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A long period of transition between 
two very different eras of graphic 

humor, the Georgian and the Victorian, 
started with the death of Gillray in 1815, 
which effectively closed the "Golden Age" 
of British caricature, and ended with the 
advent of Punch in 1841. In this period 
caricature was gradually and erratically 
domesticated in tone, format, and content. 
It was transformed from the sharply per- 
sonal and political to the broadly and deco- 
rously social; from the independent, irreg- 
ular, and often violently scurrilous political 
broadsheet to magazine and serial illustra- 
tion of regular periodicity, often subser- 
vient to a text and beholden to an editorial 
policy and mass taste not of the caricatur- 
ist's choosing. In short, it exchanged in- 
dependence for security, sharpness for 
breadth, and guffaw for the smile. 

This great shift has been generally rec- 
ognized and pinpointed in the long career 
of George Cruikshank, who, assuming the 
mantle of Gillray, established a reputation 
in political broadsheet caricature and then 
gradually subsided into social frolics and 
the illustration of popular novels. The 
transition is also marked by a number of 
attempts, often of mixed or short-lived 
success, to regularize caricature production 
in the form of magazines appearing first in 
monthly parts before being bound together 
at year's end, and generally containing one 
or a few large etchings accompanying a 
number of text pages at prices starting at 
two shillings.' 

At the same time, albums of caricatures 
were published (again often as mere col- 
lections of plates originally appearing in 
monthly parts) with designs subdivided into 
small vignettes of a mixed social character: 
illustrated puns, minicartoons, whimsies 
of all sorts, sometimes called "Scraps" (a 
term originating in the twenties, and pop- 
ularized by Cruikshank, a pioneer of the 

genre). The format of the miscellany, suit- 
able for cutting up and pasting into scrap- 
books or onto screens, familiar in popular 
imagery on the continent and called by the 
French macidoine, corresponded to a new 
demand on the part of an expanding middle- 
and lower-middle-class public, some of it 
newly literate, for a new kind of reading 
and looking--casual, momentary amuse- 
ment, a few seconds chuckle at the fireside 
or in the stagecoach or, later, in a railway 
carriage; harmless fun suited also (and this 
is very important) to children-a scatter of 
very small, low-level stimuli upon an in- 
creasingly fragmented consciousness as 
opposed to the relatively prolonged atten- 
tion demanded by a Hogarth plate or cari- 
cature broadsheet of old. 

These were changing formats for a 
changing audience. In order to survive, 
caricature had to find a broader constitu- 
ency, not only among the relatively wealthy 
who could afford two shillings for a comic 
etching, but also particularly among those 
who could afford to buy-or share-no 
more than a sevenpenny newspaper, six- 
penny pamphlet, or even a penny news or 
crime sheet. This pattern of development 
was underpinned by a political shift. A 
new audience erupted from below, capable 
of voicing and echoing political demands. 

Around 1820 there culminated a period 
of great social stress and popular agitation, 
that of the postwar depression, the Peterloo 
massacre, and severe press censorship,2 
provoking counterattacks that seemed to 
threaten monarchy itself. It was followed 
by a period of retrenchment, relative apathy, 
and a rapid decline in political caricature. 
The watershed was marked precisely by 
the way the virulence of the Cruikshank- 
Hone political pamphlet campaign of 1820 
was softened, dispersed, and regularized 
into the social comedy of Pierce Egan's 
Life in London, illustrated by Robert and 

George Cruikshank (1821). Cruikshank at 
this point turned decisively away from po- 
litical satire to book illustration, as the 
popular taste for light fiction spread. But 
this tendency received a sharp jolt at the 
end of the decade: "The political bitterness 
which invaded graphic satire from 1830 
impinged on a general movement away 
from the harshness of the old tradition."3 

This "political bitterness" can be ex- 
plained by the precipitous development of 
the working-class movement during the 
1820s. Workers were agitating and orga- 
nizing and, through such educational enter- 
prises as the Mechanics Institutes, becom- 
ing more literate. They developed their 
own cheap, unstamped, and often clandes- 
tine press and shared with social superiors 
the new Sunday sporting press, in which 
the cheap comic cut first established itself. 
The new cheap wood engraving, however, 
had to compete from the start with a grow- 
ing demand for another, very different type 
of illustration, that of current news events, 
and it would do so down to the great divide 
of 1841-42. The founding in these years of 
Punch for humorous illustration and the 
Illustrated London News for news illustra- 
tion created specialized vehicles that were 
at a higher social level than the Sunday 
newspapers. They thus tended to exclude 
the lower classes, who returned to their 
crime sheets and "penny dreadfuls." 

But the fire of the old partisan broadsheet 
caricature, fanned now by lower-class dis- 
content, smoldered in the social comedy of 
the newspaper cuts. Thus, it is no historical 
accident that a Sunday paper decided to 
launch its "Gallery of Comicalities" at the 
very moment, in the late twenties, when 
the political temperature rose again with 
the agitation for reform. Nor is it a historical 
accident that the folio-size offprints of the 
cuts reached an apogee of popularity in the 
early thirties, after the French July Revolu- 
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tion and when the Reform Bill was passed 
by Parliament and repudiated by radicals, 
and that this was the time that the woodcut 
itself became radicalized again in a penny 
satirical weekly based primarily upon it: 
Figaro in London. 

