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Abstract 

 
 
  Hogarth’s Progress: “Modern Moral Subjects” in the Work of David Hockney, 

Lubaina Himid and Paula Rego, examines three late twentieth-century, British 

appropriations of William Hogarth’s narrative series.  Hogarth is best known for the 

paintings and engravings that he termed “modern moral subjects,” exemplified by 

satirical series such as The Harlot’s Progress (1732) and The Rake’s Progress (1733-5).  

These cautionary yet humorous tales evince a period of great social, political, economic 

and cultural transformation in England, a time of profound change wrought by colonial 

enterprise, an increasingly powerful middle class, and a heightened public interest in 

moral questioning.  Recent scholarship on Hogarth has increasingly focused on the 

artist’s diverse representations of eighteenth-century London life, his numerous images of 

servants of African descent, French dancing masters and Italian castrati.  Unsurprisingly, 

for many contemporary artists, Hogarth’s narratives provide a complex visual template 

for a host of present-day issues regarding race, gender, sexuality and national identity.   

 

The dissertation will investigate how Hogarthian re-workings by artists David 

Hockney in the early 1960s; Lubaina Himid in the mid-1980s; and Paula Rego in 1999-

2000, modify and/or expound upon narratives of gender and sexuality that are already 

present in the eighteenth century artist’s narrative series. The three contemporary works 

examined here engage with two works by Hogarth: Marriage-a-la-Mode (1745), which 

chronicles the doomed union of an Earl’s son and the daughter of a wealthy merchant, 

who sells her in marriage to obtain a higher social standing, and The Rake’s Progress.   
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Rake recounts the tale of Tom Rakewell, a merchant’s son whose exuberant spending and 

moral decay, aided by a procession of effeminate French dancing masters, prostitutes and 

criminals, leads to his final residence, the madhouse “Bedlam.”   

  

I will first examine David Hockney’s early 1960s "Rake’s Progress", a series of 

16 etchings loosely based on the artist’s first visit to the United States, an insertion of his 

own personal narrative into Hogarth’s tale of moral decline.   I will then investigate the 

work of Lubaina Himid, who initiated a Black women artists’ movement in 1980s 

London. In 1986, Himid produced a large-scale installation entitled A Fashionable 

Marriage.  The work employs Scene 4 of Hogarth’s Marriage-a-la-Mode series to 

critique the racist and sexist policies of the London art world during this period. Finally, I 

will discuss the work of Paula Rego, best known for her large-scale paintings of 

emotionally-charged domestic scenes. Rego has also re-worked Hogarth’s Marriage, 

employing the earlier series to critique arranged marriages in her native Portugal.  Rego’s 

triptych entitled After Hogarth: Betrothal; Lessons; Wreck (1999-2001), like much of her 

work, reveals the psychological anxieties and ambiguities of gender relations and, in a 

broader sense, human interaction.  For Hockney, Himid and Rego, Hogarth’s 

contradictory evocations of eighteenth century London society provide a complex visual 

template for a host of contemporary issues such as race, gender, sexuality and national 

identity.  

 

Also critical to this study is the relationship between the three contemporary 

artists.  Hogarth is present as the key driving factor in all three works, yet also to be 
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considered is the role that Hockney, as a critical figure in late twentieth-century art, 

played in the construction of both Himid and Rego’s later works.  

 

Although Hogarth’s work has been appropriated by a wealth of artists from the 

eighteenth through twentieth centuries for a wide variety of uses, this dissertation will 

examine how three relatively recent quotations employ Hogarth as an “ally in 

subversion,” while simultaneously making use of Hogarth’s stature within the English art 

historical canon. I am proposing that these later uses of Hogarth, many of which explored 

various configurations of race, gender and sexuality, evolved from a key element inherent 

within the artist’s work, a form of “ambiguous narrativity” that yet somehow appeared to 

crystallize issues of moral questioning as central ideological theme. 
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INTRODUCTION 
 

Hogarth’s Ghost: Art and Appropriation 

 

William Hogarth (1697-1764), the canonical eighteenth century English painter 

and printmaker known for his satirical narrative series, is as relevant today as he was in 

his own time.1 His work continues to influence contemporary literature, visual art and 

political satire. For example, his work plays a significant role in the narrative thrusts of 

two recent novels by the American author David Liss.2  In the realm of visual art, 

Hogarth’s narrative series have been re-worked by contemporary artists from throughout 

the world, including British artists Jake and Dinos Chapman, Lubaina Himid, David 

Hockney, Peter Howson, Paula Rego, Yinka Shonibare, the British-born and now US-

based artist Sue Coe, German artist Jorg Immendorf, and South African artist William 

Kentridge. 

 

This dissertation, entitled Hogarth’s Progress: “Modern Moral Subjects” in the 

Work of David Hockney, Lubaina Himid and Paula Rego, examines selected late 

twentieth-century appropriations of Hogarth’s narrative series and investigates how 

Hogarthian re-workings by artists David Hockney (b. 1937) in the early 1960s and mid-

1970s, Lubaina Himid (b. 1954) in the mid-1980s, and Paula Rego (b. 1935) in 1999-

2000, engage with narratives of race, gender, sexuality and class in ways that were 

                                                 
1 It should be noted here that Hogarth has only been considered part of the British art canon since the 
publication of Ronald’s Paulson’s pioneering work.  As will be discussed later in this chapter, Paulson 
began his research in the 1950s and, beginning in the 1960s, produced a prolific body of publications on 
Hogarth and eighteenth-century British culture.   
 
2 See David Liss, A Conspiracy of Paper (New York: Random House, 2000) and Liss, A Spectacle of 
Corruption (New York: Random House, 2004).  
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anticipated in the eighteenth century artist’s narrative series. I will examine, above all, 

how Hogarth has served as a form of “subversive ally” for these artists, and how his 

“modern moral subjects” have informed their works.  Yet, the artists are linked by their 

use of Hogarth as an ideological partner in the development of satirical critiques of social 

mores in each artist’s distinct time and place.  

 

I am also proposing that these later uses of Hogarth evolved from a key element 

inherent within the artist’s work, a form of ambiguous narrativity that nevertheless 

crystallized issues of moral questioning as a central ideological theme. I will argue that 

the multi-layered, ambiguous quality of his narratives made his work appear much more 

accessible.  This factor, coupled with an increasing recognition of his work within the 

realms of fine art and popular culture, has consistently drawn artists, including authors 

and filmmakers, to his art in recent years.     

 

The contemporary works examined here consider two works by Hogarth: 

Marriage-A-la-Mode (1745), comprised of six paintings and a subsequent set of 

engravings and A Rake’s Progress (eight paintings completed in 1734, and eight 

engravings produced in the 1730s and 40s).  Marriage chronicles the doomed union of an 

Earl’s son and the daughter of a wealthy merchant, who sells her in marriage to obtain a 

higher social standing.   Rake recounts the tale of Tom Rakewell, a merchant’s son whose 

exuberant spending and moral decay, aided by a procession of French dancing masters, 

prostitutes and criminals, leads to his final residence, the madhouse “Bedlam.”  In 

Chapter One, I will discuss narrative structure in these two series, placing them in context 
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with similarly-themed works from the seventeenth and eighteenth centuries, both in 

Britain, France and elsewhere.  Placing these works in context provides a foundation for 

those socio-political and cultural aspects of Hogarth’s works that have functioned as a 

kind of inspirational “trigger” for the three contemporary artists.   

 

In Chapter Two, I will examine David Hockney’s early 1960s Rake’s Progress, a 

series of 16 etchings loosely based on the artist’s first visit to the United States, an 

insertion of his own personal narrative into Hogarth’s tale of moral decline.   Hockney’s 

series utilized Hogarth’s Rake as a framework for exploring his own identity as a young 

gay artist.  This print series resulted in increasing notoriety for the artist.  Its popularity 

led to an invitation to design the sets at the Glyndebourne Opera House for Stravinsky’s 

1947 opera, The Rake’s Progress, based loosely on Hogarth’s engravings, with libretto 

by W.H. Auden and Chester Kallman. 

   

Chapter Three will focus on the work of Lubaina Himid, who initiated a Black 

women artists’ movement in 1980s London. In 1986, Himid produced a biting yet 

humorous large-scale installation entitled A Fashionable Marriage.  The work employs 

Scene Four of Hogarth’s Marriage-A-la-Mode series to critique both the world political 

stage and the racist and sexist policies of the London art world during this period.3 

Replacing figures from Hogarth’s earlier scene that depicts a deceitful countess and her 

lover, Himid populated her 1980s setting with those of topical interest such as Margaret 

Thatcher and Ronald Reagan.  This chapter will largely explore a central figure within 

                                                 
3 Himid also cemented and reinforced her relationship to Hogarth’s earlier series by using the literal 
English translation for Marriage-a-la-Mode for the title of her work. 
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Himid’s Marriage, a young girl seated on a suitcase who has replaced Hogarth’s youthful 

male servant of African descent.  Himid’s young girl signifies a discourse of African 

diasporic movement that links a late twentieth century “Black British” presence to the 

post-World War II mass migrations and an even earlier Black presence in eighteenth 

century England.   

 

Finally, I will discuss the work of Paula Rego, best known for large-scale 

paintings of tension-filled domestic scenes and menacing re-workings of nursery rhymes 

and folk tales. Rego has also re-worked Hogarth’s Marriage, employing the earlier series 

to critique the practice of arranged marriages in her native Portugal in the 1940s and 

1950s.  She couples these concerns with a reference to the heightened materialism of the 

Thatcher era in the 1980s, while simultaneously drawing from the temporal framework of 

late 1990s England.  Rego’s triptych entitled After Hogarth: Betrothal; Lessons; Wreck 

(1999-2001), like much of her work, reveals the psychological anxieties and ambiguities 

of gender relations and, in a broader sense, human interaction.  She has largely been 

associated with School of London artists, although she was not part of the first phase of 

figurative painters that included R. B. Kitaj, Frank Auerbach, Francis Bacon, Lucien 

Freud, Leon Kossoff, Euan Uglow and others.4   

 

                                                 
4 The “School of London” was a phrase initially used by Kitaj in the catalogue for the exhibition that he 
organized entitled The Human Clay.  The exhibition opened at The Hayward Gallery in London in 1976.  
The term referred to artists working in 1970s England who, like Kitaj, produced figurative work during a 
period marked by the prominence of abstraction.  The Human Clay included the work of 48 London-based 
artists including Colin Self, William Roberts and Richard Carline.  For further discussion of the School of 
London, see Tim Wilcox, The Pursuit of the Real: British Figurative Painting from Sickert to Bacon 
(London: Lund Humphries and Manchester City Art Galleries, 1990). 
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This dissertation highlights Hogarth’s continuing relevance and the role of satire 

in addressing serious social and political issues characterizing contemporary life.  Special 

attention will be paid to the history of his critical reception and how that has shaped 

artists’ responses.  In particular, I will discuss how his growing popularity has shifted 

perceptions of the artist from a proponent of moral didacticism to the role of a 

progressive, socially-relevant artist-activist figure. 

 

The dissertation will investigate how Hogarthian re-workings by Hockney, Himid 

and Rego expound upon narratives already introduced in the eighteenth century artist’s 

graphic imagery and accompanying text.  Since the eighteenth century, Hogarth’s work 

has been appropriated by a wealth of artists, from the plagiarized copies produced in 

Hogarth’s time, primarily for commercial gain, to William Powell Frith’s 1889 Road to 

Ruin series of moral instruction, a work largely drawn from the Rake’s Progress 

narrative, to the 1945 film starring Rex Harrison entitled A Rake’s Progress (figure 1).5  

This project, however, will examine how more recent quotations employ verbal and 

visual texts to support a variety of narrative readings and discuss what Hogarth, as an art 

historical icon, may represent for late twentieth-century artists.  In particular, I will 

illustrate how a number of these artists employed Hogarth as subversive ally, while 

simultaneously making use of Hogarth’s stature within the English art historical canon. 

 

                                                 
5 In the U.S., the name of the film had to be changed to Notorious Gentleman for marketing purposes due to 
American unfamiliarity with the term “rake” as signifier of a man who engages in pleasure-seeking, 
irresponsible behavior.  The British film was directed by Sidney Gilliat and charted the experiences of a 
wealthy English troublemaker who is sent to South America as punishment, rejects plantation life, then 
becomes a race car driver.  His drunken revelries result in the death of his father, but he is then `saved’ by 
dying as a hero during World War II.  See the following texts for details on the film: Marcia Landy, British 
Genres: Cinema and Society, 1930-1960 (Princeton, NJ: Princeton University Press, 1991) and Bosley 
Crowther, review of A Rake’s Progress, directed by Sidney Gilliat, New York Times, November 14, 1946.  
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Also critical to this study is the relationship between the three contemporary 

artists.  Hogarth is present as the key driving factor within all three works, yet also to be 

considered is the role that Hockney, as a significant figure in late twentieth-century 

British art, played in the construction of both Himid and Rego’s later works. Himid has 

discussed her study of Hockney’s work after viewing his work in London in the 1980s, 

and it is clear that stylistically Himid owes much to Hockney’s 1970s and 1980s works in 

her sweeping brushstrokes and incorporation of water (figure 2) and in her use of text that 

references Hockney’s Pop-inflected 1960s imagery, including Rake’s Progress.6  Paula 

Rego also shares with Hockney a School of London focus on the figurative in works like 

The Dance of 1988 (figure 3).  These symbiotic artistic relationships will be explored in 

subsequent chapters. 

 

Among the many questions this dissertation poses are: What did it mean for each 

artist to evoke Hogarth?  For example, what did Hogarth (and his narrative series) 

represent for a gay, male English art student from northern, industrial Bradford who 

produces his own Rake’s Progress print series while at the Royal College of Art in the 

early 1960s?7  What did a lesbian artist of English and Tanzanian heritage, who identifies 

                                                 
6 On the left side of Act One, No Maps from the Revenge series, Himid includes a detail of a stage from “a 
Hockney set design.” (Lubaina Himid, interview by author, Preston, Lancashire, England, August 11, 
2010).  
    
7 The English are genetically a melding of groups that settled in the region, including Angles, Saxons, Jutes 
as well as the later Vikings and Normans.  By contrast, the term `British’ refers to national identity, in 
particular citizens of the United Kingdom, the Isle of Man, one of the Channel Islands or one of the British 
overseas territories such as Bermuda, British Virgin Islands, Saint Helena, the Cayman Islands, the British 
Indian Ocean and their descendants, for example.  British citizenship and nationality are acquired, for 
example, by birth in the United Kingdom or from descent from British nationals.  For further clarification, 
see Jeremy Paxman, The English: A Portrait of a People (London: Penguin Books, 1999); Krishan Kumar, 
The Making of English National Identity (Cambridge, UK: Cambridge University Press, 2003); and Robert 
J. C. Young, The Idea of English Ethnicity (Oxford, UK and Malder, MA: Blackwell Publishing, 2008). 
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as a “Black woman artist” and studied theater design and art in 1980s London find in 

Hogarth that spoke to her identity?8  What did Hogarth signify for a Portuguese-born, 

feminist artist who attended the Slade School of Fine Art yet continued to reference 

Portugal’s socio-political and cultural histories in her work while residing in England for 

lengthy periods of time? 

 

Why have these artists chosen Hogarth in particular to interrogate the moral 

questions of their own respective times and places?  And, in examining Hogarth’s entire 

career, it might be pertinent to ask: Is a critique of contemporary morality the most 

significant or recognizable driving force in Hogarth’s work?  Has the notion of Hogarth 

as a figure of subversion been the central force that has drawn contemporary artists to the 

eighteenth-century figure?  If so, it is significant to note that each of the artists examined 

here produced work in the aftermath of various social, political and cultural movements 

that transformed everyday life in the late twentieth century.9  Are these contemporary 

works a form of art historical homage to Hogarth, or are they largely concerned with 

social critique through a satirical lens, aims that would make Hogarth the obvious 

collaborative partner? Do any of these works critique Hogarth and associative aspects of 

British national history and identity that he appears to signify?     

 

                                                 
8 For example, Himid has written of how “As Black women artists in the Black triangle in the twentieth 
century, we must continue the processs of gathering and re-using” in a discussion about cultural retention in 
Lubaina Himid, “Fragments,” Feminist Art News 2 (1988), 8-9.  
 
9 Albeit, these movements were largely initiated in the US: civil rights, gay rights, the women’s movement, 
the street-action demonstrations of AIDS policy protestors, while the images discussed were produced in 
London.  While these movements first developed in the United States, their impact was certainly felt 
internationally, particularly in cosmopolitan urban areas like London. 
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Additionally, what was it about A Rake’s Progress and Marriage-A-la-Mode in 

particular that drew Hockney, Himid and Rego, as opposed to their choosing, for 

example, Hogarth’s Harlot’s Progress or Industry and Idleness?10  Himid’s 1986 

installation was produced in London soon after the early 1980s race-based riots.  The 

period was certainly ripe for a pointed consideration of the role of black servants in 

Hogarth’s time in the midst of questions about African and Afro-Caribbean immigration 

and settlement in Britain.11  Significantly, Himid chose to appropriate Scene Four of 

Marriage, also called The Countess’s Morning Levee.  Of all the scenes from the 

narrative series that Hogarth produced, Himid selected the sole image that included two 

servants of African descent and a slew of foreign “others” (the Continental French and 

Italians) as a framework for her highly political examination of 1980s London. 

 

In this dissertation, I am proposing that the artists employed Hogarth as a 

“subversive ally,” forging partnerships with him that asked critical questions about race, 

gender, class and sexuality.  For Hockney, Himid and Rego, Hogarth’s contradictory 

evocations of eighteenth century London society provided a complex visual template for 

a host of contemporary issues concerning identity:  issues which, apart from race, gender 

and sexuality, deployed nationality as well within the matrix of artistic concerns.  

                                                 
10 It is my contention that Harlot, even in its very title, was too much of a hot button in its critique of 
women, and might be seen as anti-feminist, and that the central theme of Industry and Idleness, work ethic, 
was not enough of a concern for these late twentieth century artists. 
 
11 Himid’s work was produced in mid-1980s London, just after a period marked by a series of disturbances, 
largely caused by heightened levels of unemployment and tensions between police forces,  Asian, Afro-
Caribbean and English communities.  These occurrences include the “Brixton Riots” of April 1981 in 
London, the 1981 and 1985 “Handsworth riots” in Birmingham, and the “Toxteth riots” in Liverpool in 
1981.  For further details on these disturbances, see Peter Fryer, Staying Power: The History of Black 
People in Britain (London: Pluto Press, 1984) and Tessa Blackstone, Bhikhu Parekh and Peter Sanders, 
Race Relations in Britain (London and NY: Routledge, 1998). 
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William Hogarth began his career as an apprentice to a silver-plate engraver and, 

by 1720, had established his own business producing trade-cards, bills, engraved book 

plates and painting portraits.  During this period, he worked for the print-seller Philip 

Overton, producing political satires.   After a period of time producing formal portraits 

for the wealthy, Hogarth returned to scenes of everyday life in 1751, producing highly 

lucrative works such as Beer Street, Gin Lane and The Four Stages of Cruelty.   

 

In the 1730s, he began the paintings and engravings for which he would become 

most well-known, “modern moral subjects” such as The Harlot’s Progress of 1732 

(figure 4), The Rake’s Progress (1733-35), and Industry and Idleness (1747). These 

satirical yet serious narratives evince a period of major transformation in Britain, changes 

marked by the social and economic effects of British colonial enterprise, an increasingly 

powerful middle class, and an overarching interest in charting the country’s moral 

direction, defining it against that of France, for example.   

 

As Hogarth wrote of these works, “Subjects I considered as writers do. My 

picture was my stage and men and women my actors.”12  These satirical narratives, also 

called “comic history paintings,” convey the evolving urban spectacle of London in the 

early part of the century, a city irrevocably transformed by the effects of Britain’s 

commercial enterprise.  Hogarth’s dramatic processions of errant apprentices, vulnerable 

country maidens, servants of African and Asian descent, quack doctors and French 

                                                 
12 William Hogarth and Joseph Burke, ed. The Analysis of Beauty, With the Rejected Passages from the 
Manuscript Drafts and Autobiographical Notes (1955; repr., Oxford: The Clarendon Press), 209.  
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dancing masters provided a caustic yet sympathetic juxtaposition of city and country, 

native and `foreigner’, and wealth and abject poverty.  Above all, Hogarth’s cautionary 

tales evinced the consequences of moral decay with a surfeit of wit, and conveyed the 

profound transformations wrought by modernity in eighteenth-century England.    

 

Despite producing a broad range of portraits and other works, Hogarth has 

become most closely associated with “modern moral subjects” and other works that focus 

on themes of morality in a symbolically rich and complex manner.  As Peter Wagner has 

suggested, “Hogarth worked…in a satirical tradition that combined Protestant Christian 

moral principles with the critical and pessimistic views of love and lovers portrayed by 

such classical writers as Juvenal and Ovid.  In addition, he integrated into his 

iconography the popular bawdy satires that shaped the `mentalite’ of his day.  Hence, his 

engravings associate the sexual drive with disorder, animal lust, scatology, illegitimacy 

and even criminality.”13  One example of such works is Enthusiasm Delineated (figure 

5).  Set in an eighteenth-century London church, the print depicts a frenzied congregation 

aroused by an over-zealous sermon.  At the pulpit is a lecturer suggestive of prominent 

Methodist preacher George Whitefield, whose followers were largely drawn from 

England’s rural and urban proletarians, a class seen as particularly susceptible to 

witchcraft, superstition and “dubious” spirituality.  Most significantly, several members 

of the congregation use statues of the Christ-figure as erotic objects, while still others 

gnaw with pointed voracity on these figures, highlighting the barbaric religious 

fanaticism characterizing the scene.   

                                                 
13 Hans-Peter Wagner, “Eroticism in Graphic Art: The Case of William Hogarth,” in Studies in Eighteenth-
Century Culture 21 (1991): 53.  
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 Enthusiasm Delineated is a satire on Methodism (and Catholicism), religious 

fanaticism in general, and a critique of the widespread English taste for Continental 

works of art during this period.14  The print also includes a pipe-smoking Turkish figure, 

seen peering through a window in amazement at the “savagery” of the English 

Methodists.  Hogarth often employed “foreign” figures, including Black servants, to act 

as observers, a subtle critique of the “alien” practices of native-born English 

populations.15  This print reveals aspects of why Hogarth’s narrative art has long drawn 

attention, in large part due to its uses of satire and subversive narratives, but also due to 

its narrative and pictorial complexity.16 

 

Hogarth as “Subversive Ally” 

 

Hogarth has been used in the twentieth century in two primary ways: as a tool for 

exploring art as subversive tactic, and as a template for a broad range of creatively 

expansive “ambiguous narratives.”  The notion of Hogarth as an ally in subversion is 

                                                 
14 See the following texts for eighteenth-century English views on Methodism and Catholicism: Albert M. 
Lyles, Methodism Mocked: The Satiric Reaction to Methodism in the Eighteenth Century (London: 
Epworth Press, 1960); Anthony Armstrong, The Church in England, Methodists and Society, 1700-1850 
(London: University of London Press, 1973); Arnold A. Dallimore, George Whitefield: The Life and Times 
of the Great Evangelist of the Eighteenth-Century Revival, 2 vols. (Edinburgh: Banner of Truth Trust, 
1970-80); and James Downey, The Eighteenth-Century Pulpit: A Study of the Sermons of Butler, Berkeley, 
Secker, Sterne, Whitefield and Wesley (Oxford: Oxford University Press, 1969). 
 
15 Examples include the Harlot’s Progress scene with a servant of African descent whose facial expression 
reveals  the harlot’s deceit (a man hiding behind the door when her patron unexpectedly appears), and 
Scene Four of  Marriage-a-la-Mode , in which the young, seated child in the foreground points to a horned 
deer statuette, denoting the cuckoldry that was occurring in the household. 
 
16 For a detailed analysis of the primary, anti-Methodist and other themes and complex pictorial symbolism 
found in Enthusiasm Delineated, see Bernd Krysmanski, “We See A Ghost: Hogarth’s Satire on Methodists 
and Connoisseurs,” Art Bulletin 80 (June 1998): 292-310. 
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exemplified by the works examined here by Himid, Hockney and Rego.  Hogarth and his 

work have come to represent a notion of inherent transgression, despite the artist’s 

persistent upper-level associations and aspirations.  Hogarth produced numerous portraits 

and conversation pieces of London’s successful businessmen and other civic leaders, and 

their families, his Biblical scenes such as those produced for the Foundling Hospital and 

St. Barts, and his 1757 appointment as Serjeant-Painter to the King.17  However, these 

works and/or periods in his career appear to have been of little interest to late twentieth 

century artists who have quoted from Hogarth.   

 

Why have contemporary artists been drawn to his socially and politically-engaged 

satires rather than his other forms of work?  Perhaps the answer lies in this explanation 

from the Nigerian-born British artist Yinka Shonibare, who completed Diary of Victorian 

Dandy (figure 6), a photographic re-working of Rake’s Progress.  Shonibare noted that: 

What I like about Hogarth...is his subversive streak: the fact that he parodied the 
aristocracy, and his cheeky relationship to power…I chose Hogarth for his social 
commentary and the political aspect of his work.  He had a very interesting 
relationship to authority.  My series is a commentary on our times, but it is also 
about daring to parody the establishment—which was something Hogarth was 
very good at…18    
 
 

                                                 
17 The Serjeant-Painter was a position of heightened status and was financially profitable as well. By the 
eighteenth-century, it was associated with the painting and gilding of all of the King’s residences, coaches 
and other sites and garnered more than 1,000 pounds per year.  Hogarth assumed the position in 1757, and 
retained it until his death in 1757.   For additional details on the Serjeant-painter’s position in eighteenth-
century England, see “The Serjeant-Painters,” The Burlington Magazine for Connoisseurs 84, no. 493 
(April, 1944): 80-82; Ellis Waterhouse, Painting in Britain, 1530-1790, 4th ed. (New Haven: Yale 
University Press, 1994) and Jenny Uglow, Hogarth: A Life and a World (London: Faber and Faber Limited, 
1997), 597-598. 
 
18 Paula Rego, Jake Chapman and Yinka Shonibare, “The Artist’s Progress: Hogarth’s Legacy in the 
Twenty-first Century,” The Guardian, January 13, 2007. 
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For the British playwright Nick Dear, who based a late 1980s play on Hogarth’s 

life and milieu, Hogarth is a fellow “man of the people,” united in a critique of the 

wealthy.  Dear writes in the introduction to the play that he could feel “Hogarth walking 

beside [him]” as he wrote the play, incensed that the only ones able to afford a drink on 

the Bank in present-day England would be those wearing business suits.19 

  

This view of Hogarth as “man of the people” persists, despite the fact that, as 

Jenny Uglow has written, Hogarth’s entire career was marked by opportunistic attempts 

to achieve a more financially profitable and socially ascendant stature in his time.20 

Uglow’s text aptly documents the artist’s incessant attempts to gain acceptance within 

those aristocratic worlds that he documented in his commissioned portraits yet satirically 

critiqued in his graphic works. Andrew Graham-Dixon’s 1997 New Yorker review of 

Uglow’s biography concludes that “Hogarth was in many respects a man divided.  While 

he made his name as an artist who burlesqued the high traditions of Renaissance and 

post-Renaissance art—a low-life Raphael, chronicling the deeds of crooks and whores 

and drunks rather than hymning the saints—he also dreamed of graduating to the grand 

manner himself.”21  Ronald Paulson has also written of the overarching perception of 

Hogarth as largely the producer of narrative series, noting that,  

 

                                                 
19 Nick Dear, The Art of Success; and In the Ruins: Two Plays by Nick Dear (London: Methuen), 1989, 1.  
Dear was referring to “The Bank,” the South Bank area of London on the southern bank of the River 
Thames near Waterloo Station, the site of major cultural institutions such as The National Theatre and the 
Hayward Gallery.  During the 1970s and 1980s, it was the site of major commercial development plans 
which were, largely, successfully opposed by area community groups. 
 
20 See Jenny Uglow, Hogarth: A Life and a World (London: Farrar, Strauss and Giroux, 1997).  
 
21 Andrew Graham-Dixon, “Hogarth’s Progress: What the Most Famous Artist in England Really Wanted,” 
The New Yorker, December 15, 1997, pp. 142-151.   
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Most historians of English art place Hogarth in the transition period between the 
reign of foreign (Lely and Kneller) and clumsy native artists and the rise of the 
great Reynolds and Gainsborough.  But this is to see him strictly in terms of 
portraiture and then to oversimplify.  He’s a much more significant figure than 
such a generalization allows…My tendency has been to see the so-called `comic 
history paintings’ as the central fact of his career, with portraits and other works a 
secondary concern.22 
 

In short, despite his portraiture and Biblical narratives executed in a style 

reminiscent of Rembrandt and Raphael, Hogarth’s narrative, satirical works are most 

prominently viewed as representative of Hogarth’s entire oeuvre.23 

 

I am proposing that this association with Hogarth as principally a figure of 

subversion has to do with the specific circumstance of each artist’s time, place and 

biographical history.  For late twentieth-century artists, the narrative series have proved 

to be much more useful at social critique than Hogarth’s portraits and Biblical scenes.  

For example, Himid’s Fashionable Marriage was produced not long after a rash of race-

based riots throughout England, during widespread criticism of Margaret Thatcher’s 

conservative government, and during the heyday of the Black British filmmaking 

workshops.24 Himid’s re-working also appeared during a time when works by Black 

British artists, primarily male, had been given prominence.  During the mid-to-late 1980s 
                                                 
22 Ronald Paulson, Hogarth: His Life, Art and Times, Vol.1 (New Brunswick: Rutgers University Press, 
1991), xvii. 
 
23 In fact, the notion of Hogarth as serious painter was only considered valid by the early 1970s with the 
Tate exhibition that provided a new look at Hogarth’s paintings.  Before that project, and before Paulson’s 
extensive, ecyclopedic scholarship on Hogarth that began with his 1965 catalogue raisonne of  Hogarth’s 
graphic works, Hogarth had been largely viewed as a witty, albeit skillful caricaturist whose lively satirical 
prints nonetheless skillfully illuminated the unseemly side of early to mid-eighteenth century London life. 
 
24 Sankofa and Black Audio Film Collective were examples of organized groups of filmmakers of African, 
Asian and Caribbean descent who operated in London primarily during the 1980s.  See Coco Fusco, Young 
British and Black: The Work of Sankofa and Black Audio Film Collective (Buffalo: 
Hallwalls/Contemporary Arts Center, 1988) for further discussion on these organizations.  
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and early 1990s, Himid, along with Rotimi Fani-Kayode, Sunil Gupta, Ingrid Pollard, 

Mumtaz Karimjee and, by the mid-1990s, Ajamu, produced works that actively 

challenged narrow representations of Black or Asian British subjectivity.25  

 

This notion of work that challenged, or provoked, or interrogated perceived 

societal ideas and practices is at the root of defining exactly how Hockney, Himid and 

Rego employed Hogarth’s subversive tactics.  To begin, it may be helpful to examine 

how the concept of subversion has been defined, and to explore its potential application 

in art-making practice.  According to the Concise Oxford English Dictionary, the verb 

“subvert” may be defined in the following way: “to undermine the power and authority of 

an established system or institution.”26  And, in terms of subversion and art-making in 

particular, Carol Becker has written of subversion as a way of examining artists’ sense of 

social responsibility or their strategies for social critique, and she has examined how 

artistic freedom facilitates this partnership between artistic and political commitments.27  

Both uses of the terms related to subversion evoke an aim for social critique, or an 

opposition to a larger social, cultural or political system.  The following chapters will 

examine how Hockney, Himid and Rego produced Hogarth-inspired appropriations in a 

                                                 
25 See the following texts for a discussion of Black British lesbian and gay image-making produced during 
the 1980s and 1990s: David A. Bailey, Ian Baucom and Sonia Boyce, eds., Shades of Black: Assembling 
Black Arts in 1980s Britain (Durham, N.C.: Duke University Press, 2005);  Tessa Boffin and Jean Fraser, 
eds., Stolen Glances (London: Pandora, 1991); Tessa Boffin and Sunil Gupta, Ecstatic Antibodies: 
Resisting the AIDS Mythology (London: Oram Rivers Press, 1990); and Amanda Cruz, ed., The Film Art of 
Isaac Julien (Annandale-on-Hudson, NY: Center for Curatorial Studies, 2000). 
   
26 Catherine Soanes and Angus Stevenson, eds., Concise Oxford English Dictionary (London: Oxford 
University Press, 2008). 
 
27 See the following texts: Carol Becker, ed., The Subversive Imagination: Artists, Society and 
Responsibility (London: Routledge, 1994) and Carol Becker, Surpassing the Spectacle: Global 
Transformation and the Changing Politics of Art (Lanham, Md.: Rowman and Littlefield Publishers, Inc., 
2002).  
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deliberate manner, in order to present an artistic form of social critique that reflected their 

own respective interests.  As will be shown, these include the open expression of 

difference regarding sexual identity, a critique of war and of commercially-driven global 

politics in the 1980s, and challenges to patriarchal roles.  Hogarth has been configured 

here as an eighteenth-century template that handily accommodates all of these late-

twentieth century concerns. 

 

As Bernadette Fort and Angela Rosenthal have observed of Hogarth, “Whether he 

pictures a shrimp girl, an actress, a wealthy female patron, a fashionable countess…a gin-

addicted woman…a gouty and impotent earl, his effeminate son, or a dissolute rake, 

Hogarth’s work explores the human character in a strikingly modern manner, 

emphasizing the multiple construction of identities and situating his examination at the 

heart of the most controversial contemporary social, political, and religious debates.”28  

Clearly, in the late twentieth century, artists were grappling with similar issues of identity 

politics regarding race, gender, religion and sexual orientation in the wake of the 

transformational events of progressive social movements (including postcolonial 

initiatives) that took place after World War II. 

 

Fort and Rosenthal further state that Hogarth’s works discuss contemporary 

concerns such as “consumption and commercialization in an expanding global market, 

chronic disease of both bodies and societies, and the construction, performance and 

                                                 
28 Bernadette Fort and Angela Rosenthal, “The Analysis of Difference,” in The Other Hogarth: Aesthetics 
of Difference, eds. Bernadette Fort and Angela Rosenthal (Princeton: Princeton University Press, 2001), 5.  
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masking of identity.”29  Their remarks clearly imply that Hogarth’s themes represent a 

pronounced linkage with late twentieth century concerns, specifically gender, sexuality 

and race.  This study will focus on gender and sexuality, two “modern moral subjects” 

that link all three artists that are included in this examination, and reveal how they have 

been complicated by other factors such as race, class and shifting social and political 

tides. 

 

A brief, introductory essay by John Summerson for a 1967 exhibition 

encapsulates the lure of Hogarth’s work.  Summerson begins his essay with the following 

text,  

At the Soane Museum in London, Hogarth’s Rake’s Progress and Election 
cycles…are exhibited together in the same small room.  They bring more people, 
more enquiries and more requests for photographs and slides than anything else in 
the museum.  Hogarth is, as he has always been, enormously popular—not 
popular by virtue of fashion or of the sort of status-giving which appreciation of 
the more majestic old masters involves, but just simply and intrinsically and 
absolutely downright popular.  He is completely and immediately accessible to 
anyone with eyes…He is entertaining.  He is frank.  He is timeless.30  
 

In one paragraph, Summerson has referenced those qualities which seem to 

distinguish Hogarth’s work: accessibility, entertainment value and an element of truth-

telling that results in a sense of relevance and vitality, a kind of freshness.  In short, 

Hogarth’s work continues to be viewed as “familiar.”    

 

Perhaps Hogarth is considered “new” because of his bold and overt critique of the 

wealthy and powerful, or at least his willingness to reveal cracks in the idea of class as 

                                                 
29 Ibid. 
 
30 Sir John Summerson, Morals and Mime: The Essential Hogarth (Richmond: Virginia Museum, 1967), 5. 



18 
 

signifier of moral behavioral tendencies.  In Hogarth, artists and scholars encountered an 

individual who did not arise from an aristocratic background yet sometimes operated in 

those circles; functioning as a kind of outsider.  He also represents an artist who fought 

for his rights as an artist, evidenced by his efforts that led to the 1734 Copyright Act.31  

Hogarth revealed the similarities between the (mis)behavior of the wealthy, the middling 

ranks and the urban poor, critiquing these groups in equal measure.  He has also now 

succeeded, three centuries later, in bringing graphic art to the level of “high art” while 

simultaneously lampooning everyone along the way.  Hogarth’s narratives, characterized 

by immense wit and humor, reflected the social and political fissures between various 

groups in a changing England; qualities that may be particularly useful for postmodern 

artists. 

 

Hogarth’s contemporary relevance may also have to do with his association with 

Englishness, a factor that may have drawn artists to interrogate notions of “authentic” 

English identity.  Hogarth has long been viewed as an artist characterized by an aura of 

“quintessential Englishness,” as exemplified by Ross Watson in the very first paragraph 

of his introduction for a 1971 catalogue exhibition of Hogarth works.  Watson writes that 

“It would be difficult to find a more essentially English artist than Hogarth.”32 

 

                                                 
31 The 1734 Engraving Copyright Act, also called Hogarth’s Act, was an act of Parliament passed to 
provide protection for engravers’ works.  The act was prompted after urging from Hogarth, who lamented 
the piracy of his print series by artists who copied his work and also from print-sellers who used his work 
without the payment of royalties.  Discussions of the history of the Copyright Act may be found in Mark 
Rose, “Technology and Copyright in 1735: The Engraver’s Act,” The Information Society 21, no. 1 (2005): 
63-66. 
   
32 Ross Watson, “Introduction,” W. Hogarth: A Selection of Paintings from the Collection of Mr. and Mrs. 
Paul Mellon, (Washington, D.C.: National Gallery of Art), 197. 
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Why has Hogarth been inextricably linked with the notion of an English identity, 

as though the mere invocation of his name denotes a sentimentalized image of an entire 

nation?  It may have to do with the linkage of eighteenth-century England and/or 

Victorian England as periods that exemplified a nostalgic view of England.  Another 

reason may lie in the subject matter of Hogarth’s works, a number of which critique 

Catholicism through nationalist undertones and others that represent more generalized 

critiques of non-English cultures.  Calais Gate (figure 7) was completed after Hogarth’s 

arrest and deportation from Calais, as recounted in his Autobiographical Notes, a tale that 

may have been embellished as a result of anti-French and anti-Scot sentiments during the 

period after the defeat of the Jacobite Rising of 1745, often called the `Forty-Five.33  In 

fact, numerous print series by Hogarth critique French and Italian culture, particularly the 

English craze for Italian castrati, French dancing masters and the Italian masquerade.34  

Hogarth feminized both the French and the Italians in works like Marriage-A-la-Mode, 

countering these representations against the notion of the plain-speaking, beef-eating (and 

simplistically masculine) Englishman. 

 

Yet, Hogarth’s nationalism was highly ambiguous:  he employed French 

engravers, sought to emulate Dutch masters, and traveled to France at least twice.  The 

                                                 
33 Hogarth notably provided an additional title for the engraved version of the painting, naming it O the 
Roast Beef of Old England, a reference to a patriotic song composed by an acquaintance of Hogarth, the 
vocalist Richard Leveridge (1670-1758), as noted in Robin Simon, Hogarth, France and British Art: The 
Rise of the Arts in 18th-century Britain (London: Paul Holberton Publishing and Hogarth Arts, 2007), 11.  
 
34 Henry Fielding’s first published work was a 1728 poem entitled The Masquerade that critiqued the 
amusements and their presumed harmful effects on the British national character.  For more detail on the 
reception of the masquerade in England, see Terry Castle, Masquerade and Civilization: The 
Carnivalesque in Eighteenth-Century English Culture and Fiction (Stanford, CA: Stanford University 
Press, 1986) and Peter Stallybrass and Allon White, The Politics and Poetics of Transgression (Ithaca: 
Cornell University Press, 1986), 80-124. 
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aforementioned Calais Gate depicts Hogarth about to be arrested at left (the French side), 

while just below him, we see four elderly Catholic women, who are, of course, also 

positioned on the French half of the work.  The women, with crosses around their necks, 

marvel at the underside of a stingray, where they envision the face of Christ.  Hogarth 

would later describe this crossroads at Calais Gate, one side of which was England, and 

the other, France.  He wrote that he was appalled that there existed, so geographically 

close to Dover (England), a “farcical pomp of war, parade of religion, and Bustle with 

very little business in short poverty slavery and Insolence with an affectation of 

politeness...”35  Hogarth’s remarks reflected a concerted effort to mark cultural 

distinctions between the British and the French, with an overtly critical sense of the 

French as affected and pretentious.   

 

Hogarth’s “Ambiguous Narrativity” 

 

In its complex interplay between indeterminate pictorial and textual language, 

Hogarth’s work projects an air of timely relevance, an idea aptly borne out by the 

countless artists (and authors) who have found creative sustenance in the artist’s paintings 

and print series.  Hogarth endowed his figures, as well as his inanimate objects, with 

complex meaning, an “ambiguous narrativity” that has drawn generations of artists to 

Hogarth’s “modern moral subjects.”   

 

                                                 
35 William Hogarth, Hogarth’s Works: With life and Anecdotal Descriptions of His Pictures (London: 
Luyster Brothers, 1874), 301.  
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The question becomes: How does Hogarth use narrative in his work?  Mieke Bal 

defines narrative as “logically and chronologically-related events,” with events defined as 

“transitions from one state to another state.”36  Hogarth’s uses of narrative include titles 

for series and for scenes within the series, descriptive text outlining the actions in various 

scenes, contemporaneous literary and visual texts that Hogarth refers to in his chosen 

subject matter, and the visual language comprising the actions and physiognomies of the 

main characters in each scene.  Richard Meyer, in his attempt to establish the narrative 

complexity of Hogarth’s often under-valued Industry and Idleness series (figure 8), 

discusses how Hogarth depicted an “uneven division of narrative labor” between the two 

apprentices, Goodchild and Idle.37  Meyer notes how Goodchild, the apprentice of 

“virtue” is, 

 
...securely situated within the architecture of his frames.  He fits almost too well, 
within the structures and strictures of bourgeois culture, within his loom-worker’s 
station, within his overseer’s alcove, within his election carriage.  With no hope of 
compositional problem or instability, Goodchild becomes little more than a cipher 
of his cultural conformity and gradual job promotions.  Idle, by contrast, slips out 
of his loom worker’s station or is positioned on tipped-up casket lids and 
collapsing beds.  He is situated precariously within the space of his scenes and 
seems always to be moving out of that space.  Idle, it would seem, cannot be fixed 
within any stable “architecture” of narrative.38   
 

Meyer is proposing that the pictorial relationship between protagonist and 

corresponding space assists in the development of the narrative, and also “metaphorizes 

the narrative,” an example of which is seen in the first frame of the series, where Tom 

                                                 
36 Mieke Bal, Narratology: Introduction to the Theory of Narrative, trans. Christine van Boheemen 
(Toronto: University of Toronto Press, 1985), 5. 
 
37 Meyer, Richard, “The Narrative Progress of Hogarth’s Industry and Idleness,” (M.A. Thesis, University 
of California at Berkeley, 1990), 15. 
 
38 Ibid.  
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Idle is “falling out of his loom-worker’s station because he cannot be contained by a 

stable moment of story.”39      

 

Other narrative vehicles employed by Hogarth include the pictorial symbolism 

accompanying primary scenes within each frame such as paintings on the walls, 

placement of inanimate objects (such as curtains and decorative objects), facial 

expressions, gestures of servants, and the revelatory actions of household pets.  In terms 

of human figures, he used gesture, physiognomy, bodily comportment, dress, and skin 

lesions, for example, to express humor, underlying truths and/or social critique in his 

satirical works.  As Peter Wagner has proposed,  

 
…the bodies in Hogarth’s paintings and engravings constitute fascinating 
sites/sights of meaning-making…Creating indeterminacy rather than fixed 
meaning, these signs are made up of visual and verbal crossings that combine and 
conflate such sign systems as natural body movements (walking, dancing, 
gesturing) and artificial, theatrical, and rhetorical gestures and “attitudes (i.e., 
theatrical poses), deaf sign language, and the representation of the passions and 
physiognomy as applied in history painting and portraiture.40  

   

For example, as Wagner has documented, Hogarth has used several kinds of facial 

and other bodily markings to signify warts (traditionally associated with witches), beauty 

spots and/or symptoms of disease, particularly venereal.  An example includes the 

syphilitic bowed legs seen on the quack doctor in Scene 3 of Marriage-A-la-Mode (figure 

9).41  In the aforementioned Gin Lane (figure 10), the urban poor are likened to the level 

                                                 
39 Ibid., 16. 
 
40 Peter Wagner, “Spotting the Symptoms: Hogarthian Bodies as Sites of Semantic Ambiguity,” in 
Bernadette Fort and Angela Rosenthal, The Other Hogarth: Aesthetics of Difference (Princeton, N.J.: 
Princeton University Press, 2001), 102-3.     
41 Ibid, 108. 
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of canines or other beasts.  In this scene of utter barbarity induced by the liquid 

intoxicant, a dog and a grubby individual of indeterminate gender gnaw the same bone 

with equal voracity.  Hogarth has again employed physiognomic principles in his 

evocation of savagery, rendering the human consumer in this pair with heavy, scowling 

features. 

 

Artists have also been drawn to Hogarth’s narrative series because of their 

inherent engagement with morality.  As mentioned above, the American author David 

Liss’s novels prominently feature Hogarth’s prints in A Conspiracy of Paper (2000) and 

its sequel, A Spectacle of Corruption (2004), works of historical fiction set in early 

eighteenth century London. Both trace the circuitous urban navigations of Jewish boxer-

turned-detective Benjamin Weaver, culminating in well-researched narratives of fiction 

that accurately illuminate London’s criminal underworld.  These complex and immensely 

engaging novels chronicle the crude, self-serving schemes of a diverse cast of politicians, 

dockworkers, informers, prostitutes, assassins, priests, spies and merchants during this 

period.  

 

In the case of Liss’s A Spectacle of Corruption, Hogarth’s A Scene from the 

Beggar’s Opera (figure 11) embellishes the front cover jacket design, while the character 

of Macheath from the scene adorns the jacket binder image.42  Hogarth’s dramatic 

rendering depicts a pivotal moment from John Gay’s play, first performed in 1728 at 

John Rich’s Lincoln’s Inn Fields.  Gay’s narrative was initially envisioned as a satire on 

                                                 
42 The book was designed by Carole Lowenstein, with a jacket design by Beck Stvan. 
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Italian opera.  It became the most well-known and commercially successful theatrical 

production of the period and its narrative included a series of dubious characters set to 

dramatic music, an implicit linkage between those considered vulgar and those viewed as 

refined.  From 1729 through 1730, Hogarth produced six painted versions of this scene 

from the celebrated opera.43  Here, the central, defiant figure of Macheath, restrained and 

manacled, with crossed arms and impudent smirk, is positioned literally at the center of a 

bidding war in Newgate prison.  His two “wives,” Polly Peachum and Lucy Lockit, kneel 

before their respective fathers, vigorously pleading for the highwayman’s release.  

 

Additionally, in A Conspiracy of Paper, Hogarth’s engraving and etching of 1724 

entitled The Bad Taste of the Town (Masquerades and Operas), a satire on the English 

preference for `foreign’ entertainments, is featured in the book’s frontispiece.  Liss’s 

invocation of Hogarth is far more than mere marketing embellishment for these novels. 

The American author has skillfully crafted two novels that profoundly draw from various 

narratives set forth in Hogarth’s eighteenth century paintings and engravings. His  two 

books evinced many of the transformative economic changes that are referenced in 

Hogarth’s prints: the establishment of the Bank of England in 1694, the rise of the East 

India Companies in the seventeenth and eighteenth centuries, the disastrous effects of the 

1720 South Sea Bubble (chronicled by Hogarth in his print called the South Sea Scheme), 

and the ever-increasing power of French, Dutch and Jewish moneyed men, brokers and 

jobbers from 1710-1721, a group that may be described as the non-landed wealthy.44  

                                                 
43 The paintings are held in the collections of the Yale Center for British Art (with one version housed at 
the Lewis Walpole Library in Farmingham); the National Gallery of Art in Washington, DC; Tate Britain; 
and the Birmingham Museum and Art Gallery in Britain. 
44  The factor that is considered “new” is the non-landed foundations of their wealth.  
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Hogarth’s early career was marked by one of the most significant events in global social, 

political and economic history: the further establishment and formalization of the modern 

stock exchange.45   

 

Yet far beyond a mere focus on the rise of trade, what is also evident and 

compelling in Liss’s novels are a set of narratives that are intrinsically and thematically 

Hogarthian in their ruminations on “right” and “wrong” behavior.  Both Liss and 

Hogarth’s tales document the general public’s ongoing fascination with—and 

participation in—clandestine, below-the-board social, political, cultural, financial and 

personal activities.  These texts represent a form of primer documenting those “unsavory” 

activities that unsurprisingly thrived and flourished despite an overarching social 

appearance of moral piety.  Both sets of characters participated in these transgressions, 

ably functioning within a period marked by varying forms of moral instruction, as 

evinced by popular culture, fine art and other media: paintings, broadsheets, satirical 

prints, plays, church sermons and legal directives.46  In Hogarth’s time, these varying 

                                                                                                                                                 
 
45 The stock exchange began its history in 11th century France, where courtiers de change (now viewed as 
the first stockbrokers), managed the debts of agricultural groups on behalf of banks.  Other precedents 
include the meetings of late thirteenth-century commodity traders in Bruges, and the work of mid-13th 
century Venetian bankers who began to trade in government securities.  In the early seventeenth century, 
the Dutch East India Company became the first company to issue stocks and bonds.  And, in 1688, the 
trading of stocks began on a London stock exchange.   On the history of the stock exchange, see Ronald C. 
Michie, The London Stock Exchange: A History (Oxford, UK: Oxford University Press, 2001) and B. Mark 
Smith, A History of the Global Stock Exchange: From Ancient Rome to the Silicon Valley (Chicago: The 
University of Chicago Press, 2004).  
   
46 See Lawrence E. Klein, Shaftesbury and the Culture of Politeness: Moral Discourse and Cultural 
Politics in Early Eighteenth-Century England (Cambridge: Cambridge University Press, 1994); Terry 
Castle, Masquerade and Civilization: The Carnivalesque in Eighteenth-Century English Culture and 
Literature (Los Angeles: Stanford University Press, 1986). 
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texts served to promulgate a litany of didactic ideas about how to live one’s life, 

undeterred by moral turpitude. 

 

Hogarth is also present in a reissued selection of excerpts from Harris’s List of 

Covent Garden Ladies, the eighteenth century best-selling guide to the names and 

varying “specialties” of London’s coterie of prostitutes.47  During its heyday, from 

approximately 1757-1795, Harris’s was the quintessential accoutrement for gentlemen of 

pleasure.48  Brief visual details from Hogarth’s prints, particularly those involved with 

sexual intrigue, punctuate the text alongside those prosaic entries that extol the “virtues” 

of individuals like Ms. Sc-tt, who “is amorous to the greatest degree, and has courage 

enough not to be afraid of the largest and the strongest man that ever drew weapon in the 

cause of love.”49    

 

The book includes a virtual catalogue of Hogarth’s sexually-driven graphic 

scenes: the adulterous Countess and her lover, the lawyer Silvertongue, from plate 4 of 

Marriage-A-la-Mode, and a man of African descent fondling an English maid’s breast in 

Noon (The Four Times of Day) (figure 12).  Also included is a scene from The Harlot’s 

Progress (1732), in which a Jewish merchant and his mistress, the former prostitute Moll 

Hackabout, both sit while Moll’s other lover flees via the aid of servants (figure 4).  

These and other excerpted scenes appear throughout the book’s encyclopedic entries.  

                                                 
47 See Hallie Rubenhold, Harris’ List of Covent-Garden Ladies: Sex in the City in Georgian Britain 
(Stroud, Gloucestershire, England: Tempus Publishing Limited, 2005). 
 
48 Ibid., 13. 
 
49 Ibid., 40. 
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Clearly, Hogarth’s tableaux have been chosen as the most fitting summation of that 

London world frequented by these “covent-garden ladies” and their “culls,” or customers, 

an illicit, flourishing realm of sexual intrigue.  Hogarth’s Moll Hackabout appears quite 

cozy alongside Miss W-l-n from Jamaica, a “wanton cyprian female” who “cannot boast 

a complexion delicately fair” but is pronounced “spitefully loving” and an “enchanting 

goddess of whim.”50  

 

Both Hogarth’s appearance in Harris’s List and also in Liss, with narratives 

punctuated by scenes from Hogarth’s work, hint at what has made the artist’s work so 

compelling for artists from Hogarth’s own time through the present: a compendium of 

clandestine activity far more richly nuanced and intriguing than those worlds proffered 

and promoted by the instruments of high art as well as popular culture.  Much like the 

satirical tales penned by John Dryden, Henry Fielding, Alexander Pope, Jonathan Swift, 

Hogarth’s graphic works and other eighteenth century English written and visual texts, 

Liss was entirely cognizant of precisely what characteristic would spice up his novel, and 

render, for his audience, an immensely readable tale: namely, vice.  Certainly, the 

American author’s two fictional interventions emerged at the very beginning of the 

twenty-first century, at a time when forensic and other police crime dramas were in the 

midst of ever-increasing popularity in both the U.S., where Liss’s novel was written, and 

in Britain, the setting for Liss’s narrative.51   

                                                 
50 Rubenhold, Harris’ List, p. 108-9. 
 
51 For texts that examine the cultural impact of forensic crime dramas, see Richard Sparks, Television and 
the Drama of Crime: Moral Tales and the Place of Crime in Public Life (London: Open University Press, 
1992); Katherine Ramsland, The CSI Effect (Berkeley: The University of Berkeley Press, 2006), and 
Michael Allen, Reading CSI: Crime TV Under the Microscope (London: Tauris, 2007).  
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 In the U.S., CSI: Crime Scene Investigation, in its numerous localized civic 

settings and Law & Order are quite popular. In Britain, Wire in the Blood, Prime Suspect 

and the Inspector Morse series have been highly-watched shows.  In addition, historical 

novels with detective-based themes by novelists Caleb Carr, Sheri Holman and Iain Pears 

also emerged during the 1990s, and appear to have influenced Spectacle of Corruption 

and A Conspiracy of Paper.  Liss’s texts (and their popularity) appear to draw from (and 

engage with) all of these detective-driven narratives, fully expounding upon both works 

produced in his own time and on Hogarth’s earlier themes of urban corruption, and 

political and mercantilist intrigue.   

