1843 attacks Daniel Q'Connell for using the RepeaJ Assistance

Fund for his personal expenses and the peasantry for their subservience and blind

obedience ta Q 'Connell. Q 'Connell is portrayed as a buffoon wearing a crown of corncob

pipes, seated next to a scale of justice hanging off balance, while a pig and buttermilk are

otfered as tribute. Harnerton depiets both Q'Connell and the peasants with uptumed noses,

clown-like features, and prognathous jaws. Favorable and unfavorable images of the great

"Liberator" profoundly afTected audiences on both sides of the Irish Sea. By comparison,

see Chapter II - B (Figures 1S, 15-a, lS-b) for several portraits ofO'Connell by Irish anists.

From an examination of The Home of the Rick-Bllrller (Figure 2) (July 6, 1844),

we can contrast the political and iconographie ditTerences that Leech expresses in his

English and Irish subjeets. In this cartoon, Leech depicts an English agricultural laborer

who lives in abject misery. Note especially the countenance of the rick-bumer, whose

patrician profile displays a straight nose and the ideal 90-degree facial angle described by

Camper. In contrast to the Irishman in Rillt v. Polaloes. - The Irish Jeremy Didd/er

(Figure 3), the English rick-bumer is depicted syrnpathetically. Clearly, Leech

sympathizes with the rick-bumer's courage and determination in the face of authority and

forgives his desperation. evinced by the devil. His attitude is not one of hopelessness and

self-pity like that of the Irishman as depicted in the "Diddler" cartoon. Leech's use of

Camper's facial angle to depiet the moral high road as weil as to distinguish the upper

classes from those below is almost consistent throughout his work. Occasionally, he

makes exceptions to this mie.
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In the Punch calendar for January of 1845, entitled Bubbles of the Year- The

o 'Collllell Rent, (Figure 4) Leech depiets Q'Connell as King of the Irish, leadiog the

Repeal of Union. Note the crowd of peasants with bare feet and rags, ape-like,

prognathous features, low foreheads, and bestial jaws.

Punch continues the attack. In Volume XIII, (1845) Leech sneers at Q'Connell in

the cartoon, mentioned above, Rint v. Potatoes. - The Irish Jeremy DiddJer for asking for

monetary contributions from the starving in Ireland. Here Leech ponrays the suffering of

the peasantry, although the woman and her children are unattractive and

unsympathetically dra~ the man, bis head in bis hands, in abject despair. Q'Connell is

again given the '1rish" uptumed nose and prognathous jaw. William Newman's The Real

Potato Blight ofIre/and (1845) (Figure 5) c1everly depiets O'Connell in another fonn. In

the spirit ofPunch, Newman conceives Q'Connell as a potato, seated on bis tbrone with a

collection plate below. The idea ofO'Connell pietured as a potato, however, is not new.

Note the earlier anonymous 1829 rendition, published by Mc~ March 8, 1829,

entitled a Sketch ofthe Great Agi-Taler (Figure 6). Although bothjibs are hars~ the 1829

engraving attacks the Catholic Church as weil.

Leech's Irish canoons plainly exhibit prejudice, except for his romantic and

idealized conception of Hibemia. In the 1846 cartoon The Irish Cindere//a and Rer

Haughty Sisters, Britannia and Ca/edonia (Figure 7) Leech depiets Hibemia as

Cinderella. Hibernia's graces include Camper's f1awless facial angle, her features and

figure meant to impart classical Greek proponion. In this cartoon, Hibemia is exploited

by her ugly sisters, Britannia and Caledonia. But as Foster notes in Paddy and Mr.

Punch, Leech bas no interest in carrying out the implication of the metaphor. He never

denounces Britannia and Caledonia for their exploitation or for the injustice they inflict

upon Hibemia. JOS

Consider the following seven cartoons. Paddy is variously depicted as a wild,

melancholic~ indolent, unstable, and prognathous Caliban, with a facial angle in the low

sixties~ bis temperament determined by "the blood and bile of his race." Justice 10

Ire/and (Figure 8) April 18, 1846 pietures the disturbed state ofaffairs after the failure of

the potato crop and the passage of a Coercion Bill. Leech depiets the implied violence of

•

• lO~ R. F. FO'S1r:r. Paddy & Mr. Punch. 194.
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shillelagh-wielding prognathous lrishmen. Although Leech faYoTs sorne young women by

giving them fair countenances~ others are portrayed as hags. If Punch disagreed with the

passage of the Coercion Bill in this instance, Leech' s artistic interpretation lacks

sympathy for the Irish distress. Another 1846 cartoon Young Ireland ill Business For

Himself (Introduction, Figure 1) represents the secession of William Smith O'Brien and

the "physical force'~ party from the Repeal Association. Leech mocks both groups as he

depicts the split with two ape-like figures and an assortment of arms. Heighl of

Impudence (Figure 9) published on December 12~ 1846 finds Leech satirizing the current

agrarian murders in Ireland. Despite the horrific suffering occurring in Ireland through

1847. Punch and Paddy (Figure 10) December 25. 1847 again centers on violence in

Ireland. Punch urges an Irish puppet ape to put away his arms and "have a Merry

Christmas."

For Punch. the battle of Limerick in 1848 defined the Irish as revolutionaries and

insurgents, but il was the hand of John Leech who assigned the Irish ape-like bestiality

with consistency. Both Alfred the Sma/l (Figure Il) and "My Lord Assassin" Clarendon

Murdering the Irish (Figure 12) show weil fed, unreasonable, militant, ape-like Paddys.

In Leech's 1848 "big-cut~" The Baule of Limerick (Figure 13)~ the United lrishmen are

drawn in retreat~ as the opposition triumphs and William O'Brien, cast as a hyen~ Mitchel~

a monkey on O~Brien's back~ and Meager flee the scene. See also The British Lion and lhe

Irish Monkey (Figure14). Despite governrnent consternation and ridicule by Punch and the

press in generaL Irish nationalists in London mobilized thousands of workers into Repeal

Wards and Confederate Clubs in response to MitcheII's transPQnation in June and July of 1848.

ln another 1848 cartoon Here and There (Figure 14) emigration was encouraged

as a remedy. In this canoon~ a starving family is symbolically backed against a wall on

which are posted notices cautioning against the loitering of vagrants and proclaiming the

illegality of chartist and socialist meetings. This severely destitute family is probably

meant to be lrish~ although they are not depicted wlth the usual low profiles or

prognathous jaws. Perhaps Leech saw the impropriety in debasing people who are being

asked to emigrate. Clearly the purpose of this cartoon was to entice a surplus population

to leave England for the balmy shores of Australia where hard work and diligence

produced lavish meals laid under beams laden with harns and bacon.
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Punch 's Phrenological Almanack for January of 1849 paralleled the imponance

of Christmas bills and the odious task of accounting for the means of meeting them to an

accounting in Pari iantent of the cost to relieve Irish distress. A proposai for a grant of

50,000 was hody debated and was unfavorably received by Many of the Irish members as

being inadequate. The English point of view was expressed in Punch adamantly, twice.

Within the same month, January of 1849, two cartoons pieture this subject-The Eng/ish

Labourer 's Burdell; or The Irish O/d Man of the Mounlain (Figure 15) and The Modem

Sinbad and the O/d Man of the Sea; or John Bull and Paddy (Figure 16). Both express

England' s desire to cast off its overwhelming Irish burden, featured in Figure 15 as a

deranged Irish banshee and in Figure 16 as a crazed Irish beggar, both carrying 50,000

English pounds. Clearly Punch opposed any funher Irish expenditures.

Another 1849 cartoon The Marvellous Cure (Figure 17) pietures Russell, the

Prime Minister and Clarendon, the Lord Lieutenant of Ireland, standing at the bedside of

the patient, a proverbial ape-like Paddy, looking DOW far less the man than the heast.

Essentially, Clarendon tells Russell that since the patient is murderous and insane, ooly

coercion will cause matters to improve.

In contrast, anti-Irish prejudice is not found in the work of Richard Doyle, who

worked on Punch from the age of eighteen until he was twenty-six. A glance at Doyle' s

life illuminates not only bis attitude toward Irish issues but the ethos of the era and that of

Punch as weil. Richard Doyle was born in London three years after the arrivai of bis

family in the city. Since Doyle was the second eldest in a large close-knit Irish Catholic

family, it is not remarkable that bis cartoons expressed a greater compassion and

understanding for Ireland than the work of other anists. His father, John Doyle, was the

well-known Dublin-barn political caricaturist, '~.B." Although Richard Doyle became

the most famous of the offspring, ail of the children inherited sorne anistic talent. Charles

Altamont Doyle, the father of Sir Arthur Conan Doyle, is particularly interesting for bis

drawings and watercolors sympathetic to Irish nationalism, and Sylvia Doyle is known

for her caricatures of Irish life.

Educated at home by tutors, Richard was taught drawing by his father and showed

extraordinary talent at a young age. The eIder Doyle was said to have led satiric art onto a

path of restraint and civility. Certainly the household in wbich Richard Doyle grew up
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was one of culture and refinement. Doyle's extraordinary journal begun at age fifteen

records in words and drawings a pleasant farnily life lived in reasonable comfon with

outings to the oper~ coneens, Regent's Park Zoo, the Royal Academy, and the Tower of

London.

Doyle's Punch cartoons expressed the same civility, love of beauty, and style

earlier exhibited in his journal. On Irish subjects, Doyle's style regularly displayed a

balanced and syrnpathetic approach; his Irish charaeters are genially portrayed and not

ridiculed. On March 16, 1844, Doyle contributed bis first '1>ig-cut" The Modem Sisyphus

(Figure 18). In this cartoon, Sir Roben Peel attempts ta roll a great stone representing the

insoluble Irish question in the form of Daniel 0 'Connell to the top of a mountain, as the

"Furies" led by Lord John Russell look on. Although the canoon's sentiment underscores

the difficuity of solving the Irish question, Doyle suggests the '~uries" might have sorne

input. On Oetober 17, 1846 Union ls Strength (Figure 19) is published. This optirnistic

sketch upholds the importance of Union and symbolizes England's resolve to assist

Ireland. John Bull offers food to an Irish family suffering from starvation and a spade to

encourage Irish enterprise. But within two rnonths, the militant activities of Young

Ireland and the constant requests for relief convinced Punch of Irish ingratitude. Already

discussed, Leech' s Height ofImpudence followed.