As reformist agitation waned the cheap 
comic newspaper cuts faltered-to receive 
a fillip from the sudden mania for Dickens 
in the later thirties. But they could not 
survive in a cultural climate oriented more 
and more towards light but moralistic fic- 
tion and in a political climate oriented 
towards reform rather than abrupt political 
transformation. 

T he great, continuing, multimedia 
success,4 attended by piracies and 

sequels, of Life in London encouraged Egan 
to launch in 1824 a newspaper with a simi- 
larly raffish title and content: Pierce Egan's 
Life in London and Sporting Guide, a Sun- 
day weekly priced at 81/2?d. The paper re- 
mained basically unillustrated until 1826, 
when a number of cuts by George Cruik- 
shank were introduced as headers to its 
regular features: Police, Turf, Races, Prize 
Ring, and so forth. In the summer of the 
following year, Egan engaged in a big 
promotional campaign and radically altered 
the format of the paper in order to enlarge 
its audience. Thus was launched what we 
understand today as the "mass press." 

On June 17, 1827, Egan halved the 
number of pages to four, doubled the page 
size, and reduced the price from 8?1/d to 
7d. Two months later, on August 26, the 
front page was filled with vignettes large 
and small, a radical break with tradition in 
that they were not connected with any great 
news event. A big, full-width cut showed a 
scene of "Real Life," a crowd of people 
of all stations attracted by the displays in 
the magazine's offices (Fig. 1). The fol- 
lowing week (September 2), Pierce Egan 
declared, fittingly in the jargon of the box- 
ing ring, a resounding victory over his 

imitators, one of whom had, in vain, stolen 
the "original emblematic designs, drawn 
for me exclusively, by the celebrated 
George Cruikshank." To judge by subse- 
quent events, this was merely a stunt to 
improve the marketability of the paper, 
which was soon offered for sale (October 
28) and was immediately sold, very profit- 
ably for Egan. The purchaser was Robert 
Bell, the proprietor of Bell's Life in London 
and Sporting Chronicle, which had plagia- 
rized Egan and was soon the leading Sunday 
paper with 22,000 copies circulating among 
"the very lowest part of the population."s 

On September 9, the week after the pub- 
lication of a full front page of illustrations 
in Pierce Egan's, Bell's launched its own 
novel pictorial program, under the heading 
Gallery of Comicalities, featuring wood 
engravings precisely copied from George 
Cruikshank's just-published Illustrations 
of Time etchings, with captions added 
(Fig. 2). This series continued into sub- 
sequent issues, and was followed by the 
same artist's Phrenological Illustrations 
and Mornings at Bow Street (originally 
published in 1826 and 1824, respectively). 
These cuts, miniscule to our eyes, appeared 
at the top of the right hand column, stuck 
in like a postage stamp but with great effect 
on sales (Fig. 3). They also had some 
effect on Cruikshank, who had given his 
friend Vincent Dowling, Bell's editor, 
permission to copy his designs but had 
failed to specify how many. When he saw 
so many being copied, he thought of suing, 
but was dissuaded.6 To cap it all, the paper 
reprinted all fifteen of the previously pub- 
lished cuts together, adding a couple of 
seasonal cuts, in the Christmas issue (De- 
cember 23). These filled half of the front 
page, and were accompanied by a most 
remarkable exercise in self-promotion, 
worth citing at some length. 

Under the regular, but unillustrated, 
column called Gallery of Living Portraits, 
normally dedicated to the description of 

famous persons, Bell's describes, with an 
altogether ingenuous display of modesty 
and in minute detail, a huge allegorical 
painting, such as can hardly have existed 
in reality (although of a kind that would 
have appealed to Cruikshank in his later, 
Temperance days, substituting Temper- 
ance for News). The centerpiece was a 
Chariot of News with a Temple of Fame, 
marked with appropriate motifs from the 
sporting world, surrounded by crowds of 
admiring spectators. The chariot was drawn 
by four winged steeds marked with the 
four points of the compass, whose acronym 
spells NEWS, representing the concept of 

" MACADAMITES." 
"HARD TIMES V" 
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S$ays 
SHUFLITON, these d-d Overseers pay no respect 
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A No, DoCTOR, *1o0 lo Pat@sm* tulAier!" 

Fig. 1 (left) "Real Life," Pierce Egan's 
Life in London, 26 August 1827. 

Fig. 2 (above)" Hard Times," copied 
from Cruikshank, Bell's Life in London, 
9 September 1827. 

Fig. 3 (below) Front Page, Bell's Life in 
London, 13 April 1828. 
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Fig. 4 Bell's Comic Annual, Bell's Life in London, 22 June 1828. 

news gathered swiftly from all corners of 
the globe. 