 

Liss has employed the notion of Hogarth as a template for exploring the moral 

dilemmas that characterized the period.  That these novels, with their themes of 

corruption at every layer of society, were produced in the late twentieth and early twenty-

first century is even more significant; they provided evidence of Hogarth’s enduring 

topicality and relevance, in this case for a contemporary American author nearly 250 

years after the artist’s death.  Further, Liss’s Conspiracy, the first of the two related 

novels, was published soon after the rise in negative publicity surrounding the mid-1990s 

trading improprieties in the U.S.  Their appearance, along with the visual works 

influenced by Hogarth, reveal just how fitting Hogarth is for examining the mores of 

contemporary life.  Hogarth’s ghost, with paint-brush, burin and a keen sense of irony in 

hand, courses through all of these contemporary works. 
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Scholarly Interpretations of Hogarth’s Work Since the Eighteenth-Century 

 

Just as Hogarth’s work, career and motivations may be considered ambiguous, so 

have the views of Hogarth by scholars in the years after his death.  Hogarth’s work has 

been extensively interpreted by various scholars from the eighteenth century through the 

present, and prevailing strands of critical inquiry have left their own indelible imprint on 

the reception of Hogarth’s oeuvre.  Much scholarship exists on Hogarth’s work, an early 

example of which is the important work of John Ireland, whose two-volume commentary 

in 1790 appeared as Hogarth Illustrated.52  Ireland added a third volume in 1798 that 

revealed his construction of a biographical narrative drawn from his study of Hogarth’s 

archival papers.   John Nichols gathered a selection of quotes that resulted in 

Biographical Anecdotes of William Hogarth (1781). Later, in 1833, his son, J.B. Nichols, 

published Anecdotes of William Hogarth, with the addition of essays by Charles Lamb, 

William Hazlitt and others.53  The fairly recent translations of the late eighteenth-century 

discussions of Hogarth by German scholar George C. Lichtenberg also produced a wealth 

                                                 
52 See John Ireland, Hogarth Illustrated. By John Ireland….Pub: June 1, 1791, by J. & J. Boydell, 
Cheapside, & at the Shakespeare Gallery Pall Mall; John Ireland, A Supplement to Hogarth Illustrated: 
Compiled from his original Manuscripts, in the Possession of John Ireland. London: Published, March 
1798, for the Author, No. 3, Poets’ Corner, and others and John Ireland, Hogarth Illustrated (London: 
George Routledge and Sons, 1884).  
  
53 J. B. Nichols’s writings on Hogarth include: J.B. Nichols, ed.  Anecdotes of William Hogarth, Written by 
Himself : with Essays on his Life and genius, and Criticisms on his Works, selected from Walpole, Gilpin, 
J. Ireland, Lamb, Phillips, and others.  To which are added a Catalogue of his Prints; Account of their 
Variations, and principle Copies; Lists of Paintings, Drawings, etc. (London, J.B. Nichols and Son, 1833).  
The work was reprinted by Cornmarket Press of London in 1970. 
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of information about how critics outside of England viewed his work.54  Peter Wagner 

has described them as “the first semiotic ekphrasis of Hogarth’s prints.”55   

 

Numerous key texts from the 1940s through the 1960s presented more critical 

examinations of Hogarth and his social and cultural milieu.  These texts include the work 

of Frederick Antal, a Marxist Hungarian scholar who produced important texts on 

Hogarth’s work.56  Ronald Paulson, a highly regarded scholar on Hogarth in his own 

right, has noted that “Of critical works on Hogarth, the only serious and sustained one is 

Frederick Antal’s Hogarth and His Place in European Art (1962).  Antal’s book, despite 

its rigid Marxist framework, its unrestrained adulation of Hogarth, and its carelessness 

with regard to fact, is a valuable critical work and a mine of insights.”57  R.B. Beckett’s 

Hogarth, published in 1949, completed an important, first catalogue of Hogarth’s 

paintings with plates.58   A.P. Oppe’s The Drawings of William Hogarth of 1948 has been 

                                                 
54 George C. Lichtenberg’s commentaries, entitled The World of Hogarth: Lichtenburg’s Commentaries on 
Hogarth’s Engravings, were translated from German with an Introduction by Innes and Gustav Herdan and 
published by Houghton Mifflin in 1966.  See Frederick Burwick, “The Hermeneutics of Lichtenberg’s 
Interpretation of Hogarth,” in Lessing Yearbook, 19 (1987), 167-91 for a discussion of Lichtenberg’s text, 
which Burwick refers to as “the first sustained attempt in literature not simply to describe a picture, but to 
enter into it completely and recreate it in language (188).  
  
55 Peter Wagner, “Spotting the Symptoms: Hogarthian Bodies as Sites of Semantic Ambiguity,” in 
Bernadette Fort and Angela Rosenthal, The Other Hogarth: Aesthetics of Difference (Princeton, N.J.: 
Princeton University Press, 2001), 102. 
    
56 Antal’s writings on Hogarth include a review of Oppe’s The Drawings of William Hogarth.   The review 
was published in the Art Bulletin 31, no. 4 (Dec. 1949): 332-334. Other texts include “Hogarth and His 
Borrowings.”  Art Bulletin 29 (1947): 36-48; “The Moral Purpose of Hogarth’s Art,” Journal of the 
Warburg and Courtauld Institutes, Vol. 15, no. ¾ (1952): 169-197; Hogarth and his Place in European Art 
(London: Routledge and Kegan Paul), 1962. 
 
57 Ronald Paulson, Hogarth: His Life, Art and Times, Vol. 1 (New Brunswick: Rutgers University Press, 
1991), xvii. 
 
58 Beckett’s texts on Hogarth  include: Hogarth (London: Routledge and Kegan Paul), 1949; “Famous 
Hogarths in America,” Art in America 36, no. 4 (October 1948): 159-192;  “Hogarth and Rembrandt,” 
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described by Paulson as “an excellent, though now outdated, catalogue of the drawings, 

with plates.”59 

 

Ronald Paulson’s groundbreaking work began in the 1950s, when he began 

tracing the first writings that referenced, critiqued and/or celebrated Hogarth’s work.  As 

Paulson documented, the first writings on Hogarth appeared before his death in 1764.  

The first texts were written to be read in tandem with pirated copies of the prints.60  

Though unauthorized, as Paulson observed, they provide a wealth of information about 

how Hogarth’s contemporaries viewed the prints.61   

 

When Paulson began working on Hogarth in the 1950s, the artist had been largely 

viewed as an English painter of modest talents and an engraver of everyday scenes of 

London life.62  During Paulson’s early research, he found only low-quality reproductions 

of engravings. After Paulson began intensive study on Hogarth, and after realizing that 

there was no catalogue of the artist’s prints, he began to write Hogarth’s Graphic Works, 

the first comprehensive examination of Hogarth’s numerous print series. 

                                                                                                                                                 
Burlington Magazine 91 (1949): 198-201; “Hogarth’s Early Painting: I, 1727-28: Hogarth v. Morris,” The 
Burlington Magazine 90, no. 541 (Apr., 1948): 100-101; Beckett, R.B., “Hogarth’s Early Painting: III 
1727-28: The Gaols Inquiry,” The Burlington Magazine 90, no. 545 (August 1948): 222, 224-226. 
 
59 See A.P. Oppe, The Drawings of William Hogarth (London and New York: Phaidon Press, 1948) and 
Ronald Paulson, Hogarth: His Life, Art and Times, Vol. 1 (New Brunswick: Rutgers University Press, 
1991), 29. 
 
60 Paulson (1991), 24. 
 
61 As Paulson notes, the only one Hogarth may have authorized was of the Election prints. 
 
62 See Dale Keiger, “A Scholar’s Progress,” Johns Hopkins Magazine 52, no. 5 (November, 2000).  Keiger 
notes that before Paulson began his studies, “Hogarth had been consigned to a back shelf, as an English 
portrait painter of no great significance, and an engraver with a taste for the common life observed on the 
streets of London.”  
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When Paulson submitted the book to the University of Illinois Press, he was told 

that “I can see doing this for Rembrandt or Durer, but not Hogarth…I can see no reason 

for publishing it.”63  Indeed, until Paulson’s scholarship, Hogarth had not been viewed as 

a figure of major art historical relevance.   Paulson’s early research process involved 

perusal of newspapers from Hogarth’s lifetime, searching for Hogarth’s advertisements 

for print subscriptions.  His efforts eventually led to the long-overdue dating of numerous 

engravings.64  In addition to his dating of the engravings, Paulson also discovered that 

Hogarth’s family resided in an area called “the Rules,” technically part of Fleet Street 

prison, after Hogarth’s father was imprisoned for his debts from a failed coffee-house 

venture.65 For Paulson, Uglow and others, this factor may have impacted his continual 

interrogation of issues of class.66  

 

Late twentieth-century scholarship on Hogarth has increasingly examined 

individual works by Hogarth in terms of class, gender, race, sexuality and other related 

areas of study.   David Dabydeen was the first to make a concerted effort to examine 

Hogarth’s representations of racial difference with the groundbreaking text called 

Hogarth’s Blacks: Images of Blacks in Eighteenth-Century English Art.67  The book 

                                                 
63 Dale Keiger, “A Scholar’s Progress,” Johns Hopkins Magazine 52, no. 5 (November, 2000). 
 
64 Ibid. 
 
65 Ibid. 
 
66 See Chapter One of Jenny Uglow, Hogarth: A Life and a World (London: Faber and Faber Limited, 
1997). 
 
67 See David Dabydeen, Hogarth’s Blacks: Images of Blacks in Eighteenth-Century English Art 
(Manchester: Manchester University Press, 1987). 
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appeared to herald a relatively recent, late twentieth-century shift in scholarship on 

Hogarth, a heightened focus on identity politics and interdisciplinary studies that was 

later encapsulated by the publication of The Other Hogarth: Aesthetics of Difference in 

2001, which examined a compendium of approaches to Hogarth’s work.  As the book’s 

editors, Bernadette Fort and Angela Rosenthal have succinctly observed, “Instead of 

privileging the biographical, museographic, art-historical, sociohistorical, or literary-

semiotic approaches, The Other Hogarth draws on all of these while foregrounding the 

insights of cultural history and late twentieth-century theories of gender and race.” In 

other words, the text drew from  eighteenth, nineteenth and early twentieth century 

Hogarth scholarship that largely involved biographies, general introductions and 

compilations of text on distinct media such as graphic works or paintings, then combined 

this body of scholarship with more recent concerns such as visual signs and theories of 

narrative, race, gender and sexuality in Hogarth’s work.68  One example of the included 

essays is Christine Kiaer’s examination of Hogarth’s Strolling Actresses Dressing in a 

Barn.  For Kiaer, this print evokes a feminist reading that had been largely unexplored in 

previous scholarship on the work.69 

 

 

 

 
                                                                                                                                                 
  
68 Bernadette Fort and Angela Rosenthal, “The Analysis of Difference,” in The Other Hogarth: Aesthetics 
of Difference (Princeton, N.J.: Princeton University Press, 2001), 4. 
 
69 See Christina Kiaer, “Professional Femininity in Hogarth’s Strolling Actresses Dressing in a Barn,” in 
Bernadette Fort and Angela Rosenthal, eds., The Other Hogarth: Aesthetics of Difference (Princeton, N.J.: 
Princeton University Press, 2001). 
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Uses of Hogarth in Twentieth-Century Art 

 

Recent scholarship on Hogarth, like The Other Hogarth, has increasingly focused 

on the artist’s diverse representations of eighteenth-century London, his numerous 

images of servants of African descent, French dancing masters and Italian castrati. 

Likewise, many contemporary artists have re-worked Hogarth, drawing a wide variety of 

uses from Hogarth’s narratives that evoke numerous identity-based issues of enduring 

currency.  As outlined in the earlier section of this chapter, this dissertation will ask: Why 

Hogarth?   How has Hogarth’s work been employed by contemporary artists and writers?  

One usage involves the aforementioned idea of Hogarth as a kind of ally in subversion. 

For the English feminist author Rebecca West and the New Zealand-born political 

cartoonist David Low, Hogarth’s Rake prompted, in 1934,  A Modern Rake’s Progress 

(figure 13): a lengthy, 12-chapter narrative about an Englishman named George set in the 

1930s.  West and Low’s “Modern Rake” involves a young bank clerk who inherits a 

fortune after an American relative is murdered by bootleggers outside of Chicago.  With 

new financial circumstances, George hires an interior decorator, buys a work by Picasso, 

gambles at casinos, becomes a film producer, and then a boxing promoter.  The narrative 

updates Hogarth’s Rake in a humorous critique of capitalism, urban society life and the 

excessive whims of celebrity in the early twentieth-century.70   

 

                                                 
70 David Low’s Modern Rake’s Progress drawings were originally published in Pall Mall Magazine.  See 
Rebecca West and David Low, The Modern Rake’s Progress (London: Hutchinson, 1934).  For a 
discussion of the work’s narrative themes in the context of West’s creative oeuvre, see Carl Rollyson, The 
Literary Legacy of Rebecca West (Lincoln, NE: iUniverse, 2007). 
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Other thematic and artistic uses of Hogarth range from Hockney’s 1961 

exploration of his own coming-out process as a gay man to Himid’s view of Hogarth as 

an ally in the satirical critique of authority figures, namely the conservative policies 

wrought by Margaret Thatcher and Ronald Reagan.  Paula Rego’s feminist critique of 

social mores in her native Portugal was also highly distinct, and differed from both 

Hockney and Rego’s uses of Hogarth.   

 

In terms of scholarship on re-workings of Hogarth, texts examining artists that 

have quoted from Hogarth’s narrative series include David Kunzle’s 1966 article in The 

Journal of the Warburg and Courtauld Institutes, “Plagiaries by Memory of the Rake’s 

Progress,” and Richard Martin’s article in the December 1987 issue of Arts Magazine, 

“David Hockney and William Hogarth: The Rake Redivivus (Twice) in the Twentieth 

Century.”  In addition, numerous projects examining Hogarth’s works were presented 

and/or published in 1997 in Britain and the U.S., celebrating the tercentenary of 

Hogarth’s birth.  Among these projects was Hogarth and His Times: Serious Comedy 

(1997), a British Museum exhibition and catalogue curated by David Bindman.  The 

exhibition included a section which discussed Hogarth’s influence on eighteenth, 

nineteenth and twentieth century artists such as George Cruikshank, William Powell Frith 

and David Hockney.  Other offerings included The Victoria and Albert Museum’s 1997 

show Hogarth After Hogarth: A Legacy of Inspiration and The Sir John Soane’s Museum 

exhibition and catalogue, A Rake’s Progress: From Hogarth to Hockney.71 A more recent 

                                                 
71 See the following aforementioned texts that discuss artistic appropriations of Hogarth:  David Kunzle, 
“Plagiaries by Memory of the Rake’s Progress”, Journal of the Warburg and Courtauld Institutes 29 
(1966): 311-48; Richard Martin, “David Hockney and William Hogarth: The Rake Redivivus (Twice) in 
the Twentieth Century,” Arts Magazine 62, no. 4 (December 1987): 28-33;  David Bindman, Hogarth and 
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text was Bernadette Fort’s essay on Lubaina Himid’s Marriage installation entitled 

“Lubaina Himid’s A Fashionable Marriage: A Post-Colonial Hogarthian `Dumb Show,’” 

published in the previously-discussed The Other Hogarth: The Aesthetics of Difference.   

As mentioned before, the essays charted the ways that new scholarship on Hogarth 

reflects art history’s intrinsically interdisciplinary nature, with its pronounced focus on 

psychoanalysis, identity politics and other strategies for reading visual material.72    

 

Yet an extensive examination of Hogarth re-workings that have emerged from 

post-WW II Britain in particular has never been undertaken.  This dissertation is an in-

depth examination of how three British artists have employed Hogarth’s narratives to 

explore the multivalent issues surrounding identity politics and a host of other theoretical 

positions.  They demonstrate that the overarching idea of Hogarth as a populist figure, as 

an artist/defender of plain-speaking, unpretentious “Englishness” (a notion promulgated 

by scholarship as well as within the realm of popular culture), is the primary way that 

Hogarth has been employed most recently. 

 

In an attempt to unpack Hogarth’s cultural currency, I will outline several 

prominent themes found in Hogarth’s narrative series: upward mobility or social-

climbing efforts (Marriage-A-La-Mode), the benefits of a heightened work ethic 

(Industry and Idleness), the ill effects of prostitution and “sexual misconduct” (Harlot’s 

Progress and Rake’s Progress), the linkage of over-consumption of foreign goods and 

                                                                                                                                                 
His Times: Serious Comedy (London: British Museum, 1997); and Christopher Woodward and Robin 
Simon, eds., A Rake's Progress: from Hogarth to Hockney (London: Sir John Soane Museum, 1997). 
 
72 See Bernadette Fort and Angela Rosenthal, eds., The Other Hogarth: Aesthetics of Difference (Princeton, 
N.J.: Princeton University Press, 2001). 
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culture with immoral behavior (Marriage and Rake), political corruption (Election series 

of 1754) and a critique of violent behavior and criminality in general (The Four Stages of 

Cruelty).  Other concerns found in Hogarth’s oeuvre include the merits of British 

patriotism or nationalism (Marriage-A-La-Mode and Rake’s Progress), the ravages of 

alcoholism (Gin Lane), gambling, and the rising numbers of illegitimate children in the 

city, also linked to the rising rate of venereal disease transmission in London.  Hogarth’s 

series also critiqued those religions that were considered intrinsically non-English such as 

Methodism and Catholicism, and larger questions of virtue vs. pleasure-seeking behavior.   

 

These transformations that occurred in Hogarth’s time anticipate the challenges 

faced by late twentieth century artists and scholars.  Many of Hogarth’s narratives may be 

viewed as precursors to selected social and political issues of the late twentieth century: 

psychoanalytic theory, multiculturalism, gender studies, critiques of  the Western art 

historical canon, theories of race and representation and global civil rights and 

independence initiatives in the U.S., France, Northern Ireland, and in various African 

countries beginning in the 1960s. Correspondingly, scholars such as David Dabydeen, 

Christine Kiaer, Sean Shesgreen and others have focused on new interpretations of 

Hogarth and his work that incorporate a shifting social and cultural landscape.  As James 

Grantham Turner has commented, “The moralistic reading of Hogarth—together with the 

associated tendency to attach unitary, determinate meanings to his images and attitude—
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has partly given way to a greater sense of his ambiguity.”73  There is, to put it quite 

simply, more than one way to read a Hogarth narrative.   

 

Hogarth’s work squarely fits into postmodernist dialogues about race, gender, 

sexuality and national identity.  They bring additional resonance from their very age; it is 

significant that they were produced nearly three centuries ago.  Contemporary artists are 

drawn to them (and Hogarth) for their relevance in art history but also for their enduring 

presence.  They bring a sense of timeliness as well as eternal significance and profundity 

to the contemporary works. 

 

Issues of migration and diaspora, for example, have been critical for late 

twentieth-century artists.  Some have been drawn to Hogarth and his documentation  of  

eighteenth-century London in transformation, with references to the presence of servants 

of African descent.74  Paula Rego’s re-working of Hogarth engages with the concept of a 

Portuguese and African diaspora in her version of Marriage, which references Afro-

Portuguese descendants in Brazil, the result of unions between Portuguese businessmen 

and Brazilian women of African descent.  

 

An additional reason for the interest in Hogarth may involve hisengagement with 

the Western canon.  Critical to postmodernism (and to twentieth-century concerns in 

                                                 
73 Turner, James Grantham, “`A Wanton Kind of Chace’: Display as Procurement in A Harlot’s Progress 
and its Reception,” in Bernadette Fort and Angela Rosenthal, The Other Hogarth: Aesthetics of Difference 
(Princeton, N.J.: Princeton University Press, 2001), 38. 
 
74  Hogarth’s work also incorporates migration from rural England, Ireland, Scotland and Wales  into 
London. 
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general) is a critique of the Western canon.  Hogarth borrowed extensively from Durer, 

Raphael, Rembrandt, Rubens, Steen, Van Dyck and others while simultaneously 

critiquing their works as “foreign.”  An example includes his incorporation of 

Correggio’s highly erotic painting Jupiter and Io (c. 1532), depicting a nymph swooning 

in the cloudlike paws of Jupiter.  He placed the image on the wall in Scene Four of 

Marriage-a-la Mode, a pointed critique of English “art connoisseurs” and their craze for 

such “non-English” works.  Robin Simon has stated that “Hogarth is the finest British 

artist to deploy a rich repertoire of visual cross-reference…although it had long been 

customary in European art; and the ability to do so was specifically inculcated in the 

training of the Academie Royale, where an artist was expected to display in his 

compositions a learned acquaintance with previous examples.”75  Likewise, many 

contemporary artists have undertaken extensive re-workings of canonical works of art.  

For example, Himid has re-worked Picasso and Tissot, Hockney has consistently 

referenced Picasso in his work, and Kentridge has drawn from the work of Goya, Francis 

Bacon, Max Beckmann and others. 

 

In relation to Hogarth, twentieth century artists appear to have largely focused on 

two seminal works by Hogarth more than others: The Rake’s Progress and Marriage-A-

la-Mode.  As discussed previously, David Hockney’s Rake’s Progress documented the 

artist’s first visit to the United States and an emergent sexual identity.  The artist also 

                                                 
75 Simon, 3.  Also, see the following texts regarding Hogarth’s own appropriations: Frederick Antal, 
“Hogarth and His Borrowings,” Art Bulletin 29 (1947): 36-48; R. B. Beckett, “Hogarth and Rembrandt,” 
Burlington Magazine 91 (1949): 198-201; David Alexander, Ellen D’Oench and Christopher White, eds.  
Rembrandt in Eighteenth-Century England (New Haven: Yale Center for British Art, 1983); and Bernd 
Krysmanski, “We See A Ghost: Hogarth’s Satire on Methodists and Connoisseurs,” Art Bulletin 80 (June 
1998): 292-310.     
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completed a selection of preparatory drawings, models, video components and other 

materials that document his set designs for the 1975 operatic production of The Rake’s 

Progress at the Glyndebourne Festival Opera.   

 

Other Rake re-workings include the Nigerian-born British artist Yinka 

Shonibare’s aforementioned Diary of a Victorian Dandy (figure 6), a photographic series 

featuring the artist as Rake and an ensemble cast of characters, all detailing the Rake’s 

gradual decline.  Although Shonibare set his scenes in the late nineteenth-century 

Victorian period, the work draws from Hogarth’s eighteenth-century tale.   Yet 

Shonibare’s Rake complicated the narrative by depicting himself, a Nigerian man, as the 

Rake figure, and also played upon the gendered complexities of the “Victorian dandy.”76  

By casting his own body as the Rake, Shonibare has, in essence, magnified the role of 

Hogarth’s black servants, endowing them with even greater significance within the 

central narrative.77  

 

Chris Ofili’s series of paintings entitled Monkey Magic, Sex, Money and Drugs  

(1999) also employs the narrative of the Rake. Ofili’s humorous series chronicles the 

spiraling decline of a rhesus monkey, a simian Rake who is addicted to the baser 

pleasures of modern life.  Ofili is best known for his controversial, artfully-crafted and 

conceptually-based works that appear to have been largely drawn from a 1970s 

                                                 
76 A key, fairly recent text for discussion of the dandy figure is Susan Fillen-Yeh, ed., Dandies: Fashion 
and Finesse in Art and Culture (NY: New York University Press, 2001). 
 
77 For further discussion of Shonibare’s oeuvre, seeRachel Kent et al., Yinka Shonibare, MBE (Munich, 
London and New York: Prestel, 2008). 
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psychedelic aesthetic.  He gained international attention in 1999 during the Brooklyn 

Museum presentation of Sensation: Young British Artists from the Saatchi Collection.  At 

the time, his painting of a Virgin Mary of African descent, replete with spheres of 

elephant dung and photos of female genitalia culled from pornographic magazines, 

ignited a firestorm of controversy.  Often included as a member of the YBAs (Young 

British Artists), Ofili was born in Manchester, England to Nigerian parents and 

completed his studies at Chelsea School of Art and the Royal College of Art.78   

 

In British filmmaker Isaac Julien’s Vagabondia (figure 14), a six-minute double 

film/video installation, the central “vagabond” character is a Rake figure, drawn from 

Hogarth’s painted version of The Rake’s Progress, part of the permanent collection at Sir 

John Soane’s Museum in London.  Set in the Soane Museum, the film critiques the 

collecting practices of figures like Soane, the prominent English architect (and ardent 

collector) who specialized in Neo-Classical architecture during the late eighteenth and 

early nineteenth centuries.  Julien’s film also references the eighteenth-century black 

presence in England, briefly focusing on the two black female servants depicted in 

Hogarth’s Rake and Election series of paintings, both part of the Soane Museum 

collection.  Isaac Julien is a leading international film and video artist whose work has 

often involved themes of race, gender, sexuality and masculine identity.  Born in London 

in 1960, he studied at St. Martin’s School of Art, where he studied painting and fine art 

                                                 
78 See David Adjaye, Thelma Golden, Okwui Enwezor, et al., Chris Ofili (New York: Rizzoli, 2009) for 
discussion of how his work has reflected Zimbabwean cave painting, blaxploitation films, popular 
magazine clippings, Christian religious iconography, and 1970s “Black Velvet paintings.”  For details on 
the YBAs, see Capri Rosenberg, The Meaning of Sensation: Young British Artists in the Nineties (PhD 
diss., Duke University, 2008). 
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film.  He was also a key member of the 1980s British workshop movement, founding 

Sankofa Film and Video Collective in 1984.  He is perhaps best known for a film called 

Looking for Langston (1989), a lush, dreamlike rumination on Langston Hughes, the 

Harlem Renaissance poet, and the role of gay culture in 1920s Harlem.79   

 

To a lesser extent, artists have also re-worked Hogarth’s Industry and Idleness, a 

tale of two apprentices, Francis Goodchild and Tom Idle, with two vastly differing 

approaches to the work ethic. The renowned South African artist William Kentridge 

produced his own Industry and Idleness (figure 15), a set of eight etchings in response to 

Hogarth’s earlier work.  Kentidge’s series compares an ever-toiling black laborer to the 

pleasure-seeking excesses of a wealthy white South African whose transgressions lead to 

his eventual decline.80   

 

Hogarth’s Four Stages of Cruelty, a chronicle of the misdeeds of a criminal called 

Tom Nero, has also been the subject of artistic appropriation.  Kentridge completed a 

response to Hogarth’s Cruelty series called Dreams of Europe, a triptych from 1984-5.  

Sue Coe’s The Pit (figure 16) is another work that quotes from Hogarth’s Four Stages of 

Cruelty.  Born in England and educated at the Royal College of Art in London, Coe has 

lived in the United States since 1972.  Soon after her arrival, she began work as an 

illustrator for the op-ed pages of The New York Times.  She is best known for 

                                                 
79 His award-winning films include The Long Road to Mazatlan (1999), Frantz Fanon: Black Skin, White 
Mask (1996) and Young Soul Rebels (1991).  For further discussion of Julien’s work, see David Frankel, 
ed., The Film Art of Isaac Julien (Annandale-on-Hudson, NY: Bard Center for Curatorial Studies, 2000). 
 
80 Kentridge’s engagement with Hogarth’s themes is discussed in Carolyn Christov-Bakargiev, ed., William 
Kentridge (Rivoli, Italy: Museo d’Arte Contempraneo, 2004). 
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meticulously-constructed works on paper, many focused on critiques of AIDS policies, 

labor and sweatshop conditions, apartheid, skinhead culture, and war. Coe is the author of 

several books including How to Commit Suicide in South Africa (1983), about the death 

of Steven Biko and other student organizers in South African prisons.  More recent 

books, entitled Dead Meat (1995) and Pit’s Letter (2000), reveal her extensively-

researched critique of animal treatment in industrial settings.  Coe’s Pit series, comprised 

of thirty drawings, employ Hogarth’s Cruelty series to relate the journey of a young man, 

Pat Watson, who develops a capacity for abusive behavior.  Watson (named after the 

scientist who discovered DNA) emerges from a troubled family life, becomes 

increasingly cruel, and later becomes a scientist and vivisector, one who performs 

operations on living beings.  Coe’s tragic tale of Watson and his companion, a pit bull 

named Pit, is executed in the artist’s straightforward, Expressionistic style.81 

 

British political cartoonists Steve Bell and Martin Rowson have also re-worked 

Hogarth’s aforementioned Gin Lane (figure 10), part of a set that includes the companion 

print called Beer Street.    Hogarth’s two works document the relatively positive effects 

of beer drinking rather than the over-consumption of gin.  The urban poor are likened to 

canines or other beasts in Gin Lane.  Hogarth has again employed physiognomic 

principles in his evocation of savagery.  The human consumer in this pair is rendered 

with heavy, scowling features nearly identical to those performing a cannibalistic act in 

the aforementioned Enthusiasm Delineated.  

                                                 
81 See Sue Coe, Pit’s Letter (NY: Four Walls Eight Windows, 2000) and for discussion of her work, see 
Mary Slowik, “The Ethics of Audience Positioning in the Paintings of Leon Golub and the Prints of Sue 
Coe,” Narrative 16, no. 3 (January 2008): 373-389. 
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Steve Bell’s Free the Spirit, Fund the Party (figure 17) is a response to the 

disclosure that Britain’s Conservative party was partially funded by companies that 

produced alcohol.  Bell’s image employs a Smirnoff ad bottle and a humorous image of 

an inebriated and infantilized John Major, transposed onto Hogarth’s Gin Lane.  Bell was 

born in London in 1951 and moved to North Yorkshire with his family in 1968, studying 

art in Middlesborough and Leeds.  He became a freelance cartoonist in 1977.  Since 

1981, he has drawn the “If…” strip in The Guardian.82  Rowson’s Cocaine Lane (figure 

18) also uses the earlier work to satirically document the perils of addictive behavior.  

Rowson was born in England in 1959, and his work appears frequently in The Guardian, 

The Times, The Daily Mail and other publications.  He has published several books 

including The Waste Land (1990) and Tristram Shandy, all produced in an angular style 

that is reminiscent of the work of British cartoonist and illustrator Ronald Searle.83   

 

Each artist that I have discussed uses Hogarth to reveal as much about their 

contemporary moment as they do about Hogarth’s milieu.  Due to the thematic and 

symbolic complexity of Hogarth’s narratives, the works examined in this study by 

                                                 
82 Bell’s 1996 cartoon entitled The Roast Beef of Old England, After Calais Gate by William Hogarth takes 
a satirical look at the furor over mad cow disease during the mid-1990s.  Steve Bell has won numerous 
awards for his work, including the British Press Awards Cartoonist of the Year (2002) and the Political 
Studies Association Best Political Satire Award (2005).  Bell was the subject of major retrospectives of his 
work at Sussex University (1996) and at The Barbican Centre in London (1999).  For additional details on 
Steve Bell and Martin Rowson’s work in the context of graphic satire in Britain since the eighteenth 
century, see Mark Bills, The Art of Satire: London in Caricature (London: Philip Wilson Publishers, 2006) 
and Tim Batchelor, Cedar Lewisohn and Martin Myrone, Rude Brittania: British Comic Art (London: Tate 
Publishing, 2010).  
    
83 In 2001, he was appointed the first Cartoonist Laureate by London Mayor Ken Livingstone.  See Martin 
Rowson, The Waste Land (London: Picador, 1999) and Martin Rowson, The Life and Opinions of Tristram 
Shandy, Gentleman (NY: The Overlook Press, 1997).   
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Hockney, Himid and Rego refer to Hogarth’s time yet also involve critical, postmodern 

questions of late twentieth-century morality, including women’s rights, legacies of 

enslavement, sexual orientation, and issues of excessive material consumption.  This 

dissertation will move us closer to determining why Hogarth’s narrative series, produced 

in the early to mid-eighteenth century, have nonetheless held increasing topical resonance 

within the social, cultural and political transformations that have characterized art and life 

in Post-World War II Britain. 
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CHAPTER 1 

 
Hogarth’s “Ambiguous Narrativity”: A Rake’s Progress and Marriage-A-la-Mode 

 
 

Hogarth’s A Rake’s Progress and Marriage-A-la-Mode, two narrative series 

reworked by the contemporary artists discussed here, are significant for a number of 

reasons.  Firstly, they examine the ambiguities of moral behavior in their age, including 

ideas regarding work ethic and sexual behavior.  Secondly, they offer evidence of key 

social transformations occurring in early to mid-eighteenth-century England, including 

war between England and France, and the presence of an emergent middle class and their 

propensity for over-consumption, luxury and excess.1 Other changes documented by 

these narratives include the mass migration of populations from rural areas to the city, 

and evolving ideas about the role (and empowerment) of women.  As discussed in the 

previous chapter, A Rake’s Progress, Marriage-A-la-Mode and other “modern moral 

series” reflected the influence of sixteenth and seventeenth-century genre scenes from the 

Netherlands and France.2  Like the earlier genre scenes, Hogarth’s narratives blurred the 

                                                 
1 This particular form of materialism often involved the desire for French and Italian goods and cultural 
imports, despite the appearance of  xenophobic tendencies within the nation.  The following texts provide 
background on the social correlation between luxury and morality: David Solkin, “The Excessive Jew in 
The Harlot’s Progress,” in David Bindman, Frederic Ogee and Peter Wagner, eds., Hogarth: Representing 
Nature’s Machines (Manchester and New York: Manchester University Press, 2001 and Maxine Berg and 
Elizabeth Eger, Luxury in the Eighteenth Century (Hampshire, UK: Palgrave McMillan, 2007). 
    
2 For discussion of the relationship between Hogarth’s work and that of the seventeenth-century engravings 
of Abraham Bosse (1602-76), see Sarah Maza, “Marriage in the French and English Manners: Hogarth and 
Abraham Bosse,” in Bernadette Fort and Angela Rosenthal, The Other Hogarth: Aesthetics of Difference 
(Princeton, N.J.: Princeton University Press, 2001), 192-211. 
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perception of behavioral boundaries between various social classes, implicating all in the 

moral turmoil of their respective times.3   

 

This chapter begins with a brief overview of the narrative themes included in both 

series, then a formal analysis of Rake’s Progress, followed by a discussion of the genesis 

of the rake in literary and other forms of representation and prominent themes found in 

Hogarth’s rake narrative.  The next section will provide the same structured analysis for 

Marriage-A-la-Mode.  The final section of this chapter is an examination of the larger 

social, cultural and political implications of both series.  In examining A Rake’s Progress 

and Marriage-A-la-Mode, it becomes clear that each engages with similar themes of 

subversion, a factor that may certainly have impacted contemporary artists’ pointed 

selection of these particular series for their own explorations of identity and moral 

responsibility.   

 

  Both A Rake’s Progress and Marriage-A-la-Mode take on an overarching theme: 

the satirical critique of pleasure at the expense of moral responsibility.  Other key themes 

include the following: nationalism, as represented in Hogarth’s critique of the English 

taste for the French-derived masquerade, the Italian opera and Old Master or Continental 
                                                 
3 Nanette Salomon and other scholars have attributed a substantial part of Hogarth’s `modern moral 
subjects’ to the print culture of the Netherlands in the sixteenth and seventeenth centuries.   Such works, by 
Netherlandish artists like Adraan van Ostade and Adrien Brouwer, encompassed what are now referred to 
as `genre scenes’, including a large number of brothel images (bordeeltje) and `merry company’ vignettes 
(geselschap), popular with an emergent and increasingly wealthy middle class.  `Merry company’ scenes 
often depicted both the lower and upper classes engaged in activities ranging from excessive drinking to 
card-playing, much like Hogarth’s brothel and gambling scenes. See the following texts for broad 
overviews of sixteenth and seventeenth century graphic works from the Netherlands: Svetlana Alpers, The 
Art of Describing: Dutch Art in the 17th Century (Chicago: University of Chicago Press, 1983); Nanette 
Salomon, William Hogarth’s Industry and Idleness: A Moral Theme and its History (Staten Island, NY: 
College of Staten Island, 2001); and Nanette Salomon, Shifting Priorities: Gender and Genre in 17th 
Century Dutch Painting (Stanford, CA: Stanford University, 2004). 
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paintings.  Additional themes found in both series include the emergence of an 

increasingly powerful middle class, and a critique of morally-hypocritical behavior in this 

group and within the larger groups that comprised polite society.  The series also 

included a critique of promiscuous sexual behavior and the desire for foreign 

entertainments and luxury items.  Simultaneously, they also evinced the rise of charitable 

endeavors like hospitals and orphanages. Also present is the development of, and 

representation of, London as a quintessentially modern city.  Here, in Hogarth’s work, 

that modernity is configured in one way by the city’s ever-evolving and diverse 

populations, punctuated by new arrivals from rural areas in England, Ireland, Scotland 

and Wales.  In addition, London was the site of migration, whether by force or otherwise, 

by African and Asian descendants arriving from British colonial outposts.   

 

A Rake’s Progress 

 

A Rake’s Progress consists of eight scenes.  Hogarth began the series in 1734 

with oil on canvas works, each measuring 24 ½” x 29 ½”.  Later, in June of 1735, he 

completed a series of eight etchings and engravings, each approximately 14” x 16”.  

These prints were completed, in part, with the assistance of French engraver Gerard Jean-

Baptiste Scotin (1690-after 1755).4  The paintings are executed in Hogarth’s signature 

style, informed by the genre-focused narratives and complex compositions of the Dutch 

masters coupled with the curvaceous, linear qualities of the Rococo.  Hogarth’s narrative 

series, both in paint and in the print medium, revealed a much more pointed concern with 

                                                 
4 For additional details on Hogarth’s use of French engravers, see Robin Simon, Hogarth, France and 
British Art: The Rise of the Arts in 18th-century Britain (London: Paul Holberton Publishing and Hogarth 
Arts, 2007). 
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articulating narrative complexity through pictorial symbolism and the broad, expressive 

gestures of his “characters” in each scene. 

 

Hogarth’s Rake’s Progress, completed in the 1730s, continued the earlier success 

of his first narrative series, The Harlot’s Progress.  While Harlot drew 1,240 

subscriptions at the cost of one guinea each, Rake’s Progress was also popular and drew 

a wealth of subscriptions from “persons of fashion and Artists.”5  The series charts the 

moral decline of a merchant’s son, Tom Rakewell, whose reckless behavior, facilitated 

by a cast of foreign tastemakers, gamblers and prostitutes, is an old, old story, to say the 

least.  The narrative examined the following themes: nationalism as defined by ideas of a 

fixed British masculinity, often measured against feminized representations of French 

masculinity; the performance of polite social behavior; a critique of over-consumption, 

gambling and sexual liberties, and the privileging of a Protestant work ethic.  

 

Precedents for Hogarth’s rake figure have been traced and well-documented in 

scores of texts by Ronald Paulson, Frederick Antal, David Kunzle, Mark Hallett and 

others.6  Scholars have related the rake to Fielding’s Tom Jones (1729), The Temple Beau 

(1730), John Bunyan’s The Life and Death of Mr. Badman (1680), the 1717 poem called 

                                                 
5 Bindman, David.  Hogarth and His Times: Serious Comedy (London: British Museum, 1997), 30. 
 
6 These texts include Catherine Riding, “The Harlot and Rake,” in Mark Hallett and Christine Riding, eds., 
Hogarth (London: Tate Publishing, 2006); David Bindman and Scott Wilcox, ed., `Among the Whores and 
Thieves’: William Hogarth and the Beggar’s Opera (New Haven and Farmington, 1997); Mita Choudhury,  
Interculturalism and Resistance in the London Theater, 1660-1800: Identity, Performance, Empire 
(Lewisburg, Pa.: Bucknell University Press/London and Cranbury, NJ: Associated University Presses, 
2000); Frederic Ogee, ed., The Dumb Show: Image and Society in the Works of William Hogarth (Oxford: 
Voltaire Foundation, 1997); Frederick Antal, “Hogarth and His Borrowings,” Art Bulletin 29 (1947), 36-48; 
Bindman, David,  Hogarth and His Times: Serious Comedy, London: British Museum, 1997; and Andrew 
Stevens, Hogarth and the Shows of London  (Madison, WI: Elvehjem Museum of Art, University of 
Wisconsin-Madison, 1996). 
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The Rake Reform’d and John Vanbrugh’s 1696 play entitled The Relapse, or Virtue in 

Danger.7   A Rake’s Progress is a key instance of Hogarth’s relationship with significant 

theatrical narratives in his time, also evinced by his completion of six versions of A 

Beggar’s Opera.8   

 

In particular, Mark Hallett has closely investigated the theme of the rake in 

Hogarth’s time and many of its social and cultural implications, noting that Hogarth’s 

rake was a composite figure of male types that represented “deviant masculinity.”9 These 

included the “cit,” defined as “the aspirant bourgeois who sought to purchase genteel 

status rather than (like the rake) to exhaust it,” a figure that was becoming increasingly 

present in satire, theatrical comedies and commentary by the early 1730s.10 The “cit” was 

characterized by “self-delusive dreams of social status” and “slavish preoccupation with 

appearance and etiquette.”11  The cit was also related to the “beau” or “fop,” 

“distinguished by the effeminacy of his bearing and behavior…constantly portrayed 

                                                 
7 See Frederick Antal, “The Moral Purpose of Hogarth’s Art,” Journal of the Warburg and Courtauld 
Institutes 15 (1952), 178 and Christine Riding, “The Harlot and Rake,” in Mark Hallett and Christine 
Riding, eds., Hogarth (London: Tate Publishing, 2006). 
 
8 For a succinct text that links Hogarth’s works, including A Rake’s Progress, with related theatrical 
productions of the period, see Andrew Stevens, Hogarth and the Shows of London (Madison, WI: Elvehjem 
Museum of Art, University of Wisconsin-Madison, 1996).  Also see Richard M. Baum, “Hogarth and 
Fielding as Social Critics,” Art Bulletin 16 (1934): 30-40 for examinations of the often semiotic linkage 
between the artistic works of Hogarth and the literary works of Fielding. 
 
9 Mark Hallett, “Manly Satire: William Hogarth’s A Rake’s Progress,” in Bernadette Fort and Angela 
Rosenthal, The Other Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University Press, 2001), 
146. 
 
10 Ibid. 
 
11 Ibid. 
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flitting through the public spaces of the capital, flirting with and imitating genteel 

females.”12  

 

The rake has also been frequently linked to the fop figure, associated with “the 

visiting Italian opera singer and castrato Farinelli, whose appeal among elite 

Englishwomen was relentlessly dramatized as a shocking symptom of the feminization of 

British culture and the perversion of normative codes of sexual attraction.”13  What was 

primarily at stake was an increasing national anxiety over the representation of British 

masculinity, and Hogarth’s narratives, despite their overarching humor, represented a 

serious, symptomatic reflection of these fears. Robin Simon has argued that “the arts of 

Britain after the Restoration, and during most of the eighteenth century, chiefly defined 

themselves by reference to those of the nearest, and most sophisticated, neighbour, 

France…”14 Both series discussed in this chapter examine themes of nationalism, made 

evident by Hogarth’s critique of the prominence of non-native traditions in England. 

 

The narrative of the rake also relates to Hogarth’s 1747 Industry and Idleness 

print series that lauds the virtuous behavior of apprentice Francis Goodchild while 

critiquing the irresponsible behavior of his counterpart Tom Idle.  Again, Rake reveals a 

preoccupation with the moral contrast between sloth and industriousness that was, as 

Nanette Salomon has pointed out, “a development of the late sixteenth century that 

                                                 
12 Ibid. 
 
13 Ibid. 
 
14 Robin Simon, Hogarth, France and British Art: The Rise of the Arts in 18th-century Britain (London: 
Paul Holberton Publishing and Hogarth Arts, 2007), 6. 
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became “more pronounced with the growing influence of a Protestant work ethic.”15 This 

period, in Hogarth’s time, reflected what G. J. Barker-Benfield has referred to as a new 

“culture of sensibility,” defined as the “emergence of the public male sphere; a civilizing 

process between the Protestant and French Revolutions.  Men turned away from the 

rough behavior sanctioned by the older order, where, at one extreme, the squire, parson, 

farmer or tradesman had adhered to stringent codes of honor of each rank, while, at the 

other extreme, they beat wives, molested women in public places and engaged in general 

vandalism and debauchery.  Men’s manners were reformed in the interests of commerce.  

Men cultivated politeness and sensibility in refurbished taverns and recently-established 

coffee-houses, new kinds of economic centers that encouraged trade, the exchange of 

information and capital.”16 The era was marked by an increasing focus on trade and on 

new ways of networking for that purpose.  This new environment was centered on public 

sites, and almost required a behavioral shift towards at least a modicum of public civility, 

a factor which could ease the facilitation of business transactions.  

   

The series begins with Scene One (figure 19), entitled “The Rake Taking 

Possession of his Estate.”17   Tom Rakewell has returned home from the university after 

                                                 
15 See Nanette Salomon, William Hogarth’s Industry and Idleness: A Moral Theme and its History (Staten 
Island, NY: College of Staten Island, 2001).  
 
16 See G. J. Barker-Benfield, The Culture of Sensibility: Sex and Society in Eighteenth C. Britain (Chicago: 
The University of Chicago Press, 1996). 
 
17 The narrative details for A Rake’s Progress represent my own readings of each scene, informed, in part, 
by research from the following sources: George C. Lichtenberg, The World Of Hogarth: Lichtenberg’s 
Commentaries on Hogarth’s Engravings, trans. Innes and Gustav Herdan (Boston: Houghton Mifflin, 
1966; Ronald Paulson, Hogarth: High Art and Low, 1732-1750, vol. 2 (New Brunswick: Rutgers 
University Press, 1992); Neil McWilliam, Hogarth (London: Studio Editions, 1993); David Bindman, 
Hogarth and His Times: Serious Comedy (London: British Museum, 1997); Angela Rosenthal, “Unfolding 
Gender: Women and the “Secret” Sign Language of Fans in Hogarth’s Work,” in Bernadette Fort and 
Angela Rosenthal, The Other Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University 
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the recent death of his father, a wealthy moneylender.  He is being fitted for a new suit.  

Signs of his father’s hoarding of money are evident in the room.  For example, the 

servant who tacks mourning cloth to the wall has inadvertently uncovered a hidden store 

of coins that were placed there by Tom’s miserly father.  The parsimonious behavior of 

Tom’s father is in direct contrast to the free-spending style of Tom, who carelessly offers 

a sprinkling of coins to a woman called Sarah Young and her mother.  Tom is offering 

the coins in lieu of marriage to Young, who is a servant that he has impregnated. 

 

In Scene Two (figure 20), Rakewell conducts an aristocratic “morning levee,” a 

practice that the British elite drew from French court culture that entailed keeping an 

audience with tradesmen and other visitors while the wealthy individual readies himself 

or herself for the day’s activities.18  Here, Tom Rakewell is surrounded by a French 

dancing master, a landscape gardener, a seated pianist, a jockey and a coterie of other 

pretentious representatives associated with a “man of leisure.”  Hogarth’s pointed critique 

of the French dancing masters and the pianist set to play an Italian operatic piece as well 

as the practice of the morning levee, derived from French court culture, evinced the ways 

that Hogarth’s work documented nationalist issues of his day.  Scene Four, which will be 

discussed shortly, also speaks to a critique of English over-consumption, a not-so-subtle 

linkage between the trappings of wealth and, as a consequence, immoral behavior.  

 

                                                                                                                                                 
Press, 2001); Peter Wagner, “Spotting the Symptoms: Hogarthian Bodies as Sites of Semantic Ambiguity,” 
in Bernadette Fort and Angela Rosenthal, The Other Hogarth: Aesthetics of Difference (Princeton, N.J.: 
Princeton University Press, 2001);  Catherine Riding, “The Harlot and Rake,” in Mark Hallett and Christine 
Riding, eds., Hogarth (London: Tate Publishing, 2006) .   
 
18 A discussion of French-derived cultural practices that were popular in London will be discussed later in 
this chapter. 
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Polite society is also revealed in the significance of bodily comportment, 

exemplified by the stance of the French dancing master who is positioned at the very 

center of the scene.  In particular, as Hogarth’s series reveals, details about class could be 

indicated by subtle nuances of dress, gesture and modified behavior.  On a related note, 

the activities of polite society often involved connoisseurship. Gail Kallins has noted that 

“After the fashion of seventeenth-century European princes whose collections of fine art 

displayed their cultural and financial superiority, the curious of eighteenth-century 

Britain became avid collectors of everything from fine art to pebbles.”19  During this 

period, members of polite society collected paintings from Continental schools (French, 

Dutch and Italian), objects that were likely to be culled from requisite `Grand Tours’ of 

Europe. Scene Two, with its incorporation of a large number of fine Old Master paintings 

and other luxury items, references this emphasis on collecting.  As will be discussed 

further in this chapter, polite behavior revolved around an appreciation of music, 

performance and fine art, genres that are all represented in this scene. 

 

Scene Two of Rake’s Progress depicts evidence of a key source of nationalistic 

tension.  In the scene, Tom has inherited a fortune from his bourgeois father, and seeks to 

fashion an aristocratic persona for himself in London.  Here, his French dancing master 

approaches him with a miniature violin, and there are references to Farinelli in the room, 

on the score that is positioned upright on the harpsichord and in an image of the castrato 

                                                 
19 Gail A. Kallins, The “Curious and Polite” World of William Hogarth’s “The Analysis of Beauty” (PhD 
diss., The University of Georgia, 1998), 66. 
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musician on the print that lies on the floor.20  All represent figures and objects associated 

with fashionable society, conveying an overall sense of pompous frivolity, to be read in a 

critical way, as non-masculine primping or excessive grooming.  These attributes had 

long been associated with French and Italian culture, and were not perceived as intrinsic 

to British masculinity.  Hogarth’s image warns of a potential loss of British (and 

ostensibly less masculine) identity with the large-scale adaption of `foreign’ 

entertainments, a current of xenophobic thought that coursed through British fine art and 

popular culture throughout the eighteenth century.  This warning represented an 

overarching fear: the loss of a distinct, sharply defined British identity.    

 

Scene Three (figure 21) depicts Rakewell engaged in entertainment at the Rose 

Tavern, a brothel/tavern in Drury Lane. Here, Hogarth drew from bordello (or 

bordeeltjes) scenes in Netherlandish prints from the seventeenth century that had long 

investigated gender relations through the lens of commerce and desire.21  A drunken Tom 

is being robbed by a sly prostitute who takes his watch and hands it to another woman 

who stands behind him.  Also at the table are a Chinese merchant who gropes at a 

prostitute, a figure who echoes the man of African descent who cradles a servant girl’s 

breast in Hogarth’s “Noon” (figure 12) from the series The Four Times of Day.  These 

                                                 
20 See Elisabetta Avanzati, “The Unpublished Senesino,” in Handel and the Castrati (London: Handel 
House Museum, 2006) for an example of the impact of Italian castrato musicians in England in Hogarth’s 
time. 
 
21 These artists included Jan Sanders van Hemessen (c. 1500-c. 1566), Hendrick Pot (c. 1585-1657), Gerrit 
van Honthorst (1592-1656) and Dirck van Baburen (c. 1595-1624).  See Nanette Salomon, Shifting 
Priorities: Gender and Genre in Seventeenth Century Dutch Painting (Stanford, CA: Stanford University 
Press, 2004) for details on Netherlandish precedents.  Also see Wheelock and Seeft, The Public and Private 
in Dutch Culture of the Golden Age (Newark, DE: Univ of Delaware Press, 2000) for discussion of the 
work of artists such as Joachim Benckelaer and Van Hemessen. 
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figures may represent Hogarth’s linkage of individuals of color, whether servant or 

otherwise, with a generalized atmosphere of chaos and debauchery.  In effect, Hogarth 

may be engaging with notions of the “primitive” and the “civilized,” a common practice 

in European painting of this period.22  The Chinese merchant and his companion are 

situated in the middle of two women engaged in a spitting contest.  On the wall, Hogarth 

has rendered portraits of Roman emperors who gaze over a scene that represents a 

mockery of civilized behavior. 

 

A Rake’s Progress explored themes of sexual conduct in Scene Three.  Here, Tom 

is shown in a brothel, an activity that Hogarth clearly positions as critical to the rake’s 

precipitous decline.  Most significantly, the Rose Tavern scene presents a cacophonous 

display of drunks, prostitutes, gamblers and thieves.  Together, they signify an ultimate 

chaos that is underscored by the fact that participants are seen in various states of 

undress, exemplified by the woman at left whose shoulder is exposed as she takes off her 

shoe next to her discarded dress.  Tom Idle, whose right leg is cocked up distractedly 

against the table as his female companion deftly steals his watch.  The woman 

simultaneously fondles him beneath his loosened, billowy white shirt.  Here, the 

overarching message is that unbridled sexuality is a significant factor in the road to moral 

ruin. 

 

                                                 
22 For a discussion of Enlightenment-era ideas regarding race and behavior, see the following: David 
Dabydeen, Hogarth’s Blacks: Images of Blacks in Eighteenth-Century English Art (Manchester: 
Manchester University Press, 1987) and David Bindman, Ape to Apollo: Aesthetics and the Idea of Race in 
the Eighteenth-Century (Ithaca, NY: Cornell University Press, 2002). 
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In Scene Four (figure 22), the rake has been arrested and goes to court.  The scene 

is merely one of numerous references to crime and punishment in Hogarth’s work, 

exemplified by narratives such as those found in The Four Stages of Cruelty of 1751.23   

While Scene Four depicts Tom being arrested, he is saved from this fate by Sarah, the 

young woman who is pregnant with his child.  Young offers the bailiff her own money 

that she has worked so diligently to obtain.   

 

Again, this entire narrative revolves around the perceived benefits of a morally-

driven work ethic, a theme that continues in Scene Five (figure 23).  Here, Tom has 

wasted his own money and, rather than work to support himself, he marries a wealthy, 

much older woman. The scene takes place in Marylebone Old Church which is, as 

Christine Riding has pointed out, “renowned for clandestine weddings.”24  Tom’s 

deceitful marriage to the overly-eager, one-eyed heiress is bathed in a measure of hazy 

light in the decaying church.  Tom’s sly expression reveals his deceptive aims as he 

appears to gaze, in a lascivious way, at the idealized female servant who arranges the 

bride’s gown.  Meanwhile, in the background, another hint of the proceeding’s moral 

disarray is taking place: Sarah Young’s mother is attempting to interrupt the ceremony, 

                                                 
23Hogarth’s print series details the swift decline of the sadistic criminal Tom Nero who has murdered a 
woman and gained pleasure from torturing animals. In the final scene, entitled The Reward of Cruelty, thief 
and murderer Tom Nero has been hung at Tyburn gallows and is now being dissected by students from the 
Royal College of Physicians who appear involved in a form of cannibalistic ritual.  The image is a 
frightening one, particularly in light of the fact that Nero appears conscious and sentient in the midst of 
unbearable torture.  One physician methodically thrusts his entire hand into Nero’s chest, while still another 
pulls his intestines into a waiting bucket on the floor.  Still another carves his eyes from their sockets.  
Nero’s mouth is open, his teeth are bared, and he appears to cry out in utter torment.  At the time, public 
dissection of dead prisoners was officially encouraged as a deterrent to prospective criminals.  Hogarth 
appears to suggest that the tables have now turned; just as Nero inflicted harm upon the body of both the 
murdered woman and the tortured animals, his own corporeal presence is now aggressively under attack.  
Again, Hogarth’s narrative highlights the negative consequences of immoral behavior. 
   
24 Christine Riding, “The Harlot and the Rake,” in Mark Hallett and Christine Riding, eds., Hogarth 
(London: Tate Publishing, 2006), 91. 
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accompanied by Sarah and Tom’s child.  As in many of Hogarth’s works, the multi-

layered scenes provide hints of what will soon come to pass, exemplified by the notion of 

neglect that is conveyed by the cobwebbed donation box in the foreground.   

 

In Scene Six (figure 24), Tom loses his fortune again in a chaotic gaming den.  At 

the same time, a night-watchman indicates that the building is on fire as smoke rushes 

through the ceiling.  Tom, kneeling on floor and gazing upward, blames God for his fate.  