Eighteen forty-Dine brought news of a funher potato failure in Ireland. If the

sustained hostility of the magazine caused sorne embarrassment to Punch, in August of

1849 Doyle contributed two cartoons The Landing of Queen Victoria in Ireland (Figure

20) (August 4, 1849) and The New Irish Still (Figure 21) (August 18, 1849) which took a

ditferent tack and exhibited sorne optimism. Both Doyle's drawing of the Queen 's visit

Figure 20 and bis vision of a new era of industry in Ireland Figure 21 express hope for

change in Ireland. Stylistically, Doyle continues his charaeterization of Irish subjects with

pleasant facial angles and features. The figures are idealized, their limbs rounded, and

their clothes although unfashionable, are not ragged. The New Irish Still rnay have been

inspirationaI to some individuals. On April 17, 1852 the Iflustrated London News

announced the establishment of a Beet-Root Sugar Factory at Mountmellick, Queens
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County, Ireland. J06 The Illustrated London News saw the distinct possibility for success

of this industry in Ireland. Punch, on the other hand~ ridiculed the notion.

Why, beet-root shaH be to Ireland the root of ail goodness. Sweets found in
Ireland! Think of that, contemplative men, who tread the wharf ofLiverpool-the
quay of Bristol,-and see vomited trom hundreds of ships, ta crawl like wingless
vermin over the country, tens of thousands of Irish; the sons and daughters of
beggary~ the blight oftheir own land, and the curse of the Saxon. 307

A related story involved Paddy as a new "capitalist" whose savings allowed him the

opportunity for investment. The impression was reversed when it was found that the

savings had come trom the lrishman's wife who he had sent out to beg on the street. JOS

Apan from Doyle's caver design, which endured until 1954, trom 1843 until bis

resignation in 1850, Doyle contributed just 62 cartoons as a regular staff member, weil

under the 720 attributed solely to Leech., Punch 's principal illustrator. 309 These figures

do not include other pietures incorporated ioto the magazine by both men. Leech was

known to have contributed to Punch no less than three thousand pietures over bis career.

310 Consequently, Doyle's philosophical input was far less influential than the large

body of work dispensed by Leech. Doyle's resignation resulted trom the furor over the

'1>apal Aggression," a decision by Rome to re-establish the ecclesiastical hierarchy,

eliminated since Henry VIll's Act of Supremacy. The artist could tolerate the

magazine' s numerous and virulent attaeks on the issue, but as a devout Roman Catholie,

he could not abide Leech's attacks on the doctrine of bis religion or insults to the Pope.J II

The effects of the resignation were significant to the future of Punch. Spielmann

maintains that when Doyle departed, he left work unfinished, deliberately leaving the

magazine in the lurch in order to retaliate against Jerrold and the proprietors who were at

the bottom of the "Punch Aggression." AJthough Doyle may have tasted revenge,

Spielmann explains that

IL\"..~riJ 17. IBS2. 299-301. The rnarka was favorable fOI" Irelmd sinee the priee al. whicb becl-root sup could be
produced in 1847 was DOW in compcUion wilh the slave labour market in the Easlladics. Cuba. and Brazil witbOUl prateding dulies.
Fad.ories in France. Belgium. German}", and Russia indudingthe Zollverein supplic:d onl}" Olle scvœth orthe sugar fOI" the COIIlincnl
leavin g a marlcc:l. sbare I\-ailable for Irish sugar.
10-:0 Punch. Vol. xxm. .1uIy - Decembcr • 18.52. 202.
308 Punch. Vol XXIII. Jill}" - Dcccmbcr • 18.52. 23.
309 Cartoons From "Pœch." (London: BradJury, 19(6), xi-xii.
110 Graham E,,-eriI1. Englisb~stsand Gnphic Humourists orthe S"mdeanb CCIIbIrY(Loadon: Swan SooncnscheiD"
Co.• 1893).286.
1): ~l H. Spielmann. The Hrstory ofPunch ( Sew "iode The Cassen Publisbing Co.• 1895).456.
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• while no Catholic member of the Staffhas ever raised his voice in its justification.
Doyle's conduct served but to increase the bittemess of the anti-Catholic feeling
in PUllch's Cabinet. and perhaps to produce attacks more intemperate than any
that had gone before. And. moreover, it rendered more dift1cult the position of
others of the same faith. who became members of the Staff. JI ...

Following PUllch. Doyle continued to illustrate for Dickens. Thackeray. and others for

nearly thirty years. Although his popularity waned, his style. which was best suited to

non-political caricature. became more noticeably limited. 313 ln his later years, Doyle

devoted himself ta painting fanciful subjects in watercolor of wild country places.

inhabited by elves and fairies

Religious controversies over the "Papal Aggression" and the quasi-Roman

doctrines of Tractarianism inflamed Punch to attack the Puseyites. the Pope, the Irish

Catholic Bishops. and the Irish in general. Simultaneously. anti-Catholic demonstrations

and caBs for ''No Popery," roused Catholics to hold meetings, write letters. and circulate

petitions against the Ecclesiastical Titles Bill. Jl4 ln December of 1850. Leech simianized

the Pope in lhe Cal's Paw; or. Poor Pus(s)sey (Figure 22). ln 1851. the Irish are

personified in the form of a mORkey in The Irish Nuisance (Figure 23). Again in 185:.

Leech depicts the Irish Cardinal Cullen in The Fiery Cross (Figure 24) with ape-like

features, c10sely resembling the earlier cartoon, Poor Pus(s)seJ/.

Another facet of English intolerance is exhibited in three 1849 Punch drawings

an image of lv/end/CliS (Figure 25), A Shower ofBeggars (Figure 26) (probably drawn by

\Villiam Newman). and The Begging Profession (Figure 27). Punch quotes from the diary

of i\1endicus. a begging-Ietter writer who is "shocked" upon entering a local soup kitchen

....at the squalid and c1amourous herds of low Irish, who intercept the charities of

England ·,31 ~ The association of beggary and crime with the Irish remained constant and

presented in the press a visual and verbal reinforcement of this insidious stereotype.

Dublin's cartoonists doubtlessly resented the ponrayal of their leaders as Calibans and

ape-men. although the images were not reversed in Ireland until Parnell began to rally the

Irish cause about 1870 Jiu

n:
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Splclmann. hm..·h_ 4~ï

Chnstoph..T \\11 .."\:1..-1" . .:\1.. R1<"hùrd Doyle '5 Journal. 18.10 <London: British ~fU!;.:um PubliC3tions. L1d.. 1980 J. "",..
F~llt!j o(i:"rtn. :31
Punch. 1~4<). \"01 X\l. Janu.1f'~-June:. 25. "The: Bc:ggars.,·· J6.
.\p.:s & .-\ngcb. 6')
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Chapter IV - Section C

The Pictorial Times

Founded in March of 1843 by Henry Vizetelly and Andrew Spottiswoode. The

Piclorial Time."" was the chief rival of the Il/Ilstraied London News throughout the 1840's.

Vizetelly. who had helped Ingram found the ILN in 1842. was tired of "'dancing

attendance on Ingram" and with the assistance of a talented crew mostly from PUllch set

up his own paper. JJ7 While the two papers may not have held large political differences.

their general approach to subject matter varied considerably. affected to a degree by a

controversy which developed over sham mine illustrations in 1842 If the controversy

induced the PT to coyer social issues more accurately and in greater depth than other

illustrated papers,ll8 that same controversy may also have encouraged the ILN to take a

more conservative approach., especially in light of the newspaper's doctrine of moral

instruction through the "elevated neutrality of art."JI9 As Celina Fox points out.,

newspapers that flined with subject matter ofquestionable taste or political bias ""not only

ran the risk of being charged with sensationalism but also of offending sorne part of their

readership," 320 ultimately risking their commercial viability. When analyzing the manner

in which the ILlvand the PT covered social issues, especially the reports of the /Lolldolll

Times special correspondents during the 1840'5, it is important to recognize the influence

of these factors on editorial policy and decisions.

Like the IIlustTaled Lo"don News, the editorial line of the Piclorial Times tended

to follow the lead of articles in the {Lolldo"l Times. Clearly, the paper did not like

O·Connell. Questions of taste and political bias seemed to play a small role editorially

On the whole. the PT blamed Irish nationali5t politicians. Irish landlords, and the Irish

peasantry for the crisis in Ireland and saw the British as ill-used by the Irish rather than

vice-versa.

Cdma Ft)',. "Th..: D..:,..dopm""t of Social R~OIùg.:in English P.:nodil.:al Il1u~ratton During the HW)'!'. and brh. 1~50· ....
l'usr unJ P".:'<.'fIl \Î·h ?2. 98
". Ihld.. 94-99 Roth Adl' s Penny Dlspatch and OOUgl3!i J..'TTold'!i mwnmated.\ hlga=me pubh!ih ..-d illustratIOns trom th..:
gn' mm..."t· ... lX42 R.:port ofth~ Inqul~ mto th.: Employm~."tand ConditIon ... of Childr....n in th..: ~tint:S and ~lanul:....1.ur..~ Th ....
1Ilu 1.rat1on.... "hld! \\.:re pro\'ld...od ." the Commi~.. ionL'f's and ".:r... submitlL'li 3S on-th.:-spol C',·jd..-n~.:. lat.:r tumL'd out to b.: làlslli..:d.
", IbId. 100
1:' Ihid
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• ln August of 1845, T. C. foster, a special correspondent for the {Londolll Times

was sent to Ireland to report on the condition of the people. During the fall of that year,

Foster sent back a series of reports detailing the dreadful state of Ireland. In November

and December, his reports focused on the appalling circumstances of the peasantry on

O'Connell's own lands in Kerry. These articles set off a tierce controversy, taken up later

by both the II/uslraled London News and the Pictoria/ Times. Foster wrote that in Kerry

the people were no better off than the half-naked potato-fed people he met in other parts

of the country

Here their nakedness is not less, and they know no other food. In filthiness and
squalid poveny. starving on a rood of land with miles of waste land., which the
application of knowledge and industry would make teem wlth plenty, the poor
Kerryman exists in contented wretchedness. Neglected by his landlord, he knows
nothing beyond the growing of potatoes~ oppressed by the hard-fisted
middleman ln a hovel like a pigstye... without chirnney and without window,
with but cne room. an iron pot, and a rude bedstead, with sorne straw litter, as the
only furniture. bed. or bedclothes, the labourer, in the midst of half a dozen nearly
naked children. with his barefooted wife, sits squatted on the mud floor round the

VOlpeat tire •

Fundamentally. Foster blamed Irish landlordism for the sad state of Irish atIairs.

Moreover. he castigated Irish middlemen, which Q'Connell was also, and the inherent

ignorance and indolence of the Irish peasantry. 322 His abusive and disparaging anicles

followed the lines of the traditional Irish stereotype.