Two artists are described as standing at 
either side of the Temple of Fame: one, 
with brush and palette, bearing medallions 
of Van Dyck and Jan Steen, is the artist 
who gives us the Gallery of Living Portraits 
and Historical Events (neither of which 
series, however, was illustrated); the other, 
with crayon and sketchbook, bears "a 
medallion of Hogarth, and has the arch 
satyrical leer of one who made the whimsi- 
calities of men his property. He reminds us 
of George Cruickshank [sic], whose graph- 
ic humor animates the Gallery of Comi- 
calities." There follow a few lines of con- 

ventional praise of this artist, which are 
repeated as a preface to the Gallery itself, 
that culminate in what is in effect.an adver- 
tisement for the series from which all the 
cuts were lifted-some restitution, perhaps, 
for an operation that profited the paper 
exceedingly well, and the artist, possibly, 
barely at all. 

One panel of the Chariot of News bears 
inscriptions testifying to the astonishing 
increase in circulation under Bell's propri- 
etorship. From 1824 to 1827, circulation 
rose from fewer than 3,000 to nearly 
16,000; in the three months since Septem- 
ber 23, 1827 (when the Gallery of Comi- 
calities was in its third week), the figure 

increased to 20,000. A truly enviable suc- 
cess, and in the customary style of the age, 
the pirate of Cruikshank and of Pierce Egan 
glibly displaced the accusation, for else- 
where in the picture appears the angry and 
humiliated "petty larceny race" of pirates, 
a "mob of ragged scribblers and dangerous- 
looking editors." Among the defeated 
competitors is Pierce Egan's Life in Lon- 
don, his banner hoisted aboard Bell's 
Chariot. Atop the Temple of Fame carried 
by Bell's, flies a large flag inscribed with 
the " results of the race": further figures as 
sworn in an affidavit before the Lord 
Mayor, by publisher, deputy publisher, 
two engineers, assistant engineers, and a 
warehouseman. The figures, given for the 
thirteen issues since September 23, show a 
dramatic and regular rise of several hundred 
per week, with a sudden jump of 1,500 on 
October 27 and 2,000 on December 9. 
That this increase in circulation was due in 
part, and perhaps primarily, to the cuts is 
confirmed by their later republication. 

Cruikshank's complaints may have had 
their effect at this time, for the newspaper 
ceased copying his designs and, early in 
the new year (January 31, 1828), started 
copying the designs of the very man with 
whom Cruikshank was being so flatteringly 
compared by Bell's, and whom critics at 
the time were summoning him to emulate: 
the progenitor of British comic art-Wil- 
liam Hogarth. Although Hogarth presented 
no copyright problem, the difficulty of 
subjecting his large, complex designs to 
extreme reduction presumably involved 
greater expense. A prefatory paragraph 
says that the series was initiated "in com- 
pliance with the earnest request of many of 
our subscribers" and continues with a 
semi-apology and reminder (which would 
be repeated ad nauseam) of the expense of 
engraving: "When the expense of the Col- 
lection, in its cheapest form, is considered 
and when its accurate reduction in our col- 
umns is witnessed, we are satisfied that the 
value of our effort will be duly appreciated. 
We have begun with THE HARLOT'S 
PROGRESS, as embracing a subject but too 
familiar to the observation of our readers." 

Despite this rationale, the idea of reduc- 
ing the complexity of Hogarth's originals 
to crude woodcuts two by three inches 
must have offended those who knew these 
originals, and those who did not may have 
had trouble deciphering the crowded de- 
tails. No more copies of Hogarth were 
attempted after the six of Harlot's Prog- 
ress.7 Bell's thereafter commissioned living 
artists-Seymour, Meadows and Leech, 
with presumably less well-known figures. 
The paper refers proudly to the "eminent 
artists" working for it but, oddly, after the 
puff for Cruikshank cited, never mentions 
them by name, and relatively few cuts bear 
initials. 

The Hogarthian term "Progress" figures 
conspicuously in Bell's Gallery of Comi- 
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DIVERius ON8 OP OLD 
NICK., 

No. I. 
TEACHING THE YOUNG IDEA HOW TO SHOOT. 

" Train up a child in the way he should go, and when he 
is old he will not depart fromn it !" 

The Devil of late has been stirring his shanks, 
And making extensive excursions ; 

Now we purpose to notice a few of his pranks, 
And see what are Satan's diversions. 

At sonime of those scenes let us now take a peep, 
In which 'tis his glory to revel ; 

And note his regard for his favourite sheep- 
The children belov'd by the Devil. 

Fig. 5 "Diversions of Old Nick- 
Teaching the Young Idea how to shoot," 
reproduced in Bell's Comic Annual, 
Bell's Life, 2 January 1831. 

THE BEAK. 

"A man wot commits others, & veryoften commits himself." 
" Prisoner, it is my duty to commit you for trial ; anti, 

although I hate prophecies, I venture to foretell you'll be 
hanged."-" Thank you, old Frizzlewig. There's many a 
true word spoke in jest ; but, if we all had our deserts, you 
wouldn't be far from the gallows yourself." 