His wig has tumbled from his head, a signifier of his present undignified state, a 

predicament echoed in the last and final scene, where he again appears bald while 

imprisoned at Bedlam.  Scene Seven (figure 25) is set in the debtor’s prison called The 

Fleet, where his family is also imprisoned there with him.25  Tom has written a play to 

attempt to raise money; here, it is a discarded, useless object on the table beside him.26  

This pronounced focus on material concerns is later picked up in Hockney’s 1960s 

Rake’s Progress prints, in which the Rake has ploughed through his inheritance by 

drinking heavily and engaging in other pleasure-seeking behavior. 

 

In the eighth and final scene (figure 26), set in Bethlehem Royal Hospital 

(Bedlam), Tom is seen collapsed on the floor, again bald, half-covered in a rudimentary 

                                                 
25 Here, Hogarth references his own biographical details; his entire family was confined there when 
Hogarth was a youth as a result of his father’s debts.  Ronald Paulson discovered this detail about the 
family’s temporary lodgings while conducting his early research on Hogarth.  For further details, see Dale 
Keiger, “A Scholar’s Progress,” Johns Hopkins Magazine, November 2000. 
 
26 Christine Riding notes that the play is rolled up next to a rejection letter from John Rich (1692-1761).  
See Christine Riding, The Harlot and Rake,” in Mark Hallett and Christine Riding, eds., Hogarth (London: 
Tate Publishing, 2006), 92.  Rich was manager at the New Theatre at Lincoln’s Inn Fields, then owner and 
manager at The Theatre Royal at Covent Garden from its inception in 1732 until his death.   See Clive 
Chapman, “Sir, It Will Not Do!: John Rich and Covent Garden’s Early Years,” The Musical Times 123, no. 
1678 (December 1982):831-833, 835. 
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robe that covers his lower body.  The ever-faithful Sarah Young kneels, weeping, beside 

him.  The figure of Tom has now become completely infantilized.  Together, he and 

Sarah construct a complex pieta scene that represents the culminating stage in the 

reversal of Tom’s fortune and social identity.  Two significant and distinct mini-

narratives are taking place in the scene: Tom and Sarah (the aforementioned pieta scene), 

and further back, a visiting wealthy woman, accompanied by a servant and a requisite 

Orientalized fan.  Again, Hogarth reiterates the disastrous consequences of reckless and 

immoral behavior through narrative sequence. 

   

Hogarth’s investigation of the mores of polite society is evident in his depiction of 

the woman with fan in the final scene of Rake’s Progress.  Angela Rosenthal has written 

of the uses of fans by upper-class women in early eighteenth century England, noting that 

“Imported from Asia and soon mass-produced as printed fans in England during the early 

years of the eighteenth century, the handheld folding fan became a prerequisite 

accoutrement for the woman of fashion.  But the fan was more than just an addition to a 

woman’s armory of fashion accessories…From the age of ten or twelve, women of 

fashion would not allow themselves to be seen in company without a fan.  Indeed, 

women’s hands appeared to be almost physically extended by this little “modish 

machine,” as it was called, which functioned as a prosthetic extension exaggerating 

bodily movement.”27  Hogarth’s inclusion of the wealthy woman who visits the 

“unfortunates” melds the seemingly disparate realms of “high” and “low” culture in 

London.  Once again, the artist reveals the constantly dissolving boundaries between the 

                                                 
27 Angela Rosenthal, “Unfolding Gender: Women and the “Secret” Sign Language of Fans in Hogarth’s 
Work,” in Bernadette Fort and Angela Rosenthal, The Other Hogarth: Aesthetics of Difference (Princeton, 
N.J.: Princeton University Press, 2001), 122. 
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various classes extant in the city of London.  Hogarth implies that their essential 

characters (and everyday activities) were never really at opposite ends of the spectrum.  

Indeed, this point is further underscored by the fact that the woman is using her fan to 

slyly gaze at the nudity of the deranged, crowned man in the next room. 

    

The visiting wealthy woman also references a recreational pastime of the wealthy, 

visits to prisons, hospitals and other such public spaces to gawk at the `unfortunates.’  

Such “slumming tours” represented a form of entertainment. As Hogarth suggests, these 

tours of the “less fortunate” were often more about titillation and recreation than about 

genuine concern.  For many such visitors to Bedlam and other sites like the Foundling 

Hospital, this was another outcome of the increasingly wealthy urban populations in 

London, the new ‘middling class’ who sought greater class status and an attempt to 

differentiate themselves from the impoverished or the criminal side of London life.  As 

Christine Riding has noted of the scene, “Like prisons and other hospitals, Bedlam was 

open to paying visitors and considered one of the sights of London…Within this scene an 

aristocratic lady and her maid are standing towards the left, amused and disgusted by the 

antics of the unfortunate people around them. The final irony is that, while Tom had set 

out to mimic the aristocratic lifestyle, he finishes by being one of its entertainments.”28 

Hogarth’s use of irony in this way, often combined with the use of visual puns, is a 

significant component of each of his narrative series.29 

 

                                                 
28 Christine Riding, The Harlot and Rake,” in Mark Hallett and Christine Riding, eds., Hogarth (London: 
Tate Publishing, 2006), 93. 
 
29 Paulson has discussed Hogarth’s use of visual puns in Ronald Paulson, Emblem and Expression: 
Meaning in English Art of the Eighteenth Century (London: Thames and Hudson, 1975). 
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Marriage-A-la-Mode 

On April 2, 1743, Hogarth announced the impending availability of a series of engravings 

called Marriage-A-la-Mode: 

 

MR. HOGARTH intends to publish by Subscription, SIX PRINTS, from Copper-

Plates, engrav’d by the best Masters in Paris, after his own Paintings; 

representing a Variety of Modern Occurrences in High-Life, and call’d 

MARRIAGE A-LA-MODE.30 

 

Hogarth’s Marriage-A-la-Mode (1745) is a series of six paintings (and, later, 

engravings).  Hogarth began the oil on canvas works in 1743 and completed them in 

1745.  Each painting measures approximately 27 ½” x 36”.  Later, he completed a series 

of six etched and engraved works, each measuring approximately 15” x 18 ¼”.  The 

prints were completed with the assistance of the French engravers Bernard Baron (1696-

1762), Simon-Francois Ravenet (1706-1774) and Gerard Jean-Baptiste Scotin, who had 

previously assisted Hogarth with the Rake’s Progress prints.  

 

The series chronicles the doomed arranged union of an Earl’s son and the 

daughter of a wealthy merchant.31  The work’s themes included nationalism, the city of 

                                                 
30 London Daily Post and General Advertiser, April 2, 1743. 
 
31 In the above announcement, Hogarth noted that he had chosen six French engravers to complete 
Marriage A-la-Mode: Bernard Baron (1696-1762) and Louis Gerard Scotin le jeune (b. 1698), already 
working in London.  After his visit to Paris, he engaged Simon-Francois Ravenet (1706 -74) and also 
Ravenet’s former teacher, Le Bas. The two additional engravers that he named have never been definitively 
identified.  See Robin Simon, Hogarth, France and British Art: The Rise of the Arts in 18th-century Britain 
(London: Paul Holberton Publishing and Hogarth Arts, 2007). 
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London as modern subject, and critiques of luxury and sexual abandon.  Hogarth’s 

narrative pointedly documents social issues such as venereal disease, arranged marriages 

for the sake of social elevation, and the impact of the Old Masters on British art during 

this period.  

 

John Dryden’s play called Marriage-A-la-Mode: A Comedy, initially performed in 

1672, was a key precedent for Marriage-A-la-Mode.32  Also important were Samuel 

Richardson’s novel Pamela (1740), Fielding’s The Modern Husband (1732), (which 

critiqued the upper-society practice of marriage based on social aims), and earlier genre 

scenes in French graphic art, particularly the work of Abraham Bosse.33  Hallett has 

called Richardson’s Pamela a “modern, polite model of marriage and morality.”34  The 

novel documents a young servant who marries the wealthy head of a household, a 

significant theme in British discourse at this time.   

 

Christine Riding has also pointed out the close relationship between Hogarth’s 

development of Marriage-A-la-Mode and Pamela, noting that Hogarth’s narrative would 

have certainly been informed by Pamela, “a literary phenomenon that was praised and 

                                                 
32 Hogarth’s title for Marriage-A-la-Mode was drawn from Dryden’s play.  For further details, see  
Christine Riding, “Marriage A-la-Mode,” in Mark Hallett and Christine Riding, eds., Hogarth (London: 
Tate Publishing, 2006). The 1735 edition of Dryden’s Marriage-A-la-Mode was illustrated by engravings 
produced by the French printmaker Hubert-Francois Gravelot (1669-1773), who had arrived in London in 
1732 and soon gained notoriety for his etchings.  See Robin Simon, Hogarth, France and British Art for 
discussion of Gravelot’s impact in London during this period. 
 
33 See footnote 2 in this chapter. 
 
34 Mark Hallett, Hogarth (London: Phaidon Press, 2000), 184.  A luxury edition of Pamela which included 
all four issues was published in 1742, with engravings by Francis Hayman and Hubert-Francois Gravelot. 
For discussion of the impact of Pamela, see Terry Castle, “P/B: Pamela as Sexual Fiction,” Studies in 
English Literature, 1500-1900 22, no. 3 (Summer, 1982): 469-489. 
 



63 
 

vilified, pirated and parodied from the moment it first appeared.”35  Its themes of class, 

marriage and virtuous behavior were conveyed through the voice of “an educated lady’s 

maid who resists the sexual advances of, and finally reforms and marries, her aristocratic 

master.”36  To further point out Hogarth’s dialogue with the work, Riding also observed 

that Hogarth’s final scene for Marriage-A-la-Mode references an illustration for Pamela 

by Gravelot that depicts the heroine receiving her baby from the nurse.  It is no surprise 

that Hogarth chose to engage with major social discourses drawn from the highly 

successful Pamela.  His “modern moral subjects” appear to have been designed to ensure 

their accessibility, currency and marketability.  

 

Riding has also written of “the ongoing debate on marriage and sexual ethics that 

thrived from the late seventeenth century.”37 In her discussion of Hogarth’s Marriage-A-

la-Mode, Riding notes that this heightened emphasis on marriage and moral conduct was 

largely due to the perceived promiscuity and immorality of contemporary society and 

manifested itself in a wide range of printed material including conduct books (the 

eighteenth-century equivalent of etiquette or self-help books), moral treatises, novels and 

pictorial satires.  In 1727, for example, Daniel Defoe published his provocatively titled 

Conjugal Lewdness; or Matrimonial Whoredom.  While the focus was impermissible 

behavior (predominately sexual) within marriage, Defoe’s treatise—in tandem with 

numerous contemporary commentaries—set out arguments against various forms of 

                                                 
35 Christine Riding, “Marriage A-la-Mode,” in Mark Hallett and Christine Riding, eds., Hogarth (London: 
Tate Publishing, 2006), 141. 
 
36 Ibid.  
 
37 Ibid., 141. 



64 
 

“unsuitable marriages, such as marrying without love or for material considerations, 

marriages between people of unequal ages or social status, or marriages to satisfy 

family.”38  Hogarth certainly melded all of these issues of the day into his visual narrative 

of a doomed arranged marriage. And, pictorially (as in Marriage-A-la-Mode’s levee 

scene), it has long been noted that Hogarth’s imagery related to scenes by French artists 

like Jean-Francois de Troy who had “produced numerous images of courtship, 

convention and luxurious extravagance within Parisian society.”39 

 

In Scene One (figure 27), a marriage contract is being signed between the Earl of 

Squanderfield and the alderman, a wealthy merchant who closely examines the marriage 

settlement.40  Squandefield points to a scroll that outlines his aristocratic ancestral lines.41  

Meanwhile, the future bride and groom sit, facing away from each other, below a wall 

dotted with paintings of varying scale.  The scene involves an arranged marriage for the 

sole purpose of gaining wealth and status, certainly a critique of the era’s focus on social 

                                                 
38 Ibid. 
 
39 Mark Hallett, Hogarth (London: Phaidon Press, 2000), 183. 
 
40 Hogarth often used puns in the names of characters in his narrative series.  In addition to the frivolous 
“Earl of Squanderfield,” an additional example includes Tom Idle of the Industry and Idleness series. 
 
41 For Marriage-A-la-Mode, narrative sources, in addition to my own interpretations, include: George C. 
Lichtenberg, The World Of Hogarth: Lichtenberg’s Commentaries on Hogarth’s Engravings, trans. Innes 
and Gustav Herdan (Boston: Houghton Mifflin, 1966; Ronald Paulson, Hogarth: High Art and Low, 1732-
1750, vol. 2 (New Brunswick: Rutgers University Press, 1992); Neil McWilliam, Hogarth (London: Studio 
Editions, 1993); David Bindman, Hogarth and His Times: Serious Comedy (London: British Museum, 
1997); Bernadette Fort, “Lubaina Himid’s A Fashionable Marriage: A Post-Colonial Hogarthian `Dumb 
Show,’” in Bernadette Fort and Angela Rosenthal, eds., The Other Hogarth: Aesthetics of Difference 
(Princeton, N.J.: Princeton University Press, 2001); Sara Maza and Sean Shesgreen, “Marriage in the 
French and English Manners: Hogarth and Abraham Bosse,” in  Bernadette Fort and Angela Rosenthal, 
eds.,  The Other Hogarth: Aesthetics of Difference (Princeton: Princeton University Press, 2001), Christine 
Riding, “Marriage A-la-Mode,” in Mark Hallett and Christine Riding, eds., Hogarth (London: Tate 
Publishing, 2006), David Solkin, “The Fetish Over the Fireplace: Disease as genius loci in Marriage-A-la-
Mode,” in Bernadette Fort and Angela Rosenthal, The Other Hogarth: Aesthetics of Difference (Princeton, 
N.J.: Princeton University Press, 2001), 176-191. 
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gain. The couple’s disjointed present state is also echoed by the two chained dogs in the 

left foreground of the scene.  One dog rests his haunches and looks away, while the other 

appears to slumber nearby. 

 

Scene One exemplifies the ways that Hogarth’s narrative series often function 

through an inter-play of textual and pictorial language that works on varying levels of 

signification. For example, with the addition of graphic marginalia such as biblical 

passages (as in the Industry and Idleness series), or poetic verse, Hogarth employs an 

additional element of narrative symbolism.  Most often, he incorporates a series of 

prominently-displayed paintings on the walls in his scenes.  They provide, in all their 

dramatic symbolism, yet another layer of meaning.  In Scene One, a wall is decorated 

with numerous scenes of Saint Sebastian and other martyrs, signifying the sacrificial state 

of the unhappy youths who have been sacrificed for social gain.  Also on view is a 

centrally-placed oval representation of Medusa, a quotation from Caravaggio’s Medusa 

painting of 1597.42  The visage of the Greek Gorgon, adorned with a halo of flickering 

snakes, is seen screaming in agony, anticipating the ensuing tragedies that will certainly 

result from this ill-fated union.  Hogarth’s insertion of this figure, one that works in 

tandem with the fatal signing of the contract, is an early narrative hint of the emotional 

drama to come.   

 

In Scene Two (figure 28), also called The Tete-a-Tete, both the bride and groom 

have just ended their separate nocturnal intrigues.  The Earl has just returned home after 

noon, while the Countess has entertained a male guest at home.  A frustrated Methodist 
                                                 
42 Caravaggio produced two versions of Head of the Medusa, in 1596 and 1597. 
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servant holding a stack of unpaid bills departs from the room. An upturned chair and 

violin lie in the left foreground segment of the scene, an indication that the Countess’s 

lover has left in a hurry, probably after being alerted of the husband’s return by the 

yawning servant in the next room.  Overseeing the entire scene is a pseudo-Roman bust 

with broken nose on the fireplace mantel, accompanied by a cluttered display of luxury 

items: Buddhist and Classicized figures, glass jars and other tchotchkes.43   

 

Also in Scene Two, Hogarth has included a motley assortment of unpaid bills, a 

violin left on the floor after the morning levee, and a cluttered assemblage of mantelpiece 

collectibles.  In this way, Hogarth constructed a scene that equates the consumption of 

“luxury” items with the implied immoral behavior of the newly married couple.   As 

Christine Riding has proposed, “If the aristocrats in Marriage A-la-Mode are presented as 

hopeless dissolutes, the members of the middle classes do not fair (sic) any better.  The 

thrifty alderman, dazzled by rank, sells his daughter into the Squanderfield family in the 

anticipation of her becoming a countess.  The daughter is initially distraught at the 

prospect of this marriage but speedily abandons herself to the `pleasures’ of high life and 

follows her husband’s lead in squandering money and conducting extramarital affairs.”44 

Here, again, luxury and over-consumption has been equated with moral decline. 

 

                                                 
43 David Solkin examines the symbolism of household items in Hogarth’s Marriage-A-la-Mode in David 
Solkin, “The Fetish Over the Fireplace: Disease as genius loci in Marriage-A-la-Mode,” in Bernadette Fort 
and Angela Rosenthal, The Other Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University 
Press, 2001), 176-191.  Also see Lars Tharp, Hogarth's China: Hogarth's Painting and Eighteenth-Century 
Ceramics (London: Merrell Holberton, 1997) for a thorough examination of Hogarth’s use of ceramics in 
his scenes, as well as the later uses of Hogarthian scenes on global ceramic production. 
 
44 Christine Riding, “Marriage A-la-Mode,” in Mark Hallett and Christine Riding, eds., Hogarth (London: 
Tate Publishing, 2006), 141. 
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Scene Three (figure 28), also called The Inspection, depicts Lord Squanderfield in 

the surgery of a shifty doctor who prescribes useless syphilis pills for the Count’s young 

mistress.  The underage young woman dabs at a sore on her mouth with a cloth towel.  

She is accompanied by an irate older woman who may be either the girl’s mother or her 

procuress.  As noted earlier, both the older woman and the doctor also suffer from 

syphilis, as evidenced by the markings on their faces and the advanced crippled state of 

the doctor.    

 

Scene Four (figure 30) is called La Toilette or The Countess’ Morning Levee, and 

depicts the same form of scene as in Scene Two of Rake’s Progress.  As mentioned 

earlier, this urban practice of hosting visitors in the bedroom or boudoir of an aristocratic 

figure who prepares to begin the day was a practice derived from French court culture.  In 

the scene, the Countess is having her hair done, conversing with her lover, Silvertongue 

the lawyer while her husband is away.45  The musical entertainment is presented by a 

famous castrato of the day and the walls include sexualized scenes while servants 

provided refreshments.  The images depicted on the wall largely echo the eroticized and 

pretentious nature of the proceedings below.  At top left, above the flautist, is a hand-in-

waistcoat portrait of an English magistrate.46  His gesture, with its implications of fine 

character and breeding, is repeated in a satirical way by the “hand-in” gesture of the 

feminized French dancing master below.  Below the portrait is an image inspired by 

                                                 
45 The countess wears a protective white mantle, draped over her shoulders, to ensure that her clothing does 
not become untidy. 
 
46 For discussion of the frequent depiction of the hand-in-waistcoat gesture in eighteenth-century British 
portraiture, see Arline Meyer, “Re-dressing Classical Statuary: The Eighteenth-Century “Hand-in-
Waistcoat” Portrait,” Art Bulletin 77, no. 1 (March 1995): 45-63. 
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Nicole Barbizet’s engraving of Michelangelo’s Rape of Ganymede (c. 1533), a narrative 

in which Zeus, in the form of an eagle, abducts Ganymede because of his physical 

attractiveness.47  At right, above the hairdresser, is an image of Correggio’s Jupiter and 

Io (companion to The Rape of Ganymede).48  It depicts the princess Io being seduced by 

Zeus, who is disguised as a massive, grayish cloud to avoid the notice of his wife Juno 

(or Hera in Greek).  At right, above the reclining Silvertongue, is an image of the Book of 

Genesis tale of Lot, who is being seduced by his daughters.  Hogarth’s version is based 

on a painting that is attributed to Caravaggio and engraved by Louis du Guernier.49        

 

As in Rake’s Progress, Hogarth links the English craze for Old Master paintings 

to a precipitous decline in English culture.  The following references are on view in 

scenes One and Four: Caravaggio’s Head of Medusa; Le Sueur’s Martyrdom of St 

Lawrence, Domenichino’s St Agnes; Titian’s Cain Slaying Abel, David Slaying Goliath, 

The Drowning of Pharoah in the Red Sea and Titus and the Vulture, Guido Reni’s Judith 

with the Head of Holofernes and Correggio’s Jupiter and Io, for example.50  Hogarth 

would have been exposed to such paintings (or reproductions of them) in the collections 

of Dr. Mead, who “had over one hundred and fifty paintings and a collection of prints 

                                                 
47 Ronald Paulson identifies the three non-portraits on the wall in the scene in Ronald Paulson, “New Light 
on Hogarth’s Graphic Works,” The Burlington Magazine 109, no. 770 (May 1967), 285.  Paulson notes that 
Hogarth would have been able to view the Barbizet version in London. 
        
48 Two of the works are also briefly noted in Christine Riding, “Marriage-A-la-Mode,” in Mark Hallett and 
Christine Riding, eds., Hogarth (London: Tate Publishing, 2006).   Riding also discusses the image both on 
the screen behind Silvertongue and the image on the decorative plate in the basket of auction-house objects 
on the floor. 
      
49 See Ronald Paulson, “New Light on Hogarth’s Graphic Works,” The Burlington Magazine 109, no. 770 
(May 1967), 285. 
   
50 See Robin Simon’s Hogarth, France and British Art: The Rise of the Arts in 18th-century Britain for a 
more comprehensive discussion of these works. 
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that ran into thousands, including many after Caravaggio.”51  He was also privy to the 

collection of his father-in-law, Sir James Thornhill, which included works by or 

attributed to Veronese, Annibale Carracci, Durer, Guido Reni, Rubens, Poussin and 

others.52  He was also acquainted with the major collection of Jonathan Richardson, a 

friend of Thornhill, holdings that included works by Correggio, Parmigianino, Raphael, 

Poussin, Annibale Carracci, Rubens, Van Dyck, and Rembrandt.53  His references to 

these works, while certainly part of a critique, also reveals his fascination with (and 

reverence for) the Continental works.  As has been documented, Hogarth fashioned a 

large part of his work after the style of Old Master artists like Rembrandt.54 

 

Scene Four also references Hogarth’s anti-French ideas in his satirical 

representation of the English preference for French dancing masters.  This ant-French 

sentiment was also mirrored in works like Calais Gate (1748-9), discussed earlier in the 

Introduction, March to Finchley of 1749-50 and An Election of 1754, which were more 

driven by the religious ideas that he sought to convey rather than his own personal 

religious concerns.  Scene Four also depicts Hogarth’s critique of Italian influences in 

London, particularly Italian castrati figures and their appeal to English women, and the 

masquerade.  Indeed, both Hogarth and Fielding attended masquerades.  Nonetheless, 

Fielding’s first published work, a poem called The Masquerade (1728) represents a 

                                                 
51Simon, 136.  Dr. Richard Mead (1673-1754) was an English physician specializing in contagious 
diseases. 
 
52 Simon, 136. 
 
53 Ibid. 
 
54 See Frederick Antal, “Hogarth and His Borrowings,” Art Bulletin 29 (1947): 36-48 and Bernd 
Krysmanski, “We See A Ghost: Hogarth’s Satire on Methodists and Connoisseurs,”  Art Bulletin 80 (June 
1998): 292-310. 
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blatant critique of the amusements, which were also viewed as immoral “foreign 

entertainments.”55 Just as Hogarth critiqued French culture yet also revered it, so did 

Fielding critique the masquerade yet also engage in its entertainments.  These critiques 

were ambiguous, to say the least.  The theme of the chaotic and uncivilized carnivalesque 

continues in Scene Five, in which the Countess and Silvertongue’s attendance at the 

masquerade is evidenced by the admission ticket on the floor.  The message appears to be 

that the masquerade, with its connotations of masking, represents moral deception at 

every turn. 

 

The theme that involves a critique of sexuality without boundaries is also found in 

Scene Four, where the atmosphere might best be summed up by the copy of Crebillon’s 

Le Sopha that lies next to Silvertongue on the sofa.56  The highly popular and sensual 

novel, translated into English in 1742, is a narrative of a man who has been transformed 

into a couch.  Set in an Eastern setting, it documents a young courtier whose soul in a 

former life was condemned to be incorporated into various sofas in search of true love; he 

would not be reincarnated into a human body until a couple who were truly in love had 

consummated their passion on "his" sofa.57  With its graphic descriptions of sexual 

activities and its placement, in Hogarth’s work, near the turbaned youth on the floor, it is 

                                                 
55 For an insightful treatment of critical ideas regarding the masquerade in England, see Terry Castle, 
Masquerade and Civilization: The Carnivalesque in Eighteenth-Century English Culture and Fiction 
(Stanford, CA: Stanford University Press, 1986). 
 
56 Crebillon or Claude Prosper Jolyot (1674-1762) was aFrench poet and dramatist. 
 
57 See Madeleine Dobie, Foreign Bodies: Gender, Language and Culture in French Orientalism (Palo Alto, 
CA: Stanford University Press, 2001) regarding texts such as Le Sopha and their impact in later years. 
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clearly meant to encapsulate the general atmosphere of exoticism and implied sexual 

liberties that are present in the room. 

 

Also in Scene Four, the ethnic and cultural diversity of London in Hogarth’s time 

is on display. Most prominently, the work references the significant presence of African 

descendants in Hogarth’s time.  Enslaved Africans (and Asians) were bought and sold 

openly in Britain, especially in ports like Bristol and Liverpool.  Most of these 

populations arrived in England as the property of ship captains, plantation owners and 

others, while still others arrived as stowaways, escaping plantation life.58  In 1596, Queen 

Elizabeth I issued an edict and 1601 Royal Proclamation ordering the removal of African 

descendants, noting that there were far too many present in the area.  Peter Fryer has 

estimated the net overall profits to British slave merchants on 2,500,000 Africans bought 

and sold between 1630 and 1807 as 12 million pounds (half of which was earned between 

1750 and 1790).59 

 

Scene Five (figure 31) is also called The Bagnio.60  Here, the Earl has found his 

wife with her lover, Silvertongue the lawyer, who escapes from the window in a 

                                                 
58 After the American War of Independence, a small number of African descendants who had been 
promised freedom if they fought for Britain came to the United States.  See Sylvia Frey, Water from the 
Rock (Princeton, NJ: Princeton University Press, 1993) for discussion of these populations.   
 
59 Peter Fryer, Staying Power: The History of Black People in Britain (London: Pluto Press, 1984), 36. 
 
60 Bagnio is an Italian term for bath or bath-house.  Prior to the twentieth-century, the term bagnio was used 
to reference prisons or bath-houses in Africa, various parts of Asia and in Italy and Turkey.  In England, the 
term was initially used to reference coffee-houses that offered Turkish baths and then, after 1740, they 
came to signify a site for the discrete renting of rooms, largely for prostitution.  A nineteenth-century 
examination of the prostitution-based nature of bath-houses may be found in “Massage A La Mode” in The 
British Medical Journal 1, no. 1893 (April 10, 1897): 934.  For British interpretation of concepts of Near 
Eastern cultural influences in Hogarth’s time, see Anita Damiani, Enlightened Observers: British Travelers 
to the Near East, 1715-1850 (Beirut: The American University, 1979).    
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nightgown after fatally wounding the Earl.  The Countess is seen kneeling before her 

dying husband, possibly begging for forgiveness.  Scattered on the floor are materials 

from the masquerade, where the Countess and Silvertongue had spent the evening before 

retiring to hired rooms to complete the evening’s festivities.  In this way, Hogarth implies 

that the Countess’s entire marriage was a mere masquerade, a performance of sorts. 

 

The sixth and final scene is entitled The Lady’s Death (figure 32).   The Countess 

is seen dying at the home of her father, the alderman. Her lover Silvertongue has been 

hanged at Tyburn for the murder of the Earl.  She has discovered this fact from the 

broadside that has now fallen at her feet and, as a result, she has consumed a glass of 

poison to end her life.  Further evidence of the Countess’s social decline may be seen as a 

merchant pulls a ring from her finger in an attempt to recoup some portion of the debts 

that the Countess owes to him.   

 

In the scene, a servant holds her child near to kiss the dying woman.  The child 

already reveals signs of the venereal disease that her mother has passed to her.  Her face 

is dotted with syphilitic facial spots and she has strapped, crippled legs.  Peter Wagner 

has examined the countless numbers of individuals in Hogarth’s work who are depicted 

with facial and other bodily marks or spots, observing that there are four distinct forms of 

marks in the artist’s work.  These include warts or marks left by smallpox, spots or 

patches that indicate venereal disease, (artificial) beauty marks; and satirical references to 
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Old Master paintings, an example of which is “the allusion to Christ’s wound” on the 

figure of the rake in the Bedlam scene.61  

 

  Thematic Linkages between A Rake’s Progress and Marriage-A-la-Mode 

 

This section, “Thematic Linkages between A Rake’s Progress and Marriage-A-la-

Mode,” will examine the larger social and political issues by the two series.  These larger 

issues include nationalism, over-consumption, an evolving spectacle of modernity in 

London and a struggle over the shaping of morally-righteous behavior.  By examining 

these themes, this section will offer further background on the unique, inherent qualities 

that may have drawn Hockney, Himid and Rego to Rake’s Progress and Marriage-A-la-

Mode.   Marriage-A-la-Mode, like Rake’s Progress, ends on a tragic note that reiterates 

Hogarth’s central themes in both works, that the pursuit of pleasure and luxury at the 

expense of moral responsibility has the potential for devastating and potentially fatal 

consequences. Both series include overarching themes of nationalism, luxury and over-

consumption and the rise of an increasingly powerful middle class.  Other themes include 

the social transformations found in urban London, and a public concern with ambiguous 

notions of morality.  These related themes, marked by subversion and shifting identities, 

are found in both series and may provide an explanation of their appeal to late twentieth-

century artists.  

 

 

                                                 
61 Peter Wagner, “Spotting the Symptoms: Hogarthian Bodies as Sites of Semantic Ambiguity,” in 
Bernadette Fort and Angela Rosenthal, The Other Hogarth: Aesthetics of Difference (Princeton, N.J.: 
Princeton University Press, 2001), 109-110. 
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A New British Nation: Nationalism in Hogarth’s Time 

 

Both A Rake’s Progress and Marriage-A-la-Mode were produced during a time of 

nationalistic tension as Britain sought to define itself, largely in opposition to France 

despite, and partly due to, the increasing impact of French culture in the metropolitan 

areas of Britain.  As Linda Colley argues in her groundbreaking text Britons, the 1707 

Act of Union linking England and Wales with Scotland had the effect of uniting 

Protestant Britain against a Catholic “other,” casting the eighteenth century into an era of 

discord between Britain and France.62  Several of Hogarth’s scenarios denote this 

nationalistic tension in works like March to Finchley, which focused on the Jacobite 

Rebellion, and the lampooning of French dancing masters in Analysis of Beauty, and in A 

Rake’s Progress.63  In Calais Gate (figure 7), Hogarth represents the French as a cadre of 

shifty fishwives and underfed servants accompanied by a corrupt and gluttonous cleric. 

His Election Series is filled with references to England’s long-standing conflicts with 

France.  In Canvassing for Votes, the patriotic celebration of British victory at Portobello 

that is signified by the two drinkers is coupled with the image of a ship’s figurehead, a 

British lion that consumes a French fleur-de-lis that is now being used as a seat by the 

inn’s landlady.  These details were certainly of topical interest in 1756, the period that 

also saw the beginning of the Seven Years’ War. In addition, as discussed earlier, 

                                                 
62 See Linda Colley, Britons: Forging the Nation, 1707-1837 (New Haven: Yale University Press, 1992) 
and Gerald Newman, The Rise of English Nationalism, A Cultural History 1740-1830 (Weidenfeld & 
Nicholson, 1987), particularly chapters 4, 6 and 7.  For discussion of Hogarth’s contemporaries who 
satirized political issues during the eighteenth-century, also see Herbert M. Atherton, Political Prints in the 
Age of Hogarth: A Study of the Ideographic Representation of Politics (Oxford: Clarendon Press, 1974). 
 
63 In March to Finchley, Hogarth depicts a comical group of English soldiers preparing to confront the 
French-supported Jacobite army that had invaded England in 1745.  
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Hogarth’s feminized depictions of French dancing masters in Analysis of Beauty, Rake’s 

Progress and Marriage-A-la-Mode were meant to run counter to the notion of `plain-

speaking,’ non-affected English masculinity. 

 

Hogarth’s lifetime was characterized by a period in which, as Robin Simon notes, 

“The very nation was in the process of identifying itself,” after the Restoration in 1660 

and the Glorious Revolution of 1688 which resulted in the deposition of James II, ending 

consideration of a Roman Catholic nation.64  In addition, in 1707, the kingdoms of 

England and Scotland merged into a single, united Parliament of “Great Britain” in 

London.  Another major transformation during this period included the 1714 passing of 

the British throne from the native-born Anne, the last monarch of the House of Stuart, to 

her German cousin, George I of the House of Hanover.  During his reign, which lasted 

until 1727, the powers of the monarchy became largely ceremonial and Britain began the 

modern system of Cabinet government, led by a Prime Minister.  Significantly, George I 

also faced the economically-disastrous South Sea Bubble in 1720 and became heavily 

involved in establishing anti-Spanish leagues such as the 1717 “Triple Alliance” with 

Great Britain, France and the United Provinces or the Dutch Republic.65 As Simon also 

observed, “The nation had to define itself in terms of deciding what it was not as much as 

by recognizing what it was; by reaction – and that included the waging of more or less 

constant foreign wars – as much as by conscious choice; and it had to do so in literature, 

                                                 
64 Robin Simon, Hogarth, France and British Art: The Rise of the Arts in 18th-century Britain (London: 
Paul Holberton Publishing and Hogarth Arts, 2007), 6. 
 
65 Ibid. 
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music, theatre, painting, architecture and sculpture.”66  Hence, the struggle to sharply 

define British national identity was felt as much in political rule and in warfare (for 

example, his against the Spanish and the French) as it was in the cultural arena.  Britain 

sought to define itself against the encroachment of foreign culture yet it also sought the 

sophistication that was viewed as central to Continental culture.   

 

It was necessary for Hogarth, despite his pro-English sentiments, to function as an 

artist in collaboration with French artists and French culture in early eighteenth century 

London.  For example, he was close friends with Jean-Andre Rouquet, the Swiss-born 

French Huguenot painter of enamel portrait miniatures in London.  Robin Simon has 

pointed out that during the early phase of Hogarth’s career, the 1720s and 1730s, England 

and France were at peace, a highly uncommon situation.67  This factor made the 

environment highly amenable to artistic interaction between the two countries, and 

numerous French artists began living and working in England during this period.  Jean-

Andre Rouquet produced a 1755 publication called Present State of the Arts in England 

that favorably discussed Hogarth’s support for the Foundling Hospital as a showcase for 

contemporary British art.  In addition, French rococo style was prominent in England 

from the 1720s, and its influence is quite evident in Hogarth’s paintings.  For example, 

Hogarth’s incorporation of undulating lines and S-curves, as well as the rococo taste for 

chinoiseries, are visible in Scene Two of Marriage-A-la-Mode.68   

                                                 
66 Robin Simon, Hogarth, France and British Art: The Rise of the Arts in 18th-century Britain (London: 
Paul Holberton Publishing and Hogarth Arts, 2007), 6. 
 
67 Ibid., 13. 
 
68 The Rococo style of art and architecture emerged from France in the eighteenth century and was formally 
characterized by a highly dramatic profusion of undulating lines and shell-like curves.  In England, the 
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In 1720 Hogarth joined an academy administered by the Englishman John 

Vanderbank and the French artist Louis Cheron, and Hogarth traveled to France to seek 

engravers for Marriage-A-la-Mode in 1743. Hogarth’s aims in seeking specifically 

French engravers was, as the artist himself acknowledged, to be “more skillful, more 

French…”69  In addition, he based some of his work on those produced by the French 

engraver Callot, as pointed out by Antal.70  Hogarth also modeled his Captain Coram 

portrait (figure 33), with its large scale and heightened grandeur, after contemporary 

French portraiture such as that produced by Hyacinthe Rigaud (figure 34).71 

 

Jenny Uglow has written of the complexity of Hogarth’s position after the 1707 

establishment of  a new British national identity marked by “Collectors and young 

aristocrats flocking back from the Grand Tour brought a cosmopolitan gloss to British 

life, but the Continental wars also fostered a backward-looking nationalism, with 

powerful doses of Francophobia and anti-Catholic prejudice.  Europe seemed to threaten 

old British freedoms and livelihoods: ‘No French bottle-makers!  No lowering of wages 

to 4d a Day and Garlick!’ shouted the mob.  Hogarth often seems on the side of these 

                                                                                                                                                 
style spread through the work of visiting French artists like Hubert-Francois Gravelot, and its influence 
could be evidenced in painting, book illustration, interior design and in many forms of popular culture.  For 
broad overviews of the impact of Rococo art, see Michael Levey, Rococo to Revolution: Major Trends in 
Eighteenth Century Painting ((London and New York: Thames and Hudson, 1985) and Sara D. Coffin, 
Gail S. Davidson, Ellen Lupton et al., Rococo: The Continuing Curve, 1730-2008 (NY: Assouline, 2008). 
     
69 Frederick Antal, “Hogarth and His Borrowings,”Art Bulletin 29 (1947): 42.  
  
70 Ibid. 
 
71 Hyacinthe Rigaud (1659-1743) was a French painter of Catalan origin who was best known for his 
elegant and sumptuous Baroque portraits of aristocratic sitters. See the aforementioned Robin Simon, 
Hogarth, France and British Art: The Rise of the Arts in 18th-century Britain for further details of Rigaud’s 
impact in England.  
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placard-bearing ‘patriots’.  When he began his career, foreigners dominated the London 

art scene, but by the late 1740s, largely through his efforts, there was a recognizable 

British school.  Yet his position was complex: in Paris he could behave like a xenophobic 

lager lout but in London he worked with French rococo styles.”72 Hogarth possessed a 

passionate desire to celebrate native ingenuity, yet also sought to reflect the 

sophistication that had long been associated with Continental culture.  In so doing, he 

sought to both achieve commercial success and also to elevate his status as a fine artist 

rather than continue to be viewed as a producer of crude, satirical scenes. Hogarth 

appears to have been much more concerned with building his career and establishing 

himself financially, than he was in promoting every aspect of British culture, whether 

“high” or “low.”   

 

Nationalism has largely been referenced in Hogarth’s narrative series as a critique 

of the English desire for international artistic forms, as highlighted in both series.  This 

included a desire for paintings produced beyond British shores, a factor that was a source 

of immense displeasure for Hogarth, who would actively argue for the rights of native-

born artists throughout his life.  Robin Simon has outlined one aspect of the source of 

Hogarth’s concerns, “English patrons persisted in tiresome prejudices…They had 

habitually relied, for much of the finest decorated painting and portraiture, upon foreign 

artists: from Holbein in the 16th century, through Van Dyck and Rubens in the 17th, to 

Kneller who arrived in the latter 17th century…”73   

 

                                                 
72 Jenny Uglow, Hogarth: A Life and a World (London: Faber and Faber Limited, 1997), xiv. 
 
73 Ibid., 9. 
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Yet, Hogarth’s narrative scenes represent much more theoretical complexity than 

a mere critique of “foreign” tastes.   His references to the French-derived morning levee, 

the Italian opera, servants of African descent and Dutch and Italian paintings were 

marked by a decidedly celebratory spirit of internationalism.  These scenes appeared to 

reflect Hogarth’s utter delight in rendering these lively, symbolically-complex narratives.  

It is no surprise that this rich evocation of a global culture of difference was deftly picked 

up by Hockney, Himid and Rego in their own Hogarth-inspired appropriations in the late 

twentieth century.  Hogarth’s “modern moral subjects,” laden with references to social 

constructs of national identity, class, race, and distinctions between fine art and popular 

culture, literally begs for postmodernist interrogation.  

 

Luxury and the Rise of the Middling Ranks  

 

In fact, the desire for Continental culture characterized a large part of the 

emergent (and increasingly powerful) middle class that had begun to flourish just as 

Hogarth began his narrative series.  Many of Hogarth’s scenes reference a rising nouveau 

riche population, a group often described as the “middling ranks.”  Both series evince one 

of the most significant and transformative changes that occurred in early eighteenth 

century England.  This transformation was the rise of a new class, a non-aristocratic, 

urban elite.  They sought to possess at least a modicum of the power held by the 

aristocracy, or the landed gentry.  This “new wealthy,” while not powerful enough to 

shift the aristocracy out of its sphere of privilege, nonetheless created a seismic shift in 
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the worlds of commerce and consumption in this period, a change that affected every 

stratum of early eighteenth century English society.74 

 

The middling ranks were initially comprised of those linked to the world of 

commerce, an emerging commercial (though largely not professional) middle class in 

eighteenth-century England.75  Their numbers included artisans, craftsmen, tavern 

keepers and other tradesmen.  By the late eighteenth century, many from this population 

had acquired many of the basic characteristics of  polite society, paying particular 

attention to refined dress, bodily carriage, and polite forms of conversation.76  R.O. 

Bucholz and Newton Key have defined this class in contrast to the traditional aristocracy:  

“Unlike the landed aristocracy, those in the middle of the social pyramid were not yet 

conscious of themselves as a separate class, and so not unified in pursuit of common 

aims.  Nevertheless, it could be argued that they were responsible for the most dynamic 

changes—and tensions—in English life between the Restoration and the first quarter of 

the eighteenth century.  They were the government officials who ran the wars; the 

military and naval officers who planned and executed them; the “monied men” who 

financed them; the merchants who created the wealth and trade which supported and 

grew by them; and the professional men who solved the disputes which arose out of the 
                                                 
74 Numerous texts investigate the increasingly significant role of consumption in Hogarth’s time, including 
David Dabydeen, Hogarth, Walpole and Commercial Britain (London: Hansib, 1987); Paul Langford, A 
Polite and Commercial People: England 1727-1783 (Oxford, 1989);  David H. Solkin, Painting for Money: 
The Visual Arts and the Public Sphere in Eighteenth-Century England (New Haven and London, 1993);  
Bermingham, Ann and John Brewer,eds. The Consumption of Culture 1600-1800: Image, Object, Text 
(London: Routledge, 1995); Terry Lovell, “Subjective Powers? Consumption, the Reading Public and 
Domestic Women in Early Eighteenth Century England,” in Ann Bermingham and John Brewer, eds., The 
Consumption of Culture1600-1800:  Image, Object, Text (London and New York: Routledge, 1995), 23-41. 
 
75 See Margaret R. Hunt, The Middling Sort: Commerce, Gender and the Family in England, 1680-1780 
(Berkeley: University of California Press, 1996). 
 
76 Ibid. 
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resulting new wealth.  All benefitted from the expansion in the English economy which 

they helped to engineer.”77  Bucholz and Key highlight the pronounced linkage between 

all of these social worlds that worked in tandem with, and directly impacted, England’s 

rising economic strength.   

 

Hogarth’s narrative series, many of which reference the over-consumption of 

luxury items, focused on middle-class attempts at social climbing at this critical period in 

English history.  Indeed, A Rake’s Progress and Marriage-A-la-Mode both illuminated 

the eighteenth-century discourse that proposed increased wealth and consumption yields 

increasingly-immoral behavior.  David Solkin has written of how Hogarth’s narrative 

series critiqued “the way in which a commercial society encourages its members to 

pursue misguided and irrational fantasies of opulence and status.  In so doing the 

protagonists ruin themselves, physically as well as mentally, and (at least in the case of 

the Rake) abdicate the responsibilities they rightly owe to their relations…”78  Riding has 

also commented on Daniel Defoe’s observation that “Our Luxury...is encreased; and with 

our Luxury, our Vices, and other Extravagances, our Lasciviousness, Sensuality, and, in a 

Word, our Impudence, and with all these our Distempers.”79 These dialogues signified, 

quite simply, a war against excess in all its forms.  This critique of excess was also waged 

in the realm of religious belief, as reflected in Hogarth’s critique of overly-expressive, 

                                                 
77 Robert Buccholz and Newton Key, Early Modern England, 1485-1714: A Narrative History (Malden, 
MA and Oxford: Blackwell Publishing, Ltd., 2004). 
 
78 David H. Solkin, Painting for Money: The Visual Arts and the Public Sphere in Eighteenth-Century 
England (New Haven and London: Yale University Press, 1993), 79. 
 
79 Christine Riding, “Marriage A-la-Mode,” in Mark Hallett and Christine Riding, eds., Hogarth (London: 
Tate Publishing, 2006), 141.  Riding references Daniel Defoe, Conjugal Lewdness; or, Matrimonial 
Whoredom (London, 1727), 394-5. 
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Methodist worship in Credulity, Superstition and Fanaticism, discussed in the previous 

chapter.80   

 

Modernity and the City of London  

 

Hogarth’s examination of the middling ranks relates to another social 

transformation that impacted Hogarth’s development of both A Rake’s Progress and 

Marriage-A-la-Mode: the ever-increasing migration of rural folk, whether wealthy or 

impoverished, to the larger cities, of which London was the most heavily populated.  In 

Hogarth’s lifetime, the city of London grew from 575,000 to 700,000. The existing civil 

laws were ineffective in dealing with this rising urbanity, and port cities such as London, 

Bristol and Liverpool became overcrowded marketplaces (and tremendous sites of 

criminality).  These increasingly-populated urban areas came to be viewed as problematic 

and synonymous with poverty.  Accordingly, the English “poor laws” had been 

developed to regulate both working and non-working impoverished communities.81  

 

                                                 
80 As discussed in the previous chapter, works like Credulity conveyed ideas that critiqued excess (and 
passionate emotion) in regards to Methodism and Catholicism and, in other aspects of contemporary life in 
London during this period. 
 
81 See Anthony Brundage, The English Poor Laws, 1700-1930 (New York: Palgrave, 2002) and Lynn 
Hollen Lees, The Solidarities of Strangers: The English Poor Laws and the People, 1700-1948 (Cambridge 
and New York: Cambridge University Press, 1998) for details on the English poor laws.  Examples of such 
laws include, in 1601, Elizabeth I’s efforts to combine the poor relief acts to create a national Poor Law 
Act.  Poor law acts, for example, stated that “Sturdy beggars” (those who could physically perform work 
but chose not to) were to be undressed from the waist up, beaten until bloodied, then returned to their native 
parish or most recent place of residence. The Poor Law Act of 1601 outlined national guidelines for the aid 
of the ill, the disabled, the elderly and for youth.  In parishes, a poor rate was collected, a practice that 
raised the ire of those who were thus fiscally responsible for those arriving from other parishes.  The 1723 
Workhouse Test Act dictated that parishes would manage workhouses for those impoverished individuals 
who were able to work, and by the latter part of the eighteenth century, more than 2,000 workhouses were 
in existence throughout the country. 
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London held quite an alluring prospect for country maidens looking for work. An 

increase in the city’s wealth meant that there was a greater need for servants to ensure the 

facilitation of increasingly affluent households.  And, just as the city represented the 

chance for a better life, it also held an immense potential for danger, as represented in the 

first scene of A Harlot’s Progress (figure 35).  Lone, uninitiated women from rural areas 

were just as likely to encounter female procurers for the trade of prostitution as they 

would potential employers from wealthy households. 

 

According to historian M. Dorothy George, the vibrant, bustling spectacle of the 

city of London reflected modernity in every way.  An ongoing parade of urban dwellers 

(both transient and otherwise) included the influx of various groups into the city.  Irish 

laborers who provided work for much less than the English, arrived in increasing 

numbers, as did women from Shropshire and Wales who traversed the streets selling 

produce, sometimes returning to their homes with enough funds to last through the course 

of the following winter.82  In terms of social perceptions, certain groups were considered 

a threat to native-born populations in varying degrees.  For example, the Irish populations 

were met with heightened hostility due to an overarching belief that they would take jobs 

from the English.83  On the other hand, George notes that the general public had a 

favorable impression of the Shropshire maidens, with their “gay, healthy appearance and 

neat clothes.”84   English populations also seemed to have a less critical impression of the 

numerous black servants residing in London, and, as George observed, “The sympathy 

                                                 
82 See M. Dorothy George, London Life in the Eighteenth Century (New York: Capricorn Books, 1965). 
   
83  This was in addition to their association  with Catholicism. 
 
84 M. Dorothy George, London Life in the Eighteenth Century (New York: Capricorn Books, 1965), 141.   
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was with the Negroes.”85  This may have largely ben due to the fact that they were 

considered Protestant.  The relatively common presence of Black servants in the domestic 

space of wealthy English households represented merely one element in marking the 

status and visible holdings of a gentleman or a lady.86  Similar distinctions that marked 

elevated status included ownership of a pet dog or monkey, conspicuous 

“connoisseurship” in regards to the acquisition of art and home furnishings, and 

instruction by French dancing masters. 

 

The Brothel and the Foundling Hospital: Ambiguous Morality in Hogarth’s 

Time 

 

Hogarth’s Rake’s Progress and Marriage-A-la-Mode are essentially narratives 

that highlight the tension between human behavior that is deemed “sinful” and the social 

standard of that which is viewed as virtuous.  On the other hand, at the opposite end was 

behavior that was considered coarse or common. Polite society focused on the cultivation 

of a particular aspect of social behavior: the conversation, or a function in which groups 

of refined individuals could come together and entertain themselves while displaying 

their own levels of sophistication and erudition.  In 1720s England, an artistic genre 

emerged called the “conversation piece,” a type of group portraiture drawn largely from 

                                                 
 
85 Ibid., 135.  
 
86 For further details on servants as markers of status, see David Dabydeen, Hogarth’s Blacks: Images of 
Blacks in Eighteenth-Century English Art (Manchester: Manchester University Press, 1987) and .Catherine 
Molineux, “Hogarth’s Fashionable Slaves: Moral Corruption in Eighteenth-Century London.”  ELH, Vol. 
72, No. 2, Summer 2005, 495-520.    
 



85 
 

French sources.87  As mentioned in the previous chapter, Hogarth produced many of such 

works before beginning his “modern moral subjects.” Conversation itself required a room 

set aside for it, with specifically designed furniture that would ease discussion, paintings 

and prints on the walls that were not overly distracting, usually Old Master works and/or 

copies of them.  And, certainly, the following activities were essential: card games, the 

drinking of tea (which only the wealthy could afford at the time), and an admiration for 

fine art, literature and private, aristocratic theatrical performances.88 

 

Frederick Antal pointed out the ideological ambiguities of the age in his 

discussion of the motivations of many of artists and writers who catered to, and profited 

from, the “lewd” or salacious tastes of the period, noting that their imitations included, 

“for profit motives, a great amount of “immoral” material, far surpassing that in the 

originals...”89  In referring to the prurient interests that often accompanied the rage for 

such materials, Antal suggested that the consumers of these products could publicly claim 

a primary interest in promoting virtue rather than reveal their desire for the titillating 

details of vice that were commonly present in Hogarth’s narrative series and similar, 

morally-instructive works by other artists.  

 

                                                 
87 See Mark Hallett, “Pictures of Urbanity: The Conversation Piece,” in Mark Hallett and Christine Riding, 
eds., Hogarth (London: Tate Publishing, 2006). 
 
88 For critical details on “polite” social behavior, see Peter Earle, The Making of the English Middle Class: 
Business, Society and Family Life in London 1660–1730 (Berkeley and Los Angeles: Methuen and the 
University of California Press, 1989); Jonathan Barry and Christopher Brooks eds, The Middling Sort of 
People. Culture, Society and Politics in England 1550–1800 (London: Palgrave Macmillan, 1994); 
Margaret R. Hunt, The Middling Sort: Commerce, Gender and the Family in England 1680–1780 
(Berkeley, Los Angeles and London: The University of California Press, 1996); and  Marjorie Morgan, 
Manners, Morals and Class in England, 1774–1858 (New York: St. Martin’s Press, 1994). 
 
89 Frederick Antal, “Hogarth and His Borrowings,” Art Bulletin 29 (1947): 178. 
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Christine Riding has also expanded on the ambiguous nature of public interest in 

Hogarth’s work in his time, observing that both of Hogarth’s “Progress” series were 

successful due to “prurience and voyeurism,” and that Hogarth’s attention to detail 

presented his audience with a glimpse of “the seedier side of London life.”90  In the third 

scene of Harlot’s Progress (figure 36), Riding writes that Hogarth’s image of an 

attractive young prostitute “seated on her bed in a state of undress, gazing out at the 

viewer, was clearly calculated to titillate his male viewers,” but also included male 

figures such as “a clergyman, a rake, a middle-class parvenu, a magistrate, a gaoler and 

two doctors, who collectively exploit and punish her, and fail to offer her protection or a 

guiding hand.”91  Here, Riding suggests that Hogarth’s representation of the harlot is a 

sympathetic one, and that A Harlot’s Progress presents a fairly equitable critique of both 

male and female figures.    

 

Riding also states that the increasing popularity of biographies of prostitutes and 

directories for prostitutes highlight “the schizophrenic attitude towards prostitution and 

deviancy in general in the eighteenth century.”92  Clearly, conflicting ideological strands 

regarding morality permeated the age.  In order to properly examine these disparate ideas, 

we might ask, “What defined morally-responsible behavior in Hogarth’s time?”  Antal 

outlined the following morally-based ideas that were prominent in the age: “stress upon 

assiduous work to ensure personal success,” a “need to resist temptation and 

                                                 
90 Christine Riding, “Marriage A-la-Mode,” in Mark Hallett and Christine Riding, eds., Hogarth (London: 
Tate Publishing, 2006), 73. 
 
91 Ibid. 
 
92 Ibid. 
 



87 
 

vice…emphasis on good moral conduct,” and an increasing focus on “feeling and 

humanitarianism.”93 All of these themes are key to Hogarth’s Rake’s Progress, Marriage-

A-la-Mode and the rest of his “modern moral subjects.”  In Hogarth’s work, no singular 

group is demonized, and he implicates all in these challenges. 

 

Hogarth’s work suggests the fact that his era was, like any other, fraught with 

ambiguous, gender-imbalanced and often hypocritical notions of morality.  Uglow has 

written of the deluded self-righteousness of the wealthy despite the highly visible realities 

of poverty and the blurred boundaries between the classes.  “The Quality could tell 

themselves that excessive consumption or ‘luxury’ was almost a civic duty, bringing 

prosperity to all…But as they rolled round street corners...in coaches padded with velvet 

and leather,”  they navigated around “a relentless sea of poor, of limbless beggars, rickety 

children, shouting hucksters, resentful labourers, pickpockets and thieves.”94    Uglow 

also observed the deceptiveness of a polite society that masked realities such as the fact 

that “baths were taken rarely and even the best wigs held lice.”95  Hogarth’s narrative 

series reflect this literal blurring of the spatial boundaries between rich and poor, 

exemplified by scenes of gambling, brothel and sexual intrigues where all share in a 

carnivalesque atmosphere of licentious behavior.   

 

Hogarth’s narrative series, as opposed to the portraits and conversation series, 

                                                 
93 See Frederick Antal, “The Moral Purpose of Hogarth’s Art,” Journal of the Warburg and Courtauld 
Institutes 15, no. ¾ (1952): 170. 
 