The neglected and untaught lrishman, full of impulse, has his sympathies and his
passions easily excited... The natural bent of bis mind is not to ingenuity, but to
cunning. He is as helpless as a child at a contrivance or a plan which shaH drain
his land. or aid him in fishing, or improving his cottage, or save his diseased
potatoes~ but he is great at a contrivance which will palm a bad sixpence upon
you ~ and the trouble he will take, and the roundabout way he will go to overreach
you~ are more amusing than effective. ]23

Faster related stories of the "utter ignorance" of the poor: in Galway people

"pawn... bank notes" and in Kerry, fishermen "spread nets and wait for the fish to come

into them," although he was not entirely sure if the stories were manufactured for his

benefit. 324 But. predictably, the Irish agitator was the newspaper's principal target. The

1:1

• 1"

I:J

J:~

T. C. Fo5t\."f. Th.: Tunes. ~O\'cmber 18. 184S. 8.
lbid.
Ibid.
Ibid. Dickc:n .. Ol3y have: us«:d Fostcr"s IClter as the basis ofhis article. uTwo Chaptcrs on Bank ~ote Forgcries."
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• Times condemned 0 'Connell as

the braggard leader and mouthpiece of discontent ... the man who boasts to have
greater power than priest or monarch ever had before... the King of Tara... How
fearful must he the responsibility of that nléUl who, having great influence over a
people's mind, never used it for their good; and who when they sufIered, jested;
when they starved, extorted~ at once the cutpurse and buffoon of a bideous
tragedy.325

Foster's scathing reports to the Times in the fall of 1845 described extreme squalor and

destitution on the Q'Connell estates. ln November, Foster wrote:

He permits subdivision to any extent. This wins a certain degree of popularity; but
the land under lease by him is in consequence in the most frightful state of over
population... the distress of the people was horrible... In future.. .it will be
remembered that amongst the MOst neglectful landlords who are a curse to
Ireland, Daniel O'Connell ranks first-that on the estate of Daniel Q'Connell are
to be found the MOst wretched tenants that are to beseen in all ofIreland.326

Even though Q'ConneIl did spend large sums on improvements and on food for the

peasantry, the Times' articles were literally true. Q'Connell angrily attacked Foster

calling him a "gutter commissioner," "that scoundrer' and "a liar.,,327 The contemptuous

tone of the Times commissioner and bis offensive criticism of Irish life and Irish habits

prompted even the Dublin Tory newspapers to back Q'Connell. "The management of

O'Connell's property is excellent," said the Evenillg Mail of Dublin, "bis tenants are

comfortable and happy." 328 Q'Connell's friends and bis son, Maurice, wrote the

Time~29 to defend mm. William Howitt, a favorite English writer of the period, who was

at Derrfnane a few months before the visit of the Times commissioner wrote

My opinion is that the people are much better off about Darrynane than in Many
other parts of Ireland; and 1 observed that a great number of people were
employed on improvements on the Darrynane estate. People with whom 1 spoke
ofO'Connell in the neighbourhood evinced a general enthusiasm regarding mm,
and it seemed to be a source of great pride that he a1ways conversed with them in
their native Irish. 330

J:"
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The Times. Ottober 30. 1845.
The Times. :-io"'ember 18. 1845. 8.
~fichacJ ~{acDonal!#l. Daniel 0 'Connell (Dublin and Ccrk= The Talbot Press. Lld... 1929).336.
~fichael MacDonadJ. Daniel 0 'Connell (Dublin and Corte: The Talbot Press. lld. 1929).342.
Deœmbcr 20. 1845. The Times. 3.
~fichael MacDonadJ. DanIel 0 ·ConneIJ. 342.
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• Foster~s letters and O'Connell~s fiery and abusive responses were reprinted in nearly

every newspaper. When O'Conneli ignored Foster's suggestion to let a jury decide the

issue, the Times sent another staff member, a young Irishman named Howard Russell, to

furnish an independent report. He accepted Maurice Q'Connell's hospitality, but sided

with Foster.

By January, the affair prompted the lllustrated London News to send an anist to

sketch Cahirciveen with "its dirty unpaved streets, and old bat-mended windows,"

'TIarrynane Beg," and the "swarming, poverty-stricken tenantry',J) 1 located on the

Q'Connell lands. Excluding the interior scene of "Cluvane~s hut,'" the coverage by the

ILN, entitled "Views of the Q'ConneU Property in Ireland," consisted of two pages of

small scenes, which explained linie and feH into the class of topographical sketches of

scenery. The paper wamed "our Artist's report is almost exclusively graphic,,,]32 wbich

was entirely true, since almost ail ofthe text was quoted verbatim from Foster's reports to

the Times. While the illustrations did not bear out the text, except for the wretchedness of

the peasant's hut, the article's scenic views safely sold papers and supported the

accusations of the Times. The ineptitude of the ILN's expose on the O'Connell estates

induced the Pic/oria/ Times to send their own anist, Frederick N. Sheppard to Ireland that

same month.

The Pictoria/ Times stated in January that Sheppard was to direct bis tirst efforts

towards Derrynane, 50 "That justice may be done to Ireland-Ireland must he known as

she really is in 1846." 333 A five-part series, encompassing eighteen pages and about

twenty-six engravings commenced, entitled "The condition of the People of Ireland,

Illustrated by Sketches made from the Farms and Tenantry of Daniel O'Connell, Esq."

Overall, the engravings fit Foster's descriptions. They document abject destitution, which

as the correspondent notes, would appear especially severe to English eyes because of the

substantial difference in the standard of living between the Irish and English labourer.

Besides the commentary provided by the Pictoria/ Times, the illustrations were captioned

with various disparaging observations attributed to Foster and Russell of the London

Times.

• BI

B:
lB

The IlilAstraledLondon News. Jmury 10. 1846, 24 quatcd &am the T,mes Commissiœer.
The llZustraled wndon News. JmlW)' 10. 1846. 24. 25.
Ibid.. 100.
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Compare ANicara - Cabin of J. Donoghue (Figure 1) (February 7, 1846) with

Derryllane Beg - Cabill ofPat Brennan (Figure 2) (February 7, 1846) a small farmer on

Daniel Q'Connell's estate al Derrynane, Co. Kerry. The tiny hovel of 1. Donoghue is

designated as an example of poverty at its worst on the Q'Connell estate. Donoghue's

cabin has holes for a chimney, a door, and a window, and a sod bed as its ooly fumiture.

The cabin houses Donoghue's wife, bis three children, a dog, a pig, and sundry fowls. He

is depicted as brutish and savage, the others stunned and hopeless. ln contrast to

Donoghue's cabin is Pat Brennan's, considered one of the oost on the estate. The

difference between the two is simply a linle more space, a few pieces of furniture, a

potata store over the fire, and a slight improvement in the personal condition of the

occupants. In tbis panicular pieture, the store of potatoes might lead the observer to

believe that this peasant family was not in danger ofstarving.

Compare A Scelle in Tarmons - A Widow and Children of the 0 'Connell Estates

011 their Way to Beg Polaloes (Figure 3) (February 14, 1846) with A Polato Dinner,

Cahireiveen (Figure 4) (February 28, 1846). ln both pietures, the peasants are depieted

\vith food. Again this may he misleading for the reader-viewer. The text associated with

Figure 3 discusses beggary. In Ireland the beggar is not an outcast since charity is a duty,

but in England, a beggar is considered a "degradation even to the humblest labourer

and ... is relieved, not so much to satisfy bis wants, as to get rid of bis presence.,,334

Although this particular artist does not depiet prognathism in the peasants, the

countenances pietured are not particularly appealing.

Consider two further engravings: Cabin at ArdcQTa (Figure 5)(January 31, 1846)

and A Group ofCabins al Ardcara (Figure 6) (January 31, 1846). Both sketches attest to

the foui and fetid living conditions found on Q'Connell's lands. The PT noted that "Here

beyond ail question, we must look for "deeds not words. n335

The next two engravings ta be examined are Scene in Derrynane Beg (Figure 7)

(February 7, 1846) and Daniel O'Connell's uStudy" in Derrynane Abbey (Figure 8)

(February 7, 1846) follow. Printed on the same page, the disparity of comfort between

these two engravings is awkward and embarrassing.

Plctonai Times. Febnwy 14. 1846. 108.
Ibid.. lanuary 31. 1846.69.
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DerrYllalle Abbey (Figure 9) (January 3 I. 1846), the home of Daniel O'ConnelL

and Peasalltry of Ihe () 'Conne" Farms (Figure 10) (January 3 1. 1846) were again

published together. The text implies character deficiencies on the pan of tenants and

Iandlords in a discussion of the exaction of high reots and the visibility of improvements.

The contrast between O'Connelrs stately home, which he inherited in 1825. and the

circumstances of the peasantry below make a harsh comparison. The Pic/oria! Times

blamed O'Connell for allowing such misery, for insufficient improvements, for exacting

exorbitant rents as a middleman.. for permitting unchecked subdivision, and boldly stated

that if the peasantry on the O'Connell lands did not pay their rents. eviction would

follow. Maurice O'ConnelL Daniel O'Connell's son and agent for the family estate

categorically denied these charges. He replied that they had never evieted. They had

provided schools and a dispensary including food, medicine. and supplies, whenever

asked~ but in a continuation ofthis anicle, the Times swiftly rebutted each claim. Jl6

Throughout tbis series, the newspaper stressed that its sketches were authentic and

were executed on the spot. However, a comparison of Sheppard's depiction (Figure 9) of

Derrynane Abbey with (WO other old engravings suggests the possibility of

misrepresentation or inaccuracy in the Pic/oria! Times series. Both engravings (Figure

11) (1833) and (Figure 12) show Derrynane House from the same aspect but ditTer with

the sketch from the Pic/oria! Times. In actuality, the drawing by Sheppard is authentic. ll7

Figure Il tums out to be an idealized and exaggerated painting undertaken by John

Foget1y on a visit to Derrynane and later presented by him to O'Connell. ll8 Figure 12

seems to be a stylized copy of the Fogerty painting, a common praetise of the period.