Fig. 6 "Studies from Lavater-the Beak," 
Bell's Life in London, 2 January 1831. 
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Fig. 7 Bell's Comic Annual, Bell's Life, 2 January 1831. Typical of separately 
printed broadsheets. 

calities. Predictably, there was a Gallery 
of British Sports, followed by a "Mon- 
keyana" in twelve steps called "The 
Gambler's Progress'"-raffish behavior of 
Tom-and-Jerry types in the guise of mon- 
keys, with some emphatic moralizing. 
These series were all gathered together and 
run vertically down the entire front page of 
the June 22, 1828, issue under the title 
Bell's Comic Annual (Fig. 4), which gives 
Hogarth the dubious distinction of being 
the first artist to be vulgarized into that 
essentially twentieth-century phenomenon, 
the narrative newspaper comic strip. The 
entire layout-newspaper-sized folio filled 

with tiny comic cuts-looks forward to a 
format that would become standardized 
only during the last quarter of the century, 
with Funny Folks, Scraps, and Ally Sloper's 
Half Holiday, penny papers able to pro- 
duce weekly what Bell's pioneered as bi- 
annual specials. 

From August 3, the cut was moved to 
the top of the first column of the second 
page, and the series of real-life or low-life 
cuts yield to miscellaneous cartoons, and 
literary and dramatic illustrations, some 
by Robert Cruikshank. The year 1829 
opened with another Hogarthian-titled 
series, "The Drunkard's Progress," in 

twelve Steps by Robert Seymour, which 
was followed by "London Particulars," 
versions of the old Cries of London, and 
another Seymour series called "The Pugil- 
ist's Progress," in nine Steps. But there 
appears to have been difficulty in finding 
(or financing) suitable material, for occa- 
sional gaps in the Gallery of Comicalities 
noticeable towards the end of the year 
increase in frequency and extent the fol- 
lowing year. The paper may have been 
glad to substitute illustrations of news 
events of universal interest: the funeral of 
George IV (July) and celebrations in honor 
of the new king, William IV (November). 
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A new series started the previous Decem- 
ber, "Diversions of Old Nick" (Fig. 5), 
suffered an unexplained month-long inter- 
ruption from February to March; and in 
June there began "Studies from Lavater" 
(Fig. 6). 

The characterization here is so much 
stronger that one immediately thinks of the 
influence of the Parisian Caricature which 
had started publication in November the 
previous year, with lithographs by Travies, 
Raffet, and, especially, Grandville. By 
1832 one can detect in Bell's basically two 
types of caricature vying for predominance. 
On the one hand, there was the joke car- 
toon, dependent on its caption and the in- 
herently comic situation, both necessitating 
relatively crowded designs in a natural, 
street or interior setting; this type is the 
more traditional one, deriving from the 
broadsheet caricature and sporting print. 
On the other hand, there was what I deem 
to be the new type, more suited to the tiny 
size of the newspaper cut, depicting a single 
character portrait, usually bust-length. Size 
restriction, however, is not the only factor 
determining the change, for one has only 
to look to France, where a simultaneous 
development was taking place on the much 
greater and more artistic scale of the large 
quarto-page lithograph: Daumier's power- 
ful and sculptural masklike portraits, face- 
busts, and full-length figures satirizing 
French deputies and ministers in 1832. 
These emanate from the great revolutionary 
impetus of 1830, which encouraged on 
both sides of the channel social critiques 
both deeper and broader than before, and 
wave upon wave of caricature. 

The first, more traditional type of cari- 
cature is represented in Bell's by the series 
of "Hunting Vicissitudes" and "Domestic 
Miseries," the latter bearing the initials of 
a newcomer: I.K.M. (for Kenny Mead- 
ows). The second type is best represented 
by the series of three-quarter length 
"Phisogs of the Tradesmen of London" 
and "Gallery of Lavater the Second," 
which dominate the New Year (1833) 
Annual or "Recapitulation" of thirty cuts. 

These recapitulations, which were bian- 
nual and avowedly designed to recoup the 
enormous expense of their original pro- 
duction, had become big business of their 
own, selling in separate sheets at three- 
pence each (Fig. 7). Advertising these over 
the front page of the newspaper (January 
20, 1833), the publisher vaunts their ex- 
pense (about five guineas per cut), their 
popularity (135,000 copies sold to date), 
and their suitability for dismemberment 
into scrapbooks and portfolios, for the 
enlivenment of coffeehouses, reading 
rooms, barber's shops, sporting houses, the 
homes of country cousins, and wholesale 
for export. This is, of course, comparable 
to the distribution of British caricature in 
its heyday earlier in the century, but the 
price is now very much lower and the sales 

are very much higher. Announcing the sixth 
Part of the collected Gallery of Comicalities 
(January 1839), Bell's was able to claim a 
sale of one-and-a-half-million copies for 
the previous five Parts. With the sixth Part, 
the series comprised 500 cuts, and had cost 
a total of 2,000 guineas. Five-hundred cuts, 
albeit very small, for one shilling and six- 
pence, or less than a single good broadsheet 
caricature of old or a single, restored plate 
of Hogarth (as recently published from 
1836 in installments by Baldwin and Crad- 
dock), was indeed good value. This mas- 
sive sale was not accompanied by an in- 
crease in the circulation of the newspaper, 
which remained in 1838 at 22,000, about 
the same as ten years before, despite the 
cut in price (from seven pence to five pence) 
due to the reduction in 1835 of the stamp 
duty. In other words, the market for the 
newspaper with its single cut remained 
constant, whether at five pence or seven 
pence, while that for the collected cuts on 
their own increased dramatically-a clear 
message to the journalism of the future to 
raise the quota of pictures. 