94 Jenny Uglow, Hogarth: A Life and a World (London: Faber and Faber Limited, 1997), 173. 
 
95 Ibid. 
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also reveal an ongoing tension in the sexual relations between men and women in his 

time, certainly due to the disparities between the way that men and women’s sexual 

indiscretions were perceived as well as the overarching concerns with class and social 

betterment that subsumed relationships.  Texts like Pamela appeared to demonize women 

who functioned outside of perceived social roles and, as Uglow has remarked, “Men's 

sexual misdemeanours were peccadilloes, women’s were grave sins.  No laws forbade 

men to consort with prostitutes, but the prostitute herself was a criminal.  A double 

standard prevailed, in law and in life.”96 Yet, in Hogarth’s choice of subject matter in his 

narrative series, he appears to be equally critical of both men and women.  He began his 

modern moral subjects with A Harlot’s Progress, a narrative of a woman in moral 

decline, then followed it with series that primarily examined the fall of several male 

protagonists.  

 

The ambiguous nature of the “culture of sensibility” was also extended to the 

era’s focus on philanthropy.  In 1752, Fielding wrote that “Charity is in fact the very 

characteristic of the nation at this time.”97  For wealthy Londoners, charity was meant to 

indicate a form of religious virtue, despite the often dubious and inherently immoral 

means of obtaining such wealth, exemplified by the transatlantic slave trade.  Charitable 

activities, specifically for the non-aristocratic urban elite, represented an opportunity to 

fraternize with the aristocracy and broaden their own social networks.  It was also a 

                                                 
96 Ibid., 180. 
 
97 Henry Fielding, Covent Garden Journal, 1752. 
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means of deflecting attention away from self-serving, mercantilist aims while 

simultaneously attempting to supervise plebeian morality.98   

 

Thomas Guy, an urban merchant and alderman, gained immense wealth from 

selling his numerous stock shares just before the South Sea Bubble broke.  He facilitated 

the opening of what is now called Guy’s Hospital in 1721, a period that saw the 

establishment of a number of major hospitals in London.99 In 1740, Fielding wrote that 

“Amongst other species of charity, for which this age is justly celebrated, there is one 

which shines forth in a very particular manner…the founding of hospitals.”100 Indeed, 

many of those with excessive wealth sought the personal benefits that stemmed from the 

active appearance of philanthropy, aims that resulted in the early 1700s establishment of 

several hospitals in London and the appearance of the Foundling Hospital in 1741, one of 

the most prominent charitable institutions in Hogarth’s time.101   

 

                                                 
98 Martin Postle, “The Foundling Hospital and the Development of the Public Exhibition,” in Rhian Harris 
and Robin Simon, eds., Enlightened Self-Interest: The Foundling Hospital and Hogarth (London: Thomas 
Coram Foundation for Children, 1997), 22. 
   
99 See David H. Solkin, “Samaritan or Scrooge? The Contested Image of Thomas Guy in Eighteenth-
Century England,” Art Bulletin 78 (September 1996), 467-84.  Other institutions that opened in London 
during the eighteenth century included Westminster, Royal London, Middlesex and St. George’s Hospitals. 
 
100 Henry Fielding, The Champion, 1740. 
 
101 The Foundling Hospital, established by Captain Thomas Coram and granted a Royal charter in 1739, 
opened in 1741 at a temporary location in Hatton Garden. For text on the social role of charitable activities 
and the eighteenth-century establishment of hospitals, see W.E. Alderman, “Shaftesbury and the Doctrine 
of Benevolence in the eighteenth Century,” Transactions of the Wisconsin Academy of Sciences, Arts and 
Letters, XXVI, 1931;  W.S. Lewis and R.M. Williams, Private Charity in England, 1747-1757 (New 
Haven, 1938); Benedict Nicholson, The Treasures of the Foundling Hospital (Oxford: Clarendon Press, 
1972); Michael Cohen, “Addison, Blake, Coram and the London Foundling Hospital: Rhetoric as 
Philanthropy and Art,” Centennial Review 34 no. 4 (1990): 540-566 and Rhian Harris and Robin Simon, 
eds., Enlightened Self-Interest: The Foundling Hospital and Hogarth (London: Thomas Coram Foundation 
for Children, 1997). 
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Hogarth participated in the frenzied emphasis on charity in London during this 

time, serving as a Governor of St. Bartholomew’s Hospital and of Bedlam.  He was also a 

founding governor of the Foundling hospital, a lifelong subscriber, and produced several 

works for the organization, as well as portraits of the urban elite that were involved in the 

institution’s establishment.102  Hogarth’s charitable efforts include the massive Moses 

Brought Before Pharoah’s Daughter (figure 37). Executed for the Court Room of the 

hospital, the work reiterates the theme of concern for children’s welfare.103   

 

 Other charitable works that Hogarth produced during this period were The Bristol 

Altarpiece at the Church of Saint Mary Redcliffe in Bristol and the St. Barts Hospital 

murals that featured The Pool of Bethesda and The Good Samaritan.104 Jacopo Amigoni 

(c. 1685-1752), a prominent Italian decorative painter was nearly appointed to paint the 

North Wing stairwell at St. Barts Hospital before Hogarth’s involvement.  Hogarth 

offered to produce a painting at no charge, part of his efforts to ensure that the work 

would be undertaken by an Englishman to highlight the abilities of native artists in the 

face of increasing patronage of non-English artists in England.  In addition, his choice of 

history paintings was also strategic; Hogarth had long sought to establish a solid 

                                                 
102 For further details on the focus on charitable endeavors, see Jacqueline Riding, “Captain Thomas 
Coram: Private Virtue and Publick Spirit,” in Rhian Harris and Robin Simon, eds., Enlightened Self-
Interest: The Foundling Hospital and Hogarth (London: Thomas Coram Foundation for Children, 1997), 
16. 
 
103 In many ways, the Foundling Hospital has been considered the first `gallery’ for the public exhibition of 
work in London.  See Martin Postle, “The Foundling Hospital and the Development of the Public 
Exhibition,” in Rhian Harris and Robin Simon, eds., Enlightened Self-Interest: The Foundling Hospital and 
Hogarth (London: Thomas Coram Foundation for Children, 1997) for an examination of Hogarth’s 
relationship to the Foundling Hospital.  
  
104 See David Solkin, Painting for Money: The Visual Arts and the Public Sphere in Eighteenth-Century 
England (New Haven and London, 1993) for discussion of these charitable activities. 
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reputation as a history painter of grand themes, a goal that had long eluded him amidst an 

enduring perception of him as merely a fine printmaker of satirical, vernacular subjects.  

  

 Hogarth also worked to secure the involvement of several of his contemporaries, 

including Francis Hayman, Joseph Highmore and James Wills to provide paintings for 

the Court Room at the Foundling Hospital, largely with Biblical themes featuring women 

and children.  In this way, Hogarth ensured that British artists contributed to local 

charitable endeavors while also having their works seen by visiting wealthy patrons who 

were potential subscribers.  Hogarth’s engagement with hospitals, orphanages and 

schools was admirable when viewed as part of an enlightened gesture of civic duty, but 

his efforts were also fueled by other strategic aims.  They served to solidify the artist’s 

relationship with key members of polite society, advancing his own career and those of 

his fellow British artists.   

 

Conclusion 

 

Of the two series, A Rake’s Progress has been incessantly re-worked by 20th 

century artists in particular.  Why hasn’t A Harlot’s Progress, which was far more 

successful in Hogarth’s day, been as much of a draw for twentieth-century artists?  As 

Uglow has observed,  “ In the twentieth century, when the lure of materialism, success 

and fashion are so strong, the Rake’s themes of ambition and glamour, ruin and disaster 

have been constantly reworked in art, literature, music, opera and ballet.”105  Perhaps, as 

Uglow suggests, A Rake’s Progress fits more closely with 20th century concerns and 
                                                 
105 Jenny Uglow, Hogarth: A Life and a World (London: Faber and Faber Limited, 1997), 258. 
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social movements.  By contrast, the harsh condemnation of Moll Hackabout in Harlot’s 

Progress might be viewed as misogynistic or politically-incorrect, far too unsympathetic 

to the plight of impoverished women who arrive in the city from rural areas.  Instead, the 

narrative of the rake, with its image of a man weakened by sudden wealth, popularity and 

sexual abandon, appears to have been a particularly compelling theme in the twentieth 

century.  Certainly, its popularity makes sense in a century shaped by “new” media such 

as television and film and the increasing visibility and anointment of celebrity-types in 

the fields of politics, business, entertainment or other areas.  

 

This chapter attempted to examine the following questions: What contextual 

details fueled the production of Hogarth’s “modern moral subjects,” particularly The 

Rake’s Progress and Marriage-A-la-Mode?  It is clear that Hogarth produced these works 

for a variety of reasons: a desire to examine moral teachings through a satirical medium, 

the artist’s search for increasing wealth and status, the need to form a market-savvy 

linkage with the fictional and non-fictional characters of the day, as mirrored in novels, 

theatrical performances and newspaper headlines.  Hogarth’s work also used humor and 

biting wit to critique the ironic `low’ activities of the aristocracy, highlighting pompous 

and pretentious behavior, and implicating the role played by the mid-to upper classes in 

an urban environment laden with corruption at every turn. 

 

All of these aspects of Hogarth’s work are useful to examine in assessing the 

later, postmodernist re-workings by Himid, Hockney and Rego.  All three artists drew 

from critical components already present within Hogarth’s work: satire, social critique, 
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subversion, a reliance on literary and other cultural precedents, and the recognition of the 

marketability of narratives focused on eroticism and vice.  These themes may have driven 

contemporary artists’ choice of Rake’s Progress and Marriage-A-la-Mode in particular.  

For example, how did Thatcher’s fiscal policies relate to Hogarth’s time, and did such 

conncections influence the making Himid’s 1986 installation and the aforementioned 

1986 play by Nick Dear?  In particular, can the capitalist-driven Britain of the 1980s be 

linked to the stock-driven frenzy of Hogarth’s time, a period that saw the increasing 

significance of the stock exchange, exemplified by the turbulent chaos wrought by the 

South Sea Bubble?   Might we somehow draw comparisons between both periods in 

British history, emphasizing a shared emphasis on an economy in transition, with 

undercurrents of intense moral questioning?  In the same vein, we might also ask:  Were 

there connections between late 1950s Pop Art in Britain and graphic satire in Hogarth’s 

time that directly impacted the development of Hockney’s Rake’s Progress?   

 

The following chapters will examine the questions above as well as the following: 

Do later artists’ appropriation of Hogarth’s work denote our own romanticized visions of 

England, fashioned by both eighteenth and nineteenth-century period films that exposed 

the moral ruptures and fallacies of pre-twentieth century social life in Britain while yet 

retaining the pageantry and grandeur that have long drawn audiences to these periods 

time and again? Such films, with their imaginary as well as revelatory views of England, 

include The Madness of King George, Sense and Sensibility, Tom Jones, Maurice, 

Elizabeth and Orlando.106  Hogarth’s narrative series, like many of these films, have 

                                                 
106 The Madness of King George, directed by Nicholas Hytner, Samuel Goldwyn Company, 2005; Sense 
and Sensibility, directed by Ang Lee, Columbia Pictures, 1995; Tom Jones, directed by Tony Richardson, 



94 
 

attracted audiences in part because of their reliance on pageantry, dramatic intrigue, and 

revelatory insights on social impropriety, heightened by larger moral questions of `right’ 

and `wrong’ behavior.  Also, both Hogarth’s works and the literary works that influenced 

them had everything to do with a lengthy and illustrious history of British satire.107  

 

As will be explored in the following chapters, Hockney, Himid and Rego were 

drawn to the eighteenth-century artist and the dramatic tenor of his works, largely due to 

the broad range of narrative possibilities that were already intrinsic to Hogarth’s work.  

As will be shown, the connection with drama and theatricality is a significant one.  Himid 

began her artistic career as a student in set design, while Hockney has maintained a 

lifelong interest in investigating the boundless possibilities for representing space, a 

practice most evident in his stage designs and in his 1960s-era graphic works that have 

employed framing devices in scenes reminiscent of theatrical sets.  Paula Rego has also 

engaged with the idea of her painted scenes as a form of theatrical set.  Her concerns with 

the everyday realities of women who struggle through patriarchal environments have 

been most often executed in grand, massive scale, highlighting the sense of heightened 

drama found in every phase of Hogarth’s oeuvre.    

                                                                                                                                                 
United Artists, 1963; Maurice, directed by James Ivory, Cinecom Pictures, 1987; Elizabeth, directed by 
Shekhar Kapur, Polygram Filmed Entertainment, 1998; and Orlando, directed by Sally Potter, Sony 
Pictures Classics, 1993. 
 
107 See Mark Bills, The Art of Satire: London in Caricature (London: Philip Wilson Publishers, 2006) and 
Neil McWilliam, Lines of Attack: Conflicts in Caricature (Durham, NC: Duke University Press, 2010) in 
regards to British satirical tradions. 
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CHAPTER 2 
 

“Myself and My Heroes”: Art and Identity Construction in David Hockney’s Rake’s 
Progress 

 
 

“I think that all artists are autobiographical and can’t be anything else.”1 
--David Hockney in conversation with Peter Webb 

 
 
Appropriation has long been a critical component of David Hockney’s work.  

Throughout his career, Hockney has drawn stylistic and thematic elements from artists 

such as Dubuffet and Matisse, as well as ancient Egyptian art, comic strips, 

advertisements and other imagery culled from magazines and from the art historical 

archive.   Yet, one of his most significant dialogues has been with William Hogarth, an 

interaction that culminated in the development of numerous prints including an important 

narrative print series and a well-known set design.  In 1961, Hockney began A Rake’s 

Progress, a series of sixteen etchings and aquatints based on Hogarth’s tale of Tom 

Rakewell.  As discussed in the previous chapter, Hogarth’s tale centers on a merchant’s 

son whose excessive spending and moral decline, precipitated by an entourage of 

“foreign” tastemakers, prostitutes and criminals, leads to a sobering tenure in the 

madhouse called Bedlam.   

 

Along with its parallels to Hogarth’s themes, Hockney’s A Rake’s Progress was 

also autobiographic and loosely based on the artist’s first visit to the United States. 

Completed in 1963, Hockney’s narrative chronicles numerous personal milestones - the 

awarding of an inheritance, a spending spree, a sightseeing tour to Washington, D.C., a 

visit to a gospel concert, a bout with alcoholism, a loveless marriage to an older and 
                                                 
1 Peter Webb, Portrait of David Hockney (New York: E.P. Dutton, 1988), 23. 



96 
 

wealthier woman, the awakening of the rake’s identity as a gay man, his transformation 

into a blonde as an attempt to heighten his attractiveness, and his gradual emotional and 

spiritual disintegration.   An examination of Hockney’s A Rake’s Progress highlights the 

artist’s early construction of his own identity, both as an artist and as a gay man, through 

a series of highly empathetic identifications with canonical artists and other prominent 

cultural and historic figures.          

 

Hockney’s A Rake’s Progress, stylistically linked to Pop Art, resulted in early 

notoriety for the artist, who had begun the work soon after his 1961 graduation from the 

Royal College of Art (RCA).2  Its popularity led to a 1974 invitation for Hockney to 

design the sets at Glyndebourne for Stravinsky’s opera, The Rake’s Progress, based 

loosely on Hogarth’s engravings, with libretto by W.H. Auden and Chester Kallman.3   

Hockney’s designs for the theatrical production, although not incorporating the twentieth-

century artist into the rake narrative as the prints did, may also be considered an example 

of the artist’s explorations of his own identity.  His work on the production evolved from 

                                                 
2 Lawrence Alloway used the term ‘Pop Art’ during the 1950s to describe works that referenced popular 
culture, particularly works that he had seen on view at the Institute of Contemporary Arts (ICA) in London.  
While he did not use the phrase in his catalogue essay for the ‘Young Contemporaries’ exhibition of 1961, 
‘Pop Art’ became the term that critics used to describe the work of students from the Royal College during 
this period.  In 1957, Richard Hamilton defined pop art as “popular (designed for mass audiences), sexy, 
gimmicky, glamorous and big business, colourful, energetic, looking to America rather than to England.”  
See Richard Hamilton, Collected Words, 1953-1982 (London: Thames and Hudson, 1982), 28.  
 
3 The Glyndebourne Festival Opera production of 1975 featured sets and costumes that were designed by 
Hockney.  The Rake's Progress is an opera in three acts, with an epilogue by Igor Stravinsky, who had 
encountered Hogarth’s Rake’s Progress engravings at the Art Institute of Chicago in 1947.  The libretto, 
written by W. H. Auden and Chester Kallman, is largely based on Hogarth’s series. The opera was initially 
performed in Venice on September 11, 1951.  It opened in the United States in 1953 at the Metropolitan 
Opera in New York, and was  produced by George Balanchine. See Paul Griffiths, Igor Stravinsky, Robert 
Craft, and Gabriel Josipovici, Igor Stravinsky: The Rake's Progress (Cambridge: Cambridge University 
Press: Cambridge Opera Handbooks, 1982) and Steven Walsh, Stravinsky: The Second Exile, France and 
America, 1934-1971 (Berkeley: University of California Press, 2008) for discussion of the opera’s 
development and performance history. 
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the success of his print series, and both artworks evinced a personal fascination with 

Hogarth and his work. Hockney’s vibrant set designs, drawn from extensive studies of 

Hogarth’s entire oeuvre, revealed Hockney’s tendency for meticulous art historical 

research and appropriation, an intrinsic component of his artistic process.4   

 

Hockney’s A Rake’s Progress utilized the eighteenth-century artist’s work as a 

framework for exploring his own identity as a gay Englishman, set to embark on a 

complex personal transformation.  The series included themes that critique excessive 

spending (or luxury) and related vanity-driven excesses, and other critiques of marriage 

for social gain and lustful behavior.  Also included are references to the overwhelming 

significance of politics, the fashioning of a personal identity, and praise for a healthy 

work ethic.  In Hogarth’s earlier series, the rake narrative is a critique of pleasure at the 

expense of moral responsibility.  We will certainly have to ask the following: In 1960s 

London, was the coming-out process considered morally irresponsible?  Or, rather, was 

Hockney subverting Hogarth?  Hockney had quite distinct motives for producing his 

series. This chapter will examine these motives and attempt to answer the following 

questions: Why did Hockney choose Hogarth’s A Rake’s Progress narrative as a 

framework for documenting his bourgeoning identity as a gay man?  What aspects of 

Hogarth’s earlier series attracted Hockney and later appeared in his own narrative of the 

rake?   This chapter will reveal how Hogarth served as a “subversive ally” for Hockney, a 

partnership that was part of a broad constellation of self-fashioning efforts undertaken by 

Hockney as he sifted through and drew from a wealth of “hero-figures” and mentors that 

                                                 
4 Hockney’s Celia, Grimms Fairy Tales and Cavafy series, to be discussed later in this chapter, also attest 
to this penchant for meticulous exploration of thematic subjects, often employing narratives based on 
literary and pictorial texts from other artists and writers.  
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included artists, writers, politicians and other figures. Hockney’s A Rake’s Progress was 

also a self-serving vehicle linking the young, fledgling artist to the canonical figure of 

Hogarth. I propose that Hockney made a conscious decision to employ the subject matter 

of the rake in the construction of his own identity as an artist of versatility, as a gay man, 

and as an Englishman set to become an expatriate.   

 

Hockney’s Progress: Artistic Development 

 

David Hockney was born in 1937 in Bradford, England.  Hockney decided to 

become an artist by the age of eleven, and was encouraged by his father, an amateur 

painter.5  After completing his education at Bradford Grammar School, he studied at the 

Bradford College of Art from 1953 through 1957.  He found his time at Bradford College 

to be highly restrictive; students were encouraged to emulate the works of Degas and the 

English Impressionist Walter Sickert. 6  

 

Indeed, Hockney’s 1950s street scenes and portraits, such as Portrait of My 

Father (figure 38), reflected the painterly, brooding quality of Sickert’s techniques.  Yet, 

by Hockney’s last year at Bradford College, he had written “a school paper on the early 

twentieth-century expressionist painters Kokoschka and Soutine; looked at the works of 

                                                 
5 See pages 12-13 of Peter Adam, David Hockney and His Friends (Bath, England: Absolute Press, 1997) 
for discussion of Hockney’s early childhood and exposure to the arts.  In the book, Hockney recalled that 
“We used to go hear the Halle and the Yorkshire Symphony Orchestra, and whenever my dad took us, I sat 
in the hall, totally carried away by the waves of beautiful sound.  This feeling of being lost in music is still 
with me, it is sort of central to my life (13).”  According to Hockney, his father also regularly took them to 
see films “in the suburbs of Bradford (13).” 
  
6 David Hockney, Travels with Pen, Pencil and Ink, Introduction by Edmund Pillsbury (London: Petersburg 
Press, 1978), unpaginated. 
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the British realist painter Stanley Spencer…and became aware of modernist trends in 

contemporary English art, in particular the works of the abstractionist Alan Davie.” 7  

Hockney applied to and was accepted at both the RCA and the Slade School of Art, but 

chose the former institution because of its reputation for a more cutting-edge course of 

instruction. In general, the RCA had a reputation for being more progressive and modern, 

than the conservative Slade School of Art.  The Slade’s students were often viewed as 

“more orthodox and serious artists with a sense of tradition, compared with those at the 

Royal College who were thought of as brash, adventurous and determined to make a 

splash in the art world.”8   

 

At the Royal College of Art, where he studied from 1959-62, Hockney became 

friends with a new group of artists, many of whom would later gain notoriety in the art 

world, including Adrian Berg, Derek Boshier, Patrick Caulfield, Allen Jones, Ron (R.B.) 

Kitaj, and Peter Phillips.9  He also befriended students at the Slade School of Art, 

including Patrick Procktor and Colin Self.10  In 1961, Procktor was also a member of the 

executive committee for the seminal Young Contemporaries exhibition of 1961 that 

                                                 
7 Ibid. 
 
8 Peter Webb, Portrait of David Hockney (New York: E.P. Dutton, 1988), 19. 
 
9 At the time, RCA tutors included Sandra Blow, Roger de Grey, Ceri Richards, Ruskin Spear and Carel 
Weight, while visiting lecturers included Francis Bacon, Peter Blake, Richard Hamilton, Richard Smith and 
Joe Tilson. 
 
10 Painter, printmaker and stage designer Patrick Proctor (1936-2003) attended the Slade School of Fine Art 
from 1958 through 1962. He befriended Hockney when both were students and became one of Hockney’s 
frequent traveling companions.  English artist Colin Self (b. 1941) studied at the Slade from 1961 through 
1963.  Largely viewed as a Pop artist, his work addressed themes involving the Cold War.  For a 
comprehensive social history of Procktor and Hockney’s circle of friends and colleagues, see Ian Massey, 
Patrick Procktor: Art and Life (London: Unicorn Press, 2010). 
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presented works that would come to be known as Pop Art.11  The exhibition was held at 

the RBA (Royal Society of British Arts) Galleries in February of that year.12  The works 

blurred the boundaries between abstract and representational painting and focused on 

objects of everyday life: advertisements, mass-produced objects, photographs, graffiti, 

popular culture in general.13   

 

Hockney’s contributions were Doll Boy, The Third Love Paintings and his first 

two “Tea Paintings” (figure 39) that featured a package of Typhoo, a popular British 

brand of tea.  His works were accompanied by Derek Boshier’s tubes of toothpaste, 

Phillips’ pinball machines, Jones’s pin-ups, and Kitaj’s enigmatic work.  In the exhibition 

catalogue, critic Lawrence Alloway, a member of the selection committee, observed the 

artists’ preoccupation with the city of London in their work, “not by painting factory 

chimneys or queues, but by using typical products and objects, including the techniques 

of graffiti and the imagery of mass communications.  For these artists, the creative act is 

nourished on the urban environment they have always lived in.”14 Alloway’s description 

aptly defines Hockney’s work during this period, with its emphasis on billboard 

advertisements, graffiti and enigmatic signs and symbols drawn from the urban 

                                                 
11  Other exhibiting artists in the 1961 exhibition were Barrie Bates (later Billy Apple), Derek Boshier, 
Peter Caulfield, Allen Jones, R.B. Kitaj, Peter Phillips and Norman Toynton.  Hockney was also in the 
1960 and 1962 Young Contemporaries exhibitions.  See Peter Cresswell Young Contemporaries 1960 
(London: R.B.A. Galleries, 1960) and Andrew Forge, Young Contemporaries 1962 (London: R.B.A. 
Galleries, 1962).  
 
12  The R.B.A. Galleries were a part of The Royal Society of British Artists (RBA), established in 1823 as 
the Society of British Artists, initially as an alternative to the Royal Academy.  
 
13 For further discussion of Pop Art, see Kristine Stiles, “Material Culture and Everyday Life,” in Kristine 
Stiles and Peter Selz, eds., Theories and Documents of Contemporary Art (Berkeley and Los Angeles: The 
University of California Press, 1996) and Marco Livingstone, Pop Art: A Continuing History (London: 
Thames and Hudson, 2000).  
 
14 See Lawrence Alloway, Young Contemporaries 1961(London: R.B.A. Galleries, 1961). 
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environment.  

 

In 1960, Hockney produced works such as Going to be a Queen for Tonight 

(figure 40) which reference homosexuality through graffiti-type inscriptions that are 

reminescent of the work of the French painter and scultpr Jean Dubuffet.15  Hockney’s 

early explorations of sexual identity, with their increasing sense of urgency, were 

produced in an environment that was oppressive in terms of gender roles and sexual 

expression. British sentiment regarding homosexuality ranged from active police 

enforcement of legislation that prohibited homosexual relations in the early 1950s 

through the controversial Wolfenden Report of 1957 that decriminalized 

homosexuality.16  Yet, Hockney felt comfortable enough to incorporate bold statements 

of homosexual desire and identity into his work, eight years before Stonewall in 1969 and 

the resultant emergence of Gay Pride marches.17  Hockney’s relatively bold interventions 

may have reflected a shifting public sentiment, or a progressiveness that was also in play 

                                                 
15 A number of texts link Hockney to Dubuffet.  In David Hockney, Travels with Pen, Pencil and Ink (see 
note 7), in an introduction by Edmund Pillsbury, Pillsbury writes that “At the same time, the artist adopted 
a drawing style based on the primitive treatment of figures in the work of Dubuffet and in children’s 
drawings, by which he was able to overcome the academic kind of draftsmanship he had learned in school 
and yet remain faithful to the modernist principle of flatness and crude primitivism which he had adopted.”  
In Martin Harrison, Transition: The London Art Scene in the Fifties (London: Merrell Publishers in 
association with Barbican Art Galleries, 2002), 168: “In Going to be a Queen for Tonight (1960) Hockney 
boldly employs childlike graffiti that has been related to Dubuffet and to the scrawlings in men’s lavatories; 
it may also indicate familiarity with Robyn Denny’s incorporation of graffiti-like marks in his paintings. In 
a September 1962 newspaper article entitled “Clown With Vision” by Emma Yorke in Town, Yorke writes, 
“His hair is an improbable buttercup yellow and his heavy spectacles give an air of ridiculous seriousness 
to his face – he looks in fact distinctly like the characters in his paintings, which have a quality reminiscent 
of Dubuffet.” 
 
16 This complex environment is discussed in Patrick Higgins, Heterosexual Dictatorship: Male 
Homosexuality in Postwar Britain (London: Fourth Estate, 1996).   
 
17 See Martin Duberman, Stonewall (New York: Penguin Books, 1993) and Walter Williams and Yvonne 
Retter, eds., Gay and Lesbian Rights in the United States: A Documentary History (Greenwood Press, 
2003) for discussion of Stonewall, a series of demonstrations in Greenwich Village, New York City that 
became viewed as a defining moment in lesbian and gay resistance. 
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during this period.  A sense of social transformation in the late 1950s London may be 

evidenced in literary works like Colin MacInnes’s Absolute Beginners.18  MacInnes’ 

novel documents a London marked by a Hogarthian assemblage of fashionable dressers, 

Caribbean immigrants, English homosexual men, smoky jazz clubs, drug addicts, and the 

1958 race-based riots of Notting Hill.19   

   

Hockney’s work during this period also revealed the influence of Art Brut and 

Jean Dubuffet, who was the subject of two exhibitions in London in 1960.  As Peter 

Webb has written, “Hockney admired the anonymity and childlike lack of style in 

Dubuffet's sticklike figures, and his use of graffiti and textural paint effects which 

recalled the roughness of walls.  He wrote a spoof review of the graffiti in the Royal 

College men’s lavatories for a student news-sheet at this time, entitling it The Latrine 

Gallery, SW7.”20 Hockney’s A Rake’s Progress and other early 1960s works, with their 

eloquent yet sketchy quality, reference the free-spirited, gestural drawing style of 

Dubuffet. An additional interest that Hockney had in Dubuffet’s work is its unabashed 

heterosexuality, an eroticism that Hockney transformed into a depiction of gay 

                                                 
18 See Colin MacInnes, Absolute Beginners (1959; repr., London: Allison & Busby, 2001) and Tony Gould, 
Insider Outsider : The Life and Times of Colin MacInnes (London: Chattoo & Windus, The Hogarth Press, 
1983). 
 
19 The Notting Hill “race riots” of late August and early September 1958 lasted several days and emerged 
due to increasing tension between white, teenage, English working-class “Teddy Boys” and fascist groups 
and Caribbean immigrants from former British colonies.  These disturbances have been documented 
extensively in texts like Edward Pilkington, Beyond the Mother Country: West Indians and the Notting Hill 
White Riots (London: I.B. Tauris, 1990). 
 
20 Peter Webb, Portrait of David Hockney (New York: E.P. Dutton, 1988), 27. 
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sexuality.21  Hockney’s Adhesiveness (figure 41) and Dubuffet’s Untitled series of prints, 

produced in 1948 (figure 42), for example, reflected a shared interest in the erotic.22   

 

Despite all of these linkages to Pop Art’s emphasis on popular culture, the term 

“Pop Art” itself proved to be problematic for Hockney and other artists grouped into this 

movement.  In a discussion with Peter Webb, Hockney remarked that,  

 
 
“The Typhoo packet was just lying around because I made my own cups of tea in 
college.  I wasn’t interested in the design of the packet, I just thought I could use 
the image somehow.  I saw no connection between packaging, advertisements, 
things like that, and my art.  Neither the pop world nor the subject matter of Pop 
Art interested me much.  I suppose the “Tea Paintings” are as close to Pop Art as I 
ever came.  But I never thought I had much connection with Pop Art myself.”23   
 

 

Hockney’s words reflect a reticence about the impact of Pop Art.  Nonetheless, 

Young Contemporaries played a pivotal role in furthering Hockney’s career; it introduced 

Hockney’s work to John Kasmin, then a young employee of a London art gallery who 

would later become his dealer.24  Immensely excited by Hockney’s work, Kasmin bought 

Doll Boy (figure 43), Hockney’s early expression of his attraction to British pop singer 

                                                 
21 For a comprehensive discussion of Dubuffet’s early work, see Peter Selz, The Work of Jean Dubuffet 
(New York: Museum of Modern Art, 1962). 
 
22 Hockney’s Adhesiveness, an oil painting on board, was produced in 1960, during the same year that he 
began work on A Rake’s Progress.  This bold image of two coupling men may be grouped with other 
works, like Rake’s Progress, that spoke to a defining moment in the shaping of Hockney’s identity as both 
a gay man and as an artist. It is, in fact, more a tribute to the impact of Whitman’s writings that celebrated 
relationships, both homosexual and homosocial, between men. 
    
23 Ibid., 32. 
 
24 John Kasmin (b. 1934) was a prominent English art dealer who was critical to the Pop Art movement, 
opened a gallery in 1963 and worked with the London-based dealer Victor Musgrave.  For further details 
on Kasmin, see Paul Melia, David Hockney (Manchester: Manchester University Press, 1995). 
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Cliff Richard.  

 

Another important relationship that was solidified during his time at the RCA was 

his friendship with fellow student R.B. Kitaj.  The relationship would prove to be an 

enduring one, and Kitaj became an important early influence on Hockney and his work.  

The Cleveland-born Kitaj had arrived in England in 1953 and entered the Royal College 

of Art under the G.I. bill, after having worked as a sailor.  Kitaj was a few years older 

than Hockney, and had a pointed interest in global cultures.  He encouraged Hockney to 

paint with the freedom to draw from a wide variety of styles and thematic concerns.25  

 

Hockney’s early 1960s work, characterized by graffiti-like slogans, poetic 

excerpts and accentuated text largely drawn from labels on commercial goods, has most 

often been linked with Pop art.  A patchy, expressive quality characterized the style of 

many other prints from this early 1960s period in Hockney’s career.  Many of the works, 

with their spontaneous, sketchbook-like quality, were marked by Hockney’s dramatic use 

of gestural line in his etchings and a minimal use of aquatinted color.  Their unfinished, 

transitional quality mirrors Hockney’s early attempts to develop and solidify certain 

aspects of his identity.  For example, in Myself and My Heroes of 1961 (figure 44), his 

first etching, Hockney places himself as the third figure in a triptych-like print.26  A 

                                                 
25 Kitaj referenced his uses of artistic appropriation in numerous texts, and his works reflect broad 
engagements with artists such as Cezanne, Matisse, Van Gogh, Giotto, Michelangelo and others.  For 
further discussion of Kitaj and his uses of appropriation, see Anthony Rudolf and Colin Wiggins, Kitaj: In 
the Aura of Cezanne and Other Masters (London: The National Gallery, 2002). 
   
26 Marco Livingstone noted that Myself and My Heroes was “conceived merely as a test plate, his first 
essay in etching, but it reveals a natural delight in the medium. In spite of its small size, it contains a 
number of the elements which he was to pursue in his subsequent prints—a combination of straightforward 
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haloed Walt Whitman has been placed in the first section at left, accompanied by quotes 

from the American poet’s works: “When I thy ports run out,” and “for the dear love of 

comrades.”  Mahatma Gandhi, also with halo, is placed in the center compartment, and 

“love” is inscribed above his head, along with his first name, Mohandas.27  A 

bespectacled Hockney is in the last compartment, and he inscribes the image with his 

name and the pronouncement “I am 23 years old and wear glasses.” Hockney directly 

links himself with Gandhi by inscribing text on the Indian activist’s torso: “vegetarian as 

well”; Hockney had been a vegetarian since his youth.28  A September 1962 article 

includes quotes from Hockney, who noted that “I’m a vegetarian, and this shows in a lot 

of my painting, particularly in the elephant picture.  The elephant is trampling on the 

grass and crushing the insects; it wouldn’t be a cruel animal without man on its back and 

I’ve put a little anonymous man up there…I’m a great admirer of Gandhi.”29 The work 

exemplifies Hockney’s vigorous attempts to define himself, linking his own unique 

identity and personal convictions to two historically-significant figures.  Whitman may 

have representated Hockney’s creative side and sexual identity, and Gandhi served as as 

                                                                                                                                                 
etched line, tiny scrawled messages, and several layers of aquatint for a full tional range…”  See Marco 
Livingstone, David Hockney (1981; repr., London: Thames and Hudson, 1996), 35. 
 
27 Although commonly known as Mahatma (or “Great Soul” in Sanskrit), Gandhi’s full given name was 
Mohandas Karamchard Gandhi.  
 
28 David Hockney, Travels with Pen, Pencil and Ink, Introduction by Edmund Pillsbury (London: 
Petersburg Press, 1978), unpaginated.  Also see Peter Adam, David Hockney and His Friends (Bath: 
Absolute Press, 1997) re: Hockney’s father: “…although his father, Kenneth, was a clerk, Hockney’s 
family was a far cry from the image of northern English working class… Kenneth Hockney was extremely 
well read on a wide range of subjects.  He was a cultured man with liberal ideas, a sort of pacifist-atheist 
who supported various causes.  He wrote long letters expounding his ideas of pacifism and vegetarianism to 
the likes of Nasser, Khrushev and Gandhi.  Replies, if and when they came, were kept in brown paper 
scrapbooks, held together by string (11).”  In addition, Adam has noted that Hockney’s mother Laura was 
“a private, deeply religious woman and a vegetarian.  She saw to it that all her children adhered to her strict 
principles.  Both her parents had been Methodists and Laura remained a teetotaler and a non-smoker all her 
life.”  
 
29 Clown with Vision” by Emma Yorke, published in Town Magazine, 1962. 
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a reflection of his political (namely pacifist) sensibilities.30 The incorporation of Gandhi 

may have also been Hockney’s attempt to associate with a figure that represented a 

heightened sense of morality to counter overarching social beliefs that equated 

homosexuality with immorality.  

 

Other elements that became increasingly prominent in his work were mirrors and 

text.  Images of water, mirrors, numbers and other text, in many ways, communicate a 

kind of codified language for Hockney.  These elements, together and apart, speak of 

transparency, ambiguity, representation, desire, and systems of classification.  They 

represent strategies employed by the artist while engaging in the process of identity 

formation.   

 

Peter Crutch, a fellow student at the RCA, recalled that Hockney was particularly 

intrigued by mirrors and mirror-images during his time at the college, noting that 

Hockney stated that mirrors and glass intrigued him “for most of his life” and that “Glass 

is like water - you can't really describe them, can you?”31  Hockney also pronounced that 

“It is a formal problem to represent water, to describe water, because it can be anything – 

                                                 
30 In Peter Webb, Portrait of David Hockney (New York: E.P. Dutton, 1988), 23, the author has written of 
how Hockney had “declared himself a ‘militant vegetarian’ and could often be found in the canteen 
handing out leaflets condemning the cruelty involved in making the sausages on sale at lunchtime…So he 
immediately began a series of non-figurative paintings with titles like Two Cabbages, Bunch of Carrots, 
with patches of red and green as well as words written in paint – ‘lettuce’, ‘tomatoes’, ‘cabbages’, 
‘carrots’…these pictures, which Hockney described as ‘absurd and interesting’ showed him his new 
direction…Hockney took the idea of including words in his pictures from Cubism, where words are often 
used as clues to the subject-matter.  He loved reading poetry, and taking words from Blake was a way of 
demonstrating the parallel between the poet’s careful choice of words and his own. 
 
31 Peter Webb, Portrait of David Hockney (New York: E.P. Dutton, 1988), 36.  Crutch later became a 
furniture and interior designer. 
 



107 
 

it can be any colour, it’s movable, it has no set visual description.”32  Perhaps Hockney’s 

use of these objects represented his attempt to present images of complexity and 

ambiguity, works that functioned through codes and relatively-hidden symbolism.  

Hockney has written of how the mirrors and curtains in his paintings “are always hiding 

and revealing something; that is their attraction for me...”33  This focus on codified text 

and image is pronounced in Hockney’s early 1960s work, and may involve his attempts, 

during this period, to construct an identity for himself.  This formative process, for a 

young gay man in the early 1960s, would involve complex, carefully-planned strategies 

of obfuscation and revelation.  

 

In 1961, Hockney won a prize for his print Three Kings and a Queen that allowed 

him to travel to New York for the first time.34 Upon his return from New York, he 

painted A Grand Procession of Dignitaries in the Semi-Egyptian Style (figure 45), one of 

four paintings from a series called “Demonstrations of Versatility” that were exhibited in 

the Young Contemporaries exhibition of 1962.35  The work featured an Egyptianized 

image of a cleric, a soldier and a businessman whose personal identities are hidden within 

the massive scale of their public personas.  The sheer theatricality of the work is 

emphasized by a row of curtain tassels that stream across the top of the scene and the 

costumed dignitaries who parade across the “stage.” The series represents a period of 

                                                 
32 David Hockney, Travels with Pen, Pencil and Ink (London: Petersburg Press, 1978), unpaginated. 
 
33 Peter Adam, David Hockney and His Friends (Bath, England: Absolute Press, 1997). 
 
34 Marco Livingstone has noted that the New York City trip was funded, in part, by an award from the 
Graven Image exhibition at the R.B.A. Galleries earlier in that year.  See Marco Livingstone, David 
Hockney (1981; repr., London: Thames and Hudson, 1996), 37.  
 
35 See Andrew Forge, Young Contemporaries 1962 (London: R.B.A. Galleries, 1962).  
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stylistic experimentation for Hockney, who noted that the series was meant to “prove that 

I could do four entirely different sorts of pictures like Picasso...each was in a different 

style, Egyptian, illusionistic, flat...”36      In the same year, he was also awarded a Junior 

Section Prize in the John Moores Exhibition in Liverpool, and began the Rake’s Progress 

etchings.37   

 

In October of 1963, Hockney traveled to Egypt at the invitation of the Sunday 

Times. He spent much of the month in Egypt, visiting Cairo and surrounding areas, 

Alexandria and, finally, Luxor.  A particularly significant influence on Hockney’s work 

is ancient Egyptian art, evident in nearly every phase of Hockney’s paintings.  Marco 

Livingstone has observed that “Having previously made reference in his paintings to 

Egyptian art, which fascinated him with its frontality and rigorous rules, Hockney 

responded to his first experience of the country and its monuments with some of the 

liveliest and most inventive drawings he had yet made directly from life.  His contact 

with Egyptian civilization left a permanent mark on his subsequent work, encouraging 

him towards a greater naturalism through direct observation.”38  Hockney’s fascination 

with Egyptian art and culture had to do with his ongoing penchant for exoticism, an 

orientalism that pervades his art, whether in relation to his preference for travel and/or his 

intellectual curiosity regarding a diverse array of artistic and literary sources.   

                                                 
36 Larry Rivers and David Hockney, “Beautiful or Interesting,” Art and Literature 5 (Summer 1964): 94-
117. 
 
37 The John Moores Prize is a competitive, biannual art exhibition held at the Walker Art Gallery in 
Liverpool. The prize is named after Sir John Moores (1896 - 1993), founder of the competition and of the 
now-defunct, Littlewoods clothing empire, based in Liverpool. First held in 1957, the John Moores Prize is 
one of the most well-known competitions for contemporary painters in England.  
  
38Marco Livingstone, David Hockney: Egyptian Journeys (Cairo: The American University in Cairo Press, 
2002), 10. 
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He also had his first solo exhibition of paintings at the Kasmin Gallery in London 

and completed the Rake’s Progress etchings in London that year.  They were published 

as a portfolio, and, in 1963, he won a graphics award for them at the Biennale des Jeunes 

Artistes in Paris.39  Later that year, after the close of the exhibition organized by Kasmin, 

Hockney had become a rising media star, in accordance with the public’s increasing 

focus on television, the cinema and magazines.  In the same year, The Tatler, a society 

and fashion publication, queried, “Will Success Spoil David Hockney?”40   As David 

Alan Mellor observed, Hockney’s fame in the early 1960s was amplified by new 

“mechanisms of celebrity” that were available after the re-fashioning of glossy magazines 

like “Queen under Jocelyn Stevens, and Town under the art direction of Tom 

Wolsey...these magazines geared themselves to a new audience of affluent knowing 

consumers...who were aware of trends.”41  Hockney’s rise was precipitated in part by the 

increasing visibility of new media outlets available during the early 1960s in London. 

 

Hockney’s northern roots also figured in his fame. In the early 1960s, London 

was deeply enthalled with the fantasy of a unique ‘Northern’ identity that was perceived 

as less refined yet was highly sentimentalized.  This trend was precipitated by the artistsic 

emergence of actors Tom Courtney, Albert Finney and other ‘northerners’, “combined 

                                                 
39 The biennial was organized by the Musee d’Art Moderne in Paris.  See Harriet Shapiro, “English Artist 
David Hockney Paints America His Own Peculiar Way,” People Magazine, August 20, 1979.  
 
40 The title of the article was a word play on a 1957 Hollywood film starring Jayne Mansfield and Tony 
Randall called “Will Success Spoil Rock Hunter?” 
 
41 David Mellor, The Sixties: Art Scene in London (London: Barbican Art Gallery, 1993), 147. 
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with the establishment of the ‘North’ as a mythical site in drama, cinema and TV.”42  One 

writer observed that Hockney “retains his Yorkshire accent and tends to rub his chest 

while talking.”’ Hockney was actively engaged in fashioning an identity that pointedly 

drew attention to and set him apart from his colleagues during this period. 

 

English curator Bryan Robertson voiced his concerns about the intrusive publicity 

machines surrounding chosen art-world media darlings during this period, “It is the artists 

who are continually exploited and usually wrecked through loss of time and vulgarization 

of their image.”  Considering the spectacle of Hockney on TV interviews, in newspapers 

and magazines, at trendy parties and on gallery walls, he referred to Hockney as an 

“(endlessly multiplied) ‘special effect’ in a repetitive hall of promotional mirrors.”43 

Hockney had gone from RCA student to art-world star, propelled forward by his own 

penchant for self-promotion as well as his active interest in experimentation, his prolific 

output, and his unique, provocative subject matter that ranged from probing self-portraits 

to fairy tales to open expressions of sexual desire.  

 

In 1964, Hockney visited Los Angeles for the first time and began his famed 

“Swimming Pool” paintings (figure 46), executing them with a roller rather than a brush.  

These works were marked by a palette of broad swathes of paint in bold, vibrant colors. 

He also began a concerted effort to explore the formal challenge of representing water as 

well as still-lifes in paint. This obsession with water may have also marked difference in 

relation to geographical location and climate.  In particular, Hockney’s Los Angeles 

                                                 
42 Ibid., 143 and 147. 
 
43 Ibid., 147. 
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images focused on pools and showers, symbolically referencing the area’s romanticized 

association with warmer climes and a carefree lifestyle in scenes bathed in bright light.  

These images were in direct opposition to what Hockney remembered as dreary England, 

particularly having come from the Northern region. 

 

After his arrival in America, Hockney seemed drawn to the representation of 

showers as a signifier of Los Angeles.  In addition, the city, with its many beaches and 

beach culture, also represented a parade of semi-clad bodies, an ideal locale for the artist 

and his awakening sexuality.  This allusion to water also represented a circle of wealthy 

Californians who had elaborate showers. Hockney, always drawn to celebrity, was clearly 

intrigued by Beverly Hills inhabitants and their extravagant lives of excess and pleasure.  

Hockney has discussed his interest in the theme of the bather, “For an artist the interest of 

showers is obvious: the whole body is always in view and in movement, usually 

gracefully, as the bather is caressing his own body.  There is also a three-hundred-year 

tradition of the bather as a subject in painting.  Beverly Hills houses seemed full of 

showers of all shapes and sizes – with clear glass doors, with frosted glass doors, with 

transparent curtain, with semi-transparent curtains.”44  His remarks reflect a form of 

infatuation with the sheer materialism of Beverly Hills lifestyles.  In addition, Hockney’s 

fixation on water may signify an allusion to gay male bathhouse spaces, a site for the 

open expression of desire, one of Hockney’s central themes.  According to Hockney, his 

image of Los Angeles before visiting was drawn from physique magazines and John 

                                                 
44 Ibid. 
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Rech’s novel City of Night, which he read in 1963 while still in London.45  Rechy’s focus 

on LA dealt with an area called Pershing Square in downtown LA.  After WWI, the area 

emerged as a gay male space centered around bath-houses, bars and hotels.  Paul Melia 

has discussed how Hockney’s 1964 Building, Pershing Sqare, Los Angeles documents 

his romanticized vision of the Square.46 

 

Curtains were indeed a recurring motif in Hockney’s work.  For Hockney, their 

presence signaled theatricality.  As Kenneth Silver has observed, Hockney had studied 

Shakespeare’s plays in school and, in early works like “Closing Scene, Play Within a 

Play, and Seated Woman Drinking Tea, Being Served by a Standing Companion...we find 

the stage and/or theater curtain invoked as metaphor for the illusion of three dimensions 

that artists since the Renaissance have projected onto the two dimensions of the canvas or 

wall.”47  Indeed, the curtain motif marked Hockney’s ongoing experimentation with 

illusion, perspective, drama, spatial representation and Egyptian-inspired formality. A 

key example is Play Within a Play (figure 47), an image of John Kasmin.  Hockney 

described the image, drawn from his experience of viewing Domenichino works that 

included curtains at The National Gallery.  Hockney recalled,  

 
 
I suddenly was aware of many levels of illusion.  In one of the paintings the 
corner of a curtain was pulled away, and standing there was a dwarf.  It was like 
taking a layer of the painting and peeling it back, and there would be another and 

                                                 
45 See Paul Melia, David Hockney (Manchester, UK: Manchester University Press, 1995), 53-54.   
 
46 Ibid.  As Melia points out, Hockney’s image of Pershing Square was illusory; the site’s heyday had long 
passed by the time of Hockney’s arrival, and had become a dreary, depressing space (54).  
 
47 Kenneth Silver, “Hockney on Stage,” in David Hockney: A Retrospective (New York: Harry N. Abrams, 
1988), 67.  
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another…I decided to paint a curtain that would look like tapestry.  Then I took 
photographs of Kasmin pressed against the glass door of his gallery; from these I 
painted him on a sheet of plastic and put it in front of the picture.  He looks as if 
he were trapped within the shallow space of the picture.48 
   
 

As will be discussed later in this chapter, these experiments involving illusion 

relate to Hockney’s penchant for theatricality but also to his exploration of identity and 

representation.  

 

During this period, Hockney also began producing a series of Polaroid 

photographs and working with acrylic paints.  At the end of 1965, Hockney returned 

briefly to London.  From there, in January 1966, he traveled to Beirut to gather ideas for a 

series of prints that would illustrate the poems of the Greek poet and journalist C.P. 

Cavafy.49  In the summer of 1966, he returned to Los Angeles to teach drawing at UCLA, 

where he met Peter Schlesinger, one of his students who would become his lover and 

longtime muse (figure 48).50  In 1968, he began a series of large double portraits of 

friends and other acquaintances. Hockney exhibited frequently during this period and 

began teaching at the University of Iowa, the University of Colorado, UCLA and at UC-

Berkeley.  In 1966, he completed stage designs for the Royal Court Theatre production of 

Alfred Jarry’s Ubu Roi.  A pivotal moment in his career began with a print commission, 

                                                 
48 Martin Friedman, “Painting Into Theater,” in Martin Friedman, Hockney Paints the Stage (Minneapolis: 
Walker Art Center, 1983), 25. 
 
49 In New York, during an earlier trip, he had read a new translation of poems by Cavafy. See Marco 
Livingstone, David Hockney: Egyptian Journeys (Cairo: The American University in Cairo Press, 2002) for 
discussion of Hockney’s engagement with Cavafy. 
 
50 See Peter Schlesinger, Checkered Past: A Visual Diary of the ‘60s and ‘70s (New York: Vendome Press, 
2003) for a pictorial history of Schlesinger’s time with Hockney and their circle. 
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his 1969 illustrations of the fairy tales of The Brothers Grimm (figure 49).51  As 

previously discussed, in the early 1960s Hockney had produced etchings based on the 

tales, but this later project would be a much more ambitious undertaking.  Hockney was 

drawn to The Grimm narratives because of their direct, simplified style and language, and 

their undercurrents of moral didacticism coupled with elements of the macabre and the 

magical.  He chose to avoid straightforward depictions of these narratives and instead 

produced 80 etchings that merely evoked details that symbolically refer to the texts.  As 

he would throughout his career, he drew from a myriad group of stylistic sources, in this 

case Bosch, Carpaccio, Magritte, Uccello and da Vinci, for example. 

 

Works like Mr. and Mrs. Clark and Percy (figure 50), perhaps his most well-

known work, and Henry Geldzahler and Christopher Scott (figure 51), with their flat 

style and alienated couples, coupled with his many swimming pool images, solidified his 

status as an internationally-known art-world celebrity during the 1970s.  A traveling 

retrospective organized by the Whitechapel Art Gallery in London opened in 1970.52  By 

this period, Hockney had become disillusioned by fame, partly as a result of the intrusive 

process involved in the making of A Bigger Splash, a 1974 documentary that examined 

Hockney’s increasing celebrity.53  During the early 1970s, he began modifying his style, 

experimenting with works that included pointed references to Picasso and Cubism in 

                                                 
51 As will be discussed in Chapter Four, in 1995, Paula Rego also produced a print series based on tales 
from the Brothers Grimm, including Snow White. 
 
52  See David Hockney: Paintings, Prints and Drawings, 1960-70 (London: Whitechapel, 1970). 
 
53 A Bigger Splash was produced and directed by the American director Jack Hazan, a pioneering director 
of music documentaries. 
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particular, as well as French Romanticism, Jean-Baptiste-Simeon Chardin, Piero della 

Francesca and other influences, and continued to work in a figurative style.   

 

Picasso has also been a significant figure in the shaping of Hockney’s oeuvre.54  

In an etching called The Artist and Model (figure 52) two figures are seated at a table: an 

elderly Picasso in a striped maillot and a nude Hockney, who sits across from him.  

Picasso gazes toward one of Hockney’s works on paper, while the bespectacled Hockney 

solemnly sits, gazing directly at the older artist.  Hockney’s left hand lightly grazes the 

right hand of Picasso, a gesture that may be read as the passing of a creative torch from 

an early 20th century modernist master to a later, postmodernist one.  Significantly, the 

work is also marked by an undercurrent of barely-masked homoeroticism; Hockney 

appears to equate sexual attraction with artistic genius, linking the two forms of passion.  

Hockney’s nudity, his inclusion of the curved (phallic) palm tree and his depiction of a 

heightened intimacy with Picasso together underscore the artist’s subsequent prolific 

investigations of his identity as a gay man, an imagined intimacy between himself and the 

older artist, as well as his admiration for the canonical modernist’s works.  Throughout 

his career, Hockney reworked images by Hogarth, Picasso, Dubuffet and other prominent 

figures as he began to construct his own artistic (and sexual) identity.55  

                                                 
54 As will be discussed in Chapters Three and Four, Picasso was also influential to both Himid and Rego.  
Along with their fascination with Hogarth, all three artists’ engagement with canonical figures in art history 
reveals a larger narrative about the strategic linking of their own work with that of the most well-known 
artists in art history. 
   
55 In fact, Hockney’s active and ongoing experimentation with style may have been crystallized early on in 
his career after numerous visits to the 1960 Picasso exhibition at the Tate Gallery in London.  After this 
concentrated encounter with the stylistically-diverse modernist, Hockney’s work became increasingly 
experimental.  See Marco Livingstone and Kay Heymer, Hockney’s Portraits and People (London: Thames 
and Hudson Ltd., 2003) and Peter Webb, Portrait of David Hockney (New York: E.P. Dutton, 1988) for 
discussion of Hockney’s engagement with Picasso.  In numerous paintings and prints throughout his career, 
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In 1976, a moment when minimalism and conceptual art were at the forefront of 

the art world, Hockney’s close friend Kitaj organized an exhibition at the Hayward 

Gallery in London called The Human Clay.56  The artists involved became known as The 

School of London.57 The term refers to painters of the time who were actively producing 

figurative painting despite the prevalence of avant-garde forms during that period.   

 

Also, in 1978, Hockney began working extensively with photography.  As Nikos 

Stangos has observed, Hockney sought to avoid being incessantly linked with his 

California paintings and began exploring “different ways of representing space and by the 

rich possibilities of `reproduction’ through new technological developments.”58  While 

experimenting with artistic processes that dealt with the manipulation of perception and 

illusion, Hockney produced a major series of etchings and lithographs.  He gained 

notoriety in Britain for the craftsmanship of Illustrations for Fourteen Poems from C. P. 