Hence. the castellated tower and south wing addition.. which are depicted in the PT article

and are still standing, confirm the artist' s presence at Derrynane House, the veracity of the

PT sketch. and establishes the presumption ofartistic accuracy in the PT drawings.

ln ail of the engravings several features stand out. First, the artist consistently

IkI.'I.:mbt.T 20. 1845. The T,me,). 3.
w H~len Blair ofth~ OfIk~ of Public Works.. Dublin. Irdand. ardiilCCl m charg.: of D~l1an.:lIous~ and Prof.:ssor Rolf
l..odl(.T. an c:\T'Cft 111 nmc1ccnth-ccntu~y lrim archite<Su~ein Pitt.'ihu~g..bath concu~th3tthe hou!'.: dra"l1 in th.: PT artide il' accur:ale.
lU Documentation from the Office: of Public WorL.s. Dublin ~egilrding~l13fleHouse. August 14, 1998. "The abo...·e pidure
of m'" rcsidencc Dan;.nan~ .-\bbo.:y and Ils sUrTounding s~cry. is a facsimile orthe original in my ••••• • ••••• hy ~Ir. John
Fogart.... whil${ Olt Dan;.n3flc and pr.:scmed by him lO me: on my retum lo London in ~I··· (~by or ~fardi). 1831. The artisl pr.:sœted
the complc1c:d pidurc lo O"Connell in London in 1831. The house on which Fogs:ny bascd his painting WOlS probably the thr«-sto~·
Gcorgl3Il farrnhous.: constnJCl~ somdimc bc:forc: 1756. ,,·hien c:.'C1.:ndc:d or replaced the original tw<H;lory house buih in 1702.
Fogarty 's painting \\015 crlgr;n.-cd by Robert Havell and published in un. S'-'I: also 1839 crlgra"''Îng (Figur.: 11-.1).
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represents the physiognomies of the Irish peasantry in a coarse manner and portrays

destitution at ilS most extreme. Certainly~ hardships of the peasantry could be fairly

depicted by unkempt hair. dirt~ tattered clothing and hardened faces. Another explanation

might be that the artist uneonseiously eonveyed a negative and stereotypical iconographie

identity to the Irish peasantry through the portrayal of eoarse features and the depiction of

barbarie living conditions. Further difficulties lie in the depiction of starving people with

healthy bodies Also. eonsidering the existence of famine conditions one might ask why

pigs. potatoes. and ehiekens were pictured sa close at hand? Still~ in the early stages of

the Famine. sorne food was available and the ravaging etTects of famine and disease may

not have been widespread. And as Margaret Crawford and Catherine Marshall have both

noted. c1assical artistie training may have led artists to depiet healthy limbs on starving

peasants: however. if this was true~ shouldn ~t one expect classieally depieted

physiognomies also IJ

Certainly. the peasantry depicted on the Irish leader's lands was impoverished~

although Daniel O'Connell's eorrespondence documents his concem and generosity

towards his tenants JJ9 But the political bias in this series and in the controversy as a

whole was so flagrant that it seems likely that the Times, foster, the Illustrated London

News. the Pic/onal Times~ and Sheppard had every intention of discrediting O'Connell

and denigrating the peasantry~ tirst by proving his negleet as a landlord and second by

showing the extreme backwardness of Irish country life. At the same time~ the depiction

of pigs. cows. chickens, and potatoes in the pietures is misleading. Their inclusion.

however. was probably not intended ta undermine O~Connelrs creditability regarding the

need for relief. but was simply intended to impart the Irish lifestyle ieonographically,

rather than to convey the availability of food.

/)eSllllllioll 111 Ire/alld - Faillire of the Potato (Figure 13) (August 22~ 1846) is

artistically pleasing in its composition and typical in its iconographie depiction of the

Irish peasantry Ali the appropriate elements are included, barren lands~ a one-room

haveL pigs and fowls. potatoes, and a family ofpeasants. While the pathos of the scene is

imparted by the family's despondency and fOTlom contemplation ofwhat seems ta be last
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of their food supply. at the same time. the squalid lifestyle. and the passivity of the

peasantry is also portrayed. Although the family is pictured in a sympathetic fashion. no

signs of imminent starvation are depicted. Surprisingly. the main point of the

accompanying text is not Irish destitution. but English dismay over the political split at

Conciliation Hall, Irish agitation. and concern over possible insurrection by the Young

Ireland faction.

On Dctober 10. 1846. the Pic/orial Times published an article entitled, ·"Food

Riots in Ireland. Conduct of the Liberator. n Accompanying the piece is the engraving

Food Riot il1 /JIIJI[!an1all (Figure 14). This engraving is probably an artist's conception of

the Dungarvan riot since there is no indication that either an anist or a journalist was in

Dungarvan at the time of the riot. The depictions of the people in this engraving,

however. are highly negative and disturbing. Although the bodies of the rioters are drawn

without signs of starvation, their physiognomies are brutish. After upbraiding the Irish for

blaming England for Ireland's own "crimes or follies." the journalist expresses sorne

understanding for the behavior of the rioters and urges English aid. but ends by anacking

Irish agitators as "cruel, unnatural leaders. who cannot meet ... without mutual smiling at

the unsuspecting gullibility upon which they prey."J40

7he Present Siaie ofIre/and (Figure 15) (January 16, 1847) accompanies the lead

article of the day's paper entitled 4~ight Attack" The article contrasts the safety of a

night in the country in England to a night raid during a friend' s recent visit to Ireland.

\\'hile the journalist sYmpathizes with the family under attack as weil as the "'poor

wretches" that attack trom hunger, blame is placed on the great question of ....Currency,"

and the underpayment of labour. The artist, however. has not depicted the narrative as

described The family attacked is far wealthier than the one shown. The article mentions

servants. a servants' staircase. windows to he shuttered, a house with several floors, a

battery of arms, and a number of overnight guests for whom guest rooms must have been

available The barefoot individuals drawn by this artist are certainly peasants. whose

~Iad)onagh. Damei 0'(·onnell. 341. l..end' to John O-connc:1I from Oaniel O·Connel!. ~L1n.."" J. I~J4 on lJl': 0"'..-;l510n of
th..: outbr..:ak of ,:hol...Ta. "~fy d~-ar John. :\s far a.... 1am I:onl:~·nh:d.. ~ar.: no .:xpc:n~ that .:an posslbh all':\Uh: th.: ~ut1~..nng ofth.:
peoph: Do not dela:> ... 1."\'I.:rybody should li ....e:Le; full 3S possihl.:.. c:3ttng mc:3t twi~'\: a day. (k1. mat for th.: roor as mUI.:h as po.,c;.,c;ibk 1
"Ish m" good (lI..'Ople about Da~l1an.: should b-:gjn a meat <!icl b-:fon: th.: disor(k:r am\·..-s among..<;l th..'ttl
;J.) Ihld.. Od.obCf' 10.1846.
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brutish and threatening looks would more likely engender antipathy rather than

sympathy.

The engraving entitled Re/iefFor Ire/and (Figure 16) pietured in the January 30,

1847 issue of the Pictoria/ Times caUs to mind the use of stock engravings. Relief For

Ire/and may have been designed from a stock block especially since the image

completely contradiets the text. The engraving seems to express sympathy towards Irish

misery and distress, while the accompanying anicle chastises the supplicants. The

reasonably well-clothed people pray and cheer for the safe and swift arrivai of ships

delivering food. Although the engraving's composition and figures impart a pleasant and

hopeful scene, the plainly biased message is evident upon reading the anicle.

To help them now, indeed is our immediate duty; to teach them better habits, a
wiser social economy, and a less selfish nationality, must be reserved for more
fortunate times, when perchance, our readiness to assist them in adversity will
have prepared even the MOst prejudiced against us, to receive our advice without

.. .. J41questlOmng our slncenty...

Comparisons abounded, oftentimes with the pasto On W~ch 20, 1847 an anicle,

entitled The Irish Peasantry was published. The engraving associated with it (Figure 17)

depicts the Irish peasantry as the artist imagined they used to be. This engraving displays

a picturesque rusticity, happiness, and contentment quite unIike the reality. But again the

text confliets and censures the Irish. In this case, the eider Q'Connell and bis countrymen

are faulted for their part in idling

their time in polemical or political discussions. This moral dissipation, for which
the constitution of the Irish charaeter too readily adopted the people, [Q'Connell]
_.. fostered and encouraged. In listening to speeches on grievances, real or
imaginary, they were taught to believe all tbey wisbed on eanh could be
accomplished. How miserably deceived-how woefully corrected! Time
misspent, exenions misdireeted, delusive hopes engendered, until a trying period
of man's real duty having been fulfilled cornes in the shape of famine, and proves
to ail but the infatuated vietims, that ... they have ... wasted opportunities which
have left them... vietims without any hope, but trom the charity and Christian
forbearance of that very people who have suffered so much in feeling at
home...and abroad, trom the calumnious misrepresentations of the false prophets,
who have thus 100 Ireland to the verge of roin. J42

P,ctona[ Times. January. JO. 1847. 73.
P,ctona[ Times. ~fart::b 20. 1847. 180.
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• The lead story for the Pic/orial lïmes on September Il. 1847 was an article on

famine in the Highlands of Scotland. The distinctions that the writer makes between the

'''Scotch'' and Irish who are both stalked by famine underscores the stereotype as weil as

the anist' s bias and his choice to show the Scottish women at work in the engraving Turf

Carriers ofLochaher (Figure 18). The text expresses the writer's disdain for the Irish ...

The c1amorous Hibernian has awakened the sympathies of the world~ the
unobtrusive Caledonian is scarcely supposed to need assistance. Yet, if the
relative conditions of the poor of the two nations were fairly examined, it would
be found that the chili penury has not exercised its freezing influence less
extensively in the barren hills of Scotland. than on the rich. but neglected. soif of
the Emerald Isle ... ft is worth observing that in times of comparative abundance
the lives of the latter are marked by an indolence which even the lazzaroni of
Naples cannot approach~ whereas the former pursue an undeviating course of
industry. seizing upon every conceivable means of rendering the spontaneous
gifts of Nature applicable to purposes of livelihood. The engraving ... drawn by
Mr. Ackerman... remarkably illustrates the facto It represents Highland peasants
carrying home peat fuel for winter consumption. demonstrating at once the
excessive poverty of the people. and their singularly provident habits. J4J

The veracity of this particular engraving is doubtful, not because the Scottish women are

shawn at work with c1ean and untattered clothing, but again because the depiction of their

limbs suggests an overabundance offood rather than famine.

Perhaps the Irish stereotype had produced a reluctance to depict the Irish at work.

Twenty-two years later, with the advent of social realisrn., there was at least sorne change

in the artistic c1imate. In l\.1arch of 1869, the Graphie: ran an engraving displaying Irish

lilrf Carriers (Introduction. Figure 2) similar to the earlier Turf Carriers of Lochaber in

1847 344 The Graphie had been founded by W. L. Thomas in 1869 as a weekly illustrated

news journal dedicated to quality illustrations. The new journal statfed its paper prirnarily

\-vith artists. in addition to wood engravers. and instituted high artistic standards. Irish

Turf ('arrieni accompanied an article on the great and frustrating question of how to

render Ireland contented and happy. This particular engraving is far more realistic than

earlier depictions of Irish people and is a distinct contrast to the earlier engraving of

Scottish turf carriers. Although the features of the Irish women do not display the type of

• ,"
I~

f'lclOriul Tlme:i. S."lI.1l1b...,.. 11. 1R·n. 16:
The Graphie. Salurd:!,. ~1:Ird1 26. 1R69
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beauty reserved for English women. there is an intelligence and humanity formerly

unseen depicted in their faces. The realism is continued throughout the depiction

On September 11. 1847 the Piclorial Times printed an anicle on the Donnybrook

Fair together with an engraving captioned An Irish Reaper (Figure 19). The Irish Reaper

represents a typical visitor to the Donnybrook Fair who is portrayed with ape-like

features. a keg and a scythe. The article laments the end of the Donnybrook Fair's

'"ancient spirit of good humoured discord and brutal friendliness ... The shrines at which

the rude and violent worshipped ... before which the inebriate insensibly prostrated

themselves ,- 345 Toward the end of the article. the journalist reminds the reader that the

needs of Ireland should be remembered as weil as those of the Highlanders and ends by

stating that "a great change had come over the social character of the Irish. n 346 If the

social character of the Irish had changed significantly, the next story called that premise

into question. The following article reported news from Limerick, Cork, and Sligo

regarding the occurrence ofthree murders and a knifing.