Although the content of the cuts through 
the 1830s is very varied, and retains a 
radical stance hostile to the rich, the 
emphasis on politically more neutral-look- 
ing character studies or physiognomical 
sketches ("by Lavater the Second") in- 
creases. Pending closer investigation, I 
would say that the range of social types 
and situations represented in Bell's series 
was broadening, and corresponded in some 
way to that great enlargement of humorous 
observation of popular life discernible in 
the early work of Charles Dickens, for 
which Bell's cuts are, variously, preamble, 
parallel, and context and of which they are 
a direct reflection: Medical Sketches, Cra- 
niology, Toasts and Sentiments, London 
Particulars, Corporation Worthies, Parish 
Worthies, Boys Own Series, Critical Situ- 
ations, Amateurs, and Awkward Predic- 
aments-these all contain elements of 
Sketches by Boz and Pickwick Papers. 
Some of them are initialed J.L. (for John 
Leech), coming to public view for the first 
time, and R.S. (for Robert Seymour). They 
reflect concern for reforms such as the 
Municipal Corporations Act of 1835, 
which swept away old oligarchies in local 
government. And such series of 1839 as 
Features of Insolvent Life and Workings 
of the New Police Act take up particular 
reforms and demands for reform that also 
exercised Dickens. 

T he significance of this confluence of 
cheap comic newspaper cuts and the 

first Dickens novels cannot be overstressed, 
and should be taken into account by Dick- 
ensians. As is well known, Dickens, per- 
haps the most pictorial writer of his age, 
ever an admirer of Hogarth, made it his 
ambition at the outset to dominate the illus- 
tration upon which he at first depended 

commercially, and over which he later 
established, with occasional difficulty, 
complete control (hence George Cruik- 
shank's notorious quarrels with him). Illus- 
tration became less important to him as his 
reputation advanced, and he may justly be 
said to have subsumed it, as he in some 
measure subsumed the Georgian tradition 
of social comedy from Hogarth and Field- 
ing on down. When in the early 1840s the 
whole phenomenon of the cheap comic 
newspaper cut came to an end, it was not 
only Punch and the Illustrated London 
News that undermined the market, but also 
Dickens, who had been feeding it. 

The texts and pictures of characters from 
the works of Charles Dickens-who, since 
his days as a parliamentary cub reporter 
(1834-36), had known and admired Bell's 
editor Vincent Dowling8--were immedi- 
ately incorporated into the newspaper. Two 
Sketches by Boz ("Scotland Yard," 
"Doctor's Commons," October 9 and 16, 
1836) were placed in the prominent position 
usually reserved by Bell's for the most 
important news item, in the first columns 
of page one. Dickens was indeed news of 
the first order, almost a substitute reality 
which, like the news, renewed itself from 
moment to moment; his own incomparable 
gallery of comicalities served to revive the 
faltering Bell's Gallery. 

On March 25, 1838, the London Partic- 
ulars series ran original drawings of the 
popular hit character Mr. Pickwick, which 
were followed by Kenny Meadows's de- 
signs of Sam Weller, Mr. Bumble, and 
Fagin (Fig. 8). Mr. Bumble and Fagin, with 
other characters from Oliver Twist-Jack 
Dawkins, Bill Sikes, Charley Bates-were 
formed into a series called "Twistiana." 
John Leech, in a short-lived series he 
inaugurated entitled "Pickwick Abroad," 
was able to display if not direct knowledge 
of Parisian life or caricature, at least knowl- 
edge of the new satirical themes then being 
popularized across the channel: the idea, 
though not the form, of the Grisette, the 
National Guardsman, L'Artiste, are surely 
derived from Gavarni and Daumier. Leech's 
version of Robert Macaire, the typification 
of the French conman (August 19), looks 
as unlike Daumier's as possible. 

With the Dickens illustrations of 1838, 
Bell's Life, enlarged in that year to six- 
column width, may have reached its com- 
mercial apogee; but the problem of suitable 
illustrations remained, and Mr. Pickwick 
and company may have deferred rather 
than resolved doubts about whether comic 
cuts were in the long run as viable as en- 
gravihgs of news items. Comic engraving 
was making a pitch for respectability and 
moral sanction (as these qualities entered 
the novels of Dickens, which were as 
conspicuously moral as they were comic), 
but popular newspapers, with their different 
definition of morality, were beginning to 
feel the pressure to illustrate the news, as 

Winter 1983 343 



Fig. 8 Pickwick and Fagin, Bell's Life, 25 March and 29 April 1838. 

well as to tell it in words, and on a more 
regular basis. Bell's followed this trend: the 
Gallery of Comicalities tapered off in 1840, 
and illustration disappeared altogether in 
January the following year. 