                                                                                                                                                 
from The Blue Guitar of 1976 through the Massacre and the Problems of Depiction of 2003, Hockney 
referenced and/or re-worked Picasso’s works.  Although many of the resultant works reflected Cubism, 
Hockney appeared to complete a near-catalogue of Picasso’s prolific and incessantly-shifting artistic 
output.  His work reveals a similar preoccupation with the study of Hogarth, Dubuffet and other artists. 
 
56 The 48 artists featured in The Human Clay included Francis Bacon, Lucien Freud, Frank Auerbach, Leon 
Kossoff, Hockney, Kitaj and others.  See R.B. Kitaj, The Human Clay—An Exhibition Selected by R.B. 
Kitaj (London: Hayward Gallery, 1976). 
 
57 Previously, several groups emerged that were associated with the city of London, including The London 
Group, founded in 1913 and L’Ecole de Londres in 1948, initiated  by David Sylvester in Paris, which was 
then continued by Patrick Heron, who attempted to link abstract and figurative art in a School of London 
that highlighted St Ives artists.  These efforts gained minimal attention, and in 1976, Kitaj garnered much 
more positive attention with his development of The Human Clay, an exhibition prepared for the Arts 
Council.  This new `School of London’ promoted draftsmanship above all.  In 1987, the term was 
employed in major exhibitions organized by the Royal Academy and the British Council to describe a 
smaller group comprised of artists such as Francis Bacon, Lucien Freud, Frank Auerbach, Leon Kossoff 
and Kitaj in the British Council show. 
  
58 Nikos Stangos, “Preface and Acknowledgements,” in David Hockney and Nikos Stangos, eds., That’s the 
Way I See it (San Francisco: Chronicle Books, 1993). 
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Cavafy (1967), the aforementioned Illustrations for Six Fairy Tales from the Brothers 

Grimm (1969) and the Picasso-inspired The Blue Guitar (1977).  He also began designing 

for the stage, including The Rake’s Progress at the Glyndebourne Opera Festival in 1975 

and, at the Metropolitan Opera in New York, Ravel’s L’Enfant et les sortilèges.  He also 

undertook a number of additional French projects and, in 1981, completed a Stravinsky 

triple-bill. Other major designs for the stage included The Magic Flute, a 1978 production 

of Mozart’s composition regarding ancient Egypt.59   

 

Matisse also looms large in many of Hockney’s paintings and set designs.  

Hockney completed a paper on Fauvism for his final paper at the Royal College of Art 

and the influence of the Fauves is present in his set designs with their bold use of color 

and line.  In regards to his set designs for Parade, Les Mamelles de Tiresias and L’Enfant 

et Les Sortileges, Hockney wrote that “…I thought the one thing the French were 

marvelous at, the great French painters, was making beautiful marks: Picasso can’t make 

a bad mark, Dufy makes beautiful marks..”60 A skillful use of line is a hallmark of 

Hockney’s work, particularly in his early print series, with their whimsical, sketchbook-

like quality.   

 

In 1973, Hockney again experimented with various media, strategies that resulted 

in the Paper Pools (figure 53) and other pulped paper works of 1978.   During this 

                                                 
59 See Martin Friedman, Hockney Paints the Stage (Minneapolis: Walker Art Center, 1983) for discussion 
of Hockneys’ theatrical designs. Hockney’s other notable designs included Wagner’s Tristan und Isolde at 
the Los Angeles Music Center Opera in 1987, Puccini’s Turandot at the Lyric Opera of Chicago in 1992, 
and Strauss’s Die Frau ohne Schatten at the Royal Opera House at Covent Garden in 1992.  
 
60 Martin Friedman, Hockney Paints the Stage (Minneapolis: Walker Art Center, 1983), 53. 
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period, he also began working with Polaroid and 35 mm photography, creating composite 

images that referenced Cubist painting, produced through a mechanical medium. These 

works further reiterated his interest in Picasso’s work.  An enduring interest in 

technology led him to develop what he called “home-made prints” on photocopiers in 

1986, followed by images transmitted by fax machines or constructed through the use of 

a computer. The photographic works led to an interest in theories of perspective.  He then 

completed a series of  large panoramic paintings that combined direct observation with 

memory as a vehicle for suggesting movement through space in works such as 

Mulholland Drive (figure 54). Later, his continuing interest in innovation resulted in the 

abstractions called the V.N. or Very New Paintings of the early 1990s (figure 55), a series 

of lush, light-filled views of the Pacific coast and the mountains of Santa Monica that 

were marked by bursts of color and churning lines of movement.  

 

In the 2001 television program and publication entitled Secret Knowledge, 

Hockney proposed that the Old Masters employed camera obscura techniques using a 

concave mirror that enabled the subject to be projected onto the surface of the painting.61 

Hockney’s controversial theory proposed that this technique was practiced in Italy and in 

most of Europe, and resulted in the highly photographic style of painting of the Italian 

Renaissance and later periods.62  

                                                 
61 See David Hockney, Secret Knowledge: Rediscovering the Lost Techniques of the Old Masters (New 
York: Viking Studio, 2001). 
   
62 Hockney faced a barrage of criticism for this idea, which appeared to diminish the innate artistic talents 
of canonical, pre-modern artists.  Examples of such criticism include Michael John Gorman, “Art, Optics 
and History: New Light on the Hockney Thesis,” Leonardo 30, no. 4 (2003): 295-301.  The following 
article discusses critical reaction to Hockney’s argument: Ann Landi, “Optical Illusions,” ArtNews 99, no. 3 
(March 2000) and Rex Dalton, “Tempers Blaze Over Artistic Integrity,” Nature 440, no. 7081 (March, 
2006).  
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Hockney’s career has been marked by artistic and theoretical experimentation 

drawn from a serious, sustained interest in art historical precedents.  He has closely 

examined the work of artists like Dubuffet, Hogarth, Picasso and others.  In the following 

section, I will examine the ways that A Rake’s Progress, Hockney’s first major print 

series, reflected an emergent artistic and sexual identity during an early, formative stage 

in his development.  The series also provides evidence of the Hogarth-inspired candor 

and wit that would continue to shape Hockney’s work in the years to come.     

 

Hockney’s A Rake’s Progress 

 

Hockney’s A Rake’s Progress is a series of etching and aquatint prints, each 

measuring 12 x 16 inches.  The sixteen prints are numbered in the following sequence, 

from Plate 1, then 1A through Plate 8 and 8A.  Hockney wrote that his “original intention 

was to do eight etchings, to take Hogarth’s titles and somehow play with them and set it 

in New York in modern times.”63   By doubling the number of prints in his own Rake’s 

Progress, Hockney departed from an equitable mirroring of Hogarth’s scenes, suggesting 

                                                                                                                                                 
 
63 See David Hockney, Travels with Pen, Pencil and Ink, Introduction by Edmund Pillsbury (London: 
Petersburg Press, 1978), unpaginated.  Also, according to Marco Livingstone, although Hockney had  
planned to produce the same number of eight to match Hogarth’s scenes, Robin Darwin, the Principal at 
The Royal College of Art, suggested that he increase the number of prints to 24 in order to facilitate its 
publication as a book by the College’s Lion and Unicorn Press. Later, Hockney agreed to a compromise of 
sixteen plates.  See Marco Livingstone, David Hockney (1981; repr., London: Thames and Hudson, 1996), 
37.  Livingstone also noted that“The sixteen plates were not finished until the summer of 1963, all of them 
having been made in London apart from plates 7 and 7A, which were etched in 1963 on a return visit to 
New York.  It was only on completion that Paul Cornwall-Jones of Editions Alecto approached him with a 
view to publishing the set commercially, and they were published in 1965.  The plates, however, were 
planned essentially in 1961(37).”   
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that his own, autobiographical narrative required an even more extensive sequence of 

images.  In 1967, a portfolio that included all sixteen prints and a poem by David Posner 

was published by the Royal College of Art’s publishing house.64  In the same year, a 

commercial press, Alecto Editions, published a limited edition portfolio of 50 prints.65  

The series represents his first major undertaking as an artist, an early experiment with 

printmaking that came to establish the stylistic tenor of his later works in print: an 

expressive, graffiti-like use of text and line, and aquatint for diversity in tone and texture. 

Unlike Hogarth, Hockney employs sparse pictorial space, and a spare use of text.  Much 

of this style relates to his use of the medium of etching, which emphasizes the melding of 

light and shade and a vibrant use of line.  Hockney has noted that in terms of 

printmaking, he prefers the medium of etching, which enables him to “retain full 

technical control over its production.”66   

 

Throughout A Rake’s Progress, Hockney provides striking contrast by using a 

sugar-lift aquatint technique that featured red-orange areas of texture, coupled with the 

darker, etched linear sections.  In terms of color in the series, Hockney uses only black to 

grey lines, punctuated at times with text and the smears of terra cotta hue that are 

alternately scribbled, blotted or smeared.  In part, the simplicity of the limited use of 

                                                 
64 See David Posner, A Rake’s Progress: A Poem in Five Sections (London: Lion and Unicorn Press, 1967).  
The Lion and Unicorn Press was the Royal College of Art’s publishing house.    
 
65 Alecto Editions published an edition of 200 prints measuring 14 ½” x 15 ¼”.  See A Rake’s Progress 
(London: Alecto Editions, 1963).  
 
66 Marco Livingstone, David Hockney (1981; repr., London: Thames and Hudson, 1996), 89. 
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color mimics Hogarth’s eighteenth-century print palette of red, green and white.67   In the 

series, the reddish tones are frequently employed to accentuate or highlight emotional 

expressions of anger, surprise and remorse or to signal the potential dangers involved in 

the rake’s new adventures.   

  

In A Rake’s Progress, all of the figures are sketchily drawn, with a profusion of 

scribbled lines and abstracted facial features that appear to vibrate, rarely settling on solid 

form.  In much of the series, Hockney/the rake is depicted as either a detached head, a 

bust or, when his entire body is rendered, a scribbled profusion of graffiti-like lines.  

Overall, his presence within the series conveys an effect of utter detachment.  This speaks 

to Hockney’s experience in encountering a new world in New York and Washington, DC 

as an outsider, a youthful Englishman who was merely visiting a major urban city.  This 

sense of detachment is also present because, in 1961, Hockney was a figure whose 

various identities were yet in formation.  He was still in the process of defining himself as 

an artist and as a gay man.  As will be discussed later in this chapter, Hockney undertook 

several key strategies to define himself as “different” in the early stages of his career.  

While at college in London, he ensured that his Northern identity was highlighted 

through a pronounced accent.  Soon after, Hockney’s became increasingly intrigued by 

Egyptian culture, which signified difference in terms of the exotic.  Yet another form of 

difference would crystallaixe with his visit to New York, DC and later LA.  Here, for 

Hockney, urban life in the US became exoticized as well, shaped by the artist’s 

romanticized image of entities that referenced political history (presidential monuments), 

                                                 
67 For discussion of Hogarth’s palette, see Ronald Paulson, Hogarth’s Graphic Works (London: The Print 
Room, 1989) and John Gage, Color and Culture: Practice and Meaning from Antiquity to Abstraction 
(Berkeley: University of California Press, 1999). 
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American popular culture (gospel, radio stations, Harlem).  It is not surprising that this 

process, which was largely initiated by the cultivation of  an overt Northern English 

identity, would also lead to an interest in the exoticism of “foreign” places.  All of these 

associations with difference were all connected, a progression that easily culminated in 

the marking of a homosexual identity that could be expressed in an increasingly open 

manner.    

 

Hockney incorporates text in each frame that is comprised of gestural, scribbled 

lines.  These are combined with the series title stamps which are executed in carefully-

articulated block letters.  Overall, the effect is one of a largely blank wall inscribed with 

the random, glyph-like markings of graffiti.  Other stylistic precedents for Hockney’s use 

of text here includes magazine advertisements of the fifties which often employed an 

enlarged image of a product and a much smaller percentage of text, all surrounded by 

blank space. His use of text in A Rake’s Progress also references Pop Art (and 

corresponding links to comic strips) as well as Cubism, both of which utilize letters and 

numbers.  Hockney’s use of numbers may also be linked to the practices of artists like 

Jasper Johns, Andy Warhol and Charles Demuth. Hockney’s linkage with Johns, Warhol 

and Demuth is a critical one; all three artists were homosexual and incorporated codified 

references to sexual identity in their work.68  In particular, the American painter Demuth 

                                                 
68 Hockney’s employed codified numbers frequentlyduring the early stages of his career.  For example, his 
aforementioned early painting entitled Adhesiveness, produced in 1960, includes the numbers 4.8. and 
23.23.  They represent the numbered letters of the alphabet, D.H. and W.W., or Hockney and Walt 
Whitman, a strategy often used by Whitman.  Hockney also used the term to refer to Whitman’s definition 
of bonds between men.  While the image appears to be an abstraction, it is actually two male figures 
engaged in a “69” position.   
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often signified homosexuality in his work through the use of text and numbers.69  In the 

same vein, Hockney’s use of text in A Rake’s Progress appeared to be an attempt to 

shape his own identity through engaging with aspects of illusion, disclosure, and 

insider/outsider knowledge bases.   

 

The thematic concerns found in Hockney’s A Rake’s Progress include strategies 

of identity formation, the impact of politics on everyday lives, and a critique of the 

following: luxury or excessive spending, alcoholism, vanity and marriage for social gain.    

Yet, like much of Hockney’s work during this period, each scene is laden with 

symbolism and irony, resulting in a highly ambiguous overarching message.  Arguably, 

all of these themes coalesce around Hockney’s emergent gay identity.  In light of the 

series’ narrative ambiguity, an important question to ask is whether Hockney’s print 

series was part of a larger, quite personal examination that questioned whether 

homosexuality was meant to be positioned within the “good” or “bad” morality scale.  

Could Hockney have been using Hogarth as a means of working out whether open 

homosexuality was indeed part of a moral decline?  Did the artist view his “coming-out” 

process as part of a moral descent or as part of a progressive, morally-uplifting move 

towards being true to the best parts of oneself?  This section will examine such questions.  

 

In Plate 1, subtitled The Arrival (figure 56), Hockney has included the text 

“Flying Tiger,” the name of the charter plane company that he flew to New York in July 

                                                 
69 For further discussion of these artists’ references to sexuality, see Jill Johnston, Jasper Johns: Privileged 
Information (London: Thames and Hudson, 1996), Elisa Glick, Materializing Queer Culture: Oscar Wilde 
to Andy Warhol (Albany: State University of New York Press, 2009) and Jonathan Weinberg, Speaking for 
Vice: Homosexuality in the Art of Charles Demuth, Marsden Hartley and the First American Avant-Garde 
(New Haven: Yale University Press, 1995). 
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of 1961.  Here, the rake appears more like a bird, angel or a winged being than a human 

figure, an undefined creature that is situated outside of space and temporality.  This 

representation is much like Hockney himself, who was still in the process of defining 

himself.  Hockney does not depict himself on a plane in a straightforward manner; all that 

refers to the plane is the scrawled name of the charter company. The Chrysler Building 

looms in front of the arriving rake, as does an additional generic skyscraper.  Both 

structures form phallic statements, as though Hockney is arriving into a world of men and 

the potential for erotic encounters.  Another example of Hockney’s use of pictorial 

symbolism may be found in his incorporation of the skyscraper which functions as a form 

of corporate logo, or signifier, for New York City.   

 

The Arrival has no thematic equivalent in any scenes in Hogarth’s A Rake’s 

Progress.  Hogarth began his series with the image of the rake being measured by a 

tailor, beginning a spending spree.  Hockney’s rake, by contrast, begins the series by 

disembarking from a plane.  Hockney has chosen to signify his literal movement from 

England to the United States, an image of travel that sets up, or establishes, the dramatic 

narrative of his encounter with America.  Interestingly, the figure of the rake as he 

descends from the plane is marked by lyrical, wing-like lines of movement.  With the 

rake’s body, Hockney has mirrored the broad, sweeping, affected stance of the French 

dancing master who is seen next to the rake in Hogarth’s Scene 2, or the levee scene 

(figures 57).  Hogarth’s dancer has a right leg that swerves daintily to the left, ending en 

point, while his right arm is arched gracefully upward as he holds a violin bow.  It is 

significant that Hockney has linked his own rake image here with Hogarth’s dancing 
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master rather than Hogarth’s rake.  Through bodily comportment, Hockney has created a 

a mirroring image of the two that resonates with Hockney’s examination of gay male 

identity.     

 

In Plate 1A (Figure 58), Receiving the Inheritance, the rake sells a print of Myself 

and My Heroes to a stern-faced curator who negotiates with the rake in an attempt to 

obtain a $20 print for $18.   In actuality, Hockney sold a print of the same title (and an 

additional print) to William S. Liebermann, who was then Curator of Prints at the 

Museum of Modern Art in New York.70  In Hogarth’s narrative, the sudden acquisition of 

wealth leads to his being tailored for a new suit, and his rejection of a young woman that 

he has impregnated.  His new wealth results in a form of lazy, pleasure-seeking existence.  

By contrast, in Hockney’s series, the rake is seen working, actively selling the fruits of 

his labor.  He is quite distinct from Hogarth’s rake, who passively receives an inheritance 

and spends money that has been given to him rather than establishing himself in a career.    

Hockney’s rake is not merely the spoiled young man of privilege, but is depicted here as 

an industrious artist, a figure who, despite his struggle to maintain control, is nonetheless 

cheated out of the fair value of his print.  Hockney’s rake has taken a number of steps 

toward self-improvement: travel, self-promotion, and an active attempt at identity 

construction.  He is a relatively sympathetic figure, characterized by much more goal-

oriented and ennobling pursuits than Hogarth’s rake. Hockney’s rake may also be viewed 

sympathetically because of the way he is occasionally rendered, as a mere bust with no 

                                                 
70 Liebermann bought Mirror, Mirror on the Wall and Kaisarion for the Museum’s collection.  See Barbara 
Stern Shapiro, “Hockney Works on Paper,” in Sarah Howgate and Barbara Stern Shapiro, eds., David 
Hockney Portraits (New Haven: Yale University Press, 2006), 64. 
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arms.71  This image signifies a form of vulnerability, casting the rake as a naïve, 

somewhat boyish figure who is lacking in emotional maturity and awkwardly tumbles 

through a visit to another country on his own.      

 

Plate 2 (figure 59) is entitled Meeting the Good People (Washington).   Here, the 

rake encounters the presidential monuments, and Hockney refers to them as “the Good 

People.”72  From left to right, abstracted architectural structures signify the Lincoln 

Memorial at left, the Jefferson Memorial at center and, at far right, the Washington 

Monument.  Most significant here is the fact that Hockney has represented the rake as a 

massive head who encounters a trio of classicized monuments, the largest of which is the 

Lincoln monument, a massive rectangle topped by the triangular form of a Greek 

pediment.73  Inside this structure, Hockney has greatly enlarged the seated Lincoln 

sculpture that is located on the porch.  In Hockney’s version, the greatly-enlarged body of 

Lincoln nearly reaches the pediment.74  At center is the Jefferson Memorial, a triumphal 

                                                 
71 There is also a kind of link with the bust form that would be found on mantelpieces and in museums that 
has to do with Classicism or commemorative traditions.  A direct reference to Hogarth in relation to such 
images may be found on the bust that rests on the mantelpiece in Scene Two of Marriage-A-la-Mode. 
 
72 The rake’s visit to the Washington monuments and the Mahalia Jackson concert are based on Hockney’s 
own experiences during the trip. 
 
73 In fact, the pediment structure is found on the Jefferson Monument rather than on the Lincoln Memorial. 
 
74 The Lincoln Memorial is executed in the form of a Greek Doric temple with a peristyle of 36 Doric 
columns.  Dedicated on May 30, 1922, its architect was Henry Bacon (1866-1924), and the sculptor of the 
main image of Lincoln was Daniel Chester French (1850-1931).  For further details on the construction of 
the monument, see Christopher H. Thomas, The Lincoln Memorial and American Life (Princeton, NJ: 
Princeton University Press, 2002). 
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arch with shallow dome, with a statue of the former president inside.75  At right is the 

phallic obelisk that is a tribute to Washington.76   

 

Hockney has modified the structure of the Lincoln and Jefferson monuments.  For 

example, the Lincoln Memorial is constructed in Greek Doric temple style, with an open 

colonnade (or peristyle).  Yet Hockney has placed a non-existent pediment on top that he 

has drawn from the top of the Jefferson Memorial.  Similarly, the Jefferson monument, 

with its circular colonnade of Ionic columns, is represented through only two Ionic 

columns and a dome with an image of the standing sculpture of Jefferson that reaches to 

half the height of the structure.77  The architectural details of these monuments were not 

of primary significance for Hockney.  Rather, he appears to have been more interested in 

constructing symbolic representations.  They functioned much like the skyscrapers did in 

Plate 1, as emblematic signifiers of their respective cities.   Hockney, or the rake, places 

his own head against the Lincoln Memorial, the largest of the structures.  His head is at 

least three times as large as Lincoln’s.   Here, again, Hockney reiterates his own sense of 

self-importance as an historical figure (or historical figure in-the-making).  In addition, he 

may be positing the notion of Lincoln as emblematic of liberation (hence the largest 

                                                 
75 The construction of the Jefferson Memorial, with its circular colonnade of Ionic columns and shallow 
dome, was completed in 1943.  This Neoclassical structure was designed by architect John Russell Pope 
(1874-1937), and the 19-foot tall statue of Jefferson, added in 1947, was produced by Rudolph Evans 
(1878-1960). For further details, see Steven McLeod, John Russell Pope: Architect of Empire (NY: Rizzoli 
International Publications, 1998). 
 
76 The Washington Monument is an obelisk, a form of ancient Egyptian architecture.  Reaching a height of 
555 feet and 5 1/8 inches, it is the world’s tallest stone structure and tallest obelisk.  It is located at the 
Western end of the National Mall.  Designed by architect Robert Mills (1781-1855), it was completed in 
1884, nearly thirty nyears after the architect’s death.  For further details on its construction, see John Bryan, 
Robert Mills: America’s First Architect (Princeton, NJ: Princeton Architectural Press, 2001).  
 
77 The actual Jefferson sculpture, located on within the Monument, is 19 feet tall.  
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structure), and depicts the monument for the slave-owning Jefferson as much smaller in 

scale. 

 

In Plate 2 and other plates, rays of light emanate from significant monuments, 

gestures, actions or objects.  This strategy is very similar to works produced by other 

British artists during the same period such as Francis Bacon and Derek Boshier.  It also 

echoes the emphatic marks seen in the Charles Atlas advertisement and in comic strips in 

general.  Hockney uses such marks to denote various actions, emotions or to just 

highlight significant objects.  For example, Hockney surrounds all three Presidential 

monuments with these abbreviated lines.  They call forth an idea of a sun’s rays and also 

emphasize the sheer monumentality of these massive structures.  

 

Hockney’s pointed use of the series title stamp warrants further examination.  In 

Plates 1 and 1A, the stamp was black and floats as a kind of balancing medium in each 

scene.  For example, in Plate 1, its blocky squared edges offset the scribbled chaos that 

comprises the earth that stabilizes the rake’s landing.  In Plate 1A, at bottom left, the 

stamped letters simply reiterate the straight lines of the massive rectangular table.  Here, 

in Plate 2, the stamp is inked with red to form a contrast with the white empty space and 

black linear quality of the scene. 

 

Hockney’s A Rake’s Progress, with its central narrative documenting the artist’s 

first visit to the United States, may be viewed largely as a charting of the artist’s efforts to 

construct an identity for himself, identity formation that begins early in the narrative 
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sequence.  In Plate 2 (Meeting the Good People), Hockney represents himself as a 

massive head, gazing purposefully at historically-significant figures: the presidential 

monuments.  The scene clarifies the rake’s grandiose goals, magnifying his potential as a 

figure of relevance.  The presidential monuments are referred to as “the Good People.”  

In the same vein, in 1973, he placed a bust of Picasso atop a marbleized column in The 

Student: Homage to Picasso (figure 60).  In this work, Picasso’s massive head 

approximates the art historically-significant Head of Constantine of ancient Rome.78  In a 

similar fashion in Plate 2 of A Rake’s Progress, Hockney places himself in profile next to 

a major monument in a scene that evokes the grandeur and self-aggrandizing qualities of 

ancient Roman monuments.79  In keeping with this setting, he has rendered his own 

monumental head as yet another “Head of Constantine.”  This strategy is merely one 

example of how Hockney incessantly sought to align himself with key historical figures 

as he constructed his own identity.  

 

In Plate 2A (figure 61), or The Gospel Singing (Good People), a choir is 

performing, symbolized by a lone female vocalist.  At left, a miniscule version of the rake 

is seated for the performance, with a look of intense concentration and crossed arms and 

legs.  He is positioned just below the singer, in a stone-like block that signifies the stage. 

                                                 
78 Sections of the well-known colossal statue of the Roman emperor Constantine (c. 280-337) are on 
display at the Musei Capitolini in Rome. By analyzing the existent sections, the seated, enthroned figure 
may have been approximately 40 feet high. The head measures approximately 8 feet and 2 inches in height 
and each foot is over 6 feet and 2 inches in length.  See Paul Stephenson, Constantine: Roman Emperor, 
Christian Victor (NY: Overlook Press, 2010). 
  
79 The style of the monuments may be attributed to the prevalence of Jefferson-inspired Neo-Classicism in 
nineteenth and early twentieth-century America.  For details on the tremendous impact of Jefferson’s 
promotion of Neoclassical styles in America, see Hugh Howard, Thomas Jefferson: Architect (NY: Rizzoli, 
2003). 
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Hockney has placed himself below and just behind the performer, facing the audience as 

though he is also on display.  On stage is renowned American gospel singer Mahalia 

Jackson, and the image references Hockney’s attendance at a 1961 Madison Square 

Garden concert by Jackson during the trip.80  The seated audience members are indicated 

by four large, shadowy male figures, three of whom have ties.  Each sports one word of 

text, and together, the message spells out “God Is Love.”  “Hallelujah” pours forth from 

Jackson’s mouth.  As she sings with arms dramatically raised high, a coral splash of color 

punctuates the sky, providing the scene with its only flash of bright coloration.  From the 

left, a triangular ray designates the upper regions as “HEAVEN,” identified also by the 

bold, red outline of text.  This upper celestial realm includes several seated and standing 

audience members, some of whom mirror the posture of the seated rake below. Each of 

the various realms has been clearly marked with geometric forms.  The haloed Mahalia 

Jackson who emits light-colored words of “Hallelujah” is part of the celestial realm.  

Hockney refers to vocalist Mahalia Jackson and accompanying gospel choir as “Good 

People.”  In both scenes, perhaps Hockney is positing that the presidents, signified by the 

monuments (representing lofty, near-spiritual ideals of civic decency), as well as Mahalia 

Jackson (part of a gospel choir, a more pointed reference to spirituality), should all be 

viewed as “good” in comparison with the rake’s pursuit of worldly pleasures.  It is 

unclear about the “good” or “bad” position of the four shadowy-grey audience members 

who are devoid of facial features and stand before the stage.  While they are very much 

                                                 
80 Mahalia Jackson (1911-1972) was a New Orleans-born, African American gospel singer who was one of 
the most well-known musicians of the twentieth-century.  She became known internationally through a 
series of European tours that began in 1952, and through appearances in Hollywood films such as St. Louis 
Blues (1958) and Imitation of Life (1959).  She was also known, to a lesser extent, for her participation in 
the civil rights movement in the United States.  For additional details on her life and work, see Robert 
Darden, People Get Ready! A New History of Black Gospel Music (New York and London: Continuum, 
2005).     
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part of the darkness outlined in the foreground, their ties, however, spell out an 

inspirational message.  They function, like the rake in much of this series, largely as 

outsiders.  Here is yet another example of narrative ambiguity in Hockney’s A Rake’s 

Progress.  In addition, bodily comportment also signifies ambiguity. For example, the 

rake is seated at the concert with crossed arms and legs, a closed gesture that may evoke 

an emotional reticence or disengagement from the choir’s message.81  

 

Hockney’s renderings of physiognomic detail must also be examined here.  In 

rendering Mahalia Jackson’s image, he was accurate in portraying her as a heavy-set 

woman, yet seemed unable to fully see the performer.  Her breasts are displayed 

prominently, and they appear to be more bullet-shaped and phallic than feminine.  Also, 

in Hockney’s hands, her face becomes mask-like and bloated, with a rubbery clownish 

mouth that has very little to do with Jackson’s beautifully-rounded face, balanced by 

evenly-distributed features and a stunning set of high cheekbones (figure 62).  Hockney’s 

depiction, perhaps, may have to do with his attempts to represent an individual who is 

completely outside of the realms of desire for him. By the same token, Hockney’s image 

of Liebermann in Plate 1A is also a caricature.  Lieberman’s elongated head is overtly 

large and ill-formed.  The curator is also depicted with squinting eyes that make him 

appear untrustworthy, in keeping with the series narrative.  By contrast, Hockney’s 

representations of himself as the rake are sharply-defined and classicized, an aspect most 

                                                 
81 The message here is an ambiguous one.  Perhaps Hockney is suggesting that the rake is somewhat closed 
to the message but that it is “good” that he is at least attending the performance of “the good people.”  
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visible in the narcissistic representation of himself that is seen in Plate 2 (Meeting the 

Good People).82       

 

In Plate 3 (figure 63) or The Start of the Spending Spree and the Door Opening 

for a Blonde, the rake has left the gospel concert, complete with the promise of heaven 

above, and the monuments to important national heroes.  In Plate 3, he enters a quite 

different realm, the world of pleasure and thrill-seekers.  Here, the figure of the rake has 

become dramatically larger in scale.  Hockney returns to bust form, yet he has ballooned 

to half the height of the plate image.  His size is also elongated through the placement of 

a massive Lady Clairol bottle that rests, precariously, atop his head.  The bottle/headdress 

is so large that the top of it extends beyond the page, Pop Art style, as the rake moves 

forward, toward an open door.  The world’s possibilities await the rake, signified by an 

image of a tropical paradise.   

 

The vice of vanity or spending for the sake of vanity is referred to in Plate 3 

which deals with the rake’s attempt to become more physically attractive.  This plate may 

deal most pointedly with Hogarth’s scene of the rake’s levee, the second scene in the rake 

narrative.  Hockney links Hogarth’s levee scene to Plate 3 by subtitling his scene, in part, 

“The Start of the Spending Spree.” Hogarth’s rake has spent massive sums of money, 

acquiring expensive continental paintings and acquiring the services of musicians and 

dancing and fencing masters, while Hockney’s rake has also spent (a much smaller sum) 

on a vanity product.   Hockney’s scene is titled “The Start of the Spending Spree and the 

                                                 
82 As will be seen in the following plates, Hockney has rendered other figures in a distorted or obscured 
fashion, including the bar scene figures.  It appears that Hockneyequally produced abstractions of these 
figures, and made a more idealized representation of himself, as primary subject within the narrative.     
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Door Opening for a Blonde.”  While the “door opening” represents a positive experience, 

the process of hair dyeing becomes inextricably linked with a negative action: 

conspicuous consumption, or the spending spree.   

  

In Plate 3, Hockney has drawn from a Lady Clairol advertising slogan during the 

early 1960s queried, “Is it true…blonds have more fun?  Just be a blond and see—Doors 

open for blonds, traffic stops for blonds, men adore you, do more for you—so switch to 

bewitch.”83  Indeed, on the other side, the “blonde world” features a radiant sun coming 

up over the water’s horizon, a representation of a new chapter in the rake’s life.  All of 

the ad’s text would have been attractive to Hockney in the early stages of his formation as 

a young gay man: “Men adore you, do more for you…”  The image appears to be a 

precursor to Hockney’s later focus on the iconography of Southern California—the 

beaches, tanned blondes, an entire way of life.  This romanticized view of southern 

California would have resonated profoundly for an adventurous young man who had 

grown up in a northern English climate, and, as discussed earlier in this chapter, the 

practice of using logos, slogans and other images derived from magazines was common 

among young British painters during this period.84  Hockney’s use of the Clairol bottle in 

Plate 3 speaks to this practice.   

 

                                                 
83 See discussion of the early 1960s Clairol ad in James Heffernan, “Hockney Remakes Hogarth: A Gay 
Rake Progresses to America,” in James Heffernan, Cultivating Picturacy: Visual Art and Verbal 
Intervention (Waco, TX: Baylor University Press, 2006).  
 
84 Richard Hamilton’s Just What is it that Makes Today's Homes so Different, So Appealing, a seminal 
work of Pop Art, features a nude male bodybuilder and his female companion in a cluttered room filled 
with mass-produced objects and advertisement logos.  The scene presents a notion of an advertisement-
driven, idealized 1950s-era sense of domesticity.  Hockney, during this period, also began to employ 
images of muscle men, but with an additional element of homo-eroticism. 
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In Plate 3A (figure 64), The Seven Stone Weakling, the new blonde now strides 

toward two male joggers; one jogger has the number “8” on his tank top.  Although they 

jog past him, the print refers to a highly new visibility for the rake.  With his rebirth as a 

blonde, he is now entering a marketplace of sorts.  With freshly lightened coif, the rake 

has gained greater potential for becoming an object of desire.  For Hockney, California 

itself is signified by blond hair, and this is merely one way that the series plays with 

semiotics. A palm tree with striking orange fronds is situated just behind the rake at left.  

Visual complexity is conveyed through a trunk that mimics the stiff verticality of 

Hockney’s body and offers a vibrant splash of color to counter the linear details of the 

scene.   In addition, the tree may also signify the illusion of a paradise that is just outside 

of Hockney’s reach.     

  

In the scene, Hockney’s erotic gaze of longing at two male joggers explores 

themes of desire and the social implications of physical beauty and homoeroticism.  Atop 

the rake’s newly-blond hair, emphatic marks call attention to the drastic shift in the rake’s 

appearance as well as to his sense of loneliness, failing to attract the attention of the two 

male joggers.  Next, the rake seeks to improve his body as Plate 3A suggests.  In this 

image, the rake watches the two highly fit runners who, in passing him, evince a kind of 

rejection.  The runner at right with the number 8 on his back has one leg lifted up in a 

manner that suggests that he is, inadvertently, kicking up dust as he goes past Hockney.  

The scene is reminiscent of the Charles Atlas comic strip advertisements of the 1950s 

(figure 65).  Here, a muscular man is playing beach ball and mistakenly kicks sand 

towards a thin man and his female companion.  When the slim man responds, he is 



135 
 

threatened by the larger man.  Later, after participating in the Charles Atlas program, the 

skinny guy has been transformed into a muscular he-man who heroically takes his 

revenge.  His female companion then thanks him for becoming “a real man after all.”  In 

effect, Hockney’s rake participates in a similar “before” and “after” scenario that 

involves defining the qualities of masculine identity, an overarching theme within 

Hockney’s (and Hogarth’s) A Rake’s Progress.   

 

If Plate 3A is a continuation of the beach scene that begins on the other side of the 

“Door that Opens for a Blonde,” then that beach environment may be considered a form 

of outdoor sexual marketplace. As such, the scene may be associated, in terms of 

narrative, with Hogarth’s third scene in the series, a brothel scene.  Hogarth’s brothel 

scene, however, may be linked more closely with Hockney’s next scene, Plate 4, which is 

set in a gay bar, an intimate environment that is largely for adults, and one more 

pointedly infused with open displays of desire and the establishment of sexual and other 

intimate relationships.  In Plate 4: The Drinking Scene (Figure 66), the rake has found his 

way to a gay bar and is accompanied by a love interest. Hogarth’s brothel scene has now 

become a gay bar framed by a tasseled curtain.  At left, two male figures with backs 

turned to the viewer stand at the bar.  The mustached bartender, barely visible in profile 

at left, moves toward the couple.  At right, two men, perhaps the same couple, exit the 

bar. Above their heads, the bar sign is executed in red with a Cupid’s arrow sign and just 

below that, the series title stamp is printed in red.  Both the bar sign and the rake stamp 

are used at top right as counterpart to both the black lines of the two exiting men and the 

textured grey hues of the aquatinted “main event” at left. Above the title of the plate in 
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the upper right corner, an arrow points to the bar.  Below the blocky text denoting 

“BAR,” the arrow is also a Cupid’s arrow or phallic symbol. “BE” is written in large 

blocky text at left of the couple, possibly a reference to “Beer.”  

 

Most strikingly, Hockney’s sparsely-populated bar scene differs from Hogarth’s 

crowded and chaotic brothel scene in its spatial composition.  It was as though Hockney 

meant viewers to concentrate more closely on the rake, and meditate on his narrative 

rather than become distracted by a larger indictment of others in the scene.  Hockney’s 

scene appears almost Zen-like in its sense of calm, an interpretation which falls in line 

with the idea that Hockney’s bar scene may be viewed in a more positive light.  Read in 

this way, it deals with an individual who is coming into his own mature sexual identity 

rather than undertaking activities marked by reckless, youthful excess. Also distinctive 

here is the anonymity of Hockney’s couple whose backs are turned to the viewer.  The 

bartender is is also obscured, barely visible at left.  Hockney’s scene is in direct contrast 

to Hogarth’s chaotic, turbulent figures that face our gaze in a highly direct manner.  

Hogarth has spread his characters before us, presenting us with a titillating view of the 

revelers.  Their partially disrobed bodies and duplicitous gestures are on display, the 

polar opposite of Hockney’s placid scene of the rake’s burgeoning clarity and self-

awareness.   

 

In Plate 4A (figure 67), subtitled Marries an Old Maid, Hockney critiques 

marriage for social gain, just as in Hogarth’s earlier series. Most significantly, Hockney 

employs the formal, stiffened quality of ancient Egyptian sculpture to underscore the 
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sense of disconnect between the pair during the marriage ceremony.  As in much of this 

series, and in keeping with the relation to Hogarth, Hockney used symbolic elements to 

signify larger concepts.  Here, the church where the wedding takes place becomes 

signified as a mere Gothic arch.  This symbolism is made much more dramatic by the 

emphatic marks or rays that reveal that a major undertaking is occurring within the space. 

The rake is at left, within the arch, and his left arm is linked that of the older woman.  Her 

lack of significance is underscored by the fact that she is largely obscured, a shadowy 

figure drawn with a surfeit of agitated, slashing lines that serve to further obliterate her 

presence.  Her overall effect is of a hairy monstrosity, and Hockney, accordingly, leans 

slightly to his right, inching away from her cloying presence. The woman’s most 

prominent feature is a pointed, rocket-like breast that juts forth, seemingly erect, in an 

unnatural position.  Hockney depicted similar breasts on the figure of Mahalia Jackson in 

Plate 2A; they evince his utter difficulty in representing women’s bodies.  While we are 

provided with a mere glimpse of the wife, with her wedding dress and full-lipped 

countenance in profile, the rake, by contrast, is much more readable.  He is dressed in a 

pair of boyish jeans and a t-shirt that reveal his casual attitude towards the nuptials.   

 

Significantly, Hockney’s homosexual identity is codified in his manner of dress.  

His jeans and t-shirt signify a particular gay male aesthetic, a form of “gay macho style” 

rooted in the 1950s.85  According to Robert J. Corber, middle-class gay men developed a 

form of “gender presentation that drew on working-class masculinities and that involved 

                                                 
85 Robert J. Corber, “Cold War Masculinities,” in Michael Kimmel and Amy Aronson, Men and 
Masculinities: A Social, Cultural and Historical Encyclopedia, Vol. 1 (Santa Barbara, CA: ABC-CLIO, 
2004), 164.  Also see George Chauncey, Gay New York: Gender, Urban Culture and the Making of the 
Gay Male World (NY: Basic Books, 1994) for details on this shift during the 1950s. 
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bodybuilding and the wearing of leather jackets, tight-fitting jeans and tee shirts.”86  

Corber also observed that actors Marlon Brando and James Dean cultivated this 

“rebellious masculinity” that had been drawn from gay male culture, promulgated by 

“beefcake magazines” that ostensibly focused on health and fitness yet provided 

homoerotic content.87  Hockney, for his part, had been collecting Physique Pictorial 

magazines since his days as a student at the RCA.88  Produced in Los Angeles, Physique 

Pictorial was part of a genre of “beefcake magazines” that promoted bodybuilding, 

health and fitness, glorified the nude and semi-nude male body, and slyly catered to 

homosexual men.89  These magazines, which documented a burgeoning gay culture in 

1950s Los Angeles, would later become the inspiration for Hockney’s shower paintings 

of the 1960s.90  

 

Marries an Old Maid is one of the few scenes that have a direct correlation, 

including a similar subtitle, with Hogarth’s earlier series.  Hogarth’s Scene Five, called 

The Rake Marrying an Old Woman, is set in Marylebone Old Church, which had become 

“ruinous and dilapidated in the first half of the eighteenth century.”91  Hogarth’s crowded 

scene is filled with a presiding parson, a spider-webbed donation box, the older woman’s 

                                                 
86 Ibid. 
 
87 Ibid. 
 
88 See Paul Melia, David Hockney (Manchester, UK: Manchester University Press, 1995.   
 
89 See F. Valentine Hooven III, Beefcake: The Muscle Magazines of America (Cologne, Germany: Taschen, 
1995) for discussion of the 1950s roots of this genre of male-centered magazines. 
 
90 Hockney referenced a cover from the magazine in the 1962 work entitled Life Painting for a Diploma.  
  
91 George Clinch, Marylebone and St. Pancras: Their History, Celebrities, Buildings and Institutions 
(London: Truslove and Shirley, 1890), 16.  Clinch noted that Hogarth’s scene is “regarded as the best 
representation of the interior” (16) of Marylebone Old Church.      
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attendants, dogs that mimic the gestures of the mismatched couple, and an ensuing brawl 

in the background as Tom’s mistress attempts to stop the ceremony.  The only source of 

light in this darkened, gloomy scene is from a round-arched window that is partly 

obscured by a supporting column.  Hockney dispenses with all of the extraneous elements 

found in Hogarth’s scene, and extracts a singular object: the window with the rounded 

arch which he modifies, turning it into a pointed Gothic arch.  For compositional 

complexity, he includes a reddish smear of color at right that points dramatically to the 

right, balancing the darkness within the Gothic arch that tilts towards the left, mimicking 

Hockney’s subtle movement away from his bride. Hockney has used the color red here 

for compositional purposes but also to highlight the tragic consequences that will result 

from the ill-fated wedding.  In fact, Hockney’s frenzied, curved lines suggest tongues of 

flame.  They evoke the hellish, fire-and-brimstone consequences of entering a marriage 

based on subterfuge and deceit.      

  

Plate 5 (figure 68) is The Election Campaign (with Dark Message). At left, a 

suited politician floats upward as two text bubbles flow from his mouth:  one is merely a 

blackened blur, an implication that the message is meaningless and/or ominous, while the 

other bubble states: “VOTE PRIMARY DAY SEPTEMBER 7TH etc etc etc etc etc etc etc 

etc etc etc.”  Two shadowy figures appear to be passing (rather than paying attention to) 

the politician at his sketchy, makeshift podium.  At bottom right are scrawled the words: 

“BAR CLOSED.”  The two men, perhaps the rake and his companion, appear to have 

walked away dejectedly after finding that the bar is closed for the day. The “dark 

message” may mean that the candidate’s words are empty or deceitful.  Jonathan 
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Weinberg recalls that Peter Adam earlier suggested that the “dark message” is, for the 

rake and his companion, that the bar is closed.92  I agree with this observation, but also 

suggest that Hockney plays with the “dark message” of political rhetoric against the 

likely spiritual sustenance found in Plate 2A, The Gospel Singing (Good People).  The 

scene refers to the presidential campaigns of Kennedy and Nixon, and notes that “Bars 

are closed on election day.”  In light of Hockney’s meticulous studies of the oeuvres of 

artists that he appropriates, the subject matter of this plate may also relate to Hogarth’s 

well-known An Election series, perhaps more than having any direct reference to A 

Rake’s Progress.  Yet, in Hogarth’s Election, the larger theme is a critique of corruption 

in elections, particularly in regards to the Whig and the Tory parties in Oxfordshire.93  

Here, in Hockney’s scene, politics affects the temporary closure of a bar (consequences 

that are decidedly not life-threatening or tragic).  Yet the larger message here is that 

political decisions have an impact, however insignificant, on day-to-day activities.  The 

insignificance of the closed bar is reiterated in the scene by the fact that the sign stating 

“BAR CLOSED” is dark and miniscule in comparison with the red political rhetoric, a 

color that may indicate that the politician’s words are fiery, loud and/or generally an 

assault on the senses.   

 

                                                 
92 See Jonathan Weinberg, Ambition and Love in American Art (New Haven: Yale University Press, 2001), 
156.  
  
93 In the series, Hogarth sets his four scenes in a fictionalized rural town as a means of referencing how 
both parties had been critiqued for lavish spending on political celebrations or “entertainments” to slyly 
gain support.  See Mark Hallett, “Patriotism, Portraiture and Politics,” in Mark Hallett and Christine 
Riding, eds., Hogarth (London: Tate Publishing, 2006).  
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 In Plate 5A (figure 69), or Viewing a Prison Scene, the rake watches a prison 

scene on film.94  On screen, a male couple is chained together at the wrist.  Hockney has 

established two distinct scenes: the film at left that is being watched by the rake, and an 

illusory image of a prisoner at right with numbers emblazoned across his chest. The 

figure at right likely represents the rake’s possible future as a prisoner.  Accordingly, both 

he and the naked prisoner figure are linked via a shared, pale or non-shaded 

representation and also through the runway-like, textured aquatint ground that extends 

from the rake to the wall behind the prisoner.  In another sense, the rake’s physical 

depiction, as an armless and legless individual, evokes the sense that he is also a form of 

prisoner, trapped in a body with tremendous physical constraints.  The rake is also 

trapped in another sense, as the seemingly powerless subject of the viewer’s, or our, 

imprisoning gaze.  Hockney has also used a red “Rake’s Progress” title stamp as the sole 

source of brighter color, and it serves to demarcate the boundaries between the onscreen 

action and Hockney’s world as passive viewer and/or as passive subject.  

 

The onscreen male figures, one in a black suit and one naked, are both shown 

with their heads obscured, emphasizing the anonymity of prison life.  In the context of 

Hockney’s series, with its narrative of an awakening homosexual identity, the scene has 

become eroticized in its depiction of a scene solely populated with male figures.  Beyond 

the reference to bureaucratic systems of prisoner identification, what is the role of 

numbers in this work, besides the obvious reference to the numbers assigned to 

prisoners? Could it mean that Hockney is making a positive statement about 

                                                 
94 The scene may relate to Hogarth’s Bedlam scene in Rake’s Progress, in which wealthy voyeurs tour 
Bedlam to gawk at the incarcerated. 
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individuality, as opposed to the notion of following the rules of a heterosexual majority? 

Furthermore, does the prison, in Hockney’s narrative represent a political instrument of 

containment, restraint and punishment resulting from signs of difference.  Or does 

Hockney propose the notion of a prison in the sense asserted by the French novelist and 

existentialist philosopher Jean Genet.95  For Genet, a gay man, the prison represented “a 

fabulous world,” a romanticized site marked by “a life amongst men whom my 

imagination and desire wish to be of rare moral beauty.”96 Hockney’s rake might feasibly 

be read in this way, particularly in light of the fact that the final scene appears 

considerably more celebratory than Hogarth’s final Bedlam scene. 

  

Plate 6 (figure 70) is entitled Death in Harlem, and it focuses on an image of an 

African American woman, lying in state at a funeral in Harlem, New York.  At right of 

the Harlem scene, the rake is executed in the form of a miniscule head and bust which 

gazes at an angel who kneels with hands clasped in prayer on top of the coffin.  Rather 

than flowers, a framed painting of a flower adorns the wall above the coffin.  The image 

was modeled from a photograph (figure 71) by famed Harlem Renaissance photographer 

James Van Der Zee (1886-1983).  Van Der Zee’s photograph appeared in Cecil Beaton’s 

                                                 
95 By 1950s, Jean Genet (1910-86) had become an iconic figure in gay communities, having published Our 
Lady of the Flowers in 1942, an affirmation of his identity as homosexual.  He became known for his 
political activism and support for those who had been disenfranchised, evidenced by his support for The 
Black Panther Party and for Algerian immigrants who had been brutalized by police forces in Paris.  For 
discussion of Genet’s activist efforts, see Edmund White, Genet (London: Picador, 1994).  
 
96 Genet’s concepts of the prison as a somewhat progressive site of desire and belonging are discussed in 
Chapter Four of Gene A. Plunka, The Rites of Passage of Jean Genet: The Art and Aesthetics of Risk-
Taking (London: Associated University Presses, 1992). 
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New York.97 The book was an animated, humorous and gossip-filled account of the 

glamorous social exploits of the English photographer and stage designer (figure 72) 

during visits to New York in 1929 and in the early 1930s.98  Hockney’s Death in Harlem 

is drawn directly from Van Der Zee’s Victorian and Edwardian-inspired photograph, 

which incorporates superimposed images of angels and other religious iconography and 

floral elements.99  Hockney’s Death in Harlem scene is also significant for its reference 

to Cecil Beaton’s New York, and Hockney owes part of his drawing style in Rake’s 

Progress to Beaton’s wistful sketches that accompanied his lively and humorous 

anecdotal account of New York’s diverse neighborhoods and social scenes. In this 

incorporation of Beaton’s drawing from a Van Der Zee photograph, Hockney has linked 

himself to Cecil Beaton and Beaton’s much earlier visit to New York.   

 

Art historical scholarship has not fully examined the relationship between 

Hockney’s A Rake’s Progress, Cecil Beaton’s New York and the general drawing style of 

Beaton (figure 73).100 At some point during the 1960s, a friendship developed between 

                                                 
97 See Cecil Beaton, Cecil Beaton’s New York (Philadelphia and New York: J. B. Lippincott Company, 
1938). 
 
98 Cecil Beaton (1904-1980) was a well-known English fashion and portrait photographer and stage 
designer.  For discussion of his life and work, see See Hugo Vickers, Cecil Beaton: The Authorized 
Biography (London:Weidenfeld and Nicolson, 1985). 
 
99 See James Van Der Zee, Owen Dodson and Camille Billops, Harlem Book of the Dead (Dobbs Ferry, 
NY: Morgan and Morgan, 1978). 
 
100 For example, the following texts engage directly with Hockney’s process for constructing the Rake 
prints, yet they omit or only briefly mention Beaton’s New York as a stylistic referent: Peter Webb, Portrait 
of David Hockney (New York: E.P. Dutton, 1988), who incorrectly notes that Hockney employs a 
“photograph by Cecil Beaton, `Death in Harlem” (43), and David Hockney: Travels with Pen, Pencil and 
Ink;  Peter Adam, David Hockney and His Friends (Bath: Absolute Press, 1997), for example.  Only one 
text (Webb) mentions that the Harlem scene is from Cecil Beaton’s publication, incorrectly attributing the 
photograph to Cecil Beaton rather than crediting its actual maker, James Van Der Zee.  The author notes 
that “The images come from Hockney’s recollections of New York, his sketch-books and, in one case, a 
photograph by Cecil Beaton, ‘Death in Harlem.’ (Webb, 43).” It does not mention that the work is from a 
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Beaton and Hockney.101  Beaton, the famed fashion and portrait photographer, and 

Academy Award-winning designer for the stage and screen, must have represented the 

lively, glamorous life that Hockney sought in Los Angeles, intensified by the fact that 

Beaton was openly bisexual.102 It is striking that Hockney chose to reference an image 

from Beaton’s book in a narrative about his own visit to New York.  Both Hockney and 

Beaton were English, linked through a similar sexual identity and both visited New York 

City, Beaton in the 1930s and Hockney in the early 1960s.  As British gay men, both 

functioned in New York as outsiders who encountered an entirely new social world.  

These factors may have led to an emotional detachment that peristed despite a delight in 

spectacle that characterized both of their diary-like ruminations on New York City.   

                                                                                                                                                 
photograph by Harlem photographer James Van Der Zee, an unsurprising mistake in light of the fact that in 
the book, Beaton discusses “a Harlem photographer” in great detail and includes numerous Van Der Zee 
photographs without crediting the African American photographer.  Beaton also includes a photograph of 
Van Der Zee with the simplified caption “Harlem photographer”, but never once identifies Van Der Zee by 
name in the entire chapter.  This omission is entirely in keeping with Beaton’s colorful yet highly 
stereotypical commentary on African descendants throughout the text.  Examples of these racially-
problematic comments include the following: “These people are like children.  Like children, they could 
hardly be expected to remember that on this day, many years ago, Abraham Lincoln was born (p. 171); 
“The Haitian is usually religious, speaking French and English, proud of his historical tradition and able to 
develop independently of whites” (p. 173) and “Outside the Savoy, a white youth with girlish hands, his 
face slashed, his eyes blood-filled, fumbles into a taxi.  Perhaps negroes have beaten him up” (p. 171).   
    
101 Hockney would sit for Beaton portraits in 1968, 1969, 1970 and 1971.  Again, here was another 
historical figure that Hockney chose to reference, emulate, study, examine and pay tribute to in his work.  
Beaton’s glamorous life was certainly a draw for Hockney who, by the 1970s, had become a star in his own 
right.  The friendship developed despite the fact that Beaton was displeased with Hockney’s drawings of 
him. Visitors to an ailing Beaton in 1970 included Hockney, and Hockney was in attendance at a supper 
party at Pelham Palace that was filmed for David Bailey’s film “Beaton on Bailey.”  Vickers also notes of 
Beaton’s National Portrait Gallery exhibition in 1968 that “All Cecil’s worlds were represented.  Besides 
old friends like Freddie Ashton, there was Evangeline Brice, David Bailey…Patrick Procktor, David 
Hockney and Normal Hartwell.” 
 
102 See the following Beaton texts: Hugo Vickers, Cecil Beaton: The Authorized Biography (London: 
Weidenfeld and Nicolson, 1985); and Philippe Garner and David Allan Mellor, Cecil Beaton: Photographs 
1920-1970 (New York: Stewart, Tabori and Chang, 1995).  Also, see chapters 12-13 of Hugo Vickers, 
Cecil Beaton: The Authorized Biography (London: Weidenfeld and Nicolson, 1985), for details on 
Beaton’s bisexuality, including his unrequited infatuation with the wealthy English art collector and 
benefactor Peter Watson (1908-56), and his tenuous affairs with women, including film star Greta Garbo 
(1905-1990) and British socialite Doris (DeLavigne) or Lady Castleross (1901-42). 
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Death in Harlem may be closely linked to The Gospel Singing (Good People) in 

its overt reference to religious imagery, and hence should be included as yet another 

image of “The Good People.”   The rake’s head is turned away from the coffin, and a 

number of abrupt motion lines indicate that he is moving away from the scene after 

viewing the body.  The rake’s viewing of the deceased figure may be viewed as a form of 

warning, like the Medusa painting in Hogarth’s Marriage-A-la-Mode, of what was to 

come if he continued a path of reckless behavior.   In a way, Plate 5A and 6 may be 

considered companion pieces.  In both scenes, the rake faces the possible consequences 

of his actions: the prison and/or the funeral home.  Hogarth’s Scene 7: The Rake in 

Prison most closely approximates these two scenes that reveal signs of Tom’s remorse.  