T C Foster. the "Times Commissioner," whose previous letters on Ireland in the

Times attracted 50 much notice wrote yet another letter defaming the Irish eharacter The

Irish labourer. Foster said. prefers "poverty, wretchedness, and dependence. with a very

1ittle labour to comfort and independence and wealth with hard work." 347 On Detober 16.

1847. the Piclorial Times took issue with Foster and argued that the preference of

idleness to industry was universal and not inborn in the Milesian. Industry. the newspaper

said. is stimulated by neeessity, the growth of artificial wants, and by the example of the

industrious. ideas propounded by Adam Smith and other Scottish Enlightenment political

economists on eeonomic development. The article then takes an interesting twist by

suggesting that in the tradition of the great painter and social critic, William Hoganh. the

paper could philanthropically teach the Irish through pictorial example. Il was hoped that

the attempts of the artist. F. W. Nicholson, to exhibit the industrious Irish poor as they

were found in England would have its healthy influence. Unfortunately. the engraving

( 'ondillon (~r Ihe Illdllslriolls Irish Poor il1 ElIglalld (Figure 20) is quite uncomplimentary

Plcton,,1 Tlln':J. S.."t.:mbo.T Il. 1847. 16.$.
Plcrol"w/ Tlmes_ Sc:pt...-mb..-r- 11. 1R47. 164.
hcrol"lllf Tunes. Odob.:r 16. 1847. 244
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On Oetober 30, 1847 an article entitled '~amine in Ireland" was accompanied by

two engravings Meal Cart, Under Mi/itary Escort, Proceeding to a Relief Station.

C/ollme/ (Figure 21) and Irish Armed Peasants Waiting For the Approach ofa Meal Cart

(Figure 22). The newspaper noted that the engravings illustrated Irish violence and

ingratitude. These depietions are most likely images designed in England to describe

reports of anacks by armed peasants upon Govemment meal transports. The joumalist

compliments the "arrangements of a wise and humane Govemrnent for supplying a

destitute and famine-stricken population," but warns that "lawless ruffians, ... who would

rather spill human blood to purchase a meal, than till the generous earth... almost serves

to justify the penuriousness that would deny assistance to one-half of Ireland, on the

ground of the crimes and indolence of the other half"J48 The men in the group of

peasants observing the procession of the meal cart are quite similarly drawn to the armed

peasants in the companion engraving. One wonders if the artist wished to suggest that the

robbers and the men in the group are the same individuals,. or if the necessity to

differentiate between individual Irishman was not imponant. Irish Armed Peasants

Waiting For the Approach of a Meal Cart portrays three desperados whose closely set

eyes and long slitty nostrils imply low birth, cunning, and criminality. The third outlaw's

physiognomy, his upturned nose and receding forehead recalls the more typical Irish

stereotype.

For the time, the Pictorial Times was more radical in spectrum than most

illustrated papers. Appalled by the conditions under which the Irish would allow

themselves to exist, artists and writers imparted repugnance ofwhat they considered Irish

passivity, ignorance, and torpor. The paper's five-pan illustrated series on the condition

of Ireland in 1846 provided a devastating and one-sided attack on Irish landlordism,

O'CanneIl, and on the peasantry itself Coverage of Irish affairs continued in this vein

until the paper's demise in 1848 and revealed a way of seeing predetermined by the

editors and artists. Perhaps the most distinguishing feature of the social commentary in

the Pictorial Times was its blatant prejudice and stereotypicaJ treatment of Irish life,

similar in its fixity to the treatment ofbuildings in a topographical tradition.

Ibid Oâober JO. 1847.281-%.
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Chapter IV - Section 0

The Illustrated London News

If the Pic/orial Times displayed more daring in its coverage of social issues, the

IlIlIs/raled London News kept more safely within tradition. Founded as a weekly by

Herbert Ingram in 1842, the IlIlIslraled London News was the tirst periodieal to rely

primarily on its woodeuts and engravings for its suecess. Ingram's paper prospered

because it catered to a middle-class clientele whose taste for higher things did not include

the privations or distress of the lower classes. The paper won the approval of the

Archbishop of Canterbury, the clergy. and the ehurch-going public, whieh was perhaps

influeneed by the distribution of eleven thousand free copies. 349 In its ambition to edueate

and morally uplift its audience, it limited its view of the world, however. 3so For the lLN,

the times were always prosperous and the City healthy. Rarely were the urban poor taken

up as subject matter. and when they were. they were distaneed in sorne manner. Although

ilS drawing-room refleetions of society, politics, and foreign events were presented to its

audience in a palatable way, the main eiTect was to protect its reader trom

unpleasantness On the whole, joumalistic commentary and pictorial coverage of Irish

subjects were variable and periodic. Thus. it is not surprising that even during the height

of the Irish Famine. illustrated articles were sparse in appearance and ambiguous in their

point of view

The illustrations often belied the text in design and composition. ft was not

unusual that an article on Irish affairs would be introduced by an ILN writer in England or

a correspondent from Ireland or both and would be followed by a lengthy excerpt trom an

Irish newspaper At other times, the paper's "own artist" functioned both as the paper's

"own correspondent" and the anist, as he did in the large two-page spread on January 10,

1846. entitled "Views of the O'Connell Propeny in lreland" (previously discussed in the

section on the Plctorlal Times.) Not surprisingly, since Irish reporters were more apt to be

eyewitnesses to ongoing events. excerpts from Irish papers communicated a more graphie

and detailed perspective than that of the ILN. Also, their observations were consistendy

Fox. "SO\:lal Rc."orug~.- 92-93 .
l'v Fox. "SO\:lal Rc."onag~:· 92-93..-\hid.. EngllSh Common Reader. ]94. Its circulation ros~ trom 26.000 to 66.000 ils ftr5t
"car. and h:- IKSO. 11. 3\'C.T3gc:d 67.000. and readu:d 120.000 bdweœ 1854 3nd 1855.
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more sympathetic in tone. Another problem encountered in this analysis is that of

attribution Rarely is the identity of an artist or writer revealed, although on occasion

contributors are designated.

The llluslraled London New.~ hired various artists and engravers to provide

illustrations for the paper Strickland confirms that the 11./Vengaged James Mahony, J~1

an artist from Cork. as their principal artist on Irish attairs in the mid-1840's. Strickland

aiso notes that another Cork artist, Robert Lowe Stopford (1813-1898), was known to

have worked as an art correspondent for the II/us/raled London News for Many years in

the south of Ireland. He May have been commissioned to coyer subjects in lreland

unrelated to the Famine. Of course, there May have been others also.

James Mahony was barn in Cork, lreland in ISIO, the son of a carpenter. His

name suggests that he was Catholic, although we can only surmise this. He is known to

have travelled widely in Europe and to have spent a number of years in Rome before

returning to Cork in 1842 where he settled down to become a watercolorist. The paper

identifies Mahony as the artist for the article on "lndian Corn in Cork" that appeared

April 4. 1846 and as the artist and correspondent for '''Sketches in the West of Ireland"

begun on February 13, 1847 and completed on February 20, 1847. 1 also believe that we

can attribute to Mahony the earlier article on January 10, 1846 on "Views of the

Q'Connell Property - By our own Anist)." As the paper's "'own" artist and al times its

"correspondent"' from Cork, Mahony provided special coverage and dozens of sketches

on famine-related subjects, although during the latter 1840,s he was reported to have

retumed ta the Continent again. spending time chiefly in Spain. We do know he retumed

to Dublin in 1853 to paint the Queen's visit to the Dublin exhibition. But it is reasonable

ta surrnise that Mahony revisited Ireland periodically to see his family in Cork and

perhaps recoup his finances. During those times, he May have provided the ILN with

sketches and commentary for various articles. Il is my helief that Mahony provided the

sketches and much of the commentary in the series on the New Poor Law published over

the Christmas holidays (December 15. 1849. December 22. 1849, December 29. 1849,

1'1 Jam~~ \Iahon~ (aiso spdh:d \Iahonc~)(1810-1879) ofCorl is somc:limcs confuS'--d wl1h anothc:!" illUSlr3tor and .:ngrav~T

from Cor\... aisù nam..:d Jam~~ \Iahon.:y (1 g~7- 1879). Although Strid..J;and nalo that th.: .:Ido:r 101010 \Iahon~ ""as r~onsibi.:for
th..: "Hous~-hold Edition'· of Dickc51S· works: lwenty-cigttt drawing.c; for "Oli"cr Twist.- fifty-.:ight for "Little: Oorrit:" and fifty~if1tt

for "Our \1utual Fncnd:- th,,'S..: and oth~... attributions r"-"ITlain unrc:sol....:d. The: caUSe: orthe confusion li&:S ln the: similarity in won.:and
slgnalure of th..: l\\,O artists.
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and January 5, 1850.) Stopford is less likely the anist responsible for tbis series since he

was known not to have travelled in Europe~ and thus would not have noticed the

differences between the Catholic and Protestant Cantons in Switzerland. Mahony could

easily have made this comment since the Simplon Pass near to the Swiss cantons cited

was the traditional gateway to Italy and to Rome. 1 would also suggest that Mahony is

IikeIy to be the correspondent and artist for the article published on May 1O~ 1851 on the

"Depopulation of Ireland." As in the series on the New Poor Law~ the ILNs

"Correspondent at Cork" seems to he the same person as the artist. Both the

correspondent's attitude~ writing and drawing style, sense of composition and design

seem to echo the earlier articles and sketches attributed ta Mahony.

In 1846~ government depots were set up throughout Ireland ta distribute Indian

corn at inexpensive priees. The opening of the depot in Cork was reported in the

Illustrated London News on April 4, 1846. James Mahony~s engraving Government Sa/es

oflndia Com al Cork (Figure 1)~ sketched immediately on the opening of the store~ only

partially expresses the turbulence and frustration which the article implies_ According to

the repo~ the police were summoned immediately due ta the extreme agitation of the

crowds. Yet the sketch does not portray large violent crowds as indicated by the text~ nor

cao it show the disappointment and frustration resulting from paltry sales to those MOst in

need. Furthermore~ the people are depieted without any signs of emaciation or starvation.