Bell's success with illustration brought 
forth imitators and competitors, notably 
Cleave's London Satirist and Gazette of 
Variety (October 14, 1837), continued (to 
1844) as Cleave's Penny Gazette of Variety. 
John Cleave was a radical publicist who 
had earlier gone to jail and was remembered 
as one of the heroes of the unstaniped, 
working-class press.9 After his presses 
were smashed in August 1833, they were 
replaced by public subscription. As was 
the case with Bell's Life, a special impetus 
came from Dickens, who inspired exten- 
sive groups of illustrations that were not so 
good as Bell's. The last issue for the first 
year of publication carried no fewer than 
eight portraits of Pickwick characters 

Fig. 9 Weller Senior, Pickwick, Weller 
Junior, Cleave's London Satirist and 
Gazette of Variety, 30 December 1837. 

(Fig. 9). But illustration became intermit- 
tent and mixed in character, with views, 
social cuts, political cartoons by C.J. Grant 
(of whom more anon), portraits of actors, 
and illustrations from popular histories 
presumably provided free of charge by their 
publishers. 

Once more, Dickens to the rescue: on 
December 8, 1838, Cleave's attempted a 
coup by covering the whole of the front 
page with all-new illustrations (unlike 
Bell's recapitulations): eight large cuts 
stated as deriving from the Surrey Theater 
production of Oliver Twist, but in fact 
closely copied from George Cruikshank's 
etchings illustrating the novel, which had 
served as the basis of the tableaux in the 
dramatization (Fig. 10). Subsequent issues 
(December 29, 1838, and January 12, 
1839) carried portraits of single characters 
from the novel. Cleave's also gave a whole 
front page to illustrations to Barnaby Rudge 
(October 2, 1841), and published a Nicho- 
las Nickleby broadsheet. 

Dickens also figures in another radical 
newspaper, the Penny Satirist, owned by 
the popular bookseller and publisher B.D. 
Cousins and launched a few months before 
Cleave's (April 22, 1837). The speciality 
of the Penny Satirist was large, regular 
front-page political cartoons by C.J. Grant, 
spread two-column, and occasionally full- 
page, width. Enduring thus, unsubsidized 
and under constant harassment for precisely 
a decade (last issue, April 25, 1846), it 
embodies a major untapped repository of 
radical cartooning. The political cartoons 
were displaced only by the occasional news 
illustration-and Dickens. Characters from 
Nicholas Nickleby filled the front page of 
the November 3, 1838, issue, to which, on 
December 8 and 15 of that year and on 
March 21, 1840, were added scenes from 
the stage versions. The paper also intro- 
duced serialized fiction, including a series 

of lengthy monthly extracts from Dickens's 
own periodical, Master Humphrey's Clock 
(Barnaby Rudge, May 9, 1840-October 
23, 1841); each extract preceded by a run- 
ning critical commentary, which was often 
scathing, taking issue particularly with 
Dickens's political interpretation of history 
and his "caricature" of Lord George Gor- 
don (July 17, 1841). 

A distinct interlude of graphic exploita- 
tion of Dickens consists of the serialized 
imitations published by Edward Lloyd, the 
chief specialist in cheap illustrated serials, 
and a radical and Chartist. His "Penny 
Pickwick" (The Posthumorous Notes of 
the Pickwick Club, edited by "Bos"; i.e., 
Thomas Beckett Prest), was illustrated with 
120 engravings (2 to each eight-page in- 
stallment) by Charles Grant, and reached a 
circulation rivaling that of the original, 
which had only 43 illustrations. There can 
be little doubt that Grant's illustrations, as 
much as, or more than, the undistinguished 
text, contributed to the success of this and 
other Dickens imitations. 

In 1842 (June 18), when Bell's Life had 
given up illustration altogether, Cleave's 
took the subtitle "The Comic Journal, an 
illustrated newspaper and funny magazine, 
edited and illustrated by Gimcrack"; the 
first newspaper to adopt such a description, 
as far as I know. The inviting miscellany 
of comic cuts all over the front page could 
not, however, be maintained. It may have 
been undercut by Punch, flourishing since 
the previous year; illustration was dropped 
August 13, and the paper expired altogether 
seventeen months later. 