Tom is surrounded by an angry wife, a jailer who shows Tom a debt ledger, and a young 

boy who demands payment for the tankard of beer that he has just delivered.  As in 

previous scenes, a small window is the only real source of light in the gloomy, darkened 

scene. 

 

That Hockney indexes spirituality in Death in Harlem is significant.  Here, the 

body of a Black woman is seen as a form of warning for the rake.  It must also be 

considered alongside the other image in the series that includes a representation of an 

African American woman, Mahalia Jackson.  In Plate 2A, The Gospel Singing (Good 

People), Jackson’s presence is an instructive one for the rake.  Jackson’s body and 

animated exclamation of “Hallelujah” literally points towards heaven.  She functions as a 

morally-instructive sign for the rake, as does the notion of karmic justice that is provided 

by the Black woman who lies in the funeral home, surrounded by angel figures.  
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Hockney’s incorporation of these two women within scenes of moral presage must be 

related to the stereotype of the Black woman as a “Mammy” figure.103  Hockney’s two 

Black women are both matronly, signifying a closer link to the Black “mammy” figure 

that emerged in popular culture in the United States in the 1830s.104  During this period, 

planters began using such narratives to romanticize the notion of slavery as benevolent 

and slave ownership as honorable.105 As Micki McElya has written, the idea of “the 

grandmotherly mammy, described as a beloved cook and a loving caretaker, was offered 

in response to abolitionists’ charges that the institution of slavery was wracked with 

sexual depravity and the rape and concubinage of black women by white men.”106  White 

patriarchal fashioning of this woman of “advanced age or wide girth” was coupled with 

an image of loyalty to white families and her function as “disciplinarian of white 

children.” 107 Hockney’s use of these two figures, as morally-instructive, spiritual 

guideposts, were likely informed by constructions of the “mammy figure” in all her 

various connotations of maternal comfort and wizened, disciplinary instruction.  Or, 

Hockney’s use of these figures may have been a counter to Mahalia Jackson’s ties to the 

civil rights movement, a form of “anti-mammy” representation.  

 

                                                 
103 Both Hockney and Beaton would have been exposed to such imagery in the many Hollywood films that 
were shown in Europe in the early twentieth-century.  See John Trumpbour, Selling Hollywood to the 
World: The U.S. and European Struggle for Mastery of the Global Film Industry, 1920-1950 (Cambridge, 
UK: Cambridge University Press, 2007).   
 
104 See Micki McElya, Clinging to Mammy: The Faithful Slave in Twentieth-Century America (Cambridge, 
MA: Harvard University Press, 2007), 4. 
 
105 Ibid. 
 
106 Ibid. 8. 
 
107 Ibid. 
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In Plate 6A (figure 74), The Wallet Begins to Empty, the old maid, the curator and 

the phallic Washington Monument stand at the top of a set of stairs, banishing the rake 

because he has over-spent.108  They point toward the bottom of the stairs, urging the rake 

to leave their presence, and he descends with his head bowed in shame.  Pinkish clouds of 

humiliation emit from the rake’s descending form as he goes “down” the stairs, possibly 

a reference to a Dante’s Inferno-like movement from heaven to hell.  The emphatic marks 

appear to denote shame as the disgraced rake is banished by the gospel singer, the 

MOMA Curator, and the obelisk, representing the Presidential “good people,” Hockney’s 

place in history or a form of masculine power.  On the other hand, since Hockney has 

depicted the most phallic of the Presidential monuments, the obelisk may represent 

banishment from a world of male homosexual desire and engagement. 

   

Hockney explores the theme of luxury or excessive spending in a number of 

ways.  Hockney’s reference to the emptying “wallet” in the title signifies economic 

failure, as well as his excessive spending on alcohol and his vanity-driven purchase of 

hair dye.  The rake’s progress down the stairs is a form of moral descent, banishment 

from the distinctly different worlds inhabited by the three entities situated at the top of 

the stairs. Each figure represents a different realm. The old maid is a maternal presence 

who evokes domesticity, and Lieberman the curator signifies the art world.  The 

Washington Monument in particular is associated with the Declaration of Independence, 

drafted by Congress in July 1776 while Washington was in office.  Its lofty ideals 

                                                 
108 The “old maid” from the marriage scene bears a striking physiognomic resemblance to the Mahalia 
Jackson figure from Plate 2A. This linkage of the old maid and Mahalia Jackson may be due to the fact that 
both were equally outside of the rake’s sexual tastes, and hence interchangeable. 
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included themes of liberty and the pursuit of happiness.  These concepts are relevant to 

the underlying themes of Hockney’s series, namely personal freedom, or an openness to 

defining personal identity and the pursuit of a life of pleasure.  In Hogarth’s eighteenth-

century London, these qualities reflected a kind of immoral egotism and selfishness, 

certainly if taken to the extreme.  By contrast, in Hockney’s series, set in the 1960s and 

produced by a London-based student, these ideas represented aspects of positive 

rebellion.  In the context of Hockney’s own environment before his trip to the U.S., 

youth-oriented London emphasized consumer-based optimism and hedonism.  This was, 

quite literally, worlds away from Hogarth’s central message of restraint.109   

 

Hogarth and Hockney’s rake figures refer to two forms of personal freedom, one 

that provides a kind of lip-service vision of God, country and righteous living, and 

another that deals with much more vernacular aims: the freedom to linger at gay bars or 

brothels and engage in rebellious pleasure.  If seen in this way, both rake figures speak to 

a form of individualism, yet Hogarth’s rake is decidedly punished for his activities.  

Hockney’s rake is deluded by fantasy, illusions of a perfect, “fun” life that awaits him 

once he enters a world of blondness and bodybuilding.  

 

In Plate 7 (figure 75), or Disintegration, the rake’s body is literally breaking apart, 

and his upper body begins to break up into pieces. Here, the emphatic rays indicate the 

aggressive mental and physical self-destruction that is currently taking place as a result of 

his excessive alcoholism. His nose falls off, and his head and neck are breaking away 

                                                 
109 See David Mellor, The Sixties Art Scene in London (London: Phaidon Press, 1993) for discussion of 
London during this period. 
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from the chest.  This image functions much like the figure in Derek Boshier’s well-

known Identi-Kit Man of 1962 (figure 76).  Identi-kit Man speaks to the ways that 

advertisers attempt to define identity through products.  Halo-like emphatic marks 

surround the rake’s head, and an orange, fuzzy, amoeba-like blur of color has been 

rendered above him.  All of these aquatint blobs, smudges, colors and shapes represent 

actions or emotions, and complement and/or provide texture to the linear qualities of the 

etched sections.  In this case, the pinkish-orange blot of color is used to emphasize the 

tragedy and violence of his emotional and physical disintegration.  On the other hand, the 

pinkish cloud may represent the rake’s impending transition into an openly gay realm.   

 

A checkerboard pattern on the tablecloth rests below the glass of whiskey, and a 

huge $5.00 sign is at left of the glass.  The name of the particular brand, “BELLOWS 

BLENDED WHISKEY,” is imprinted on the glass. Here is yet another incorporation of 

logos and advertising.  The significance of the drink, and its relation to the narrative of 

alcoholism, is underscored by its massive size, nearly three times the size of the rake’s 

head. Hogarth’s The Rake in Prison scene references the rake’s alcoholism through the 

presence of the young boy who demands payment for a frothy beer that he has placed 

before the rake.  In this way, Hogarth points out how the rake has irresponsibly ordered 

beer despite the fact that his family is imprisoned with him in debtor’s prison.  In a 

similar manner, Hockney’s Disintegration relates to a number of brothel and gaming 

scenes in Hogarth’s narratives, critiquing the vice of alcoholism.  
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Plate 7A (figure 77) is subtitled Cast Aside, and appears to evoke the Biblical 

Jonah and the Whale narrative.  The hand of God tosses the rake’s torso into the mouth of 

a large serpent with curved lines on its side.  Here is Hockney’s version of the mouth of 

hell, embodied in the form of a serpent with all its Biblical associations of sin, temptation 

and desire.  Most strikingly in this scene, the rake as bust most closely resembles an 

inorganic chess piece or pawn, a figure to be manipulated within the confines of a board 

game.  This sense of an inanimate figure harkens back to various scenes in Hogarth’s 

“modern moral subjects.”  An army of figurines adorns the mantelpiece in Scene 2 of 

Marriage-a-La Mode, and a young servant plays with auction house figures on the floor 

in Scene Four of the same series.  Such a reading suggests that Hockney’s rake is a mere 

pawn in a sequential narrative that is marked by all the heightened drama of a board game 

(or theatrical performance for that matter).   

This reading, the rake as board game figure, may be supported an additional 

factor, which is the checkerboard pattern in Plate 7 (Disintegration) that has a glass of 

whiskey resting on it. This pattern could also be read as a tablecloth pattern, yet it is 

positioned on a square, billboard-like form that suggests a “board” as well.  In addition, 

many of the human figures and building structures are distilled into symbolic 

representations, a set of truncated and isolated human figures and objects that are situated 

in a spare environment.  They also recall board game pieces that may be shifted around 

the “game” at will, just as the rake is tossed by a large hand into the mouth of a serpent.  

In this way, board games provide a simplified view of life and chance.  The game’s 

players are empowered, like the “hand of God,” to choose a path through skill and moral 

judgement.  
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In addition, as discussed earlier in this chapter, Hockney had frequently employed 

numbers as symbols.  His choice to produce 16 prints may also relate to chess, played on 

a square-checkered board with 64 squares in a grid formed by eight rows and eight 

columns.  Most significantly, each player begins the game with 16 peces, and, if 

Hockney’s rake series is envisioned as a game of checkers instead, it is also played on an 

eight by eight squared board with pieces that are traditionally, black, white and red, the 

only colors used in Hockney’s A Rake’s Progress.   

Another board game that may have influenced Hockney in Cast Aside is the board 

game which originated in ancient India called “Snakes and Ladders” (figure 78).110  

Highly popular in Britain as a children’s game since the nineteenth century, it is based on 

instructive themes of morality, and is characterized by a set of squares that represent 

virtues and vices.  Squares of virtue on the original game include faith, generosity, and 

knowledge, while vices include vanity, lying, drunkenness, debt, pride and lust.  Also in 

“Snakes and Ladders,” snakes represent vice, while ladders signify good qualities.  

Accordingly, Hockney’s set of stairs may represent a form of ladder that rises upwards 

towards a celestial realm while simultaneously providing a route to a descent if a vice-

filled route is chosen.  Hockney’s A Rake’s Progress may fit more closely with “Snakes 

and Ladders” based on their shared themes of morality.  It should also be noted that, in a 

larger sense, the board game reference fits closely with Hockney’s evocations of popular 

culture, already present in the series through his allusion to advertising. 

                                                 
110 See David Parlett, The Oxford History of Board Games (Oxford, UK and NY: Oxford University Press, 
1999).  
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    In Plate 8 (figure 79), Meeting the Other People, another distinction is made 

between the good people and others. The rake is wearing a radio station slogan on a t-

shirt that declares “I swing with WABC,” a reference to a New York City radio station.111  

The rake is at the very bottom of the stairs, and an image of him entering the body of a 

figure with the headphones suggests his landing.  The rake has come full circle, 

descending to the ground again, and the lines emitting from his back look far less like 

angel wings.  This time, they merely suggest movement or transformation.   

 

Significantly, Hockney has depicted the figure at the bottom of the stairs with a 

visored German panzer (tank unit) cap.  The German panzer, or armoured tank, forces 

were first formed in 1935, and they were known for skillfully orchestrating the mobile 

warfare campaigns of the 1939 German Blitzkieg (or Lightning War).112  Hockney had 

frequently worn a German panzer cap while a student at the RCA.  According to fellow 

student Derek Boshier, Hockney wore “a blue boilersuit and black desert boots and had 

crewcut dark hair surmounted by a German Panzer tank unit cap.”113  As noted, Hockney 

cultivated an image of himself as eccentric and unique.  The German panzer cap was part 

of his carefully-constructed image, a marker of difference that played with notions of 

individuality while simultaneously signifying the anonymity of a uniform.  Why would 

Hockney incorporate an image of a German tank unit cap in A Rake’s Progress, a 

narrative about distinctions between personal freedoms and those of “the masses”? 

                                                 
111 WABC is now known as “NewsTalkRadio 77.”  Before 1982, WABC featured a Top-40 format. 
 
112 See Stephen Hart, Russell Hart and Matthew Hughes, The German Soldier in WWII (Osceola, WI: MBI 
Publishing Company) for details on uniforms and other details regarding the panzer forces. 
 
113 Peter Webb, Portrait of David Hockney (New York: E.P. Dutton, 1988), 20. 
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The answer may be found in the final Plate, or Plate 8A (figure 80), called 

Bedlam.  The print’s title is delineated by large bold orange text with a profusion of 

scribbled orange lines behind it.  The bodies and clothing of the five male figures that 

have transistor radios are absolutely the same. Their positioning also links them with the 

prisoner, who has numbers scrawled across his chest, whereas these have a t-shirt slogan 

in the same space.  It should also be noted here that these figures may also be read as 

references to Holocaust camps.  It is as though all have been programmed to function in a 

similar manner, a critique of social restraint and conformity.  Each figure has a slogan on 

a t-shirt: “I swing with WABC”.  Positioned like a row of robotic soldiers, they are 

virtually indistinguishable.  Only one, the second from left, has a miniscule arrow atop 

his skull, identifying him as the rake.  

 

In previous scenes in the series, emphatic marks indicate actions or intense 

emotions.  In this case, the singular arrow is used to identify the rake within the row of 

figures.  For much of the print series, Hockney’s rake is never truly part of these scenes 

until, perhaps, this final plate, in which he joins a group of similar “types.”  For Hockney, 

perhaps, whose individuality has been carefully cultivated from his early years as a 

student, the anonymity represented by Bedlam is his own personal version of hell.  

Hockney’s sense of himself as an historically-significant artist is boldly on display in his 

self-representation in A Rake’s Progress and in the aforementioned works entitled Myself 

and My Heroes and Homage to Picasso.     
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In Bedlam, just below the title at top and plate number is scrawled “MALDEB,” 

or bedlam in reverse, as if looked at in a mirror, executed in the uneven, hastily-drawn 

spontaneity of graffiti.  Hockney has reversed the term to underscore the topsy-turvy 

chaos of bedlam.114  This last scene in the series might be viewed in two ways: as a mere 

prison scene or as a progressive image of the rake, having solidified his association with a 

larger body of gay men.  The final image may be read as a celebratory scene, marked by a 

climactic sense of self-awareness and belonging for the rake.  If so, it is very much in 

contrast with Hogarth’s Bedlam, which implies a form of death in its association of the 

rake with a conventional pieta scene, i. e., the deceased adult Christ in the arms of Mary.      

 

Returning to Hockney’s use of the German panzer cap, it is significant that 

Hockney assembled an army of chess-pieces in the very last scene in A Rake’s Progress.  

The figures may be interpreted in two ways, with either their backs turned to us, or facing 

us.115  The obvious association with soldiers is not a spurious one.  Hockney has provided 

each individual with what may be interpreted as either baseball caps or German panzer 

tank caps, along with matching transistor radios with headphones.   German panzer tank 

commanders often wore headphones during their campaigns (figure 81), and these images 

closely resemble Hockney’s representation of soldier-like figures.  Hockney pointedly 

                                                 
114 Alternatively, “Maldeb” may represent Hockney’s initial inscription of “Bedlam” before remembering 
that the etching would print the term backwards. 
  
115 I am still more inclined to believe that the figures are not facing us, despite James Heffernan’s  
discussion of Andrew Edmunds’ proposal that the figures in Plate 8A are facing us for the following 
reasons:  the visors that face us, “the delineation of their ears, and the rounded little triangles at the bottom 
of each figure, which probably represents the fronts rather than the heels of their shoes.”  See James 
Heffernan, “Hockney Remakes Hogarth: A Gay Rake Progresses to America,” in James Heffernan, 
Cultivating Picturacy: Visual Art and Verbal Intervention (Waco, TX: Baylor University Press, 2006), 362, 
n. 28.  
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aligned the idea of Nazism, or conformity, with those who forgo their personal freedoms 

and “join the crowd.”  The figures lined up here lack individuality and any sense of 

personal identity.  For Hockney, whose entire life and career had been an attempt to 

cultivate his own distinctive sense of self, this state of anonymity was truly a version of 

hell.  Hockney’s “Bedlam” represents a sanitorium of faceless drones, marching lock-step 

in mindless conformity.    

 

Conclusion 

 

It is no surprise that Hockney was drawn to Hogarth and the dramatic tenor of his 

works.  Hockney remarked of Hogarth’s work during the early part of his career, “To any 

English art student, William Hogarth is a great artist.  It always seemed to me that he had 

a very human eye.  He understood mankind’s follies and had a soft spot for them, but his 

work also shows a certain delight in condemning low life.”116   In examining Hockney’s 

engagements with Hogarth, it becomes clear that Hockney was drawn to Hogarth’s focus 

on biting and humorous narratives as a subversive tactic, but he himself subverts 

Hogarth’s conformist condemnation of “low life.”   

 

This chapter represents an attempt to answer the following question: Why does 

Hockney insert his own body into this work?  In A Rake’s Progress, as in much of his 

early work, Hockney is constructing a world, inventing himself, often idealizing or 

embellishing his experiences and surroundings.  As a college student, Hockney was 

                                                 
116 Martin Friedman and David Hockney, “Designing the Rake’s Progress” in Hockney Paints the Stage 
(Minneapolis: Walker Art Center, 1983), 100. 
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preoccupied with constructing a highly individualistic image of himself, using subtle 

markers and codes of physical and gestural difference that combined to reveal a unique, 

somewhat affected artist-intellectual persona. In addition to Hogarth, two non-

conforming influences must be noted: his vegetarian mother and politically-conscious 

father.  Hockney recalled that his father taught him “not to care what the neighbours 

think.”117 During his years at the RCA, the artist Derek Boshier remembered that 

Hockney “had a dry sense of humour and appeared very eccentric and rather shy, 

preferring not to look people in the face...His strange appearance and strong northern 

accent made him seem like a foreigner, and he played on this during his first term.  His 

friends all had fashionable Italian style haircuts from the local barber…but David insisted 

on his hair being cut to one eighth of an inch all over his head.”118  Such gestures, along 

with a lengthy history of creating works that boldly examined sexuality, reflected 

Hockney’s own natural penchant for rebelliousness. These personal qualities certainly 

fueled his decision to draw from the satirical yet highly serious subversive elements 

already present in Hogarth’s eighteenth-century modern moral subjects.   

 

A Rake’s Progress must be considered a form of narrative self-portraiture that 

documents the early construction of his national, sexual and artistic identity.  David 

Bindman suggests that unlike Hogarth’s series, Hockney’s rake depicts “the artist as 

outsider, not as social-climbing reprobate.  Hockney uses the idea of the rake to show his 

own progress in the urban world of NY in the 1960s, as a kind of innocent (who was) 

                                                 
117 Ibid., 3. 
 
118 Peter Webb, Portrait of David Hockney (New York: E.P. Dutton, 1988), 20. 
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fascinated, threatened and alienated by it.”119  This notion of Hockney’s rake as 

vulnerable becomes even more likely when considering he is often represented, within 

the series, as a mere bust.  His reduced height gives the appearance of a young boy who is 

encountering an unfamiliar, overwhelming urban environment.   

 

Hockney’s A Rake’s Progress is, largely, a charting of one individual’s early 

efforts to fashion an identity for himself, both as an artist and as a gay man.  Hogarth’s 

earlier series involved themes of “industry and idleness” and playful yet xenophobic 

sentiments that critiqued the social and cultural impact of “foreign” (read as feminized) 

behavior.120  Hockney’s series engaged with similar themes, and they have much to do 

with postmodernist themes that may be considered subversive in early 1960s London: the 

right to openly identify as gay and the ease of modifying one’s public appearance (with 

appropriate funds), and Hockney’s A Rake’s Progress also deals with themes of 

industriousness, creative curiosity and agency as it explored the shaping of masculine 

identity through assessments of work ethic. But unlike Hogarth’s rake, Hockney’s figure 

appears to be much more active in his efforts, capitalizing on his talents, taking the 

initiative to meet with the MOMA curator, visiting Harlem and touring the Washington 

(foreign) monuments to gain creative and spiritual sustenance, and proactively visiting 

gay bars to find companionship and kinship.  While the narratives are not exactly the 

same, both series share similar, overarching concerns with the consequences of immoral 

behavior and the attempts of a male figure who is attempting to find himself.   

                                                 
119 David Bindman, Hogarth and His Times: Serious Comedy (London: British Museum, 1997), 64. 
 
120 As discussed in Chapter One, Hogarth’s Industry and Idleness print series of 1747 is a comparison of 
two apprentices, one with a healthy work ethic who is rewarded in the end, and another who is lazy, 
concerned solely with the seeking of pleasure, and comes to a bad end.   
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Hogarth’s rake narrative ends on a tragic note, while Hockney’s appears to be a 

celebratory, diary-like glimpse of his American “Grand Tour.” Hockney’s A Rake’s 

Progress ends ambiguously, with a final scene that may be viewed in a number of ways.  

On one hand, the scene may be read as the rake’s failure if it is viewed as a prison scene.  

Yet, in a more compelling way, it must also be considered a rite of passage, the 

successful culmination of the rake (and the youthful Hockney’s) ultimate goal: to gain a 

critical sense of belonging, empowerment and personal achievement on the road to a 

stable, more focused sexual and artistic identity.121  

 
 
Postscript 
 
 

Hockney’s A Rake’s Progress print series was merely the beginning of his 

extended relationship with Hogarth.  In 1975, he completed a painting entitled Kerby 

(After Hogarth) Useful Knowledge (figure 82), a re-working of Hogarth’s study on false 

perspective (figure 83), published by Joshua Kirby in 1754.   Hockney produced this 

work as a design study, a precursor to his development of the Rake’s Progress set designs 

in 1975 that incorporated extensive cross-hatching and eighteenth-century inks (figure 

84) to evoke Hogarth’s multi-layered graphic style.122  Like Hogarth, whose work 

                                                 
121 I am in agreement with Jonathan Weinberg’s observation that “The moral grounding of Hockney’s 
retelling of the story is considerably less certain.  Where Hogarth would have us avoid the rake’s progress, 
Hockney sees it as a necessary adventure, the artist’s rite of passage.”  See Jonathan Weinberg, Ambition 
and Love in American Art (New Haven: Yale University Press, 2001), 161.   
 
122 In August of 2010, the seventh revival of Hockney’s production of The Rake’s Progress, directed by 
John Cox, was performed at Glyndebourne, 35 years after its initial performance.  See Nicholas Wroe, 
“The Rake’s Progress: When Hockney Met Hogarth,” The Guardian, August 2, 2010 for discussion of 
what is called one of the Glyndebourne festival’s “most durable successes.”  
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evinced the evolving urban spectacle of London in the eighteenth century, Hockney also 

populated his scenes with a procession of figures, both animated and immobile, a space 

that is densely populated with actors and painted 3-D set components, all inspired by 

Hogarth’s work.   Hockney also incorporated a great deal of numbers in his designs. 

Drawing inspiration from Hogarth’s Analysis of Beauty (figure 85) that was marked by 

Enlightenment-informed systems of classification, Hockney continued his earlier use of 

numbers to signify the fixing or setting of identities.   

 

The narrative of The Rake’s Progress production involved Tom Rakewell, who 

leaves his beloved, Anne Trulove, to seek pleasure in London.  Accompanied by a 

character called Nick Shadow, a representation of the devil, Rakewell’s “progress” takes 

him through a brothel, marriage to a bearded woman called Baba the Turk and the 

auction of his belongings on the way to Bedlam.123  Hockney’s designs for the theatrical 

production, set in the eighteenth-century, did not involve a literal insertion of the artist’s 

body into the Rake narrative for the set designs.124  Yet, they may still be considered an 

example of the artist’s explorations of his own identity.  Hockney’s work on the 

production actually evolved from the success of his print series and both works speak to 

Hockney’s personal fascination with Hogarth.  For the set designs, Hockney studied the 
                                                                                                                                                 
  
123 The libretto was written by W.H. Auden and Chester Kallman.  See Chandler Carter, “The Rake’s 
Progress and Stravinsky’s Return: The Composer’s Evolving Approach to Setting Text,” Journal of the 
American Musicological Society 63, no. 3 (Fall 2010): 553-640.  
 
124 When Hockney was approached by producer John Cox in the summer of 1974 to design the Rake, the 
artist nearly refused.  He had worked on only one theatrical production before, Ubu Roi of 1966.   Yet a 
number of factors changed Hockney’s mind: he had been an opera lover since the age of 12, and he had 
already begun a relationship with Hogarth’s work with his highly personal series of etchings.  Yet, as 
pointed out by Marco Livingstone, Hockney “immediately made it clear that he wished to keep the action 
in the eighteenth-century rather that updating it as he had in his set of prints…” See Marco Livingstone, 
David Hockney, (London: Thames & Hudson), 172. 
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eighteenth century artist’s work quite extensively.  He based his sets on designs from 

Hogarth’s entire oeuvre, employing a cross-hatching technique directly taken from 

Hogarth as a unifying element.  Hockney’s interest in the work of canonical artists like 

Picasso and Hogarth, in addition, serve another function besides artistic sustenance: his 

quotations of them reflect his serious, concerted efforts as a lifelong student of art 

historical precedent.  The Rake’s Progress set designs were yet another example of how 

Hockney’s confidence in his own place in art history led him to employ appropriation (or 

both emulation and contrast), forming relationships with key art historical figures as part 

of the process of developing his own artistic identity.   

 

Hockney’s set designs also reflect a strong, theater-based link between Hogarth 

and Hockney. As discussed in Chapter One, Hogarth was a friend of the renowned 

English actor David Garrick and the playwright Henry Fielding, and maintained a 

lifelong interest in theatrical productions.  Numerous prints and paintings, such as 

Masquerades and Operas (1723-4), Strolling Actresses Dressing in a Barn (1738) and 

The Beggar’s Opera (1790) both referenced, critiqued and celebrated these 

entertainments.125  For Hockney, his own enduring affinity for dramatic narrative and 

performance is clear in the incorporation of curtains in his work, his numerous projects as 

set designer, and his ongoing experimentation with illusion, perspective and spatial 

representation in paintings like Play Within a Play.   

 

                                                 
125 See Andrew Stevens, Hogarth and the Shows of London (Madison: Elvehjem Museum of Art, 1996) for 
details on images referencing theatrical entertainment. 
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In developing the Rake’s Progress, Cox and the other organizers of the show 

quite deliberately chose an artist to design the set.  In that gesture, they both solidified 

and expanded upon the connection between art and theatre.  Initially, the opera’s 

producers had discussed inviting a political cartoonist to design the set, but Cox was 

adamant that Hockney should be involved with the project.  As noted by Cox and Martin 

Friedman, Cox was “looking for an unconventional approach that would allude to the 18th 

century Hogarthian origins of the Rake theme, yet emphatically modern in the spirit of its 

composer, Igor Stravinsky.”126  In addition, the producers clearly sought the heightened 

status that a fine artist (as opposed to a political cartoonist) would bring to the project, 

particularly a well-known artist such as Hockney, who had, by the mid-1970s, garnered 

immense critical success.   

 

Hockney’s influence on the entire production would soon be felt.  As John Cox 

has recalled, “The working arrangement between David Hockney and me was different 

from that normally operating between director and designer.  A stage designer...is mere 

interpreter.  With David, it was a case of inviting an artist established in his own right to 

come in and use the operas as inspiration...Normally the director is supreme arbiter of all 

questions about what is seen and done, but when you invite someone like David Hockney 

to team up with you, you know you will surrender much of your autonomy.”127  Indeed, 

Hockney took an active, meticulous approach to his development of the set designs.  

Hockney utilized the same working processes that he had used in his paintings, 

                                                 
126 John Cox and Martin Friedman, “Hockney at Glyndebourne, “ in Hockney Paints the Stage, ed. Martin 
Friedman (Minneapolis: Walker Art Center, 1983), 77. 
 
127Ibid., 78. 
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photography and works on paper: extensive research on his subjects, and the completion 

of innumerable preparatory studies.  The ink on paper sketches such as Study for Bedlam 

(figure 86) actively explored the intricacies of three-dimensionality in space.  Study for 

Bedlam, with its scribbly, linear figures floating in space, shares a similar spatial 

configuration with Hockney’s earlier print series, A Rake’s Progress.  Moving on from 

the sketches, Hockney then experimented further, building small-scale 3-D models 

comprised of ink on cardboard such as Tom’s Room (figure 87).  These models 

dramatically underscored the relationship between sculpture and installation, and 

provided Hockney with a direct path to the culminating components of his design, the 

large-scale 3-D painted environment set pieces (figure 88) that would inhabit the stage 

alongside the production’s actors.  Intricate, complex, and executed entirely in the spirit 

of Hogarth’s work, these sculptural components stand on their own as works of art. 

 

In the show’s final scene at Bedlam insane asylum, a massive, crate-like structure 

dominates the entire stage (figure 89).  A masked chorus of asylum residents 

intermittently rises and sings from the crate, which has been divided into rectangular 

compartments. John Cox and Martin Friedman have written of their decision to use the 

box-like forms.  “As an early idea for this scene, David showed me three or four 

characters in boxes.  I suggested we should put the entire chorus in boxes.  This was the 

happiest collaborative coup of all, for I hated the prospect of the singers doing their own 

thing in that awful Actors Studio way of representing madness of all kinds…This way, 

we could use the chorus as figments of Tom’s diseased imagination.  Again, it was a 

question of controlling the focus, and it always had to be on Tom.  We had already 
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included his bed as a direct reminder of the Brothel…The “boxed” chorus completed this 

reference to that scene and was, incidentally, the only other scene that got off floor 

level.”128  Hockney’s incorporation of the chorus in fixed boxes resonates with his print 

of Bedlam, in which the uniform figures with WABC t-shirts and headphones presents a 

similar image of anonymity.  

 

The presence of the masked chorus within these compartments is merely one 

example that highlighted the heightened interactive quality characterizing Hockney’s 

entire design.  In this section, he has demarcated a particular “social space” for the 

residents of the insane asylum.  As theorized by Henri LeFebvre, “social space 

`incorporates’ social actions, the actions of subjects both individual and collective who 

are born and who die, who suffer and who act.  From the point of view of these subjects, 

the behavior of their space is at once vital and mortal: within it they develop, give 

expression to themselves, and encounter prohibitions; then they perish, and that same 

space contains their graves.”129  Through Hockney’s actual placement of the figures in 

boxes, he has conveyed their sense of enclosure and separation from the space inhabited 

by those outside of the asylum. 

  

If A Rake’s Progress print series is a board game, then the set designs, executed 

nearly 15 years later, represent a museum to Hogarth.  But there is also another way that 

Hockney maintains control over a setting, an environment, a world, as both projects 

                                                 
128 John Cox and Martin Friedman, “Hockney at Glyndebourne,”  in Hockney Paints the Stage, ed. Martin 
Friedman (Minneapolis: Walker Art center, 1983), 84. 
 
129 Henri LeFebvre, The Production of Space (Oxford, UK and Cambridge, MA: Blackwell Publishers,), 
33-34. 
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signify Hockney’s need for artistic control.  In the print series, Hockney plays the rake as 

well as the God-figure who creates and/or controls all.  Perhaps, in the Cast Away scene, 

it is Hockney’s massive hand that tosses the rake into the mouth of the serpent.  In the set 

design, Hockney functions as the creator who constructs an entire physical space for his 

cast to inhabit, controlling the number of Hogarth-inspired elements and their 

configuration in each scene.   

 

In many ways, Hockney’s Rake design functions as a museum installation, i.e., it 

may be seen as a meditation on the defining concepts of the “museum” itself.  How might 

the museum be described today?  Curator Bart De Baere describes the contemporary 

museum in this way: “It is an arsenal of possibilities that stores major material produced 

by major artists, it has lots of space for public events that deal with this material, it is a 

production center with its own technicians, it is a research center that employs specialized 

researchers, it is an information center with an extensive library, with video, 

photographic print and slide collections, and often with an excellent documentation 

system.”130   Hockney’s “museum” catalogues elements from a broad selection of 

Hogarth’s works.  For example, the auction scene includes curios from Marriage-a-la 

Mode such as the stuffed alligator, the wide-eyed trade model from Plate 3 of Marriage, 

also called the Inspection scene, in which Lord Squanderfield visits a quack doctor with 

his mistress to complain of the ineffectiveness of the doctor’s pills to cure venereal 

disease.  Hockney’s `Bedlam’ scene for Rake, the last scene of the opera, includes an 

infinite number of references to Hogarth’s paintings and engravings.  Culled from 

                                                 
130 Bart De Baere, “The Integrated Museum,” in Stopping the Process: Contemporary Views on Art and 
Exhibitions, (Helsinki, Finland: The Nordic Institute for Contemporary Art, 1998), 109.  
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Hogarth’s Analysis of Beauty, Enthusiasm Delineated, and other works, Hockney’s 

design might best be described as a tribute to Hogarth’s entire working oeuvre while 

nonetheless subverting Hogarth’s message.       

 

Hockney also evoked Hogarth in his use of crosshatching, the favored engraving 

technique of the eighteenth-century artist.  Hockney’s use of the technique in every scene 

further unites the works in their distinct evocation of Hogarth’s style.  Hockney described 

how he “chose what would have been standard printing colors in the 18th century.  I 

bought good German inks; red, blue, green and black.  There are no other colors in the 

design.  I used colors in The Rake mainly as decorative elements.  They are essentially 

tints.”131   The finalized set, with Hockney’s extensive attention to the detail, seen in 

conjunction with the preparatory sketches and the small-scale 3-D model components, 

may be viewed as a gesture of homage to Hogarth.  

 

In addition, the auction scene, with its rows of curios, engages with the lengthy, 

complex and problematic history of museums.  Hockney’s auction scene, seen alongside 

its inspiration, Hogarth’s Marriage-a-la-Mode scene in the quack doctor’s office, 

illustrates the complex, Enlightenment-based roots of the museological profession.132  

                                                 
131 Martin Friedman and David Hockney, “Designing the Rake’s Progress” in Hockney Paints the Stage, ed. 
Martin Friedman (Minneapolis: Walker Art Center, 1983), 104. 
 
132 To be more specific, the auction scene encapsulates a number of tenets of Enlightenment thought, which 
had engendered a broad interest in exploration and classification in the eighteenth and nineteenth centuries.  
This exploratory sentiment (fueled by nationalism, colonialism, imperialism, economics and other factors) 
and colonial theft in particular, culminated in the proliferation of private collections which would later form 
the cornerstones of major museum collections such as The British Museum.  J. Mordaunt Crook, in his 
architectural study of The British Museum, stated that “The modern museum is a product of Renaissance 
humanism, eighteenth-century Enlightenment and nineteenth-century democracy.  See J. Mordaunt Crook, 
The British Museum: A Case Study in Architectural Politics, (London: Allen Lane, 1972). 
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The complex history marking the foundation of museums in Western Europe is clearly 

linked to Hogarth’s numerous scenes of amassed curios, of which the Marriage scene is 

merely one example.  Hockney has performed a similar gesture in his cataloguing of 

Hogarthian elements.  Indeed, one of the most significant components of Hockney’s set 

design is revealed in the scene at the beginning of Act II.  The scene (figure 90) is set at 

the home of Tom Rakewell, where Baba the Turk’s collection is being auctioned off.  

Clearly based on early museological precedents, the room is filled with a motley 

assortment of `curiosities’: bones, a miniature Egyptian sphinx, mummies, human skulls, 

Classical statuary, shells, bones, winged animals of indeterminate species, and, 

suspended from the ceiling, a chandelier, a stuffed crocodile and other assorted figures.  

The set, largely based on Plate 3 of Hogarth’s Marriage-a-la-Mode, incorporates 

elements from several “modern moral subject” series.  In melding all of these elements 

together, Hockney has, in effect, catalogued Hogarth’s work.  If A Rake’s Progress, the 

set design, may be viewed as a museum of sorts, then Hockney’s role has also been 

transformed, and he thus performs as artist, set designer and curator at once and the same 

time. 

 

It might be helpful here to situate Hockney’s explorations of space in the context 

of other artworks produced in England and the U.S. during the same period.  In the early 

to mid-1970s, through post-minimalism in the U.S. and performance art in Britain, artists 

were prodding at traditional boundaries involving artwork and space. Richard Long and 

Hamish Fulton’s traversals (and trackings) of time and space through the English 

landscape was drawn from the English landscape painting of J.M.W. Turner and others.  
                                                                                                                                                 
 



167 
 

In the United States, earthworks by Walter de Maria, Robert Smithson, and others 

challenged notions of traditional materials for art production as well as the location of 

exhibition sites. 

 

With Rake’s Progress, like Smithson and others, Hockney also challenged the 

location of true exhibition space, adding the theater as museum to the ever-expanding list 

of potential art-sites.  It should also be mentioned here that performance art (in addition 

to theater) have played critical roles in broadening concepts surrounding art, accessibility, 

site, the museum, artist’ working processes, and the art experience.  A 1980 conversation 

between performance artists Vito Acconci and Scott Burton encapsulates many of these 

ideas.  Acconci noted that, “[By choosing to] use the space where art actually 

occurred…I was shifting my concentration from `art-doing’ to `art-experiencing’: an 

artwork would be made for a gallery—in other words, for a peopled space, for a place in 

which there were gallery goers.  The gallery, then, could be thought of as a community 

meeting-place, a place where a community could be called to order, called to a particular 

purpose.”133   In addition to its implications for a more public art, Acconci’s remarks hint 

at a moral response for audiences in an exhibition space, where a “calling”(spirituality) to 

“order” (judiciary or governmental system—as in the phrase “law and order”) is a critical 

element of the experience of art.  In addition, the notion of “experience” is also 

important, a concept which is clearly at play in Hockney’s set designs.  Hockney’s piece 

represents an integration of relationships shaped by an environment manipulated and 

constructed by the set designer, director, actors and others, all of whose participation is 

                                                 
133 Scott Burton and Vito Acconci, Artforum (1980). 
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required to make it complete.  The spectator then completes the relationship and later, the 

documented work, via photograph or video, engages with an ever-expanding audience.  

At this point, the `museum’ has again been transported to another space outside the walls 

of a museum per se.  Thus, The Rake’s Progress, as museum experience, may be had 

wherever the viewer encounters the work (or its representation).  

 

Hockney’s The Rake’s Progress set designs may not be divorced from his print 

series as a form of board game.  The print series format, a narrative that functioned like 

the progress of a board game in play, allowed Hockney to continue his explorations of 

space and to manipulate human and other “characters” within a 16-part sequence.  In a 

similar fashion, the later set designs provided Hockney with even greater artistic control.  

Hockney was empowered to shape an entire theatrical production, this time with life-size, 

moveable, human and other chess-pieces. For Hockney, these elements represented an 

ideal environment, yet another world of his own making.    
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CHAPTER 3 

 
Staging the “Black British” Presence: Lubaina Himid’s Fashionable Marriage 

 
 

Lubaina Himid’s 1986 work entitled A Fashionable Marriage (figure 91), one of 

her most complex and conceptually-resonant installations, dramatically recasts Scene 

Four from Hogarth’s Marriage-a-la-Mode.  At the same time, it examined Himid’s 

recurrent themes of African diasporal movement and the moral questions raised by the 

lingering effects of colonialism and imperialism. As discussed in Chapter One, Hogarth’s 

series chronicled the calculated and subsequently doomed union of an Earl’s son and the 

daughter of a wealthy merchant.  The series represented a satirical commentary on the 

complex nuances of class, moral responsibility and courtship in early eighteenth-century 

London.1  Using Hogarth’s work as conceptual framework, Himid’s version documented 

and satirically critiqued conservative politics in both Britain and the United States, and 

also critiques the exclusionary practices of the 1980s arts scene in London.  Himid 

replaced every figure in Hogarth’s Scene Four with those of contemporary topical 

interest, incorporating the figures of Margaret Thatcher and Ronald Reagan. In particular, 

Himid’s series evoked the challenges that artists of color faced, evidenced by the 

miniscule scale and availability of Black arts funding.  Himid’s invocation of this issue 

was part of a larger critique of the governmental separation of funding into a mainstream 

pool of funding with a much smaller allocation of available “ethnic arts funding.”2  

 

                                                 
1 See Chapter One of this volume for a summary of each scene in Hogarth’s Marriage-a-la-Mode. 
  
2 See Naseem Khan, The Art Britain Ignores (London: Arts Council of England, 1976) for an early 
discussion of the works that became known, in 1980s Britain, as “ethnic arts.” 
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Significantly, Himid transformed two Black male servants from Hogarth’s work 

into two female figures, endowing both with critical roles within the narrative. I will ask: 

How does Himid use these two stand-ins, and how do they work to counter and/or 

promulgate certain historical narratives regarding Black British populations?  Why did 

Himid choose, of all Hogarth’s work, to produce a major installation based on Scene Four 

of Hogarth’s Marriage-a-la-Mode?  This chapter examines these and other issues, 

including how Hogarth’s themes and subversive humor are present in A Fashionable 

Marriage and  Hockney’s influence on Himid’s painterly works with their broad, 

expressive strokes of color.3   

 

Himid’s A Fashionable Marriage illuminated and expanded upon the larger 

notion of British national identity, particularly Black British identity, implicitly 

advancing the notion that British individuals of African, Asian and Caribbean descent 

have long earned a rightful place in Britain.4 The installation merged several critical 

periods in British social and cultural history—the burgeoning urban spectacle of 

eighteenth-century London and the enormous social transformations of post-World War 

II England.  Both periods saw large-scale population shifts that forever changed the tenor 

of British culture.  Most significantly, I argue that Himid pointedly employed the two 

Black figures as a form of moral critique, interrogating Britain’s past colonial projects 

and the institution of slavery.  In addition, they documented contemporary race and 

gender-driven relationships between Black British populations and the larger national 

                                                 
3 As will be shown, they form stylistic and thematic linkages with Hockney’s portraits, swimming pools 
and shower scenes. 
 
4 Historically, the term “Black” has been used in Britain to denote non-Caucasians, including Asians, Afro-
Caribbeans, and all those that would be called “people of color” in the United States, for example. 
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population. Himid centered the installation on the distinctive plight of artists of color, 

particularly women, in 1980s London.  Above all, A Fashionable Marriage underscored 

the continuing idea of Hogarth as a kind of champion of others; a subversive creative 

force whose work reflected the moral ambiguities found in every class and social strata in 

Britain.   

 

Himid’s Progress: Artistic Development 

 

Himid was born on July 25, 1954 in Zanzibar, now part of the United Republic of 

Tanzania, the ancestral home of her father.  She moved to Blackpool, England, the home 

of her mother’s family, soon after her birth and her father’s death.5  Her English mother, 

Laura Longworth, was a textile designer and her father, Ramadhan Himid, was a teacher 

at a teacher’s training college in Zanzibar, after earning a degree in English from the 

University of London.6  She received a B.A. in Theatre Design from Wimbledon School 

of Art in London in 1976, where she designed productions such as Fishing (written by 

Paulette Randall), Sophocles’ Antigone, and Pantomime, by the Caribbean poet and 

                                                 
5 Himid’s paternal grandmother was born in the Comoran islands, south of Zanzibar and North of 
Madagascar, and arrived in Zanzibar at the age of eight. 
 
6 Lubaina Himid, email message to author, March 1, 2010.  In addition, during a March 9, 2006 interview 
with the author, Himid wrote that “My father is from Comoros, and my grandmother had my father, who 
was born in Zanzibar.  Mother was textile designer, English, and she was at art school in London.  My 
father came from Zanzibar and they met.  He went back to Zanzibar and he sent for her.  It took her six 
weeks by boat.  She married him there.  Two years later, I was four months old, he had a bout of malaria 
that was worse than ever and within the week he died.  That was November 1954.  By Christmas 1954, I 
had come back to her mother’s home.  Blackpool for six months, then down to London.  My mother and 
her sister lived together with me until I was 6 or 7, then she married someone.  I lived in London until I was 
32 or 33.” 
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playwright Derek Walcott.7  In 1984, Himid earned the M.A. degree in Cultural History 

from the Royal College of Art, completing a thesis that examined emerging Black artists 

in Great Britain.  She has also conducted Doctoral Research in Art History at the 

University of East Anglia on the American artist Betye Saar, best known for feminist 

works that mined the history of race-based stereotypes in popular culture, particularly in 

relation to the representation of African American women.8 

 

 During the 1980s, Himid initiated what has been called a “Black women artist’s 

movement” in London.9   Between 1986 and 1990 she was the founding Director of the 

Elbow Room, an alternative art space in London.10  In 1986, she began working with the 

Scotland-born artist Maud Sulter (1960-2008), who became her partner.11  They would 

                                                 
7 A biographical text on Himid by an unnamed author in Nicholas Serota and Gavin Jantjes, eds., From 
Two Worlds: Sixteen Artists of Non-European Background (London: Whitechapel Art Gallery, 1986) states 
that “In 1977, after producing original designs for Tuttons in Convent Garden, she started her first gallery 
showing work by young artists in the restaurant's basement.  Some years later a chance remark by a 
colleague about the seeming absence of black artists led her to the Royal College of Art in 1982 to research 
paid off, and soon she began to work on a series of influential exhibitions of work by black women artists, 
believing that for all black artists living in a white society 'a solid foundation is a fundamental necessity.”  
 
8 In the 1994 proposal for the work entitled Vernet’s Studio, Himid wrote that she was “completing her 
doctoral thesis on the African-American artist Betye Saar at the University of East Anglia (UEA).  In a 
March 1, 2010 email, Himid noted that “At UEA I was studying for an PhD on the work of Betye Saar.  I 
wrote a lot and went to visit her and many of her shows, brought her over here even but never got to finish 
the work. Just ran out of time, energy and funds…It was around the early 90's…” 
 
9 See the following texts for discussion of the various 1980s Black Arts movements in Britain: Mora 
Beauchamp-Byrd and Franklin Sirmans, eds., Transforming the Crown: African, Asian and Caribbean 
Artists in Britain, 1966-1996 ( New York: Caribbean Cultural Center, 1997) and David A. Bailey, Ian 
Baucom & Sonia Boyce, eds.,  Shades of Black: Assembling Black Arts in 1980s Britain (Durham, NC: 
Duke University Press, 2005).  
  
10 The Elbow Room’s first exhibition was called “Unrecorded Truths” and included the work of Brenda 
Agard, Simone Alexander, David Bailey, Sutapa Biswas, Sonia Boyce, Allan de Souza, Keith Piper, 
Donald Rodney and Marlene Smith. 
 
11 Sulter wrote that “Our work process consists of parallel lines converging.  Ideas develop independently, 
though often from a comment or gesture of the other.  Although we were present at various events such as 
Black Women Time Now (1984) and in the same shows such as The Thin Black Line (1985) it wasn’t until 
Testimony (1986) that we established a serious engagement in debate and discussion about our individual 



173 
 

eventually work closely together at the Elbow Room, co-direct the feminist Urban Fox 

Press, and organize numerous black women artist-based initiatives in 1980s London.12  

Through her curatorial efforts, Himid brought attention to emerging and now mid-career 

artists such as Sutapa Biswas, Sonia Boyce, Ingrid Pollard and Veronica Ryan.  Himid’s 

interventions provided a much-needed outlet for the public presentation of their work.  

During this period, Himid organized a number of significant exhibitions, including Five 

Black Women at The Africa Centre and Black Woman Time Now, an arts festival held at 

the Battersea Arts Centre.13  She also organized the groundbreaking exhibition The Thin 

Black Line at The Institute of Contemporary Art in London (ICA), the first mainstream 

presentation of the work of women artists of color in England.14    

 

Himid came to national attention during the mid to late 1980s, during a period 

marked by the presentation of a series of exhibitions that were organized by mainstream 

                                                                                                                                                 
creativity.”  See Sutapa Biswas, Sara Edge and Claire Slattery, Along the Lines of Resistance, An 
Exhibition of Contemporary Feminist Art (Barnsley, England: Cooper Gallery, 1988), 24. 
   
12 Himid also organized Into the Open with Pogus Caesar and Sheffield City Council’s Art Department at 
the Mappin Art Gallery in Sheffield (1984), Unrecorded Truths, the inaugural exhibition at The Elbow 
Room (1986), and Critical, featuring the work of Donald Rodney at the Rochdale Art Gallery (1989).  In 
1990, for the same venue, Himid organized a solo exhibition of Claudette Johnson’s lyrical figurative 
studies of women’s bodies. 
 
13 Five Black Women included the work of Houria Niati, Veronica Ryan, Sonia Boyce, Claudette Johnson 
and Himid.   Black Woman Time Now included the work of fifteen artists, including Brenda Agard, Sonia 
Boyce, Chila Burman, Jean Campbell, Margaret Cooper, Elizabeth Eugene, Himid, Claudette Johnson, 
Mumtaz Karimjee, Cherry Lawrence, Houria Niati, Ingrid Pollard, Veronica Ryan, Andrea Telman, and 
Leslee Wills.  
  
14 The Thin Black Line included the work of the following eleven artists: Veronica Ryan, Chila Burman, 
Ingrid Pollard, Marlene Smith, Brenda Agard, Claudette Johnson, Himid, Sutapa Biswas, Sonia Boyce, 
Jennifer Comrie and Maud Sulter.  For discussion of these Himid-initiated exhibitions, see Griselda Pollock 
and Rozsika Parker wrote in Framing Feminism: Art and The Women’s Movement, 1970-1985 (London 
and New York: Pandora Press, 1987).  It is not clear whether Himid’s use of the title “the thin blue line” is 
a pun on  the “thin blue line” of police forces or the “thin red line,” a reference to Highlands forces’ action 
against Russian attack  in the 1854 Crimean War.   
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institutions.15  These projects were an attempt to address the lack of representation of 

artists of color in the larger London art world.  Many of these efforts were undertaken 

with the support of the Greater London Council (GLC), a local governmental 

administrative body for Greater London from 1965 through 1986.16  As Geoff Cox has 

written in a review of Richard Hylton’s 2007 study of diversity-driven cultural initiatives, 

“Although Black artists gradually gained greater visibility either through the gallery 

circuit or through self-organisation, survey shows (such as Into the Open, 1984; From 

Two Worlds, 1986; and The Other Story, 1989, amongst others) were often the only way 

to achieve exposure despite the acknowledged pitfalls of such initiatives – as necessarily 

racialising artistic practice.”17     

 

Himid has had numerous solo exhibitions in Europe and has taken part in major 

group shows in the Caribbean, in Great Britain and in the United States,  including the 

5th Biennial of Havana, Cuba (1994), The Other Story: Afro-Asian Artists in Post-War 

Britain (1989), and Transforming the Crown: African, Asian and Caribbean Artists in 

                                                 
15 These exhibitions included the aforementioned From Two Worlds of 1986 and The Other Story: Afro-
Asian Artists in Post-War Britain, organized by Rasheed Araeen at the Hayward Gallery in 1989. See the 
following texts for discussion of these exhibitions: Rasheed Araeen, The Other Story: Afro-Asian Artists in 
Post-War Britain (London: Hayward Gallery, 1989); David A. Bailey, Ian Baucom & Sonia Boyce, eds.  
Shades of Black: Assembling Black Arts in 1980s Britain (Durham, NC: Duke University Press, 2005) and 
Mora Beauchamp-Byrd and Franklin Sirmans, eds., Transforming the Crown: African, Asian and 
Caribbean Artists in Britain, 1966-1996 ( New York: Caribbean Cultural Center, 1997). 
 
16 The GLC administered strategic services such as waste disposal, flood prevention, and emergency 
planning, and also worked with London boroughs to provide housing, roads, city planning and recreational 
activities. 
 
17 Geoff Cox, “The Circular Story of Black Arts Policy,” Mute Magazine, Tuesday, April 24, 2007. Richard 
Hylton, The Nature of the Beast: Cultural Diversity and the Visual Arts Sector: A Study of Policies, 
Initiatives and Attitudes, 1976-2006 (London: Institute of Contemporary Interdisciplinary Arts, 2007).  Cox 
discussed the institutional imperatives that fueled the development of the 1980s Black Art shows at 
mainstream institutions, noting that Hylton included a quote from Himid regarding the development of The 
Thin Black Line, “The GLC had threatened to withdraw its considerable contribution to the ICA if 
something black did not appear in that financial year.” 
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Britain, 1966-1996 (1997).18  Since 1990, she has taught at the University of Central 

Lancashire in Preston, where she is now Professor of Contemporary Art and the Head of 

Research in the School of Creative and Performing Arts.19  Her work is in the collections 

of The Arts Council of England, The Tate Gallery, the Victoria & Albert Museum, 

Birmingham City Museum, Harris Museum in Preston, the Bolton Art Gallery in 

Lancashire and New Hall, Cambridge.  Her publications include the groundbreaking 

compendium of art and literature by women based in the United Kingdom entitled 

Passion: Discourses on Blackwomen’s Creativity, a collaboration with Maud Sulter 

under their Urban Fox Press (1990).20   

 

Much of Himid’s work, particularly in the early stages of her career in the 1980s, 

was constructed of life-size, cut-outs comprised of painted wood and paper. They reflect 

a heightened theatricality shaped by the artist’s studies in Theatre Design during the 

1970s, an aspect of her work that represents an additional layer of synergy with Hogarth. 

As discussed in the introduction to this dissertation, it is well-known (and often quoted) 
                                                 
18 The Other Story: Afro-Asian Artists in Post-war Britain was a ground-breaking project that was the first 
major exhibition to examine the work of twentieth-century artists of African, Asian and Caribbean descent 
in England.  Initiated and organized by Rasheed Araeen, this important exhibition opened at the Hayward 
Gallery in London in 1989, then toured to venues in Wolverhampton and Manchester in England. 
Transforming the Crown: African, Asian and Caribbean Artists in Britain, 1966-1996 is an exhibition that 
was on view at The Bronx Museum of the Arts, The Caribbean Cultural Center and The Studio Museum in 
Harlem in 1997-1998.  Organized by Mora Beauchamp-Byrd, the project was the first major exhibition of 
"Black British art” that was shown in the United States.  The accompanying catalogue included essays by 
Beauchamp-Byrd, Eddie Chambers, Anne Walmsley, Kobena Mercer, Gilane Tawadros, Deborah Willis, 
Judith Wilson and Okwui Enwezor, with a chronology compiled by Krista A. Thompson. 
 
19 Himid continues to exhibit her work at major institutions including the ICA in London, The Tate Gallery, 
The Hayward Gallery and the Whitechapel Art Gallery. 
 