Mahony' s sketch depiets the class of the crowd as much by their clothing, bare feet~ and

rags, as by its composition. People wrangle with the authorities with raised fists. But even

though Mahony pietures the agitation and belligerence of a smalt group rather than that of

large crowds patrolled by police~ an English reader could easily interpret the scene as

another example of the negative Irish stereotype. Despite the ambiguity of the sketch, the

overall tone ofthe article is sympathetic. lSZ

Severa! months later~ the paper covered another disturbance over food. The Mali

and Mali-Bouse, Youghal, A Scene of the Late Food Riols (Figure 2) was published on

November 7, 1846. This engraving was executed by Smyth and could have been sketched

by Mahony whose topographical style is similar. Altbough the artist had "reftained from
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heightening the picturesqueness of these scenes:" presumably so the sketches would

present the "stem and striking realities of the sufferings of the people." 3S3 sutTering is not

expressed in this depiction of Youghal or the associated engraving Old Chapel Road

Duugan1an, A Scelle of Ihe LaIe Food RiolS. The "miserable spectacle of haggard looks.

crauching attitudes., sunken eyes. and colorless lips and cheeks.,,354 which the paper

declared was so unmistakable is not transferred to either engraving. The scenes are both

tranquil. and neither imparts any sign of famine or distress. Most of the people's faces are

either turned away or are at too great a distance to interpret any indication of affiiction or

anxiety.

On January 16. 1847. an article ran entitled "Famine and Starvation in the

Country of Cork." Most of this article was reprinted trom the Cork Examiner. The news

was clearly dire. Dr. Donovan reported that people are "dropping in dozens about

them...J55 One hundred and forty were reported to have died in the Skibbereen workhouse

in one month., eight in one day. Further details of the Famine's progress were quoted

fram the Galway Mercury and letters from Tipperary. But the illustration associated with

the gruesome lists of mounting deaths is an engraving depicting the Cork Society of

Friend5' Soup House (Figure 3). The engraving illustrates the building. the vats used in

making soup. a few workers, and several ladies and gentlemen who are observing the

operation, The article noted that the establishment was in a position to supply 1500

gallons of soup daily, and that there were many similar establishments in operation

throughout the country.

A similar engraving was published on April 17, 1847 to mark the opening of

Ireland's first soup depot ereeted on the plan devised by M. Soyer, the French chef al the

Reform Club in London, Located at the Royal Barracks in Dublin, Soyer's model soup

kitchen provided 8,750 rations a day and was passed on to the relief committee of the

South Dublin Union for operation. The illustration M. Soyer 's Model SOlip Ki/chen

(Figure 4) depicts the kitchen '5 gala opening where a large and brilliant assemblage of

~lahon~ .~ dcawing.. ho\\..:\'..,.. is I..:s..c; n.:galt\·.: an ils pr.:s.:nl.ation than th.: \,ol.:ot d'"'Pi~lonoffood riolS in Dungar.·an. an
..:ngra~mgpubhshcd on O~ob...'r 10. 1846 by th.: PlclortCJI Tmlt!s• .:otitl,-od '-Food Riot in Dungarvan'" Sc:.: PlclorllJl Tlrnt!~ Figur.: 10.
Conç<."fTl \\01 .. display.:d by somo: of th0: l.'Omm.:n.-;al m,-'11 in Cod who ..:alculat,"-d that th.: gOh.'Tllm'-'11t could ..!Tord to sdl th.: Indian
..",lm al a mudl ..:h.::Jp<.T rat.:,
1'1 IL\'. :-':o\·.:mbc=r-7. 1846.293.
\<1 rbid.

\" IL\', Januar:- 16.. 1847.44.
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distinguished guests gather to inspect the facilities and taste the soups of the famed chef

What is not depicted is the hungry Iining up for food. Engravings of this type and their

associated statistics would have reassured the English reader that the govemment and

English charities were at work and may also have provided a sense that the situation was

nearing or under control.

In February of 1847, the ll/ustrated London News commissioned Mahony to visit

the distressed district of Skibbereen to determine the severity of the suffering in the area.

"Sketches in the West of Ireland. -By lames Mahony, " published in a two-part series on

February 13 and February 20 of 1847, was intended to direct public sympathy to the

distressed localities. The text in both issues related various horrifying reports of famine

conditions, fever, and death. Mahony's sketches do not present the same pieture. Without

the text, the poignancy of rnost of these engravings is lost. Out of a total of twelve

sketches, only two convey sutTering, Woman Begging al Clonakilty (Figure 5) (February

13, 1847) and Boy and Girl at Cahera (Figure 6) (February 20, 1847). Mu/lins's "Hut"

At Scull (Figure 7) (February 20, 1847) depiets destitution or perhaps sickness. The other

nine are primarily topographical in nature. S/cu//. From the Ballidichoh (Figure 8)

(February 13, 1847) and Bal/ydehob, From the Skibbereen Road(Figure 9) (February 20,

1847) are typical of the topographical sketches. While Woman Begging at C/onaki/ty and

Boy and Girl al Cahera portray sorne rneasure of aftlietion, 1 find bath engravings fail

artisticaIly to convey the expression of humanity. As symbolic drawings after the style of

Daumier, the engravings could have been effective; although placed among topographical

drawings, and given the English taste of the period for sentimentalized and prettified

drawings of the poor, it is unlikely that they were particularly appealing to the sensitivity

of the viewer. The exaggerated features and the anatomically healthy limbs of the boy

and girl at Cahera make the protagonists look more like well-fed human scarecrows than

starving young people, although Mahony bas tried to impart haïr loss, a sign of severe

starvation. Moreover, the technique of depieting starvation by drawing ragged clothing

could imply hunger ooly to a point since ragged c10thes on Irish people were

commonplace. Perhaps the choice of depieting a woman begging was a poor one also,

since begging in general was despised by the English middle classes.
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• A year later on December 16, 1848, an article entitled "The Irish People and the

Irish Landlords" led the news. This article contradiets the sympathetic response of the

previous reports on Irish misery. By 1848, English patience for Irish difficulties was

wearing thin. Irish misery was so pervasive and inescapable and the solutions so hopeless

and incomprehensible, the paper declared, that many people who normally read the

newspapers thoroughly "would turn away instinctively" trom articles on Ireland. ]56 The

article expressed what so many believed at the tÎme.

Safe from the convulsions of the continent, we have unhappily the perpetuai sore
of Ireland to harass and to trouble us. .. The evil is not ooly on our side; it is tied
to us. .. Irish vagrancy overflows into England and Scotland, deteriorates our own
people, competes with them in the labour-markets, and brings along with it dïrt,
disease, and demoralization. Irish pauperism eats up our bard eamed millions of
pounds sterling, and is none the better for them; ... the introduction of Poor
Laws. .. cao do but little for the present generation, and which, in doing that little,
will~ in ail probability, ruin the existing race of Irish landed proprietors. So g1aring
has been the ingratitude with which the profuse liberality of Great Britain bas
been received by the bulk of those who clamour for it, that the very name of
Ireland has been received with a shrug of melancholy impatience. 357

The paper went on to say that since a Poor-Law had been introduced into Ireland, English

journals had

no right how great soever the apparent or real hardship may be, to find fault with
the landlord, or cry out against bis cruelty for dispossessing and ejecting the
miserable swanns who encumber bis land, and drag him into a pauperism as bad
as their own. They cao neither cultivate land, nor pay the rent they have
undertaken to pay; and ejeetment, which was horrible before the Poor-Iaw came
into operation, bas now become harmless. The ejecting landlord merely
shifts... [bis] burden; and gains ... a chance of such improved cultivation as will
enable him to pay bis share of poor rate for the support of the people ejeeted.
They should remember the difficulties of the landlords' position, and point
attention to the real means of elevating the social condition of the bulk of the
people, ... to bring their estates into a better cultivation, and to free the land of a
useless and unproductive population.358

According to the ILN's December 16, 1848 lead article, the solution to Irish misery

involved two great aids which the landlords required in order that the Poor Law not break

down-systematic emigration, and the cultivation of waste lands. The paper advised that

• lS6
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the state purchase the bogs trom the present proprietors at their present value. and allow

the peasantry, at a small tixed rentai, payable in perpetuity_ to cultivate them.

Further on in the December 16. 1848 issue. we come to two re!atively familiar

illustrations The Ejectme11t (Figure 10) signed by Fitzpatrick and The Day After the

Ejectmel1t (Figure 11) probably by Fitzpatrick also. Both engravings are signed by

(Ebenezer) Landells. (1808-1860) a successful English wood engraver who had a large

staff of assistants and pupils. Throughout the 1840's and 1850's the ILN assigned a

number of special projects to Landells, although the appearance of his name did not mean

he was the engraver. Engravings done under his direction would customarily carry his

name. Fitzpatrick's workJS9 is more delicate and detailed than Mahony's, and his designs

more elegant and graceful. Although most of the physiognomies in The Ejectmellt are not

particularly flattering_ in The Day After Ejectmellt. the physiognomies are quite

sympathetically drawn. While we cannot see the husband's face, the features of the wife

and child combine an elegance and refinement not seen before and the depiction of the

mother' s facial angle conforms to the ideal. Margaret Crawford has suggested that the

beauty of these engravings detracts from the power of the message. 1 would submit that

these engravings were more apt to engage the English taste, since at this time a

picturesque version of the poor was more appealing to the Victorian than one of ugliness.

The article associated with these two engravings is particularly interesting since it

presents opposing and commonly held English and Irish attitudes. "Evictions of the

Peasantry in Ireland" began by noting that the increase of emigration and the wholesale

ejectment of coniers were bringing about a vast social revolution in Ireland. Although the

paper admitted the amount of human Misery was appalling, like the lead anicle, it

conceded ejectment to be necessary. The article continued with excerpts from the

lIpperary J"1IIdIC.:ator. which denied that a conspiracy existed to root out the '''mere Irish,n

but declared that evictions were undermining the population "'stealthily" and "steadilyn as

whole districts were c1eared. It further stated that the

fearful system of wholesale ejectment, of which we daily hear, and which we
daily behold. is a mockery ofthe etemallaws ofGod and a flagrant outrage on the
principles of nature .. The torpor and apathy which have seized on the masses are

l'~ Anothc:r '-'t1gra~'mg signed by Fil~atrid..and Landclls a'ltillc:d The Causes ofEm'gratlO17 117 Irefand and publisho:d in tho:
1.....<1... 's .\"e\l.spaper (the ..:onlinu31i<m ortho: d.:funl1 p,ClOrlal Times) on January 1J. 18..9 ..:onfmns the anl~'s sympathy and ~yk
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only surpassed by the atrocities perpetrated by those who set the dictates of
humanity and the decrees of the Almighty at equal detiance. 360

A year later~ on December 15. 1849 the IlllIslraled London New!J' began a lengthy

seven-part series entitled. the "Condition of Ireland. Illustrations of the New Poer-Law.··

written by their ··own correspondent" and illustrated with eighteen engravings by their

"own artist." The correspondent writes in the tirst person. notes sending on sketches. and

never mentions being in the company of an anist. giving the impression that the

correspondent and the anist are one in the same. As the reporter traveled onward. he is

progressively alarmed and then horrified by the extreme Misery and death that the

evictions have caused. Of the seven installments. only the tirst four were accompanied by

engravings.