Like Bell's, Cleave's published the cuts 
in separate newspaper-size broadsheets, 
under the title Cleave's Picture Gallery of 
Grant's Comicalities--a title that seems to 
confer upon the little-known, or little- 
regarded, Charles Jamison Grant some of 
the status accorded to Seymour, Heath, and 
Cruikshank, who had periodicals named 
after them. A Chartist like Cleave, and 
imbued with a political passion unique 
among artists at this time, Grant was one 
of the most prolific producers of cheap 
engravings. My guess is that he was one of 
very few artists who both designed and cut 
on the wood. The deliberate crudity and 
stark clarity of his designs put him in a 
class of his own. 10 

Agitation for reform around 1830 threw 
up a number of small illustrated and unil- 
lustrated comic and satirical weeklies, 
which, like Cleave's Penny Gazette and 
the Penny Satirist, by technically not car- 
rying news, could avoid the stamp duty 
and sell for only a penny. These were, for 
the most part, very slight quarto magazines 
rather than folio newspapers like Bell's 
and Cleave's. The leader and only real 
survivor was Gilbert a Beckett's Figaro in 
London (1831-39), the true precursor of 
Punch, whose staff a Beckett joined at its 
inception. Figaro in London deserves a 
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SCENES FROM OLIVER TWIST, 
(As performing with triumphant success at the Burrey Theatre.) 
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Fig. 10 Eight scenes from Oliver Twist (after Cruikshank), Cleave's Penny Gazette of 
Variety, 8 December 1838. 
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Fig. 11 "Black Slaves versus White Slaves," caricature of Lord Brougham by 
Charles Grant, from Penny Satirist, 10 February 1838 (after Francis Klingender, 
Hogarth and English Caricature, London, 1944). 

treatment for which there is no space here. 
It should be noted, however, that Gilbert i' 
Beckett was another Chartist sympathizer 
and consistently mocked the government 
and upper-classes" to an audience that 
must have overlapped that of Henry 
Hetherington's Poor Man's Guardian's 
(11830-35), a more or less clandestine, un- 
stamped penny weekly designed to radi- 
calize and mobilize the working classes.12 
Figaro's great circulation was in large part 
due to the regular, crude but effective, 
front-page cuts by Robert Seymour, which 
were reprinted, like Bell's, in a broadsheet, 
"Figaro's Caricature Gallery." 

B ut there was a rival to Figaro of a 
very different kind and purpose: the 

Penny Magazine, published by Charles 
Knight for the Society for the Diffusion of 
Useful Knowledge. This publication, one 
of the many popular educational enterprises 
of the Whig Lord Brougham, who was 
much caricatured at this time (by Charles 
Grant, among others) (Fig. 11), had been 
started within a few months of Figaro, on 
March 31, 1831, and by the end of the year 
claimed 200,000 purchasers and a million 
readers-far more than Figaro could claim. 
The Penny Magazine was factual, utilitar- 
ian, and popular-scientific. The text was 
often dull, but the illustrations were copi- 
ous, and sometimes beautiful and dramatic. 
Figaro resented the intrusion into its reader- 
ship and defended its own crude radical 
caricatures against the Penny Magazine's 
Whiggish policy of political pacification.13 
Knight, for his part, in the preface to the 
first volume stated his purpose outright to 
be to divert the popular attention from the 
"contraband" offered by "cheap and of- 
fensive" newspapers "dangerous in prin- 
ciple and coarse in language." He claimed, 
in the usual ploy of conservatives, to stand 
above party politics, boasting that he would 
never "print a single sentence that could 
inflame a vicious appetite." It was evident 
that for him this "vicious appetite" hun- 
gered not only or primarily for vulgar crime, 
but rather for vulgar politics and the murder 
of ministerial reputations 'i la Figaro in 
London. Knight sounds, in effect, the 
manifesto of the bourgeois illustrated 
magazine of the Victorian era, as it over- 
whelmed the last traces of Georgian cari- 
cature. It would be the broad aim, again in 
the words of the Penny Magazine, to "fix 
the mind on calmer, and it may be purer 
subjects of thought than the violence of 
party discussion, or the stimulating details 
of crime and suffering . . . [and] lead the 
imagination into agreeable and innocent 
trains of thought"; in other words, to 
abandon politicized and subversive forms 
of humor and satire in order to spread a 
socially neutral form of pictorial knowl- 
edge. But at this particular moment, in the 
1830s, it was Knight's purpose to depoliti- 
cize a public inflamed rather than appeased 
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by the Reform Bill and being recruited into 
Chartism and to maintain "the present 
cannibal order of things" by reconciling 
the poor to their poverty.14 

Political caricature specified, localized, 
and personalized political and social issues. 
The illustrated magazine generalized and 
universalized them. The concept of uni- 
versalization, allied to a pseudodemocratic 
"equalization" (i.e., elimination) of class- 
consciousness, was dear to the new illus- 
trated news magazines, notably the Illus- 
trated London News (founded 1842) and, 
in France, L'lllustration (founded 1843), 
significantly subtitled Journal Universel.' s 

The Penny Magazine, precociously, speaks 
of itself as a kind of democratic railway 
line (the reality of which barely existed 
yet), of "universal convenience and enjoy- 
ment to all classes," bringing together town 
and country, reaching the remotest corners 
of the land, and by means of "ready and 
cheap communications greatly reduce[ing] 
the inequalities of fortune and station." 
These magazines (and we can include the 
French Magasin Pittoresque, modeled on 
the Penny Magazine) sought to neutralize 
the radical potential of comic cuts and to 
educate the lower classes into more "re- 
spectable" looking and reading. They were 
very successful in this effort, especially 
among the lower-middle classes and petty 
bourgeoisie. It is significant that they did 
so by at first absorbing elements of humor- 
ous graphics, even as they established the 
primacy of serious news illustration 

The Illustrated London News flirted 
briefly with comic cuts before becoming 
wholly serious. In France, where comic 
graphics did not enter the cheap newspaper 
press at all, L'lllustration made a prominent 
and regular feature of some of the best 
caricaturists of the day, but dropped them 
progressively after 1848. Punch sustained 
its radicalism throughout the forties by 
means of decently partisan text and cuts, 
but was increasingly thereafter drawn 
towards the basically conservative, upper- 
middle class position of its mid- and late- 
Victorian heydey. 