20 Himid contributed to R. Betterton, Looking On: Images of Femininity in the Visual Arts and Media 
(London: Pandora Press, 1987) and Griselda Pollock, Framing Feminism (London: Pandora Press, Griselda 
Pollock 1987).  Also, with Maud Sulter she edited and contributed to “Passion: Blackwomen’s Creativity 
of the African Diaspora,” Feminist Arts News 2, no. 8 (1988), and Himid was co-editor of “Women, 
Modernism, Modernity,” Feminist Arts News 3, no. 4 (1990). 
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that the eighteenth century artist wrote: “I have endeavored to treat my subjects as a 

dramatic writer; my picture is my stage, and men and women my players.”21  Himid has 

noted that her earlier cut-outs were meant to be viewed from the front, functioning much 

like theatrical placards.  She has described them as “history paintings, portraits, political 

treaties, stand ins, adverts and effigies. I know what they are not: sculpture. I’ve made 

more than 200 of them in the past 30 years, 100 in the past year alone and even though 

these are more free standing than they have been before, they are paintings.”22  Himid 

continues to insist that these works are paintings, not sculptures, perhaps an attempt to 

move beyond the structured formality of painting on canvas.23   

 

 Himid has also noted other referents for her cut-outs, including East African 

memorial effigies, Alex Katz’s late 1950s paintings, and eighteenth century life-size 

ladies' companions.24  Most pointedly, Himid has described these figures as 

                                                 
21 William Hogarth, The Analysis of Beauty, With the Rejected Passages from the Manuscript Drafts and 
Autobiographical Notes, ed. Joseph Burke, reprint (Oxford: The Clarendon Press, 1955), 209. 
 
22Lubaina Himid, “Written on a Train from London to Preston,” in Lucy Whetstone, Naming the Money: 
Lubaina Himid (Newcastle upon Tyne: Hatton Gallery, University of Newcastle upon Tyne, 2004), 9. 
 
23 Himid’s insistence on describing the cut-outs begs the following questions: Does painting represent a 
form of restraint to her, a formal limitation?  Is she critiquing painting while simultaneously drawing from 
its status within the history of modernist art? 
 
24 In 2004, Himid noted that the cut-outs were inspired by several sources, including life-size ladies’ 
companions  which were “a rather English form and the first date from around the early 17th century here.  
They were made for many reasons; as visual jokes, as covers for empty fireplaces in the summer and as 
companions.  They were often servants; gardeners, maids, cooks, footmen, sometimes soldiers, sometimes 
pedlars and even saints.  They advertised army recruiting offices, they used to guard doorways and as 
theatrical extras to advertise tobacco and snuff…they were made in East Africa as memorial effigies from 
wood and plaster, decorated with pigment and cloth to honour important dead elders who were members of 
a secret society, their names carved on the front.   Alex Katz started to make them in New York in 1959; he 
didn’t like the background in a painting so he cut out the central figure and mounted it on a plywood panel.  
They gradually evolved from wall based to free standing figures.  His fans think he invented the form.  
Mine are a mixture of all these influences even though I was only aware of the 17th century English ones 
until the mid 1980’s…” (Lubaina Himid, “Written on a Train from London to Preston,” in Lucy Whetstone, 
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“unjudgemental friends, sturdy companions, mirrors and fantasy figures all in one….”25  

Himid’s description here is about control, and the ability to construct a reality of 

belonging and empowerment that is very much unlike her real-life relationship (or lack of 

one) to the exclusive, 1980s mainstream British art world.   

 

Himid’s early works were “cut-out men” like The Family Man (figure 92) of 

1982-3.26  These figures featured solitary, nude male figures that served as biting 

commentary on patriarchal roles.27  Himid wrote of these works that “In the early 1980s I 

made the six notorious cut out men with their three-foot penises, this work triggered my 

move into what became Black Art.  They were white men, funny, a bit aggressive and 

therefore loved and loathed in equal measure.”28  Family Man from this period is a nude, 

blue-eyed figure, seated as if on a throne (or, perhaps, a toilet).  His entire nuclear family, 

including a wife and two children, form a massive, erect phallic form, ending in a 

bouquet of ice cream that the family man grasps in his right hand.  The sticky-sweet ice 

                                                                                                                                                 
Naming the Money: Lubaina Himid (Newcastle upon Tyne: Hatton Gallery, University of Newcastle upon 
Tyne, 2004), 10. 
 
25 Ibid. 
 
26 Himid recalled that The Family Man (c. 1982-3) and Pandora’s Box (1982) were both included in Five 
Black Women at the now-defunct Africa Centre in London, and that they were part of “the cut-out men,” 
her first cut-outs.  Himid noted that The Carrot Piece, which did not feature a massive phallic symbol, may 
be considered “a respectable version of the Cut-Out Men.” In fact, The Carrot Piece may have been 
tempered by a less concentrated focus on the notion of male power as embodied by the phallus.  (Lubaina 
Himid, interview by author, Preston, Lancashire, England, August 11, 2010). 
 
27 Himid’s first cutouts were produced in the 1970s and were, according to the artist, “more like domestic 
furniture; almost empty fridges and tables with goldfish bowls, there were birds, trapeze artists, a Posture 
Master, and a black panther.  I made cut out waiters with menus painted on for a restaurant I had helped 
design in Covent Garden, a head and shoulders of Stravinsky and another of David Hockney, all before I 
really became serious about what I wanted them to do.”  See Lubaina Himid, “Written on a Train from 
London to Preston,” in Lucy Whetstone, Naming the Money: Lubaina Himid (Newcastle upon Tyne: 
Hatton Gallery, University of Newcastle upon Tyne, 2004), 9. 
 
28 Lubaina Himid, “Written on a Train from London to Preston,” in Lucy Whetstone, Naming the Money: 
Lubaina Himid (Newcastle upon Tyne: Hatton Gallery, University of Newcastle upon Tyne, 2004), 9. 
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cream is held like a scepter, while his posture evokes a figure seated on a throne.  With 

The Family Man, Himid engages with a sentimentalized notion of the male figure as sole 

bread-winner and “king” of the domestic space.  His status is defined by repeated phallic 

symbols, seen in the gesture of his extended arm/family and in the phallic “scepter” that 

he triumphantly raises.    

 

Other early cut-outs, like We Will Be of 1983 (figure 93) convey the direct, 

aggressive quality of those works considered part of “Black Art” in 1980s Britain.  Sarat 

Maharaj has written of how We Will Be and other manifesto works of Black British art 

from that period such as Keith Piper’s The Black Assassin Saints “abruptly cut into the 

official narratives of `Britishness’ and answer them back; their tone is forthright, 

sharp…They are phrased in an oppositional mode.” 29   He notes that the Black female 

figure in We Will Be stands with “arms folded…a figure of formidable...opposition 

apparently outside the official systems of representation it challenges.  But it is pieced 

together of excerpts, signs, passages...this triggers open a counter-world of far less settled 

meanings and allusions touching on sexual identity, its signs and stylings.”30  Himid’s 

                                                 
29 Sarat Maharaj, “The Congo Is Flooding the Acropolis: Black Art, Orders of Difference, Textiles,” in 
Kellie Jones, Thomas Sokolowski, Sarat Maharaj et al., Interrogating Identity (New York: Grey Art 
Gallery and Study Center, New York University, 1991), 14-15. 
 
30 Ibid., 15. Sarat continues his discussion, linking Himid’s use of signs to seminal works by Gavin Jantjes, 
Ingrid Pollard and Eddie Chambers, “It is not unlike the way Jantjes’ First Real Amerikan Target and 
Chambers’ Destruction of the National Front launch themselves off from a “pre-text”: Jasper Johns’ flag 
and target paintings with their ambiguities and hesitations between depicting an object and making the act 
of painting the objects.  Both artists work through the field of non-representational art by turning its 
abstractive purism against itself, turning it inside out into programmatic statement (15).” Maharaj also 
discusses the series called Pastoral Interludes by Ingrid Pollard, to be discussed later in this chapter, of 
which he writes that “For Ingrid Pollard, the English countryside serves as a vast pre-text, a sign of 
Englishness, recalling potent myths of Worsdworthian inwardness and communion with nature.  By 
inserting images of blacks into these settings, she breaks the spell of the lyrical rural landscape, the “natural 
way” in which it connotes and constructs notions of essential English identity.  She goes along with the pre-
text only to disrupt and rewrite it by citing other, excluded identities and meanings (15).” 
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image of a solidly-built, aggressive female figure with arms folded is marked by 

additional symbolic resonance through the medium of the cut-out.  Their larger-than life-

size scale and three-dimensionality endow them with a sense of monumental presence 

and power.   

 

In her writings, she has incessantly evoked African American feminism.31  

Himid’s aforementioned We Will Be exemplifies this focus on diaspora.32  The text that 

zizags across the figure’s dress reads “We Will Be…here and there and here and there 

and here…Now Now Now…Here, Now..Now Here.”  The dress is also adorned with 

fish, a link to the Black Woman Artist figure in Fashionable Marriage.  In addition, 

included on the dress are photo-reproductions of Nelson Mandela, Chubby Checker, Bill 

T. Jones, Jessye Norman, Bob Marley and selected Black British dancers and athletes.  

Himid’s incorporation of such a diverse selection of distinguished figures range broadly 

in terms of nationality and profession speaks to a range of African diaspora contributions 

to global politics, culture and athletics.33  It should be noted here that these invocations 

                                                                                                                                                 
 
31 These invocations are most evident in much of the critical text that documents 1980s Black women 
artists’ lives, a publication called Passion.  See Maud Sulter, ed., Passion: Discourses on Blackwomen’s 
Creativity (London: Urban Fox Press, 1992). 
 
32 Himid noted that We Will Be was first exhibited in the exhibition Black Woman Time Now at the 
Battersea Arts Centre. (Lubaina Himid, interview by author, Preston, Lancashire, England, August 11, 
2010).   
 
33 Himid’s work engages with the various aims of the sensibilities forged by W.E. B. DuBois, Aime 
Cesaire, Frantz Fanon and others who have, in varying ways, investigated notions of an African diasporic 
consciousness.  Pan-Africanist thought opposed European cultural dominance in the diaspora and 
challenged colonial domination in Africa itself, while Negritude, which originated in the 1930s, entailed a 
celebration of the distinctive nature of African personality and culture.  It promulgated an idea of African 
culture, including literature,that held aesthetic and critical relevance of its own. Such an aesthetic 
necessitated a valuation in light of its own differences and specific concerns rather than as mere outgrowths 
of European culture.  Negritude encompassed not only Africa but the whole of diasporic culture since, as 
Senghor defined it, it included “the sum total of the values of the civilization of the African world.”  See 
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are similar to Hockney’s incorporation of the figures of Mahalia Jackson, Gandhi and 

others. 

  

Himid has also interrogated the modernist art canon and issues of authenticity and 

originality in regard to an examination of the traditional African art-influenced roots of 

modernist art. As Jane Beckett has noted, “In her art, Lubaina Himid seizes back images 

which have been appropriated in Western art, reinvesting them with new meanings, and 

she reworks the imagery of modernist artists who used African art-objects.”34  In 

particular, Himid is best known for art historical revisions that provide women and 

people of color with a starring role in art historical narratives.  Himid’s Freedom and 

Change (figure 94) is a re-working of Picasso’s Two Women Running on the Beach of 

1922 (figure 95), a neoclassical image of two European women in post-World War I 

Europe.  In Himid’s version, two voluptuous, full-figured Black women race across a 

beach while the heads of two white male figures, representing patriarchy, sink into the 

earth below.   

 

                                                                                                                                                 
John Reed and Clive Wake, eds., Senghor: Prose and Poetry (London: Heinemann Educational Press, 
1976), 99.  Clearly, Himid’s work does not directly reflect the 19th century roots of Pan Africanist thought, 
which focused on abolition and the seeking of territory which could be inhabited by freed Africans.  Nor 
does it necessarily reflect Du Bois’ delineation of “spiritual and psychic” differences.  However, it does 
share the notion of freedom and cultural autonomy as a common goal for African descendants, most clearly 
epitomized by post World War II African liberation movements within the continent. 
  
34 Jane Beckett, “A Limitless Sublimity: The Art of Lubaina Himid and Maud Sulter,” in Treatise on the 
Sublime (Stanislaus, CA: University Art Gallery, Department of Art, California State University, 1990), 2. 
For example, Himid’s critique of Picasso’s appropriation of “primitive art” may be seen in a work, 
produced in collaboration with Maud Sulter, entitled An A-Z of Picasso (1988).   The work was published 
in the brochure for an exhibition of Himid and Sulter’s work entitled Treatise on the Sublime: Maud Sulter, 
Lubaina Himid, organized by curator Jane Beckett and Deborah Cherry.  The exhibition opened at The 
University Art Gallery at California State University, Stansilaus in 1990, then traveled to the Phoebe 
Conley Gallery at California State University in Fresno, California. 
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Other works by Himid like The Carrot Piece of 1985 (figure 96) also involve 

social commentary in their examination of British colonial and/or imperialist initiatives.  

The Carrot Piece features a white male figure on a unicycle, dangling a carrot in front to 

a retreating Black female figure who holds a bowl of swirling energy in a bowl that 

represents cultural manifestations.  Himid has noted of The Carrot Piece that “These men 

are dangling carrots, offering things to us, but we already had our own energy and 

magic…you sit on a donkey’s back and hang it in front and the stupid donkey moves.”35  

Here, her use of the term “magic” relates to Picasso’s well-known concept of art as a 

form of magic fetishism, and evinces her early and sustained engagement with Picasso’s 

life and work.  A Carrot Piece, like much of her work, functions through pictorial 

symbolism, irony and humor.   

 

Himid’s 1987 collaborative exhibition and catalogue project with Maud Sulter 

entitled New Robes for MaShulan paid tribute to Himid’s paternal grandmother, who was 

born in the Comoran Islands.36  New Robes for Mashulan was an installation that 

included both cut-outs and works on paper by Himid and drawings by Sulter that 

“simultaneously evoke Black history while challenging Western hegemony.”37  Much of 

the exhibition catalogue, subtitled “A Room for Mashulan,” focused on the installation as 

                                                 
35 Lubaina Himid, interview by author, Preston, Lancashire, England, August 11, 2010.  The following 
texts explore Picasso’s engagement with this concept: Francoise Gilot and Carlton Lake, Life with Picasso 
(1964; repr., London: Virago Press, 1990) and Timothy Anglin Burgard, “Picasso and Appropriation,” The 
Art Bulletin 73, no. 3 (September 1991): 479-494.  
 
36 The Comoros, or Union of the Comoros, is located in the Indian Ocean. Its population is largely of 
African-Arab origins. Its earliest settlers were from Polynesia, Melanesia, Malaysia and Indonesia, later 
followed by groups from Persia, Madagascar and Swahili-speaking populations from the African Coast. 
  
37 Lubaina Himid, “No Maps and Beyond,” in Lubaina Himid, Olusola Oyeleye and Maud Sulter, New 
Robes for Mashulan, Lubaina Himid: Work Past and Present (Rochdale Art Gallery, 1987), 13. 
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a form of tribute to Himid’s grandmother.  Himid and Sulter wrote that MaShulan “was 

born at the turn of the century in the Comoran Islands, south of Zanzibar and north of 

Madagascar. At eight years of age she was taken to Zanzibar, where she grew up. For us 

both MaShulan represents the irrepressible and eternal spirit of Blackwomen.”38  This 

profoundly spiritual linkage with her paternal grandmother, and with the related East 

African region, is highlighted elsewhere in the catalogue, and with the reproduction of 

Himid’s “MaShulan” on the catalogue cover (figure 97).  Her grandmother’s presence is 

also made critical in Himid’s explanation for the production of the installation, “I wanted 

to continue…to find the points at which my grandmother and I became/become one 

woman. The pieces I have made are the method I am using to speak to her. I want her 

to…give me the strength to go home and to have home within me.”39  Himid’s remarks 

demarcate a distinct identification with the notion of East Africa as “home,” despite 

having lived in England for much of her life, and despite having English heritage.40  With 

New Robes for MaShulan, it is clear that early on in her career, explorations of family 

were a significant theme within her work.41 

                                                 
38 Lubaina Himid, “Connecting a Thin Black Line,” in Lubaina Himid, Olusola Oyeleye and Maud Sulter, 
New Robes for Mashulan, Lubaina Himid: Work Past and Present (Rochdale Art Gallery, 1987), 16. 
 
39 Lubaina Himid and Maud Sulter, “Creating a Space of Our Own,” in Lubaina Himid, Olusola Oyeleye 
and Maud Sulter, New Robes for Mashulan, Lubaina Himid: Work Past and Present (Rochdale Art Gallery, 
1987), 25. 
 
40 In the exhibition catalogue for From Two Worlds, it was noted that “One of Lubaina's recent works 
explores the relationship between her African and English background, her Moslem grandmother from 
Zanzibar and her English grandfather from Bolton.” See “Lubaina Himid,” in From Two Worlds: Sixteen 
Artists of Non-European Background (London: Whitechapel Art Gallery, 1986). 
 
41 In 2005, Himid explained her lengthy focus on identity, “I am working continuously on how to visualize 
the experience of and to some extent make sense of, what it means to be both East African and English at 
the same time.  This theme threads through many of the projects of the past 20 years or so. It’s a double and 
rich experience rather than a half and half opposing experience, puzzling and interesting to explore.”  
Himid’s remarks were part of her contribution to an exhibition, organized by Griselda Pollock  and called 
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During the mid-1980s, Himid began working with a series of hero-figures such as 

the African American blues musician Bessie Smith and Haitian revolutionary Toussaint 

L’Ouverture.42  Himid produced series of cut-outs as well as works on paper of these 

figures that emphasized her continuing focus on examinations of history, a recurrent 

theme in her work.  Griselda Pollock described Himid’s focus:  

 
 
the creation of myths, the questioning of history and the invention of new 
narratives…necessary of re-vision to make possible an answer to the question: 
how can black people salvage a future from the devastation of their past?  At one 
level the work has consistently staged…the problems of loss, mourning, absence.  
Yet, by figuring them through interventions in a reworked concept of `history 
painting,’ artistic practice becomes strategic, indexing representation both to its 
own cultural histories and to the historical field which has conditioned and 
determined cultural representation.”43   

 
 

Indeed, history has often been configured in Himid’s work as a kind of gap or 

void that aches to be filled with narratives that speak to African contributions to global 

culture.  Hence, it challenges “official stories,” setting them against the details of what 

actually occurred. 

  
                                                                                                                                                 
Migratory Aesthetics.  The exhibition was on view in March 2006 at the University Gallery, University of 
Leeds.  See http://www.leeds.ac.uk/cath/ahrc/events/2006/0111/abs/himid.html (accessed July 10, 2006). 
 
42 Himid has written that “The mid 80s saw the heroes and heroines, Bessie Smith, Toussaint L’Ouverture, 
Yaa Asantewa, followed by The Carrot Piece for the show at the ICA, then Restoring the Balance and 
Fishing in which black figures enacted the rituals of reclaiming lost artefacts, refusing oppression and 
looking for ancestors.”  See Lubaina Himid, “Written on a Train from London to Preston,” in Lucy 
Whetstone, Naming the Money: Lubaina Himid (Newcastle upon Tyne: Hatton Gallery, University of 
Newcastle upon Tyne, 2004), 9.  
 
43 Griselda Pollock, “Revenge: Lubaina Himid and the Making of New Narratives for New Histories,” in 
Griselda Pollock, Differencing the Canon: Feminist Desire and the Writing of Art’s Histories (London: 
Routledge, 1999), 186. 
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Himid has written of the relationship between history and her work.  In a proposal 

for the 1994 work entitled Vernet’s Studio, Himid noted that “My work has always been 

concerned with history; who writes it, who is included, and art history is obviously 

central in this debate.”44   Later, Himid wrote that “For many years I have made History 

Paintings; Our History, My History.”45  To be sure, many of her works from the 1980s 

have been, in keeping with the classic definition of history paintings, large-scale and 

marked by grand narratives drawn from a rich template of art historical referents.  Yet 

each of them has also been colored with an emphasis on African diaspora history, evident 

in Himid’s usage of the term “Our History” in the statement above.   

 

The focus on diaspora is evident in her work as well as in her writings, which 

have been a central component of her art-making practices. In 1987, she produced a 1987 

watercolor series called Scenes from the Life Of Toussaint L’Ouverture (figure 98) that 

documents the life of the Haitian revolutionary through both text and image. Earlier, 

Himid had produced a large-scale 1984 cut-out of L’Ouverture (figure 99), followed by a 

1996 acrylic (figure 100).  In addition, Himid’s interest in African American artists such 

as Romare Bearden and Betye Saar, and political figures like Toussaint L’Ouverture and 

Jamaican leader Marcus Garvey, reflects this form of African diasporic historical 

concern.46 

 

                                                 
44 Lubaina Himid, unpublished proposal for Vernet’s Studio, 1994. 
 
45 Artist’s statement, faxed to Caribbean Cultural Center, New York on July 10, 1996. 
 
46 For Himid, Lawrence and Harlem Renaissance artists and writers, the Haitian revolutionary’s life 
provided a potent example of early African resistance, a successful revolt, a revolutionary thread which 
could hopefully be resurrected within contemporary struggles. 
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Himid has produced evocative works on paper of great delicacy, coupled with a 

facile use of text.  Many of these works reflect the influence of Jacob Lawrence, whose 

historical series were often accompanied by text.  Bearden’s lively, rhythmic 

juxtapositions are also in evidence in Himid’s works like For Romare (figure 101).  As 

will be shown, the monumental drama of set design and the stylistic playfulness of 

Picasso are also present in Himid’s work.  Her 1980s images also incorporate the School 

of London emphasis on the figure that was concurrently seen in works by Hockney and 

Rego as well. 

 

Himid’s artistic and thematic strategies often involve a literal insertion of an 

African presence within the narratives of canonical works of Western art history. She has 

maintained a focus on the African diaspora, invoked through a moral critique of 

colonialist and imperialist policies and practices that have an impact on the lives of 

African descendants.  Himid’s iconic Black presence here is most often female, rendering 

her projects largely feminist and/or Black feminist.47  In 1987, Himid wrote that “I make 

images of blackwomen because there are not enough of them…I am…interested in 

painting blackwomen as independent, strong, thinking people.”48  Additionally, Himid’s 

work has often alluded to a specifically Black lesbian subjectivity, yet this aspect of her 

work has not been fully investigated in previous scholarship on Himid’s work.49      

                                                 
47 These works that reflected powerful images of women of African descent include a 1990 series of 
watercolors called Zenobia that examined the third century Syrian queen who led a revolt against the 
Roman Empire. 
 
48 Lubaina Himid, “We Will Be,” in R. Betterton, ed., Looking On (New York and London: Pandora Press, 
1987). 
 
49 This component of her work is most visible in works like The Revenge series, to be discussed later in this 
chapter. 
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In 1988, Himid completed the Ballad of the Wing series which included Mr. Salt’s 

Collection (figure 102).  This and other numbered works relate to Hogarth’s 

aforementioned Analysis of Beauty and Hockney’s use of numbers in his early works and 

in his set designs.  In particular, Himid’s use of numbers evinces the eighteenth-century 

collection and classification of African descendants in particular in addition to the 

inanimate objects collected through colonial enterprise and the efforts of armchair 

ethnologists.   

 

In 1989, Himid participated in Along The Lines of Resistance: An Exhibition of 

Contemporary Feminist Art, organized by Sutapa Biswas, Sarah Edge and Claire 

Slattery.50  During this period, her work came to be examined for its feminist content.  

Himid has long focused on art historical appropriation, producing works that employ 

humor and satire to subvert ideas of race, gender and the artistic canon.  Himid’s well-

known Between the Two My Heart is Balanced from the Revenge series (figure 103) is 

based on an earlier work by the French, London-based artist James Tissot (1836-1902).51 

Himid had recalled that “When I was a child, I loved the V&A.  My mother took me to 

the Tate, and I looked at Tissot.  I usually looked at the ones with all three people on a 

                                                 
50 See Juliet Steyn et al., Along The Lines of Resistance: An Exhibition of Contemporary Feminist Art 
(Barnsley, UK: Cooper Gallery, 1989).  The exhibition included the work of Simone Alexander, Sonia 
Boyce, Chila Kumari Burman, Sally Dawson, Xenia Demetriou, Nina Edge, Kathryn Ensall, Trisha 
Ferguson, Rachael Field, Leslie Hakim-Dowek, Mona Hatoum, Lubaina Himid, Rosmond Kinsey Milner, 
Monica Ross, Lesley Sanderson, Veronia Slatter, Marlene Smith, Maud Sulter, Anne Tallentire and Lois 
Williams. Himid included a 1989 watercolor called Gold Blooded Warrior that was drawn from a literary 
text by Maud Sulter. 
 
51 For details on Tissot’s life and career, particularly his London scenes, see Michael Wentworth, James 
Tissot (Oxford: Clarendon Press, 1984) and Christopher Wood, Tissot (London: Weidenfeld and Nicholson, 
1986). 
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ship (men and women).”52  For Between the Two My Heart is Balanced, Himid drew 

from Tissot’s Portsmouth Dockyard of 1877 (figure 104).53  Tissot’s painting is also 

called How Happy I Could Be With Either, and depicts a controversial scene in late 19th 

century England: a single man seated between two women in a boat that sails down the 

river Thames.54   

 

By contrast, Himid’s Between the Two, a massive painting, centers on two women 

of African descent, an image of Himid and Maud Sulter.55 They are adorned in vibrantly-

colored robes and tall headdresses. The scene is in striking contrast to Tissot’s three 

seated figures at leisure. In Himid’s scene, the two women stand tall in a boat that moves 

                                                 
52 Lubaina Himid, interview by the author, Preston, Lancashire, England, March 9, 2006.  And, in an 
interview with Alan Rice in 2003 (see footnote 379), Himid mentioned that “All those Tissot paintings 
were downstairs then, in a very dark room near the pre-Raphaelites…the Tissots had for me something 
sharp – of course because they were painted from photographs…and a quality of light. And they reused the 
same dress, he reused the same woman and the same dress over and over again in different boats – she’s in 
different places, she’s looking over the edge of a barge in one, and she’s in a cabin in another -  and I just 
loved the sharpness,  and the detail of the dresses. I was just in love with those dresses and those women, 
they were just delightful, they were kind of sharp twinkly lights in what seemed an incredibly dark 
underground gallery, which seemed to have dark red or dark green walls, though I don’t know if it even did 
now.”  Rice then asked, “So when you came to do the series Revenge, with the women in some of these 
places and spaces, you’re talking back to those Tissots?, and Himid replied, “Yes, often.” 
 
53 Tissot had moved to London from Paris in 1871, and soon gained notoriety as a painter of enigmatic, 
often flirtatious couples enjoying the pleasures of English seaside towns.  These works titillated late 
Victorian audiences yet also drew staunch criticism for their perceived moral ambiguity. His modern 
portraits of fashionable men, women and crowds, charged with scenes hinting of clandestine, potentially 
sexual assignations, led the English art critic John Ruskin to famously describe them as “unhappy mere 
colour photographs of vulgar society” (See John Ruskin, The Complete Works of John Ruskin, Volume 29 
(Cambridge: Cambridge University Press, 2010), 161). 
  
54 In Differencing the Canon (footnote 40), Griselda Pollock has written about Himid’s engagement with 
Tissot’s earlier work, concluding that “the male figure is a soldier. It is the embodiment of the military 
force that secured the Empire that Lubaina Himid expels from her painting, replacing him with the pile of 
maps and charts (175).”  
 
55 In a telephone conversation with the author on September 21, 2009, Himid stated that the two women in 
the Revenge series are meant to be herself and Maude, and that the series represents “Different aspects of 
how we used to plot and plan and argue about things.  We had completely different ideas about how it 
would be done.  To a certain degree, that was what was fantastic about it; fantastic and terrible.  The Tate 
has all of them now.” 
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forward across an expanse of water.  The woman at right solemnly tosses two miniscule 

cubes of blue dice while the highly Egyptianized figure at left flings lengthy strips of 

colored paper overboard, leaving a shimmery, rainbow-like trail in the water behind. 

Himid has ably picked up on Tissot’s penchant for rendering scenes marked by highly 

ambiguous relationships. The image of Himid and Sulter, a couple at the time, raises the 

possibility of a decidedly Black lesbian female identity, yet does not solely engage with 

layered narratives of courtship, marriage and domesticity. The work is accompanied by 

the following inscription: “Two women sit in a small boat tearing up navigation charts: 

how many died crossing the water?”56  With the incorporation of this pointed, clearly 

delineated text, Himid has positioned this work as, primarily, a statement on the Middle 

Passage.57 Discussing her use of Tissot in a 2003 interview, Himid says, “I was trying to 

write myself, paint myself, and my compatriots, my fellow Black artists…into the history 

of British painting...”58 Himid has transformed a placid yet enigmatic scene of white male 

privilege in gender relations to an image of a Black female couple who actively perform a 

solemn, empowering ritual of spiritual cleansing at sea.59  Himid’s incorporation of her 

own physical body with that of Sulter is significant here because images of Black British 

                                                 
56 Lubaina Himid: Revenge (Rochdale Art Gallery, 1992), 14. 
 
57 The series also includes a poignant image of a solitary human hand reaching up from an expanse of sea. 
The image is somehow reminiscent of 19th century English artist JMW Turner’s The Slave Ship of 1840, in 
which thrashing school of fish surround their most recent prey, an enslaved African who has been tossed 
overboard.  In the foreground at right, only a single shackled foot remains visible above the fray. 
 
58 Alan J. Rice and Lubaina Himid, “Alan J. Rice Interviews Lubaina Himid,” Wasafiri, Issue No. 40, 
Winter 2003, 23. 
 
59 As Griselda Pollock has succinctly observed, “Lubaina Himid’s work is about narratives and histories in 
which the themes of mourning and revenge are inevitable, not only because of individual pain but as a 
result of a historical trauma of terrifying magnitude whose repercussions are manifest in contemporary 
societies of the African Diaspora.” See Griselda Pollock, Differencing the Canon: Feminist Desire and the 
Writing of Art’s Histories (London: Routledge, 1999), 170. 
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lesbian subjectivity had rarely been seen in Black British art-making practices of the 

1980s.60   

 

Himid is perhaps best known for the Revenge Series.61  The Revenge series is 

comprised of eleven paintings that engage with the genre of history painting.62  They 

primarily re-conceive the central role of Black women within “official” narratives of art 

                                                 
60 Griselda Pollock has discussed a “heterosexing binary,” noting that “The representation of two anythings, 
as Marjorie Garber has shown in her study of bisexuality, incites the underlying heterosexual binary that 
unconsciously organizes the heteropatriarchy” See Griselda Pollock, Differencing the Canon: Feminist 
Desire and the Writing of Art’s Histories (London: Routledge, 1999), 183. 
 
61  Himid has become known for the Revenge series largely due to the presentation of Between the Two My 
Heart is Balanced at the Tate Gallery. During a 2003 interview with Alan Rice, Himid and Rice discussed 
the favorable public reception of the painting.  During the conversation, Himid implies that her work has 
been seen as historically-relevant in terms of museum-world dialogue regarding race, and used quite 
specifically for public programming.  During the same conversation, Himid observes that her work has 
been placed at Tate Britain rather than at Tate Modern, a move that reveals how her work has been 
differentiated from the contemporary art world.  Himid also noted of Between the Two that “People really 
look at it, and they really seem to like it…The thing is, I think I made a political painting there, and they 
use it like that. They use it for their own ends, politically. So they show it off – oh, we bought this – though 
they don’t say how much they paid for it, of course, the low price they paid for it. But they bought it, and 
they bought it at a very important moment, and I think there are curators there, and especially education 
curators, who really value it, value it because they have a genuine desire to communicate with diverse 
audiences, as they would call them, and it’s a very useful painting for that. So what’s happened is that it’s 
used as a conversation piece between the Tate – the establishment – and the audience, especially when the 
audience is other…” 
See Alan J. Rice, “Commemorating Abolition: Interview with Lubaina Himid,” University of Central 
Lancashire, 2003, 
http://www.uclan.ac.uk/ahss/journalism_media_communication/literature_culture/abolition/lubaina_himid_
interview.php (accessed June 21, 2010). 
 
62 In a 2003 interview with Alan Rice, Himid discussed the Revenge series:  
Himid: I suppose that the trouble with them – they’re really multi-layered. I was trying to write myself, 
paint myself, and my compatriots, my fellow black artists, if you like, into the history of British painting. 
And I’m trying to make a comment about how European artists – not particularly Tissot at all -  have 
hijacked some of our African and Caribbean imagery, our bodies and all the rest of it, and I’ve hijacked 
some stuff back. So it’s a kind of playground thing in a way. 
Alan Rice:  Is that one of the reasons the series is called Revenge? 
Lubaina Himid:  Not quite. The revenge is really the still being here, the still being visible, despite the 
challenge of that.  
See Alan J. Rice, “Commemorating Abolition: Interview with Lubaina Himid,” University of Central 
Lancashire, 2003, 
http://www.uclan.ac.uk/ahss/journalism_media_communication/literature_culture/abolition/lubaina_himid_
interview.php (accessed June 21, 2010). 
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and social history.63  The series may be viewed as a re-working of art historical narratives 

as well as an elegy for those lost during the Middle Passage.   

 

In Revenge, Himid ensures that the role of Black women, as well as African 

cultural traditions, are central to history.  In the work entitled Five (figure 105) from 

Revenge, two women of African descent sit at a circular, slate-colored table.  The figure 

at left is in profile and looks across the table towards her companion.  Her eyes have been 

rendered in full frontal view, evincing an ancient Egyptian aesthetic.  She has a sky-blue 

plate before her which is dotted with a profusion of golden stars and what appears to be 

six forms that resemble strips of bacon, forming the stars and stripes of the American 

flag.  The woman at right turns slightly in her seat, facing forward.  She points with her 

left index finger towards her own plate, which is emblazoned with a yellowish-brown 

map of Africa.  The continent is enveloped by a rounded swathe of faint blue ocean.  The 

woman’s right hand rests near the top right of the table in an exclamatory gesture.  This 

gesture, along with her pointing left finger, conveys the sense that the two women are 

engaged in a highly significant, strategic discussion of global, political consequence.  Yet 

the scene is a domestic one, a private interior marked by a sense of calm and intimacy 

that is seen in the mellow golden light that mirrors the soothing, earthy-orange tones of 

the floor’s surface below.  Also within the scene, an aqua-green vase sprouts two lotus 

flowers, a recurrent motif within Egyptian art.  In addition to the Egyptian-styled 

rendering of the women’s eyes, both figures reflect the stiffened monumentality of 

                                                 
63 See Griselda Pollock’s discussion of the Revenge series in Griselda Pollock, “Revenge: Lubaina Himid 
and the Making of New Narratives for New Histories,” in Griselda Pollock, Differencing the Canon: 
Feminist Desire and the Writing of Art’s Histories (London: Routledge, 1999), 169-198. 
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ancient Egyptian pharaohs and other dignitaries on wall paintings and tableaux of wood, 

limestone or slate.64     

 

Here, Himid is concerned with reinstating the significance of a Black presence 

within Modernist art and, of course, situating her own work firmly within the Modernist 

project.  Jill Morgan has written of the work, “Five represents two Black women sitting at 

a table in a domestic interior, the style of their clothes and the reference to modernist 

interiors suggest Paris in the 1920s.  The table is the arena for their strategy to be worked 

out…Looking into the eyes of the flowers on the table we see they are Egyptian…so the 

yellow becomes a colour of Africa, an interior constructed in the manner of the 

Modernist painters but with the fabric of Africa acknowledged.”65  The modernist café 

scenes of Toulouse-Lautrec and Brassai are certainly present here, but there is much more 

at play. Most significantly, in Five, Himid’s figures are at work, planning, discussing, 

engaging in serious conversation.  They are decidedly not drowning in hazy mental fog 

induced by an over-consumption of wine or the sinister absinthe.  In Himid’s rendering, 

there is no wine glass; there is only the presence of a water carafe.  Himid’s figures are 

alert, sharp-eyed, “making plans,” strategizing in a studied environment which echoes the 

seriousness of the matters at hand.   

 

                                                 
64 These works often involved notions of eternity and the afterlife.  In addition, the ancient Egyptian 
celebration of water as a life-giving source is referenced here.  Also, Himid’s chosen color scheme here  
references Middle and New Kingdom wall painting, with its profusion of  light aqua blues and yellowed 
and earthy reddish brown tones. 
 
65 Jill Morgan, “Women Artists and Modernism,” in Lubaina Himid: Revenge (Rochdale, England: 
Rochdale Art Gallery, 1992), 22.  
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Clearly, Himid is concerned with depicting images of African descendants as 

empowered, committed and actively involved in social change. Five invokes Harlem 

Renaissance artist Jacob Lawrence’s Toussaint L’Ouverture series, comprised of 41 

gouaches with text.  Lawrence completed two versions of this series, one of the most 

important works in his oeuvre.66  One print, entitled Strategy (figure 106), is based on an 

image from the earlier series of paintings.  The scene depicts four men standing at a table 

and the accompanying caption reads: “The Blacks were led by three chiefs, Jean 

Francois, Biassou, and Jeannot; Toussaint serving as aide-de-camp to Biassou.”  Three of 

the men face forward, while another figure stands with his back to us.  He, like Himid’s 

right figure in the Revenge series image, points to a map of the region as they develop a 

plan of action.  

 

Himid’s Beach House series (figure 107) relates to Hockney’s numerous Beverly 

Hills swimming pool scenes, yet Himid’s works reflect an additional layer of meaning, a 

reference to the traumas of The Middle Passage, particularly lives lost at sea.  Water in 

Hockney’s visions represents a Southern Californian pursuit of pleasure and the good 

life, while Himid’s beach houses document a much more sobering history of forced 

transport across the water.  Himid has written of how the beach house is “a site of 

conflict. Invasion and departure.  Lost hope, abandoned lives, decimated civilisations...”67  

Continuing with water as theme, Himid produced Venetian Maps, a series of nine 

                                                 
66 The first version was a series of 41 paintings, completed in 1937-38.  A later series of 15 prints was 
completed in the 1980s and 1990s.  The print series was much larger in scale than the earlier, relatively 
smaller gouache works.  See Peter Nesbett and Michelle Dubois, Over the Line: The Life and Art of Jacob 
Lawrence (Seattle: The University of Washington Press, 2002).   
 
67 Lubaina Himid, Maud Sulter and Martin Barlow, Beach House: Lubaina Himid (Wrexham, Clwyd: 
Wrexham Library Arts Centre, 1995), 29. 
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paintings that was exhibited at the Harris Museum and Art Gallery in Preston, Lancashire 

in 1997.  Venetian Maps: Kings (figure 108) employed playing card figures of kings of 

African descent who charted a journey along a watery Venetian route. 

 

Cotton.com (figure 109) was a series of small-scale black and white patterned 

paintings that were completed in 2002.  Himid has described the patterned bits of fabric 

within the paintings as “messages” between enslaved cotton bale movers in Manchester, 

England and cotton pickers in the southern United States.68 Naming the Money (figure 

110) was first exhibited at the Hatton Gallery in Newcastle in 2004 and it examines 

themes of naming, belonging, invisibility and survival.69  The installation is comprised of 

100 painted, life-sized wooden cut-out figures.  Himid assigned West African, East 

African and Muslim names and accompanying narratives to each of the 100 figures.   

 

Himid has explained the thematic scope of the work, “It speaks to a broader kind 

of story of people who were…taken from one place and forced to do another thing…the 

group of hundred people are made up of ten groups of ten, so there are ten ceramicists, 

ten ville de Gamba players, ten drummers, ten dancing masters. So each of those people 

has a story…about who they really are, what their real name is, what their given-name 

                                                 
68 In a March 9, 2006 interview with the author, Himid noted of the work that it engaged with a history of 
cotton processing that involved “Cotton workers in Manchester and the ones in the southern US (slaves); 
picking cotton in Carolina, packed in bales.  Cotton goes up the barges into Manchester and big barges sail 
almost into archways in those factories, and then people unpack those packs.  It’s as if slaves have sent 
messages to the workers in Manchester.  The paintings are messages.” 
  
69 In an interview with the author on March 9, 2006, Himid noted that the installation was originally meant 
to be called Gifts for Kings. It was just going to be called Money, and then that seemed rather crude. It is a 
fact that this is about money, this is about who is used as money, and who is used by the monied to make 
more money. But it seemed too crude really and I suppose Naming the Money seemed the action I was 
doing...” 
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is…the names that they have are African names, West African, East African, Muslim 

names…you’ll be able to kind of move physically and imaginatively in amongst all those 

people.”70 Naming the Money is characterized by an environment reminiscent of an urban 

marketplace; each figure appears to be involved in the process of selling various wares, 

squarely caught up in the colonial and imperial project. Himid also completed a set of 

preparatory drawings (figure 111) that stylistically reflect the stylized abstractions of 

Romare Bearden’s collages (figure 112).  Each individual cut-out figure has a profession 

and unique and lively costume, from dancing master to shoemaker.  Himid’s training in 

set design is in evidence here.71    

 

 In 2004, Himid completed a series called The Priceless Boon for an exhibition 

that examined a history of the collection and display of objects.72  These paintings, 

drawings and collages were a series of ark forms (figure 113) that reflect a precarious 

history of migration, of both stasis and transport.73  And, in 2005, in collaboration with 

Susan Walsh, Himid developed two Research Resource documents that evolved from an 

                                                 
70 See Alan J. Rice, Alan, “Commemorating Abolition: Interview with Lubaina Himid,” University of 
Central Lancashire, 2003, 
http://www.uclan.ac.uk/ahss/journalism_media_communication/literature_culture/abolition/lubaina_himid_
interview.php (accessed June 21, 2010). 
 
71 Himid has described the work, “I’m interested in making these kind of paintings, they’re not sculptures at 
all even though they’re three-dimensional and they stand in the room, they’re paintings because I want to 
have a way of making the audience move amongst the story, so they can be…part of the story.” See Alan J. 
Rice and Lubaina Himid, “Exploring Inside the Invisible: An Interview with Lubaina Himid,” Wasafiri, no. 
40 (Winter 2003), 25. 
 
72 The exhibition included the work of Himid, Susan Walsh, Mark Parkinson and Patricia Walsh, and was 
organized by Himid for the Bowes Museum in Teesdale, Durham County in England. See Lubaina Himid, 
ed., Distance No Object (Teesdale, England: The Bowes Museum, 2004. 
  
73 Himid has written that they represent “a clash between the zones of safety and danger, of stillness and 
movement and of the living and the dead, they join together in order to mix memory with strategy.”  See 
Lubaina Himid, ed., Distance No Object (Teesdale, England: The Bowes Museum, 2004), 13. 
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examination of the impact of strategies for collecting and presenting works by artists of 

African, Caribbean and Asian descent by the Tate Gallery.  A related project of 2005 

entitled Open Sesame was completed by Himid and Walsh, who collected details 

regarding the Tate’s engagement with artists of color, developing dialogues about 

inclusion with artists, curators and audiences.74 

 

Most recently, Himid’s works have been included in a number of exhibitions, 

including Migratory Aesthetics, a group exhibition organized by Griselda Pollock, and 

Swallow Hard: The Lancaster Dinner Service (figure 114), which featured 100 plates, 

tureens and jugs that were executed with techniques of over-painting,.75  The Lancaster 

Dinner Service references Judy Chicago’s seminal Dinner Party, with its themes of 

inclusion and historical acknowledgement, as well as the lengthy history of commercial 

goods that incorporated images of African descendants from the eighteenth through the 

                                                 
74 Himid’s online biography at the University of Central Lancashire website at 
http://www.uclan.ac.uk/schools/adp/contemporary_art/lubaina_himid.php  noted that in The Point of 
Collection of 2007, Walsh examined the entire list of 29,000 artists and 64,000 works (15000-2007) to 
reveal 156 works by 30 artists of African Caribbean and Asian descent.  Himid then made extensive 
investigations to assess whether a strategic policy is in place for collecting this work.  In discussions with 
staff with responsibility for keeping, publicizing and adding to the collection she questioned their decisions 
and probed for their long term aims for the development of a more visible representation of work by these 
diverse artists.” 
 
75 Migratory Aesthetics, on view at the University Gallery at the University of Leeds from January 11 
through March 15, 2006, included an international selection of artists who examined themes of migration 
and trauma.  The Lancaster Dinner Service, on view at the Judges Lodgings in Lancaster, was produced in 
conjunction with celebrations in Lancaster that commemorated the abolition of slavery.  In an interview 
with the author in Preston, Lancashire, England, March 9, 2006, Himid stated that “I’ll paint on these 
dishes—images of people onto the plates that are already designed.” In an interview with Alan Rice (see 
footnote 78 above), Himid notes that these works reference a continuum of African contributions, much of 
which was wasted during the Middle Passage, “I am trying to talk about the waste, the waste of creativity. 
The excuses that were used for throwing people overboard that they were too ill to waste water on, I’m 
talking about that vast expanse of water between yesterday and tomorrow, Africa and the New World and 
I’m trying to talk also about the place where all these people are now in the water. They are the body of the 
water now, they are it… the whole thing is a kind of cycle backwards and forwards. It’s a kind of 
continuum, it’s not just an event that happened…. All those people are contributing--they’re just in a 
different place…the legacy is still there.” 
 



196 
 

early twentieth century.  In 2007, a selection of Himid’s cut-out figures from Naming The 

Money were included in the exhibition entitled Uncomfortable Truths at the Victoria and 

Albert Museum (V&A).76
 The images were dispersed throughout the permanent 

collections of the V&A, and the installation was part of a national marking of the 

parliamentary bicentenary of the 1807 abolition of the slave trade.   

 

Himid’s A Fashionable Marriage 

 

 A Fashionable Marriage is an installation of ten cut-out characters comprised of 

paint on wood, nails, newspaper and magazine clippings and other collaged elements.   

Each figure is slightly larger than life-size, a scale that enables viewers to see the work in 

its entirety from a distance.  The standing figures, on average, reach a height of seven 

feet. The seated figures reach a height of approximately four to five feet.  Both standing 

and seated individual figures span an average width of four to six feet.  Other components 

of the work include three Picasso-inspired paintings for the wall, including a re-working 

of Picasso’s well-known Gertrude Stein portrait of 1905-6; a Julien Schnabel-inspired 

wall painting; a television that rests between the figures of Thatcher and Reagan; and a 

large, three-part hinged folding screen (6’6” x 4’) that is positioned behind Reagan.77  

This multi-media installation, when properly installed, measures approximately ten feet 

                                                 
76 Uncomfortable Truths included the work of eleven contemporary artists, including Himid.  The 
exhibition, which was organized by V&A Curator Zoe Whitley, was on view from April through June 17, 
2007, and was not accompanied by an exhibition catalogue. 
 
77 Both the Gertrude Stein portrait and the Julien Schnabel-inspired work have now been lost.  The 
remaining two Picasso-esque paintings include a 45” x 36” black and white-tinged abstraction and a blue, 
semi-abstract work that measures 36” x 40”.  
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in height (inclusive of the wall-mounted components), a width of 20 feet, and a depth of 

eight feet.78   

 

The first showing of A Fashionable Marriage was at Pentonville Gallery at 4 

Whitfield St. in London from November 27 through December 20, 1986.  The second 

presentation was in an exhibition called New Robes for Mashulan at the Rochdale Art 

Gallery in England.  The third showing was in an exhibition called Hogarth after 

Hogarth: A Legacy of Inspiration, Works by Hogarth, Cruikshank, Frith, Hockney and 

Himid, on view from October 15, 1997 through March 22, 1998 at The Victoria and 

Albert Museum.  In addition to Himid, this show also included works by Hogarth, 

Cruikshank, Frith, and Hockney.79   

 

As discussed in Chapter One, Scene Four of Hogarth’s highly dramatic Marriage-

A-la-Mode, subtitled The Toilette or The Countess’s Morning Levee, is set in a 

fashionable home in early eighteenth century London. The newly-designated countess 

hosts visitors at a morning levee, the French-derived practice of receiving company while 

preparing for the day.  As the Countess has her hair styled, she converses with her lover 

Silvertongue, a lawyer. For the first presentation of A Fashionable Marriage at 

                                                 
78 The dimensions of each component are as follows, with height followed by width:  “Art Critic” (7’ x 
6’6”.); “Art Collector/Dealer” (7’9” x 3’); “The Funding Body” (6’8” x 4’); “The Angst/Complacent 
School of British Painting” (6’8” x 3’10”); the “Black artist” (7’7” x 6’); the “Right Wing Sycophant” 
(6’3” x 2’6”); Ronald Reagan  (4’6” x 6’1”); and “Ka—the Spirit of Resistance” (3’11” x 2’8”). 
 
79 The presentation of A Fashionable Marriage was not accompanied by an exhibition catalogue, but a 
poster with an image of Himid as a young girl was included.  New Robes for Mashulan was accompanied 
by an exhibition catlague.  See Lubaina Himid, Olusola Oyeleye and Maud Sulter, New Robes for 
Mashulan, Lubaina Himid: Work Past and Present (Rochdale Art Gallery, 1987).   Hogarth after Hogarth, 
a small-scale exhibition, was curated by the V&A’s Rosemarie Mills and was only accompanied by a flyer. 
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Pentonville Gallery in 1986, Himid provided a chart of the ten central characters in the 

scene, which she has structured like a set design.  The installation is divided into two 

sections that she has titled “The Art World” (figure 115) and “The Real World” (figure 

116).  The figures appear to closely correspond with Hogarth’s placement of figures.   

 

As seen in Himid’s diagram with descriptive notes (figure 117), the “Art World” 

characters include, from left to right, a seated “art critic” (figure 118), replacing 

Hogarth’s plump castrato.80  He is seated in front of an “art collector/dealer” (figure 

119), or Hogarth’s flautist, who leans against the wall of the installation.  To the right of 

the art critic is a seated male figure who sits on a rudimentary fence who represents “the 

funding body” (figure 120), replacing the character that Himid refers to as Hogarth’s 

“feeble envoy.”   Two men attached at the hip represent what Himid calls “the 

angst/complacent school of British painting” (figure 121), or Hogarth’s “bored and 

surprised” individuals in the scene.    Standing next to Himid’s two attached men is a 

female figure whose form is constructed of boxes (figure 122).   She is “the feminist artist 

(Cult of the Individual),” replacing Hogarth’s female “eager listener.”  She stands just in 

front of and to the left of a female “Black artist” (figure 123) who replaces Hogarth’s 

older male “Black slave/servant”. 

 

“The Real World” side at right includes a standing hairdresser, or Himid’s “right 

wing sycophant” or young Minister of Parliament (MP) (figure 124).81  He pampers a 

                                                 
80 Please note that all descriptive terms in quotation marks in this and the following paragraph are drawn 
directly from Himid’s text that accompanied the diagram that the artist rendered for the exhibition flyer. 
 
81 An MP is a term used to denote a Member of Parliament in Britain. 
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seated Margaret Thatcher (figure 125), replacing Hogarth’s countess.82  She is seated just 

opposite a reclining Ronald Reagan (figure 126), Hogarth’s Silvertongue the lawyer.  At 

the far right of the work is a young seated girl (figure 127) that Himid refers to as “Ka—

the Spirit of Resistance”, a figure who replaces Hogarth’s youthful servant of color who 

is seated on the floor, playing with auction house objects.83 

 

Himid’s cut-outs appear hastily-executed with their rough edges, errant nails and 

jagged cuts of wood (figure 128).  This is in keeping with their use as a form of theatrical 

prop, part of a set design that is meant to be seen from afar.  Himid has remarked that 

“Because of the theatre design, I made them to be temporary.  They were not built to last.  

Built just for a show…it’s about impact and experience and then it’s gone.”84  For this 

reason, there is a rough and slightly unfinished quality to some of the works, and the 

evidence of their making is apparent.  In a way, they mimic the distance between the 

viewer and the scene in Hogarth’s original levee scene, set in a private, domestic interior.  

As discussed earlier, Hogarth’s scene, although heavily populated, takes place during the 

intimate hours of a woman’s preparations for the day.    

 

 
                                                                                                                                                 
 
82 According to Himid during an interview with the author in Preston, Lancashire on March 9, 2006, both 
the seated Thatcher cut-out and the feminist artist have been lost. 
 
83 Ka is the ancient Egyptian concept of spiritual essence, marking the difference between the living and the 
deceased, with death occurring when the ka left the body.  The Egyptians also believed that the ka was 
sustained through food and drink and, as a result, food and drink offerings were presented to the dead. The 
ka was often represented in Egyptian iconography as a second image of the king, which led to a lengthy 
practice of translating ka as double.  For further discussion of the concept of ka, see Stephen Quirke, 
Ancient Egyptian Religion (New York: Dover Publications, 1993). 
 
84 Lubaina Himid, interview by author, Preston, Lancashire, England, August 11, 2010. 
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Himid’s version, A Fashionable Marriage, may have been conceived during the 

late 1970s and early 1980s, while Himid was working at a gallery in Covent Garden.  

There, she met David Hockney, whose work would have a profound stylistic and 

thematic impact on her work, and who may have solidified her interest in Hogarth’s 

work.  After meeting the older artist, Himid began to extensively examine an illustrated 

book that featured Hockney’s Rake’s Progress print series, noting that Hockney’s series 

“was very current.  I really think he brought Hogarth back into the thought-about, talked-

about canon.”85  This idea of Hogarth’s relevance provides a link to what drew Himid to 

Hogarth’s work: its similarities with the social and political events of Himid’s own time.  

Himid’s mid-1980s interest in Hogarth may have been partly prompted by Hockney’s 

engagement with the eighteenth-century artist and may have led her to produce her own 

version of a “modern moral subject,” A Fashionable Marriage.   

 

Himid has described her connection to Hogarth in A Fashionable Marriage, 

highlighting the overarching sense of the artist as agent provocateur and, above all, as a 

subversive figure.  She observed that “Hogarth, bad-tempered ambitious genius and critic 

of eighteenth-century manners and morals, painter of theatrical themes, storyteller, 

history painter, arch xenophobe, proved to be the perfect ally. He painted life as he saw it 

outside his back door. He had no qualms about heaping ridicule upon aristocratic 

architects, politicians, moneyed men, stupid women, avaricious families, lazy 

bureaucrats, and anyone French or Italian.” Himid continues, “In 1986 I wished to do the 

                                                 
85 Lubaina Himid, interview by the author, Preston, Lancashire, England, March 9, 2006.  
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same…His theatricality and storytelling tableaux fulfilled my desire for spectacle and 

drama…Hogarth was interested in the time in which he lived—the people who stood in 

his way as much as those who, like Fielding and Vertue, praised his innovation and risk-

taking.”86  Himid thus forged an alliance with the eighteenth-century painter and engraver 

based on a mutual need to critique, through a dramatic, satirical lens, the London of their 

respective times.87  In addition, her interest in Hogarth’s “risk-taking” evinced a lengthy 

tradition of English satire.  Works such as Cruikshank’s Merry Making on the Regent’s 

Birthday of 1812 (figure 129) reflected a similar, biting sense of satire that functioned, 

like the most effective political cartoons, through slightly off-color humor and layered 

pictorial symbolism.88  Himid has written that,  

 

London in the 1980s in the midst of the hedonistic, greedy, self-serving, go-
getting opportunistic mayhem was a fabulous location for me as a satirist and wit. 
Everyone who shook or moved in artistic semicircles or political whirlpools was a 
deserving dartboard. I took aim and threw…Hogarth provided the many layers I 
needed …to reveal the art folk and their intrigues by comparing them to the 
despicable players on the stage of world politics.89 

 
 

                                                 
86 Ibid. 
 
87 Himid recalled that “I read a lot about him in the 1970s when studying theatre design.  Then in the mid-
1980s, his themes and fury matched mine I sought out locations, read more books, and looked at the work 
all over again.”  See Bernadette Fort, “Lubaina Himid’s A Fashionable Marriage: A Post-Colonial 
Hogarthian `Dumb Show,’” in Bernadette Fort and Angela Rosenthal, eds., The Other Hogarth: Aesthetics 
of Difference (Princeton, N.J.: Princeton University Press, 2001), n. 1, 292.  Himid’s reference to “fury” 
speaks to the themes of subversion that are present in both artists’ work. 
 