The tirst article focused on the extreme state of poverty in the nine districts of

Kilrush Union Without hesitation. the reporter blamed the condition of the Irish on

ignorant and vicious legislation. The paper rebuked the Poor·law system that levied rates

on encumbered estates. causing wholesale eviction. ft castigated the '"[aise theOJ-Y of

political economy" which led landlords and the legislature to believe that the Famine \'.-a5

a tàvorable occurrence for removing excess population and for changing land use from

the cultivation of potatoes to corn at a time when more food and more employment was

needed. rather than fewer hands and less cultivation. And it denounced the Quarter Acre

or Gregory Clause. which forced a tenant to gjve up his holdings in order to receive relief

and allowed for the eviction of people from their homes at the time of their greatest

distress

The article continued by quoting from the 7ïmes on the uDeplorable State of the

Kilrush Union"

~10ney and credit are ail gone. and starvation has literally set in among the
paupers in the workhouse... The Board .' .agreed to petition the Poor-Iaw
Commissioners on the state of the Union. and said that the guardians would not be
morally responsible for the deaths that may occur through starvation. 361

The paper stated that in 1849 more than tifty percent in the union were receiving outdoor

relief. but present conditions were prohibiting the able-bodied from the relief lists.

• ". 11-\. LX......:mtx"f \(,. \ !(~~. ]~(j
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• In Kilrush Union in 1849, before the months of June 16.000 persons had been
unhoused out of 82,308. Twelve hundred were unhoused within one fonnight of
May 7. in ail one fifth or twenty per cent of the whole population were tumed out
of their houses and the houses pulied down. Twenty eight hundred houses were
levelled in the Union of Kilrush in 1848-1849, .. A conqueror would not have had
the time and security to do the mischief which is l'erpetrated in safety under the
guardianship of the laws by the Irish themselves, 36.

The correspondent explained that many of those on outdoor relief were houseless,

living in scalpeens or scalps. A scalp is a hole dug in the eanh two or three feet deep and

roofed over with thatch. Inferior to a mud hut~ a scalpeen is also a hole~ but was often

construeted within the walls of an unroofed house. although the roof above was higher

and the space larger. Captain Kennedy, the Poor-Iaw inspector of the Kilrush Union

commented, .. 'None of the homeless class can now find admittance save into sorne over

crowded cabin, whose inmates seldom survive a month.' A month~s agencies - hunger.

din. and disease sutlice to destroy Iife.,,363 The correspondent stated that when half of the

Irish live on 6 dimes per week and are thankful for being allowed to burrow in scalps, the

lives of savages in New South Wales or Brazil must be more hopeful than those who

have been flattered as the "finest peasantry in the world~~ (O'Connell~s phrase), He

continued:

The mud cabins and turf huts that the peasantry lived in before 1846 were
denounced by every traveler as the scandai of civilised Europe~ and it was
supposed that worse habitations were not on the eanh~ but the Irish have proved
that in their lowest deep there is still a lower deep-that a Scalpeen is worse than
a mud-hut, and a Scalp worse than a Scalpeen....

A great and just sympathy is just now excited by the sufferings of the
needlewomen of the metropolis and by the hard labour and poor pay offemales in
various branches of town industry. But they at least find shelter~ most of them
have clothing; they manage to get food, though the supply is scanty~ and the most
crowded lodging-house of the metropolis is a palace compared with the Scalp. or
burrowing hole, of the Irish peasant. 364 See Chapter U~ The Semptress (11).

Three engravings accompany the first installment of the series, The first

engraving, lhe Town of Kilnlsh, depicts a pleasant topographical scene of the town of

Kilrush. The second. entitled Scalpeen (Figure 12). depicts a peasant in front of his

• Jo: Ibid.. J94
IL". D.:c-cmb.:r I~. 1849. 39~.
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tumbled abode. Although the rendering of the scalpeen is convincing and disheanening.

the ponrayal of the peasant himself is troublesome. His Iimbs look strong and healthy.

but he is portrayed more Iike a dangerous Neandenhal with a muscular physique and long

dirty hair than a helpless and starving cottier. The last drawing depicts the desolation and

dilapidation of the unroofed and '"destroyed." rrillage of TII/lig.

Three days before Christmas the series resumed. On December 22, 1849 the

correspondent explains how upon passage of the Poor-Iaw, rates were instituted 50 that

property was made responsible for poveny. Thus, for many landowners, it was cheaper to

evict the poor from their homes rather than pay the Poor-Iaw tax now that they had a

legal home to go to The anist again iIlustrates the effects of the wholesale destruction of

Irish villages in the desolate and depressing engraving Village of Moveell (Figure 13).

Moveen was located three miles south west of Kilkee in the notorious Kilrush Union

where record numbers of people were unhoused. Additional engravings for this issue

inc1ude the Sca/peen of Tim Downs, al DUllmore: Miss Kenlledy Distrihlltillg C/othillg al

Kilrush: Searchillg For Potatoes in a Slubble Field (Figure 14): Scalp ofBrian COllnor,

Near Kilrush {!Ilioll HOlIse~ and Bridget 0 'DOline/ and Her Chi/dre" (Figure 15). Except

for the two dejected figures collapsed in the background, Searching For Potaloes could

easi1y represent a farming scene since the figures in the foreground show no signs of

deprivation besides ragged c1othing. Bridget 0 'Dollllei and Ber Chi/drell is more

successful in depicting suffering. The tattered c1othing, worried expressions, and the thin

legs of the children should have been convincing.

The illustrated series on the condition of Ireland resumed on December 29, 1849.

",'calp al ('ahuermore (Figure 16) and Judy 0 'Dollne/'s Habitatioll Under the Bridge al

f)oonheR (Figure 17) depicts sorne of the most dire conditions possibly experienced by

evicted tenants. Nothing could be have been more wretched than the scalp on the bog at

Cahuermore. placed in a hole and surrounded by pools. On three sides water dripped and

ran in small streams, over the floor and out the entrance. Suffering trom fever. the women

were quoted as saying "'they wouId be thankful and content if the landlord would leave

them there. and the Almighty would spare their lives.',J6S However, in both of these
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engravings, the physiognomies and the physical stance of the peasants are depieted

harshly: they seem iittle more than animais.

The third engravin& Driving Caule for Rent between Ouchterard and Galway

(Figure18) was introduced '~o vary a little the miseries... portrayed." 366 The variation

that Driving Cattle for Rent provides is Iittle consolation. In this engraving, peasants are

being forced by the 1andlord ' s armed guards to take their cattle to market in lieu of rent in

arrears knowing that their last source of food and income is being taken from them.

While the physiognomies of the peasantry are more pleasant in this depietion, the bowed

heads and resigned expressions depiet the passivity and helplessness regularly

experienced by these country people, so-called Irish traits routinely ridiculed by English

enties. Standing next ta her demeaned husband and her crying child, one lone woman

seems angered by the situation.

Within a short distance of ail tbis wretchedness, the face of the countryside

changed. The reponer commented, "it was Iike passing from the Catholic to the

Protestant cantons of Switzerland, or rather like a dream.,,367 The artist came upon neat

whitewashed houses and tidy gardens. He had entered the domain of Colonel Windham,

who did not seek to exterminate bis tenantry and whose unencumbered estate, ample

funds, and good will had promoted their happiness.

The last illustrated installment in the series, published on January 5, 1850,

brought the artist to the areas around Clifden, Kylemore, Galway, Clear, and Ennis where

the artist sketched several Miserable scalpeens: Keillines, Nem General Thompson's

Property~ the Cabin ofPat. Mac1lQ1nara, Village ofClear; Sleetch in a Bouse At Fahey's

Quay, Ennis. -The Widow Connor and Her Dying Chi/do In this area, climate and soil

were relatively unfavourable, so consequently in 1848 out of 189,504 acres, ooly 3,714

were under potatoes. After the patronage of the late Viscount Clifton ended, the fonunes

of the area declined, and Poor-Iaw obligations nearly destroyed them. Extreme poverty

and an insolvent workhouse left the pocr without refuge. We are told that the peasants

did not emigrate, but simply wandered away, died, or both. Worlchouse at Clifden (Figure

19) was submitted to the ILN as bath a "memorial of this pet place of the late ViSCOUDt
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Clifden",368 and as an example of the type of facilities available to the poor. Upon

viewing the building, it must have been difficult to understand why the peasantry could

oot be maintained in such an impressive edifice, if ooly as a shelter. The coverage of the

"Condition of Ireland. Illustrations of the New Poor-Iaw" was far more forceful an

expose than Mahony's earlier submissions on famine conditions in bis 1847 articles,

"Sketches in the West of Ireland."

On retuming to Galway, the reporter noted that "hulking men lounging about

were numerous, and appeared to have every other capacity to work, but the will. Vou are

not annoyed, however, by the mendicants in Galway, as in other Irish towns, though there

is a universal complaint of distress... "J69 After sketching and reponing on such hardships

and misery, the arrist's sympathies seem conflieted even though bis comment may weil

have had ment.

The Ilillstrated London News also published articles with engravings on the flow

of Irish emigrants. "The Tide of Emigration to the United States and to the Colonies,"

appeared on July 6, 1850. It described the advantages and costs of emigration to various

British colonies and noted that in 1849, out of 299,498 emigrants, half departed trom the

port of Liverpool. For the town of Liverpool, the infestation of "swarms of Irish

beggars," waiting for passage370 was a continuai source of anger and frustration. Il was

emigrants such as these who were depieted in The Embar/cation. Waterloo Docks

Liverpool (Figure 20) published July 6, 1850.

Nearly a yeu later, on May 10, 1851, the ILN published another article on

emigration entitled "Depopulation of Ireland." The eogravings and the accompanying

letter from "our Correspondent in Cork" gave the latest information on what the ILN

deemed to he "tbis interesting subjeet." The five engravings that accompanied tbis article

portrayed sorne of the difficulties of emigration and passage to the New World. Quite

cootrary to the Liverpool point ofview, the correspondent writes:

The constant appearance of the heading ~~migration from Ireland," and the no
less constant stream of well-clad, healthy, and comfonable-looking peasantry in
our streets, induces me to send you the accompanying sketches and
communications 00 that subjeet.371

IL\', Jmuary S. 1849.4.
Ibid.
~oel Kissane. The Insh Fa"""e (Dublin: Sational Libnty oflrebnd. 1995). 159.
IL'!, ~{ay 10. 1851.387.
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The immigrants in these engravings were not the WTetched and Miserable human beings

that were sketched in the previous anicle, but robust individuals who apparently couId

afford to emigrate. Although the artist tells us that he intends to show "what was

pieturesque" through the engravings in tbis issue, 372 one wonders then if these pietures

are more complimentary than realistic. Irish Emigrants Leaving Home-The Priest 's

Blessing (Figure 21) portrays the centrality of the Roman Catholic priest to the process of

emigration.