And finally, caricature was absorbed by 
Charles Dickens, himself the great verbal 
caricaturist, whose early work was illus- 
trated by the best English comic artists in a 
style both amusing and decent. Dickens's 
own language, even, or especially, when 
describing the vulgar and potentially scab- 
rous (as in Oliver Twist, for instance), 
remains stringently pruned of what one 
could term "Regency caricatural gross- 
ness"; his illustrators followed suit, while 
retaining an acute sense of urban realism. 

C aricature, having found its way errati- 
cally into the cheap periodical press 

and thereby boosted its circulation, could 
only survive in a sanitized form in novels 
and specialist journals such as Punch and 
its numerous progeny. This literature, 

which relied on large sales (around 50,000) 
to the ever-expanding middle classes and 
which contributed to that expansion by 
recruitment from below, could not afford 
to offend any significant sector of its audi- 
ence. The peculiar alliance of radicalism 
and aristocratic party rivalries of the Geor- 
gian age, which gave rise to the Golden 
Age of Caricature, was dead. Caricature 
became broader and flatter; the new politi- 
cal cartoon sought to admonish and reform, 
not to injure; and the graphics of social 
comedy tended to apoliticism and the eli- 
sion of social conflict. The accommodation 
of caricature to the status quo was never as 
complete in France, and Le Charivari never 
enjoyed the sales, or influence, of Punch; 
but in France the links to the working class 
of the intellectual radicals who read Le 
Charivari were always tenuous, especially 
after 1835. Really cheap caricature for the 
lower classes did not arise again in England 
until the last quarter of the century. 

Notes 
1 For the documentation of all aspects of cari- 

cature (names ofjournals and artists, formats, 
prices, etc.), Mary Dorothy George's Cata- 
logue of Political and Personal Satires Pre- 
served in the Department of Prints and 
Drawings in the British Museum (Introduc- 
tions to Vols. X and XI, covering the years 
1820-32) remains the incomparably rich 
repository. 

2 Cf. Louis James, English PopularLiterature, 
1819-1851, New York, 1976, p. 33. 

3 Mary Dorothy George, Hogarth to Cruik- 
shank: Social Change in Graphic Satire, 
New York, 1967, p. 220. 

4 Such as theater, song, pottery, snuffboxes, 
etc. 

5 A brief account of this and similar papers 
appears in Louis James, Fiction for the 
Working Man, London, 1963, p. 21. 

6 Cf. Michael Wynn Jones, George Cruik- 
shank, His Life and London, London, 1978. 

7 The Penny Magazine (cf. below) resumed 
the idea of cheap copies after Hogarth, but 
on a larger scale, on better paper, and with 
extensive commentary, over monthly sup- 
plements in 1834-35. Ironically, the Harlot's 
Progress was omitted as "morally unsuited 
to the magazine." 

8 "The only other associate of these early 
reporting days to whom I ever heard him 
refer with special regard, was the late Mr. 
Vincent Dowling, many years editor of Bell's 
Life, with whom he did not continue much 
personal intercourse, but of whose character 
as well as talents he had formed a very high 
opinion" (John Forster, The Life of Charles 
Dickens, 1911, p. 57). 

9 Cf. Stanley Harrison, Poor Men's Guard- 
ians, London, 1974, pp. 92-94. 

10 Cf. James, Fiction for the Working Man, 
p. 21. 

11 Graham Everitt characterizes his style as 
"splenetic abuse" of the "beastly aristoc- 
racy," in "bad taste" and "sorry stuff" 
(English Caricaturists, 1886, pp. 223-4). 

12 Cf. Harrison, Poor Men's Guardians. 

13 May 5, 1832, p. 88. 
14 This was the opinion of a laborer correspon- 

dent to the Guardian, April 14, 1832, cited 
by Harrison, Poor Men's Guardians, p. 101. 

15 For an analysis of the character and function 
of this magazine, see: David Kunzle, "L'1- 
lustration Journal Universel, 1843-53," 
Nouvelles de l'Estampe, no. 43, January- 
February 1979, pp. 8-19. For early news 
illustration in England, cf. Michael Wolff 
and Celina Fox, "Pictures for the Maga- 
zine," in The Victorian City, ed. Harold 
Dyos and Michael Wolff, London, 1973, 
pp. 559-81. 

David Kunzle is the author of The Early 
Comic Strip: Narrative Strips and 
Picture Stories in the European Broadsheet 
from circa 1450 to 1825 and Fashion 
and Fetishism. He is Professor of Art 
History at The University of California, 
Los Angeles. 
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