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Anorthe Kremers and elisAbeth reich (eds.), Loyal Subver -
sion? Caricatures from the Personal Union between England and Hanover
(1714–1837) (Göttingen: Vandenhoeck & ruprecht, 2014), 199 pp.
isbn 978 3 525 30167 8. €29.99

this edited volume on caricature and visual satire is based on a sym-
posium to celebrate the tercentenary of the accession of the house of
hanover to the british throne in 1714. comprising nine chapters, it
aims to demonstrate, as the editors write in their introduction, that
the eighteenth- and early nineteenth-century dynastic link between
the United Kingdom and the German electorate represented ‘a deter-
mining factor’ for the emergence and development of caricature in
england. in what follows the reader encounters something very dif-
ferent, namely, a number of excellent essays on various aspects of
caricature: visual print’s artistic origin, its production and markets,
and exchange with other media. the Personal Union is left unex-
plored and is hardly referred to in any of the contributions. this
observation is not meant as pedantic criticism. rather, it aims to point
out that students and scholars of art history, history, and cultural
studies will discover more in the book than the title implies, or, at
least, something different from what it suggests.

the nine essays are divided into four sections. the first deals with
the king as a central figure for the artistic genre. it explores the im -
portance of monarchy both as an attractive topic for caricaturists and
a major reason for the rising popularity of loyalist and opposition
caricature. Werner busch points to the catholic origin of caricatures.
the first representations of caricatured heads appeared at the papal
court in rome. While late sixteenth-century italian caricature showed
individual portraits, however, it was in england that such ‘heads’
were placed in satirical images and narratives. the emergence of
english caricature around the middle of the eighteenth century coin-
cided with the end of George ii’s reign and the accession of George
iii. the late hanoverian monarchs lived during an age of caricature.
sheila o’connell, christina oberstebrink, and James baker demon-
strate in their contributions that the monarchy was central to the suc-
cess of the genre. While o’connell’s essay provides a concise history
of caricature of members of the royal family, oberstebrink places the
british caricaturist James Gillray into the contemporary discourse on
art. Gillray’s shakespeare references can be understood as a response
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to art theory. similarly, the caricaturists’ approach of making fun of
authority, not least the monarchy, has an equivalent in shakespeare’s
use of the comic in drama. While caricatures can be understood as
something new to a mid eighteenth-century audience, there were
strong links with other artistic genres.

James baker points to the strong nexus between caricature and
commerce. Artists, engravers, and printers experimented with royal
images, not least in the hope of better sales. however, as the strat -
egies of the stationer, printer, and entrepreneur samuel Fores show,
appealing to the loyalism of potential buyers while also exploiting
the broader appeal of caricaturing the royal family proved to be a
delicate business. it was because of the controversies surrounding the
royal princes such as George Augustus Frederick that monarchy took
centre stage in caricatures. in other words, politics needs to be includ-
ed in an interpretation of caricature as art.

the second section discusses the evolution of topics and the sub-
versive content of images. Karl Janke argues that the english
republic encountered difficulties in visual self-representation. While
caricaturists benefited from the aggravated ideological confronta-
tions of the late seventeenth century it was the conservative ‘counter-
offensive’ that won the ‘civil war of images’ and the ‘battle for state
symbols’. republican political ideas were successful in poetry and
prose while it proved much more difficult to develop a republican
iconography.

temitope odumosu’s contribution can be placed somewhere
between sections one and two. her analysis of royal caricature deals
with the discourse on anti-slavery. While caricatures played with the
frugal image of George iii and his family, they also referred to
Wilberforce’s anti-slavery movement that had advocated abstaining
from colonial products such as sugar since 1791. At the other end of
the political spectrum we find references to black African women in
caricature that highlight the distance between royalty and reality.
While Prince William publicly defended slavery on economic
grounds, he was known to have an African mistress, something cari -
ca turists hastened to exploit. however, ‘representing the prince with
a “black” woman was certainly a daring intervention’ (p. 133).

the more practical aspects of caricature production and sale are at
the heart of the third section. timothy clayton points to the differ-
ences between France and britain. While French representations of
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monarchy were often state funded, the emergence of a consumer
society provided an important prerequisite for british caricature.
however, commercial success also led to piracy of ideas and to the
question of copyright. As early as 1735, unauthorized copies became
illegal. efforts by caricaturists to sell themselves as artistic personali-
ties was both an attempt to defend their genre against other artistic
traditions and a device to tackle the thriving market in cheaper ver-
sions of art.

the final section deals with caricature’s interaction with other
media. brian maidment explains the visual image’s path from indi-
vidual large-scale artefact to illustration in printed periodicals and
other forms of serial publication. he describes the fold-out, engraved
frontispiece as a mechanism for providing small-sized volumes with
a large and glamorous form of illustration. Publishers embarked on
this strategy around 1820. this can be placed somewhere between the
wish of publishers to preserve the tradition of political caricature and
the changed market for comic visual culture. As maidment shows,
the Glasgow Looking Glass can be interpreted as a prime example of
this sort of development. more importantly, he also demonstrates
that visual artists in their ‘frantic energy, endless inventiveness and
low success rate’ (p. 180) experienced comic art as a form of intense
experimentation that was symptomatic of the transformation of the
1820s and 1830s.

Finally, sune erik schlitte points to the many layers of caricatur-
ist biography and art. John Wolcot’s success (under the pseudonym
Peter Pindar) as a critic of society must be placed against his ambition
to exploit career opportunities, address popular topics, and benefit
from political argument. in conclusion, caricaturists must be under-
stood in their artistic, social, economic, and political context. As
Wolcot’s caricature Lousiad of 1787 (referring to a louse George iii
found in a dish) shows, it was because of the british upper class’s
interest in opposition caricature and the Prince regent’s support of
Pindar that the caricature became so successful.

As in schlitte’s essay, the reader finds strong thematic overlap in
most contributions to the volume. (hence the editors refer to the four
sections only very briefly in the introduction. the categories find no
place in the table of contents.) caricature, cartoons, and other forms
of visual satire need to be placed between art and commodity. thus
while some of the elaborate, large-scale, and coloured examples can



book reviews

90

be seen as high (and expensive) art, cheaper copies with a large print
run appealed to a much wider audience. While caricaturists placed
themselves in an artistic tradition, the potential price of their art, or
the income it could generate, proved just as important an inspiration.

While this volume’s description of the multi-layered world of car-
icature is strong, a small critical reservation needs to be made. the
historiography on the Personal Union is entirely neglected. John
harald Plump’s The First Four Georges (1975) is described as the best
ac count of the hanoverians. While we find references to ernst
brandes and his links with britain, and to the hanoverian artist hein -
rich ramberg’s contribution to caricature, none of the more recent
books on cultural transfer between britain and hanover is men-
tioned. the original and innovative aspects of the book are to be
found elsewhere. Despite this reservation, the volume is recom-
mended as a highly readable, concise, and inspiring state-of-the-art
account of english political caricature during the eighteenth and
early nineteenth centuries.

torsten riotte is a lecturer at the Goethe University Frankfurt.
his publications include a monograph on composite statehood dur-
ing the reign of George iii, Hannover in der britischen Politik (2005) and
several articles on the Dynastic Union between the two states. he is
co-editor of The Hanoverian Dimension in British History, 1714–1837
(2010) and of volumes 3 and 4 of the edition British Envoys to Germany
(2006 and 2010). his most recent study of european monarchs in exile
will be published at the end of 2015.