How empathetically received were these engravings on the Irish crisis? This

question is difficult to answer. As 1 have shown, English and Irish writers who

contributed articles on the Famine expressed complicated and varying points of view.

The point of view of the articles written by the artist/correspondent in Ireland is clearly

pro-peasant, and is probably Mahony's. Yet in spite of bis joumalistic and artistic

investigations, even bis perspective is conflieted al times. Mahony's own lifestyle as an

Irish artist and a gentleman wouJd have accentuated the divisions between bimself and

the peasantry. If Mahony wished to present the English public with favorable views of

Ireland, bis artistically conceived topographicaJ views of villages and country areas were

reasonable choices. However, the engravings which grapple with the problem of

suffering integrate simplicity and boldness, which was perhaps bis way of interpreting

severe distress. Sorne elements of the artist' s style can he attributed to bis preference for

the picturesque, others to a taste for an avant-guarde style of Daumieresque realism. That

is to say, in sorne respects, Mahony's sketches of suffering echo the style of Honore

Daumier's (1808-1879) political caricatures (see Rue Transnonian, April 15, 1834

(Figure 22) with which Mahony was probably familiar. Yet that same simplicity was a

two-edged sword. Mahony's topographical sketches were often pieturesque in nature, but

bis drawings of people rarely were. Many of these drawings lack sufficient detail to

portray the peasantry as people; and in others, bis bold and forthright style of illustration,

especially in the more extreme examples of suffering and degradation, could have

offended English sensibilities.

Ibid. 388.
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Indeed. the ambiguities of attribution could also have diminished the message of

the pictures lt is Iikely that English readers. especially those who had no other contact

\Vith the Irish than those they saw in England~ were less apt to believe Irish accounts or

anonymous authors over English observations about them. On the other hand. perhaps the

prevailing English political. economic, or racial attitudes were just too pervasive to bring

about any strong reaction. Taken together. the images and text of the articles on the New

Poor-Iaw should have formed an exceptionally impressive and stirring argument against

the vicious Poor-Iaw policies and practises. ft should perhaps have marshaled sorne

additional aid for the victims However. evictions increased in the following years

From an artistic standpoint. however. in his views of sufTering. Mahony's

drawings defied the preferred picturesque depiction of poverty. which at this time was

quite prescribed. In contrast. note in a contemporary lithograph (Figure 23) how A S G

Stopford's delicate style tends to portray the humanity of the figures far more c1early than

Mahony' s does. even though the drawing is weaker artistically in composition and force

Any artises representation of poverty was not likely to rouse the English mind to action

unless its picturesque aspects were heightened to a level of refined sentimentality which

could strike the heartstrings of the Victorian public. Mahony~s drawings did not do this
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Conclusion

ln the Victorian era. an and illustration played an essential part in the public

alteration of ideas and assumptions about human types. They provided concrete images

and visual reinforcement of these ideas. which invariably struetured the Victorian

perception of various groups and nationalities. panicularly the Irish. The conventions of

physiognomy. purponedly scientific, not only provided a system of determining types,

but an unavoidable cultural conditioning of the mass reading public.

The general reluctance of Victorian anists to portray ugliness was a manifestation

of their feelings about morality, truth, and beauty. Fine art had the potential to impart a

historical and more lasting statement than the illustrated press~ but at mid-century~

comparatively speaking, the ~'condition of England question" was seldom addressed in

the fine arts~ and when it was. diplomacy. tempered by the "pleasure of the picturesque,"

blended into distonion. The depiction of the condition of Ireland, especially during the

Great Famine. contained within it political ovenones of criticism and as such was

generally unacceptable to the establishment. Although once taken up, the subject was

made more admissible if treated by English or Scottish artists, rather than Irish ones.

To my knowledge, there are only five pictures extant painted during the famine

period specifically on this theme. Of the artists responsible for these paintings. only two

were born in Ireland. Watts and Goodall were English: Nicol, a Scotsman. and the Cork

artist. MacDonald. was of Scottish extraction. Kelly, who was from Dublin, was harshly

criticized for his work and was the object of discussion in Parliament. The anist avoided

political pictures thereafter. Watts's picture was not exhibited until 1881. How Goodall's.

MacDonald's. and Nicol's pictures were received. 1 am unaware, but except for Kelly, it

seems that artists who painted the Famine were either English, Scottish or marginally so.

young~ and perhaps a bit incautious.

Inasmuch as the illustrations of the Victorian press directly expressed the political

aspects of an~ caricature and the illustrated newspapers. more than painting. played a

central role in the formation of prejudice. By its very nature as a form of mass

communication and social commentary, the illustrated press contributed significantly to

the racialization of the Irish. Brutal and simianized stereotypes of the Irish were spewed
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out on a weekly basis in a variety of journals and on a daily basis in the London Times.

which after Punch was perhaps the most virulent source of Irish prejudice. The IIlustrated

London Nelf,'S focused on appealing to ilS conservative middle-c1ass public~ protecting it

from the more unseemly side of life~ and elevating it through the forms and neutrality of

art The Pic/orial Times was far more interested in investigating the "condition of

England" problem than the condition of Ireland~ and seemed to vacillate between

castigating the Irish and sympathizing with them.

In addition. at mid-century~ the prevailing attitudes about race and culture led to

the assumption that there was a great ditference between Englishmen and lrishmen. The

growing importance of race and the racialization of the Irish were causing shifts in the

way the Irish were seen. Cultural nationalism and ethnocentrism exacerbated the

differences that scientists interested in discovering the origins of man were finding.

Beddoe's "Index of Nigrescence" and his category of Africanoid Celts confirmed for

many that the Irish were inferiof. Physiognomists and phrenologists conducted elaborate

research to document that Celts were a sub-race. At the same time~ Victorian notions of

civilization and the ideology of "home~" which the Irish failed to meet~ provided a

rational basis. or so it was reasoned~ fOf the assumption that the Irish were alien in race

and culture. Irish squalor~ ignorance~ and sloth tended to confirm these differences~ while

problems of political and social unrest solidified the stereotype. Beliefs in self-help.

moralism and Providentialism~ as weil as Christian political economy and laissez-faire

principles complicated the mix, so that when the blight struck~ many believed it had been

sent by God for the purpose of Divine vengeance against Irish Catholicism. Biarne for the

state of Irish problems was placed directly on the moral failings ofail classes.

As much as Dickens championed the cause of the English poor in print. he was

ambivalent about them on an individual basis~ and was not immune to the influence of the

prevailing Irish stereotype. He was in fact highly prejudiced against the Irish. and

significantly contributed to the influence of the stereotype through his books and his

association with artists.

If [eading mid-century historians believed in ethnie and racial interpretations of

the Irish. environmentalists and numerous others opposed these views and did not

subscribe to the stereotype. The sincere compassion and sympathy that many did feel for
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the plight of the Irish were exemplified in the generosity of the Quakers and the British

Relief Association. Yet. Irish racial prejudice373 was extremely widespread and the

stereotype became in sorne ways self-fulfilling. .-'\fier nearly 700 years of character

assassination and economic and religious persecution_ the image began to approach

reality. Even the conclusions of the Devon Commission were disregarded. British

colonialism functioned in Ireland and India in similar ways. It served to reap economic

gain and political power through exploitation_ and it produced a false sense of cultural

homogeneity in Britain by blurring the lines of social division and hardening the concept

of the lower classes as inferior. What was specifically missing in Ireland, but not in India.

was the feeling of British patemalism.

Ashis Nandy has suggested that a possible explanation for this was the backlash

sustained by the de-civilization of the colonizers, when victors. Iike their victims, became

dehumanized by a stage of advanced psychological and moral decay.374 This concept can

also be applied to the discriminatory representation of the Irish in images. The

satirization and ridicule of the poor and downtrodden should have registered in sorne way

within the inner depths of the middle-class British evangelical spirit. Yet issues of

property. political economy, and religious discrimination seem to have taken precedence

over the welfare of individuals, especially in light of Irish propeny's irresponsibility.

Irish rebelliousness. and the indolence of its peasantry.

British artists working during the Great Famine era were profoundly affected by

the above sentiments. Most subscribed to the basic inferiority of the Irish ... Those who

did not were influenced by the very praetical constraints of saleability of their works_ and

acceptance in the proper English social circles. To illustrate evocative Irish scenes that

Sû st..:rc.:otypl.::ally abu....c.:d "'..:rc.:the Irish poor. thal in the arly y.:ars of the: nin~~th-c.:ntury..'the.: Irish "'..:re: fn:qu.ntl:
rd;',.'lTI.'\Î h) al> 'mgg~"Ts turne:d insidc out.' :-':c:groc.:s. for their part. wen; somdim~..s call..-d 'smok~ Irish.' - During th.: d.;cadc OftJl":

Famm.:. the Insn stf."f'''"()(Yl''e intc:nsi fie<! whc:n immigrants anivc:d at their •..arious destinations poor.:!" than those "ho had come !Jefon:.
.-\nd ID .-\m..'T1..:;l. the S...'Otch-lrish icic:ntifieation dO:'H:lope<! as a dislinl1ion to ","oid th.: Irish labe:1. -~o Irish n<:t.-d apply.- "as a sign
l.:ommonl\ post<:d. Harvard higonan. :-':ocl Ignatie",. concludcd thal the Irish in Amc:rica had to l.::un to "subordinato: cOUIlty. religJou....
or national aJ1lmoslll~'S. no( to mention any natural sympathies for th.:ir tè:IIO\\ crealurl:S. to a ne" solidanty ba.....c:d on calor-a
hond ...·.mtrad..:t.:d hy thO:lr .:xpc:nenœ in Ireland:' From ~od l@Patie:\'. Ho'H.' The Insh Became White (~c:\\ York: Routlt.'dg.:. 19951.
41. 39.96 r ..-sp<:.:tl",d:-
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• truly would depict the tragic plight of the Irish. with the sole intent of engendering

English public sympathy. wouId have almost required a financially independent artist

whose ego was strong enough to withstand possible withering British criticism.

Unfortunately we have seen that. with rare exceptions. most were not able to fulfill those

criteria.

Due to the constraints of space. 1 have confined this thesis to a discussion of

images of Ireland found in the English public domain primarily during the Great Famine

era. Nonetheless. the study of Irish prejudice in an is fenile ground. Future research

might lead to an investigation of the Irish illustrated press in addition to the relationships

and interconnections between Irish an and ponraiture, Irish poetry. and Irish literature_

lndeed. the connections between nineteenth-century an. famine. and gender might also be

an avenue for prospective inquiry. The nature ofthis study has required a large number of

illustrations. which were essential for the clarification of the central issues. 1 can ooly

hope that this research will be of sorne use to others interested in the funher exploration

of this topic.

• ,',
.-\..'ihl~ :"and~. Th", Intzmare I::nemy (lklhi. OxfOrd l-m,'a-stty Pr~s. 19lH ,. JO-J:_
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