88 Cruikshank’s 1812 work was a satirical rendering of King George IV (1762-1830), largely known for his 
excessive tastes in alcohol, food and women.  For a discussion of  the large number of satirical works that 
focused on these characteristics associated with George IV, see Kenneth Baker, George IV: A Life in 
Caricature (London: Thames and Hudson, 2005). 
 
89 Lubaina Himid, “A Fashionable Marriage,” in Bernadette Fort and Angela Rosenthal, eds., The Other 
Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University Press, 2001), 270. 
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Himid explains the idea shared by other contemporary artists that Hogarth 

represents a kind of “man of the people” who democratically lampooned the misdeeds of 

London’s wealthy and impoverished citizens.90 Yet, such a characterization obscures 

evidence of Hogarth’s conformity and oppression. 

 
 

The Art World:  “The Art Critic”  
 

 

Himid’s A Fashionable Marriage substituted Hogarth’s Senesino, the castrato 

vocalist, with “The Art Critic” (figure 130).   In Himid’s preparatory drawing for the 

critic, his corpulent mass appears to float within the spare plane of the drawing (figure 

131). He is seated on a set of sketchy chair legs, executed in a few linear strokes that are 

nearly obscured below him. The sense of weightlessness, or a general lack of substance, 

is emphasized by a speech bubble that the critic emits, cartoon-style, from his mouth. The 

bubble’s emptiness is emphasized by its relatively large scale. Himid incorporates two 

succinct words within this space that summarize the qualitative content of the critic’s 

speech: “Not Alot.”91         

 

                                                 
90 Lubaina Himid, “A Fashionable Marriage,” in Bernadette Fort and Angela Rosenthal, eds., The Other 
Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University Press, 2001), 270. 
 
91 In a March 9, 2006 interview with the author, Himid noted that the image includes the text of “what I 
was reading at the time: Dabydeen and Shesgreen.”  Himid is referring to relatively new, revisionist 
interpretations of Hogarth’s work such as David Dabydeen, Hogarth’s Blacks: Images of Blacks in 
Eighteenth-Century English Art (Manchester: Manchester University Press, 1987), who had examined the 
image of servants of African descent in Hogarth who had rarely been discussed in previous scholarship. 
Himid may also have been referring to the following publications by Sean Shesgreen: Sean Shesgreen, 
Engravings by Hogarth (New York: Dover Publications, Inc., 1973); Sean Shesgreen, “Hogarth’s Industry 
and Idleness: A Reading’, Eighteenth-Century Studies 9 (1976), 569-98, and Sean Shesgreen, Hogarth and 
the Times of Day Tradition (London, 1983). 
 



203 
 

Himid’s curvaceous art critic is in eighteenth-century dress.  Yet instead of frilly 

white ruffles peeking out from his blouse, Himid has placed a profusion of yellow rubber 

gloves.  They sprout forth from beneath his vest, much like a chicken’s fleshy wattle.  

The rubber gloves, along with his beak-like mouth, swooping “comb” of curled hair and 

bloated body, together evoke an image of a plump rooster or chicken.  The art critic’s 

jacket cuff features an elaborate design: collaged bits of art magazines and music 

reviews, while his coat trails to the floor with expressionistic, repeated images of the 

London-born, Nigerian-English vocalist called Sade.  Other collaged texts that adorn his 

coat and vest have been cut and adhered to reveal references to artists of color, Andy 

Warhol, and the Venice Biennial.  Together, all of these elements convey a picture of a 

dysfunctional London-based cultural world that is marked by various competing factions.   

Himid has produced an art critic that is an almost mirror image of Hogarth’s castrato; he 

is one of the few characters that Himid depicts in eighteenth-century dress.  This pointed 

kinship with Hogarth’s earlier image points to her enduring interest in history.  Yet, while 

they visually refer to Hogarth’s figures, Himid has endowed them with contemporary 

identities.  In this way, she ensured a dialogue between Hogarth’s time and 1980s 

London, underscoring the cyclical nature of historical narrative. 

 

By linking the art critic with Hogarth’s plump and pretentious castrato, Himid 

pointed out similarities between the two: pompous airs, pretentiousness, puffed-up 

egotism and effeminate nature.  In Hogarth’s time, these characteristics were linked to the 

French in particular.  Yet, for Himid, she is far more interested in a critique of the art 

critic’s perceived ambivalence and/or hostility towards artists of color.  Her resulting 
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image of the art critic reveals how she has drawn from the subversive narratives that were 

already present in Hogarth’s earlier work.   

 

 The Art World: “The Collector/Dealer” 

 

Himid also transforms Hogarth’s flautist into the contemporary figure of a shady 

art dealer.  She names him “The Collector/Dealer,” and he plays a rudimentary flute 

(figure 132).  In Hogarth’s scene, his lower body is partially obscured by the ample 

proportions of the seated castrato in front of him.  Himid has retained the upper torso of 

Hogarth’s flautist, changing his velevety jacket from burgundy to blue, and mounts him 

on an unpainted, seven-foot-tall plank of wood that is plastered with spray-painted British 

pound signs and American dollar bills (figure 133).  Dollar bills were chosen because 

“Real money is American money, international money,” according to Himid.92 Within the 

installation, Himid propped this figure against the wall behind the art critic and the 

funder,  in keeping with his position in Hogarth’s scene. In Hogarth’s levee, the musician 

plays a tune that infuses the entire scene.  In Himid’s scene, the art dealer manipulates the 

art world in a similar fashion, by turns celebrating particular artists while lowering the 

visibility of others.   The art dealer’s whimsical representation is emphasized in Himid’s 

eloquent, delicately-rendered preparatory drawing (figure 134).  He wears a cummerbund 

that appears to be adorned with musical notes.  Yet, upon closer inspection, these stylized 

“notes” are revealed to be something else entirely: symbolic, repeated references to his 

primary object of interest, the British pound.   

                                                 
92 Lubaina Himid, interview by author, Preston, Lancashire, England, August 11, 2010. 
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The Art World: “The Funding Body” 

 

The third figure in the Art World section is drawn from Hogarth’s effeminate 

Ambassador who sips chocolate with paper curlers in his hair.  In Himid’s version, he 

becomes “The Funding Body,” an arts funder who is perched atop a wobbly wooden 

fence (figure 120).  His pretentiousness is made clear by the fact that he is of so little 

substance that the delicate fence easily withstands his weight.  His presence alludes to 

luxury or polarized class divisions in the representation of “The Funding Body,” namely 

those individuals empowered with deciding which artists were worthy of support.  Of this 

figure, Himid writes that he is “unable to decide between the critic’s song and the fad of 

the day. Should he support the disabled, the Black, the women, or wait until someone else 

gives permission—the countess perhaps?”93  He is a fitting subject for Himid’s narrative 

since his presence documents the utter instability of available arts support (despite the 

GLC’s efforts) for those considered “other,” i.e. those that were not white, wealthy or 

well-placed heterosexual males.94  

 

The arts funder, along with the art dealer and art critic are all situated in the left 

corner of Himid’s “Art World.”  Most significantly, all share a marked fidelity to 

Hogarth’s original scene, evincing Himid’s primary interest in historical narrative.  Yet, 

                                                 
93  Lubaina Himid, “A Fashionable Marriage,” in Bernadette Fort and Angela Rosenthal, eds., The Other 
Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University Press, 2001), 274. 
 
94 For discussion of inequities in British arts funding in the 1970s and 1980s regarding “ethnic arts” vs. 
mainstream funding, see Kobena Mercer, Welcome to the Jungle (London and NY: Routledge, 1994) and 
Naseem Khan, “Choices for Black Arts in Britain Over Thirty Years,” in David A. Bailey, Ian Baucom and 
Sonia Boyce, eds., Shades of Black: Assembling Black Arts in 1980s Britain (Durham, N.C.: Duke 
University Press, 2005).   
 



206 
 

despite being pictorially similar to Hogarth’s figures, each has a new, updated identity.  

These identities are signified by a number of objects, including clippings from London-

based newspapers and magazines, American dollar bills, rubber gloves, spray-painted 

graffiti of British pound signs that provide each “character” with a great deal of currency, 

situating each in 1980s London.  They also function like a crash course in popular 

cultural stylization, endowing the critic, dealer and funder with symbolic markings or 

badges.  In this way, Himid’s figures recall Hockney’s early 1960s paintings and Pop Art 

standards like Peter Blake’s Self-Portrait with Badges of 1961.95 

 

The Art World: “The Angst/Complacent School of British Painting”  

 

Also on the “Art World” side, two male figures with ruby-red lips are joined at 

the hip and awkwardly seated in a chair (figure 121).  They replaced the two male figures 

in Hogarth’s piece, one of whom faces the viewer with a half-asleep expression, while the 

other snores peacefully in the corner.  Himid referred to her two conjoined men as “The 

Angst/Complacent School of British Painting.”  Rather than human legs, the figure in 

front has blue, fish-like appendages that evoke a mermaid-like quality.  Above the two 

enjoined male figures is Picasso’s well-known portrait of Gertude Stein, certainly a 

codified reference to homosexuality that links Gilbert and George, Hockney, Gertrude 

Stein and Himid herself.   

 

                                                 
95 Blake’s 1961 Self-Portrait with Badges features the artist in a blue denim suit with a virtual collage of 
buttons with logos.  In this update of Gainsborough’s Blue Boy, a self-assured Blake represents himself as a 
highly individualized spectacle whose identity has been formed  by dress and the badges that don his outfit 
as well as the celebrity-fixated American magazine that he prominently displays in his hand.   
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Himid has noted that she “was thinking about Gilbert and George and also two 

Scottish guys, Stephen and Adrian Wisziewski, who were the Damien Hirst figures of the 

day in the mid-1980s.”96  These two privileged artists were part of a well-known group of 

artists called the New Glasgow Boys.97  They represented one component of a narrative 

of exclusion that was already present in Hogarth’s work.98  Himid has written that the two 

attached men “reminded me of the then very fashionable painters of the time, graduates 

of the Glasgow School of Art…Mimicking the English world of Private Eye and Gilbert 

and George, but out on a provincial limb nevertheless…These men were the saviors of 

painting, the epitome of a nineteenth-century ideal. The worlds they depicted were 

peopled by men eccentrically dressed, going forth on Arthurian quests, subsequently 

meeting themselves coming back. Theirs was not a world of political marginality, but one 

firmly placed in a private commercial dealer system, which exists to mirror the world of 

collectors.”99 She implies that this relatively higher class and Scottish world had very 

little to do with the everyday realities of working-class and/or immigrant populations.100  

                                                 
96 Lubaina Himid, interview by author, Preston, Lancashire, England, March 9, 2006. 
 
97 Himid references the 1980s emergence of  a group of artists called the New Glasgow Boys by the media.  
These artists, who were largely painters, included Steven Campbell (b. 1956), Ken Currie (b. 1960), Peter 
Howson (b. 1958), Adrian Wiszniewski (b. 1958) and Stephen Conroy (b. 1964).  Rejecting the 
minimalism and abstraction that were prevalent during this period, they instead produced works that 
focused on narrative, social realism, history painting and the human figure.  Himid’s incorporation of the 
New Glasgow Boys is part of a larger critique of gay white male privilege in the art world, which again 
reflects an engagement with Hockney.   As discussed in Chapter Two, from the early 1960s, and by the 
1980s, Hockney had enjoyed increasing success, both in the US and in Britain. 
 
98 This “inner circle” also includes US President Reagan and  the white female artist who may be allowed a 
measure of space in mainstream art history texts. 
 
99 Private Eye is a satirical magazine, first published in London in 1961. Founded in 1845 by Charles 
Rennie Mackintosh, the exclusive Glasgow School of Art is an independent art school in Scotland that is 
one one of the most prominent institutions for the study of art and design in the world. Its graduates include 
Christine Borland, Douglas Gordon, Peter Howson, Bruce McLean, Jenny Saville and Simon Starling. 
 
100 This occurred despite the fact that many of Himid’s peers had parents who were born outside of 
England, but had actually been born in Britain themselves. 
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Himid is suggesting that the artists represent a privileged realm of British art populated 

by elite, and often dandified, white males.101 This world decidedly excluded individuals 

like Himid and many of her colleagues, artists that forged what has become known as the 

1980s Black Arts Movement in Britain. Himid’s association of these figures with a 

“nineteenth-century ideal” highlights the link with late Victorian dandyism in England 

that has been a key component of Gilbert and George’s works and their performed 

personas as artists.102   

 

 The Art World: “The Feminist Artist (Cult of the Individual)” 

 

Hogarth’s female figure that swoons in front of the castrato becomes, in Himid’s 

“Art World” scene, a white American feminist artist (figure 122).  Himid referred to her 

as “The Feminist Artist (Cult of the Individual).”   She is comprised of a series of boxes 

with empty drawers, some of which are filled with figures.  The two bottom upturned 

drawers display plates, alluding to Judy Chicago’s Dinner Party of 1974.103  Text is 

                                                                                                                                                 
 
101 In 1989, Saint Martins School of Art and Central School of Art and Design merged to become Central 
Saint Martins College of Art and Design. 
 
102 In fact, Gilbert and George have, throughout their career, produced work that blatantly contradicted 
relevant contemporary styles of art. Their work focused on an endless parade of rent boys, views of inner-
city London and tongue-in-cheek views of the pair strolling thought the English countryside, a general 
interrogation of “Englishness”. As Frances Spalding has suggested, during the artists’ time at Saint Martins, 
their first experiments as living sculptures may have been executed “to needle Anthony Caro and the New 
generation sculptors whose very masculine sculpture dominated the sculpture department; see Frances 
Spalding, British Art Since 1900 (London: Thames and Hudson, 1986). 
     
103 American artist Judy Chicago’s Dinner Party (c. 1974-79) is a seminal work of the American feminist 
artist movement.   It is a triangular banquet table featuring 39 place settings that pay tribute to a diverse 
group of female historical figures.  Each plate setting features a decorative element with a vulvar and 
butterfly design at center.  For a selection of essays that discuss the significance of The Dinner Party within 
art historical scholarship on the American feminist art movement, see Amelia Jones, ed., Judy Chicago’s 
Dinner Party in Feminist Art History (Berkeley: University of California Press, 1996). 
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inscribed across two of the boxes: “The white dress is part of a plot to escape.”  This 

Dada-inspired figure is drawn from a host of inspirational sources: Picasso and Cubism, 

Surrealist uses of furniture as allusion to psychological states of mind, Joseph Cornell’s 

Victorian-influenced boxes, and, as mentioned before, Judy Chicago’s Dinner Party.  

Yet, Himid’s “feminist artist” resonates most closely with Louise Nevelson’s 

monumental, Cubist-informed assemblages.  This figure also examines issues 

surrounding those activities that have been historically deemed “women’s work,” 

including craft (the ceramic plates) and household work (the garbage can).  Fluffy white 

gift-wrap tissue paper pokes out of the garbage can, perhaps part of the work’s textual 

reference to a “white dress” or wedding dress.  Hence, a discarded wedding dress may 

signify an “escape” from the expected social behavior of women and/or women artists.  

 

The pointed emptiness of most of the drawers reflects Himid’s commentary on the 

American feminist art movement which had been critiqued for racist and elitist practices 

by African American artists like Howardena Pindell.  Himid provides the figure with a 

subtitled name, the “Cult of the Individual,” to address this issue of racist exclusion 

within the feminist movement.  Interestingly, both Rego and Himid used a stacked chest 

of drawers in their re-workings of Hogarth’s Marriage-A-la-Mode.104   

 

  

 

                                                 
104 Rego’s use, to be discussed in the next chapter, references a form of psychological analysis that dealt 
with emotional trauma.  As will be explored, this function was very much in line with the Surrealists’ use 
of furniture, largely as symbolic commentary on emotional states. 
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The Art World: “The Black Artist” 

 

Himid replaced Hogarth’s standing Black male servant who leans and grins 

broadly as he serves a steaming cup of chocolate with a Black female artist.  Himid calls 

her “The Black Artist” (figure 135).105  She is much more monumental than the other 

figures in the installation, far larger in scale.  She appears to function like an allegorical 

figure, laden with symbolism.  With articulated arms and an expansive blue dress, she 

towers over the entire room. Most strikingly, a series of wooden fish embellish her 

expressionistically-painted blue dress (figure 136). Together, the fish and varying shades 

of blue evoke a map-like expanse of water and land. All of these elements call forth the 

Middle Passage and the many enslaved Africans who were lost overboard. In this way, 

Himid pays tribute to the memory and physical presence of these countless, nameless 

individuals by the inclusion of this grave and spectral figure. A Fashionable Marriage 

represents a moral commentary on specifically British actions in the name of commerce, 

an extension of Hogarth’s commentary on morality and the thirst for luxury items.106   

 

Himid has depicted the Black woman artist with a bowl that mirrors the cup of 

chocolate held by Hogarth’s standing male servant. Hogarth’s figure stoops to serve the 

European woman at his right.  Himid’s figure, by contrast, tosses liquid into the face of 

the woman that she is next to, yet another example of subversion in the installation.  In 

addition, the Black artist’s depiction with a bowl refers to an earlier work by Himid 

                                                 
105 Interestingly, Himid’s feminist sensibilities ensure that the quintessential image of “the black artist” is a 
female one rather than male. 
 
106 This issue of morality and luxury items, in relation to the “Black artist” figure, will be addressed later in 
this chapter. 
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called A Carrot Piece, produced one year before A Fashionable Marriage.  In A Carrot 

Piece, a Black woman cradles a bowl of swirling energy that signifies both African-based 

cultural manifestations as well as Picasso’s use of the notion of magic fetishism.  In 

addition, Himid’s incorporation of liquid matter also speaks to her engagement with 

Hockney’s swimming pool imagery during this period.    

 

The Real World: “The Right Wing Sycophant” 
 

 

Himid’s hairdresser replaced Hogarth’s affected French hairdresser whose mask-

like, hook-nosed face is amply coated in white powder.  In Himid’s scene, he becomes a 

lackey, whom Himid also referred to as a “tabloid editor, cheap trashy novelist, ambitious 

young M.P.” 107   This nude, pale blond figure with moveable arms holds a lengthy penis 

fashioned from wrinkly plastic that accommodates the masturbatory movement of the 

arm.  When his arm is extended, the top of the penis morphs into an electric hairdryer 

(figure 137).  In the preparatory drawings for the figure, Himid lists his various guises: 

“Neo Nazi politician, British bobby, CIA agent, sanction buster, greedy industrialist, 

right-wing thug.”  Himid’s aggressive yet comical description evinced a Dada-inflected 

emphasis on political satire with a humorous quality that nonetheless delivers a serious 

social critique.  Other influences here include the work of George Grosz and his dark, 

Cubist-inflected moral critiques during the Weimar years in 1920s Berlin.108  Both the 

                                                 
107 Lubaina Himid, “A Fashionable Marriage,” in Bernadette Fort and Angela Rosenthal, eds., The Other 
Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University Press, 2001), 276. 
 
108 As will be discussed in the next chapter, Rego also shares a stylistic linkage with the sobering social 
critiques of Grosz.  For further discussion of Grosz and Neue Sachlichkeit (or New Objectivity), see Frank 
Whitford, The Berlin of George Grosz: Drawings, Watercolors and Prints, 1912-1930 (London and New 
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preparatory drawing and the lackey cut-out in the installation represent a critique of 

Conservative politics, particularly Thatcher’s focus on privatization at the expense of 

social programs in Britain during her tenure as PM. Himid has described the work as key 

to recognizing the British example as part of a “wider global politic,” an environment 

marked by little concern for those in need of governmental assistance.109  

 

Himid has chosen a male nude that responds “enthusiastically” (with an erection), 

to Thatcher while arranging her hair.  One might be tempted to assume that this figure is 

feminized with his red-rouged lips and careful primping of Thatcher’s hair.  Yet, in 

comparison to other figures like the art critic and the arts funder, he is considerably more 

masculine, particularly when accompanied by a lengthy phallic appendage.  His swinging 

arm and flex-ready appendage give him the appearance of a marionette or puppet.  

Indeed, Himid has casted him as a political puppet with an erection that speaks to the 

sycophantic nature of his relationship with Thatcher and the larger Conservative party.  

Himid’s association of this figure with puppetry may reference Spitting Image, a popular 

puppet show of political satire that aired on Britain’s ITV networks from 1984 to 1996.110 

 

 

 

 

                                                                                                                                                 
Haven: Yale University Press, 1997) and Jill Lloyd, Christian Schad and the Neue Sachlichkeit (New York: 
W.W. Norton and Company, 2003). 
 
109 Lubaina Himid, “A Fashionable Marriage,” in Lubaina Himid, Olusola Oyeleye and Maud Sulter, New 
Robes for Mashulan, Lubaina Himid: Work Past and Present (Rochdale Art Gallery, 1987), 18. 
 
110 See Lewis Chester, Tooth & Claw: The Inside Story of Spitting Image (London: Faber and Faber, 1986). 
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The Real World: “Margaret Thatcher” 

 

In Hogarth’s version, the relaxed countess slyly gazes with an adoring expression 

at her lawyer.  In Himid’s scene, she becomes transformed into a convoluted, fractured 

figure (figure 125).  Thatcher’s body is comprised of a series of rectangular blocks of 

paper, a massive, fluttery yellow made of geometric cuts of paper, cardboard boxes and 

newspaper articles documenting Thatcher’s tenure as Prime Minister.  Just above the 

expansive “dress” is an ivory profusion of broken-down boxes that have been flattened to 

form a white, wing-like mantle.  Thatcher’s face is a Joseph Cornellian box of newsprint 

masks.  As a whole, the figure of Thatcher may be described as flighty, whimsical and/or 

insubstantial.  Her presence is a disjointed one, and nothing appears solid.  Her arms are 

merely tacked or nailed onto the fluffy, cloud-like shoulder area.  

 

This commanding representation of Thatcher corresponds to her tremendous 

social and political impact during the 1980s.  Himid had written of a 1980s London that 

was marked by “hedonistic, greedy...opportunitstic mayhem,” a reference to the 

capitalist-driven policies of both Margaret Thatcher and Ronald Reagan during a period 

that saw the publication of numerous images of both leaders in the global press (figure 

138).111  Himid has also written of her scene: “Margaret Thatcher throws herself towards 

the reclining/declining Reagan and allows herself to be invited to a masked ball—World 

                                                 
111 Lubaina Himid, “A Fashionable Marriage,” in Bernadette Fort and Angela Rosenthal, eds., The Other 
Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University Press, 2001), 270. 
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War III—Nuclear Holocaust. The art world, maintaining the status quo, sings on.” 112  

The central placement of Thatcher in the work is also significant because, in 1986, the 

same year that Himid’s A Fashionable Marriage was completed, Thatcher’s 

Conservative Party government abolished the Greater London Council (GLC). The GLC, 

established in 1965, has been widely viewed as the provider of a considerable degree of 

support for what was then called “ethnic arts” and “Black arts.” Social scientist Jim 

McGuigan has written of “the vital role the GLC played in the formation of a Black film 

culture and practice in Britain,” and how GLC funding, along with other funding 

agencies and Channel Four’s commitment to independent films, “created the conditions, 

albeit fragile, for Black filmmaking.”113 Hence, Himid’s focus on Thatcher is of critical 

significance in her assessment of the socio-political environment that was 1980s London.  

Her efforts certainly had a social and political impact on the services available to Black 

and Asian artists during this period.     

 

Issues of class are also evoked in the form of Thatcher.  In Hogarth’s scene, the 

countess was the daughter of a merchant, “the middling ranks,” which are distinct from, 

and considered below, the aristocracy.  As David Bindman has written of the scene, “The 

new countess, though of a merchant family, plays up to her new rank by receiving 

visitors at a levee.”114  Hogarth’s entire scene is an image of the countess attempts to shift 

                                                 
112 Lubaina Himid, New Robes for Mashulan, Lubaina Himid: Work Past and Present (Rochdale Art 
Gallery, 1987), 8.  This text was also published on the flyer for the Pentonville Gallery at 4 Whitfield St. in 
London.  The exhibition was on view from November 27th through December 20, 1986. 
 
113 Jim McGuigan, Culture and the Public Sphere  (London: Taylor and Francis, 1996), 82. 
 
114 David Bindman, “Hogarth’s Africans,” in The Other Hogarth: Aesthetics of Difference, Bernadette Fort 
and Angela Rosenthal, eds., (Princeton: Princeton University Press, 2001), 265. 
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her own social standing with a costly, aristocratic levee that evinces a number of moral 

transgressions. As David Dabydeen has succinctly noted, “The sense of moral decay 

brought about by commercialism is one that runs through Hogarth’s work, from his South 

Sea prints to Gin Lane and The Cockpit.”115  The environment is one that references 

infidelity, sexual abandon, and the masquerade, a theme of extravagance as the site of 

moral disarray.    

 

Thatcher herself comes from a merchant family, with a father who was a grocer.  

Himid produced preparatory drawings for the art critic, Margaret Thatcher (figure 139) 

and other characters, works that reveal a more playful and Hogarthian sense of humor 

than in the artist’s larger installation.  In the complex drawing for Thatcher, Himid has 

inscribed on the work “The Grocer’s Daughter,” a reference to her upbringing.  This 

“naming” functions as a sly and ironic commentary on Thatcher’s notably non-social 

programs policies and practices that preferenced the wealthy over more impoverished 

citizens. At left, a relaxed Thatcher/Countess sits poised with one arm informally propped 

on the chair.  To her right is a photo of Thatcher with a crazed expression, a reference to 

her media representation as frequently irate, opinionated and uncompromising.116 

 

 

 

 

                                                 
115 David Dabydeen, , Hogarth’s Blacks: Images of Blacks in Eighteenth-Century English Art (Manchester: 
Manchester University Press, 1987), 72. 
116 A recent newspaper article in The Guardian discusses this lingering image of Thatcher.  See Jackie 
Ashley, “Pungent, Angry and Decisive,” The Guardian (January 2, 2011). 
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The Real World: “Ronald Reagan” 

 

Hogarth’s Silvertongue entertains the countess with such a level of comfort and 

intimacy that he has his feet and legs placed atop her fine sofa.  Confident in his 

masculinity and in their already-established relationship, he boldly invites her to a 

masquerade, gesturing towards the masquerade scene that embellishes the screen that 

stands just behind him. Himid’s replacement, Ronald Reagan, is a reclining figure with 

broad, curvaceous hips and a detached head fashioned from a square block of wood 

(figure 126).  He wears a cowboy outfit and “floats” in an outer space of white stars and 

ascendant rocket ships, references to Reagan’s fixation on space programs and the “toys” 

of war.  Behind Reagan is a tall darkened screen (figure 140) that includes photos and 

text from newspaper clippings that document a series of terrorist bombings, meetings 

with Thatcher, and other events from Reagan’s tenure as U.S. president.   

 

Two re-workings of Picasso are placed close together above the Reagan and 

Thatcher figures (figure 141), one of which is an appropriation of Picasso’s version of 

David’s Rape of the Sabine Women.117  These frenzied, distressed figures illuminate the 

violent plans being hatched in the implied negotiations below between Thatcher (Britain) 

and Reagan (the United States), much like Hogarth used the image of Medusa in the 

marriage contract scene of Marriage-A-la-Mode to symbolically respond to the ill-fated 

wdding.  

                                                 
117 Himid described the Picasso re-workings that are placed above the heads of Reagan and Thatcher as “ 
late Picassos; plenty of rape scenes to choose from, many women’s bodies to penetrate and destroy…”  
(See Lubaina Himid, “A Fashionable Marriage,” in Bernadette Fort and Angela Rosenthal, eds., The Other 
Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University Press, 2001), 271). 
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In 2009, Himid discussed her incorporation of Thatcher and Reagan in this 

installation: “It’s strangely of its time (because of Margaret Thatcher and Reagan), but I 

think it can probably hold its own.  They are such iconic creatures (and the relationship 

between Britain and America at the time).”118  Most pointedly, Reagan holds in his hand 

a note that says “Join me in the dance.”119  This communication referred to what 

Churchill referred to as the “special relationship” between the two nations, an interaction 

that had begun in the nineteenth century.120  Other similarities particular to Thatcher and 

Reagan include the ways that Thatcher revived British capitalism and Reagan’s testing of 

Soviet power.  Both were viewed as populist leaders, and Reagan focused on rhetoric that 

used religion to further his aims, while Thatcher focused on privatization to modify 

British economic policy.  Other challenges for both figures were union strikes, and 

negotiations with the Soviet Union.  In addition, both survived assassination attempts.121  

 

                                                 
118 Lubaina Himid, telephone interview with author on September 21, 2009. 
 
119 During Himid’s August 11, 2010 interview with the author in Preston, Himid suggested that the Lawyer 
may have been holding a note with similar text in Hogarth’s earlier Marriage-A-la-Mode scene. 
 
120 One of Churchill’s early references to a “special relationship” was during his speech called the “Sinews 
of Peace Address” (later called The Iron Curtain speech) at Westminster College in Fulton, Missouri in 
March, 1946. This relationship, marked by cooperative sentiment in military trade, commerce and 
intelligence sharing, may be exemplified by the following: the Quebec Agreement of 1943, Thatcher’s 
support for Reagan’s 1986 bombing of Libya, and the fact that the United States is the largest source of 
foreign direct investment in the British economy.  For further details, see Nicholas Wapshott, Ronald 
Reagan and Margaret Thatcher: A Political Marriage (London: Sentinel HC, 2007); Stephen Haseler, 
Sidekick: Bulldog to Lapdog, British Global Strategy from Churchill to Blair (London: Forumpress, 2007) 
and Alan J. Dobson, Anglo-American Relations in the Twentieth Century: Of Friendship, Conflict and the 
Rise and Decline of Superpowers (London and New York: Routledge, 1995). 
 
121 See Nicholas Wapshott, Ronald Reagan and Margaret Thatcher: A Political Marriage (London: 
Sentinel HC, 2007); Stephen Haseler, Sidekick: Bulldog to Lapdog, British Global Strategy from Churchill 
to Blair (London: Forumpress, 2007) and Alan J. Dobson, Anglo-American Relations in the Twentieth 
Century: Of Friendship, Conflict and the Rise and Decline of Superpowers (London and New York: 
Routledge, 1995). 
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Himid depicts the reclining Reagan as an odalisque with all its associated 

connotations of eroticized femininity, Orientalist imagery and concubinage.  By contrast, 

Thatcher, who leans forward aggressively, is masculinized in her bearing.  Their 

portrayal echoes their corresponding representations in the press: Reagan had a softer, 

somewhat more conciliatory approach, while Thatcher’s disposition earned her the 

nickname “The Iron Lady.”  Yet, although Himid depicts Reagan as an odalisque, she 

does render his face with a weathered masculinity, constructing a face from angular lines 

ona squared block of wood (figure 142).  This image fittingly corresponds to his portrayal 

of cowboys in Hollywood westerns. 

 

The Real World: “Ka—The Spirit of Resistance” 

 

Another figure has also been summarily modified from Hogarth’s Marriage-A-la-

Mode.   In Hogarth’s scene, a turbaned youth (figure 143) plays with an ensemble of 

objects bought from the auction house. The child grins in a knowing way and points to a 

horned figure, metaphorically alluding to the immoral behavior of the Countess, 

particularly in reference to the notion of cuckoldry.122  Hogarth’s young boy knowingly 

plays with toys that reference clandestine activities in the Countess’s eighteenth century 

household.  This young boy is transformed, in Himid’s Marriage, into a young girl seated 

                                                 
122 As David Dabydeen keenly observed, “The Black boy grins, pointing to Acteon’s horns to indicate that 
the wife will cuckold the young Earl who is absent from the scene.”  See David Dabydeen, Hogarth’s 
Blacks: Images of Blacks in Eighteenth-Century English Art (Manchester: Manchester University Press, 
1987), 79.  Since the Middle Ages, the idea of cuckoldry, or a wife’s infidelity, has been  traditionally 
signified within art historical symbolism by a pair of horns attached to the head of the husband who has 
been deceived.  The child’s gesture toward the horned figure also references the Greek mythological tale of 
the hunter Acteon, who is caught secretly gazing at the nude, bathing goddess Diana. In the tale, Diana then 
punishes him for his indiscretion by changing him into a deer who is then killed by his own hunting dogs. 
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on a battered brown suitcase with a handgun resting ominously on top of it (figure 

127).123  Adorned in stylish, late 1960s fashion, she is accompanied by a sharply-rendered 

Black dog with bared teeth.  The image is drawn from a 1960s photograph of the artist 

Maud Sulter at approximately eight years old during a visit to the Glasgow Zoo in 

Scotland (figure 144).124   

 

In the preparatory drawing for the young child (figure 145), Himid presents the 

servant/slave figure as a boy, a massive, much more significant figure.  He plays with a 

cluttered arsenal of oversized “toys”: rockets, machine guns, army tanks, soldiers, combat 

helmets, and a world globe in the background to convey the seriousness and danger of all 

of these objects.  He grasps a pointedly-broken phallic rocket in hand, an indication of 

Himid’s critique of Reagan’s thirst for war.  The presence of these objects link the young 

child to the depiction of Reagan with similar men’s “toys” or weapons, painted onto his 

cloak, and references to political violence on the screen (figure 146).   

 

Instead of an image of Sulter, Himid uses Hogarth’s child for the preparatory 

drawing and depicts him with Reagan’s weapons.  Himid extracts merely one element 

from the battery of weapons, a gun.  Himid had initially planned to produce a young boy 

that is physiognomically similar to Hogarth’s young servant.  Somehow, later, the 

                                                 
123 Another precedent for Himid’s image may be another work by Tissot called By Water of c. 1881-82, in 
which two women are seated on a suitcase.  Like the Himid figure, they appear to be waiting there, in the 
midst of travel.  In keeping with Himid’s focus on female protagonists who are marked by strength and 
resistance, both the Tissot and Himid’s figure reflect a (perhaps uncommon) sense of  independence and 
self-sufficient way of movement and “being” in the world. 
 
124 During Himid’s March 9, 2006 and August 11, 2010 interviews with the author in Preston, Himid 
discussed the image of Sulter at the age of eight, taken “while at Glasgow Zoo.” 
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photograph of Sulter took on more symbolic resonance.  Perhaps Himid was more 

compelled to draw from The Revenge Series and other works that were marked by the 

strategic incorporation of a Black lesbian couple.  With the inclusion of her own body 

and that of Sulter, Himid makes a bold political statement about the impact of a Black 

presence in British history as well as a Black lesbian presence.  This particular Black 

lesbian unit, Himid and Sulter indeed had an impact on the cultural landscape of 1980s 

London, showcasing the work of Black women artists through initiatives such as The 

Elbow Room.  Here, in A Fashionable Marriage, Himid staged (and documented) a 

Black lesbian presence that is central to the larger grand narratives that are taking place 

within the scene: issues of social hierarchy, media representation, visibility and agency 

within both the art world aand on the global political stage. 

 

Significantly, like Barnor Hesse’s critique of the dominant narratives which 

privilege the post World War II migrations and the 1948 arrival of the ship called the 

Empire Windrush, Himid problematizes a singular narrative documenting a Black 

presence in Britain.125  She includes the figure of a young girl reminiscent of the post-war 

migration images, adorning the child in mid-20th century dress, and twentieth-century 

accoutrements: a sturdy, modern suitcase and handgun. Yet the child is linked to an 

eighteenth-century Black British presence.  Again, the incongruous nature of this figure’s 

temporal location worries any simple alignment of the figure with one particular period 

                                                 
125 In 1948, 492 Jamaicans arrived in England on the S.S. Empire Windrush from Kingston. This trip has 
often been referred to as the first cargo marking the post-WWII mass migrations to England, and has been 
incessantly referenced as a highly symbolic instance (whether viewed in a positive or negative light) of 
subsequent migrations to Britain in the late twentieth-century.  For further details on the symbolic 
resonance of Windrush, see Trevor Phillips and Mike Phillips, Windrush: The Irresistible Rise of Multi-
Racial Britain (NY; HarperCollins, 2009). 
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of time. The incongruous nature of this figure is further revealed by the fact that, unlike 

the eighteenth-century servants in Hogarth’s time, Himid’s young girl presents a singular 

face of independence.  With weapon at hand, she appears to be set apart, in terms of class 

and purpose, from the other characters in the scene. 

 

In Hogarth’s Marriage-A-la-Mode, the young male child appears to be mixed-

race, with a complexion and facial features that are markedly distinct from that of the 

older Black man who serves chocolate (figure 147).126 The younger figure, a page boy, is 

much lighter in complexion. He wears an elaborately wrapped white pugree (turban), 

which may signify South Asian descent, a line of thinking that has not been previously 

discussed in scholarship on Hogarth’s scene. The presence of the pugree also falls 

directly in line with the orientalized Black servant figures in eighteenth and 19th century 

fine art and in popular culture advertisements.127  

 

The youth’s age, in addition to his dolled-up, prettified adornment, qualifies him 

as a figure equivalent to a small pet, a frequent companion of wealthy women in 

                                                 
126 In fact, Hogarth’s representation of the older servant is over-exaggerated and mask-like, as though the 
artist had difficulty in articulating this figure.  The older male’s image is much more stereotypical than the 
younger child’s.  Perhaps, for Hogarth and other eighteenth century Europeans, the younger child is viewed 
as less threatening (and less masculine) due to his age.  Hence, his features have been rendered accordingly, 
in a somewhat milder representation.  The older man’s heavy features are similar to Hogarth’s 
representation of the prostitute and Tom Idle, the errant apprentice, in Hogarth’s aforementioned print 
series called Industry and Idleness.  This pseudo-scientific association of physiognomic characteristics with 
morality was a frequent characteristic of much eighteenth century European art.  For further details, see 
David Bindman, Ape to Apollo: Aesthetics and the Idea of Race in the Eighteenth Century (Ithaca, NY and 
London: Cornell University Press and Reaktion Books, 2002).   
 
127 This figure would be represented as an individual of North African and/or Arab descent.  See David 
Bindman, Henry Louis Gates, Jr. and Karen C.C. Dalton, eds., The Image of the Black in Western Art, 
Volume II: From the Early Christian Era to the Age of Disovery, Part II: Africans in the Christian 
Ordinance of the World (Boston: Belknap Press of Harvard University Press, 2010). 
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seventeenth and eighteenth-century Europe. Catherine Molineux has written of these 

figures:  

 
 
By the 1720s, satires of the lady and her Black slave had become a notable, 
though not extensive, feature of literary discourse. These satires tended to portray 
the practice of slave-owning as part of a fashion for pets…The slave-child-pet 
parallelism established a sentimentalized form of domination, displacing the 
violent act of slavery into the “intense emotional relationship” of pet ownership.  
As elite women sought to establish themselves in society by acquiring pets, Black 
slaves and fashionable animals became a form of social currency; they became 
objects consumed and displayed in a semiotic system of status.128 

 
 

In addition, it is significant that Himid has chosen the artist Maud Sulter as model 

for the young girl; the image is drawn from a photograph of Sulter at the age of eight. 

Sulter often discussed her Scottish and Ghanaian heritage.  Her mixed-race linkage 

connection to the small boy from Hogarth’s work is telling, and raises other issues of 

contemporary ideas about miscegenation, a concept that has problematically had moral 

implications in both the eighteenth and twentieth-centuries. Himid has noted of the work 

that she pointedly chose the image of the mixed-race Sulter to link her with the young 

boy in order to point out how physical beauty, sometimes linked with miscegenation, 

played a role in the choice of certain children to function as “pretty young playthings.”  

As Himid recalled, her choice of Maude to take the place of Hogarth’s seated youth “may 

have had to do with Hogarth’s child and Maude as mixed-race.  Hogarth’s child was a 

rather sensuous little creature, like decoration.  Maude was also very beautiful and no one 

                                                 
128 Catherine Molineux, “Hogarth’s Fashionable Slaves: Moral Corruption in Eighteenth-Century London,” 
ELH 76, no. 4 (Winter 2009):  498.  
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took her particularly seriously.  To some, she was just a pretty thing in a room.”129  So 

Himid provides Hogarth’s young boy, her representation of a young girl, (and Maude) 

with evidence of an additional layer of consciousness and resistance and purpose, slyly 

masked in an individual who is considered pleasing to look at, but seemingly without 

substance.  Himid transforms this entire scenario, both in the eighteenth-century setting 

and in 1986, providing these figures (or their representations) with a far greater sense of 

political and philosophical complexity. 

 

Sexual tension permeates Scene Four of Hogarth’s Marriage. In eighteenth 

century London, despite what was common practice, the representation of such blatant 

eroticism signified immoral behavior. Dabydeen writes of Hogarth’s use of visual 

signifiers to heighten the emphasis on sensuality in Marriage-A-la-Mode, including the 

displayed pictures on the wall: “Jupiter embracing Io and a drunken Lot being seduced by 

his daughters reinforce the mood of sexual obscenity as does the erotic novel, entitled 

Sopha, lying appropriately on the sofa…peppered with references to ladies who are 

`liberal of their Favours to their Negroes.’130 This inference to white women and Black 

men relates to the young mixed-race child, so that both the corporeal presence of the 

child as well as the inclusion of the novel hint at the potential dangers of miscegenation, 

brought about by unbridled sexuality. 

 

                                                 
129 Lubaina Himid, telephone interview with the author on September 21, 2009. 
130 David Dabydeen, Hogarth’s Blacks: Images of Blacks in Eighteenth-Century English Art (Manchester: 
Manchester University Press, 1987), 79. 
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 In addition, the decided range of complexions in Hogarth’s work has not been 

examined in great detail in previous scholarship on Hogarth’s work, although the 

assessment of Hogarth’s perceived sympathy toward servants of African descent has been 

discussed in Dabydeen’s Hogarth’s Blacks and Himid’s aforementioned essay on 

Fashionable Marriage.131  In Scene Four of Marriage-A-la-Mode, Hogarth produces two 

images of Black servants that differ greatly in terms of physiognomy.  This form of 

engaged meticulousness and “seeing” on Hogarth’s part may also be part of the reason 

that he has been seen by Black artists as sympathetic to these figures.  This aspect of 

Hogarth’s work, marked by a lengthy history of Black physiognomic complexity and 

difference, may also be exemplified by his perceptive and thoughtful representation of 

the young male servant in the portrait of Captain Coram (figure 148).  This image, in 

comparison with the two servants in Marriage-A-la-Mode, reveal Hogarth’s marked  

distinctions between his representation of figures of African descent.   

 

Of all the commentators on Hogarth over nearly three centuries of scholarship, 

only a recent essay by Molineux comments substantively on the turbaned child’s 

appearance. Molineux refers to the young boy as “mixed-race.”132  A simple comparison 

between the young boy and the older male servant reveals a distinct difference in 

complexion and in physiognomic detail.   This may allude to distinctions in status within 

the household, or it may simply represent the actual physical differences between 

Hogarth’s two models for the work. Indeed, it may be pertinent to note here that Hogarth 

                                                 
131 See footnote 151. 
132 Catherine Molineux, “Hogarth’s Fashionable Slaves: Moral Corruption in Eighteenth-Century London,” 
ELH 76, no. 4 (Winter 2009): 506.  
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has been fairly diverse in his physiognomic treatment of people of color, and his images 

of Black people have distinct “looks,” evidence that Hogarth seldom resorted to pure 

physical stereotype.  This aspect of Hogarth’s work, unexamined in previous Hogarth 

scholarship, may have led to the enduring (and somewhat controversial) notion that 

Hogarth was somehow sympathetic to the plight of African descendants in eighteenth 

century London.133 

 

The rudimentary outline of a gun rests beside the young girl on the suitcase, a 

reference to Himid’s attempts to configure the two Black figures in the work as located 

“…at the center, politically active, as knowing intelligent catalysts of change and 

revolution.”134  She has also discussed it as a “commitment to change” that is epitomized 

by the young girl who is seated foreground with “the necessary weapons.” 135  Himid is 

referring to a larger environment in which Black people’s appropriate response should be 

“resistance and unity, a concept which she later incorporates in the figure of the young 

girl.” 136  

 

Himid has expanded on the two female figures of color in her work, the standing 

Black female artist and the young girl in the foreground: “The Black artist pours energy 

                                                 
133 Bindman critiques this notion in his essay entitled “Hogarth’s Africans,” in The Other Hogarth: 
Aesthetics of Difference, Bernadette Fort and Angela Rosenthal, eds., (Princeton: Princeton University 
Press, 2001).  Bindman proposes that Hogarth was a man of his time, no more progressive than most 
eighteenth-century white males of his particular class. 
 
134 Lubaina Himid, “A Fashionable Marriage,” in Bernadette Fort and Angela Rosenthal, The Other 
Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University Press, 2001). 
 
135 Ibid. 
 
136 Ibid. 
 



226 
 

and time into white art institutions and systems of approval and reward. However...the 

answer to the predicament that Black people find themselves in is resistance and 

unity…an international commitment to change is illustrated in the figure of the child 

seated foreground with the necessary weapons.”137 Hence, Himid is asserting that the 

young girl, with handgun in reach, represents a form of resistance, a young child as 

emblem of empowerment. She has noted of the child, “She is an international terrorist.  

She is not arriving but she is an international traveler, a terrorist, why she has the gun.”138      

Himid’s use of the term “unity” is a form of theoretical dialogue about the African 

diaspora and Pan-Africanist-tinged concerns.  This focus on diaspora is further 

underscored by Himid’s discussion of what she has pointedly applied to the suitcase 

within the installation: reproductions of passport pages.  Himid has recalled that they 

were drawn from the passport pages of Maud Sulter, who had been to Cuba, the Gambia, 

the United States, Greece, the Netherlands, Morocco and Tunisia.139 

  

Himid may have been playing with the idea of the young girls’ inherent 

vulnerability and also strength by making this international terrorist a young girl.  Or, she 

may have employed the child in keeping with Hogarth’s original image. Also, the child in 

Hogarth is far older than his years because of what he has seen in the house.  He has a 

sly, knowing look that is mirrored in the face of Himid’s young girl.  The dogs evoke a 

form of aggression yet also serve a protective function, and Himid has referred to these 

                                                 
137 Lubaina Himid, “A Fashionable Marriage,” in Lubaina Himid, Olusola Oyeleye and Maud Sulter, New 
Robes for Mashulan, Lubaina Himid: Work Past and Present (Rochdale Art Gallery, 1987), 18. 
 
138 Lubaina Himid, interview by author, Preston, Lancashire, England, March 9, 2006. 
 
139 Ibid. 
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animals, which appear in several of her 1980s series, as “Babel Dogs,” noting that “The 

dogs are a protective force.”140   

 

Why would Himid have replaced Hogarth’s turbaned youth with this particular 

figure, a young, mixed-race child who is seated on a suitcase, in transit?  The youth is 

emblematic of the countless news agency photographs which documented the post-World 

War II mass migrations from the Caribbean into the main London termini at Victoria, 

Paddington and Waterloo (figure 149)?  In 1984, two years before Himid completed A 

Fashionable Marriage, Stuart Hall published an essay entitled “Reconstruction Work: 

Stuart Hall on Images of Post War Black Settlement,” which examined the photographs 

accompanying articles in the newsmagazine called Picture Post, such as the 1956 essay 

“Thirty Thousand Colour Problems (figure 150).”141  As Hall wrote of these works, 

“These shots were taken at the big London rail-stations…Paddington, Victoria and 

Waterloo. Here the crowded stations; people sitting on their luggage, or standing about, 

hands clasped, waiting…People dressed up to the nines, formally, for `traveling,’ and 

even more, for `arrival.’  Wearing that expectant look—facing the camera, open and 

                                                 
140 Lubaina Himid, interview by the author, Preston, Lancashire, England, March 9, 2006.  During the 
1980s, Himid’s “Babel Dogs” have figured prominently.  `Babel’ dogs may allude to the idea of 
communication, in keeping with the Biblical tale of the Tower of Babel. On the other hand, although both A 
Fashionable Marriage and Freedom and Change feature dogs with bared teeth, they appear to act as 
protective forces for the female figures they accompany. Although Himid’s dogs are of varying color, many 
have been Black. The symbol of the Black dog, within art historical iconography, has been linked to 
spiritual guardianship, and has clear connections with the underworld. Within many European myths, dogs 
act as `psycopomps,’ guides on the paths to the otherworld, and guard the liminal space at the boundaries of 
both worlds. Perhaps the dog and its association with hunting may explain its association with death and 
the underworld. Also, in ancient Egypt, the dog or jackal-headed Anubis acts as both psycopomp and 
divine embalmer.  
  
141 See Stuart Hall, “Reconstruction Work”, Ten-8, Quarterly Photographic Magazine, no. 16 (1984). 
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outward, into something they cannot yet see…the new life.”142 Himid’s young girl 

appears to have a similar sense of expectancy, but with an additional sense of purpose. 

 

This additional purpose is certainly subversion.  Himid has written of the piece, 

noting that “The Black artist pours energy and time into white art institutions and systems 

of approval and reward.  However the key to the piece and the answer to the predicament 

the Black people find themselves in is resistance and unity.  In recognizing the 

individual/British situation as part of a wider global politic an international commitment 

to change is illustrated in the figure of the child seated foreground with the necessary 

weapons.” 143  The work’s polemical tone may be seen in the critical reception to it 

during its first presentation in London in 1986.  As Himid noted, “Quite a few people 

were offended by it.  Sarah Kent, critic for Time Out thought that I was very ungrateful 

for the very positive coverage that she had given me in the past four to five years because 

the figure of the critic is extremely rude and implied that the critic is in the pay of the 

dealer and the system.  She said it was ludicrous and wasn’t what she was doing...Friends 

and family found it a really vicious piece.  It was meant to be like Cruikshank and other 

satirists I loved.  It was meant to critique the art world and the political world.”144  

Perhaps viewers were offended by elements like the penis hairdryer and its harsh formal 

execution.  Bits of frayed paper and hastily–painted sculptural objects compete with news 

clippings and rusted nails. Hogarth’s original scene was an intimate scene in a formal 

                                                 
142 Ibid., 106-7. 
 
143 This text was included on both the flyer for the 1986 presentation of A Fashionable Marriage at the 
Pentonville Gallery as well as the exhibition catalogue for New Robes for MaShulan.   
 
144  Lubaina Himid, telephone conversation with the author on September 21, 2009.  Also see Sarah Kent, 
“A Fashionable Marriage,” Time Out, 3-10 Dec 1986, 25. 
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drawing room, a private scene, and that sense is carried through to Himid’s work, which 

appears to be a set design that we are meant to view from afar.145 

 

Himid drew from both Hockney and Hogarth in this work.  A Fashionable 

Marriage represents a critique of a 1980s British arts scene that is marked by the 

privileging of white male homosexual artists such as Hockney and Francis Bacon.  While 

Himid herself is lesbian, her work has not been fully embraced by the larger, mainstream 

British art scene.  But in her criticism, she also places Hockney, Hogarth, and Picasso on 

a pedestal, and places herself alongside them, on their level, as she studies them closely.  

Her dialogue with their work initiates relationships between herself and these artists that 

are viewed as integral to a global narrative of art history.  Himid’s critique of the 

hierarchies of the British art scene, coupled with her admiration for these artists’ work, is 

combined with a larger critique of white male privilege, whether homosexual or not.  

Himid’s writings and themes within her work often speak to an overarching critique of 

white male entitlement.  Yet, in her active examination of their work, she has secured 

some measure of these artists’ power, namely a freedom to draw from a broad range of 

sources.  This creative use of appropriation, a form of art historical entitlement, is what 

has marked much of Himid’s oeuvre.  

 

An emphasis on text links Himid to both Hogarth and Hockney.  Himid’s oeuvre 

includes written texts that ocument Himid’s process of developing narratives for her 

thematic series, and the incorporation of text into the actual works themselves.  In an 

                                                 
145 This is in contrast to Naming the Money, which has an aura of the marketplace that seems to invite 
viewers to walk amongst the figures. 
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interview with Alan Rice, Himid had discussed how her work may not have been fully 

appreciated on its own as a contemporary art form because of this relation to history.  

Himid explained that “in a contemporary art milieu, it doesn’t belong…And I think that’s 

because I’m trying to do a different thing… I’m juxtaposing history with image, text with 

image, image with a kind of participation on behalf of the audience...you don’t have to 

make an education programme around it in order to get the audience to interact with it... 

text to me is the same as pictures.”146  In this way, Himid represents a relationship with 

Hogarth, of whom Charles Lamb famously noted that “other pictures we look at—his 

prints we read.”147 

 

During the mid-1980s, Himid began producing works, like Fashionable 

Marriage, that reflect a direct connection to David Hockney.  This relationship with 

Hockney may be seen in Himid’s expressionistic brushwork, Egyptianized figures, a 

tendency towards subversion, a fondness for theatricality, a frequent mining of art 

historical styles and narratives, the incorporation of text, and portraits of couples.148  Both 

                                                 
146 See Alan J. Rice, “Commemorating Abolition: Interview with Lubaina Himid,” University of Central 
Lancashire, 2003, 
http://www.uclan.ac.uk/ahss/journalism_media_communication/literature_culture/abolition/lubaina_himid_
interview.php (accessed June 21, 2010). 
 
147 E. V. Lucas, ed., and Charles Lamb, “On the Genius and Character of Hogarth,” in The Works of 
Charles and Mary Lamb, ed. (NY: Putnam, 1903), I, 71. 
 
148 Himid’s skillful use of pictorial symbolism is evident in every phase of her career, a quality that is 
shared with Hogarth and Hockney..  In the image called Five of the Revenge series, to be discussed later, a 
blue glazed bowl is positioned at the center of the table.  Its faint pink, hollowed-out interior is made 
intimate somehow by its gaping emptiness, a void that may metaphorically evoke that of a human body (or 
continent) which is no longer whole, having been stripped of key vital organs (African descendants).  
Perhaps more significantly, the bowl’s exterior is marked by a simple, meandering dotted line which leads 
from its left upper lip to its lower right edge.  This peripatetic trail is broken by the table’s surface yet 
continues onto the blue plate, culminating on the West African coast, a reference to the Middle Passage and 
to the trans-Atlantic traversals of the slave trade. 
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artists also share complex pictorial symbolism and examinations of morality and sexual 

identity.149  Stylistically, Himid’s work reflects a linkage with the large, thick brush 

strokes that are found in works like Hockney’s unused, 1968 drawings of Prince Charles 

for Time Magazine (figure 151). As Himid recalls, “At 17 or 18, I was working in New 

Artists’ Market in Covent Garden.  The gallery owner knew Hockney and brought his 

“Paper Pools” to show at the gallery…I was studying them day after day.”150  As 

discussed in the previous chapter, Hockney had become, by the 1960s, a figure of 

steadily-increasing visibility both in England and abroad.  Significantly, Himid met 

Hockney and his parents at a Covent Garden Gallery when the exhibition opened.151  

Himid recalled that “(Hockney) was friendly, because he saw that I was nice to his 

parents, not a posh girl from the gallery scene.”152  In any event, her encounter with 

Hockney during this period appeared to be the impetus for Himid’s increased interest in 

the artist’s work.153   

 

                                                 
149 Both Himid and Hockney have written exhaustively about their influences and theoretical concerns.  
Narrative is important for both artists, and their works reflect an overarching concern with storytelling and 
narrative series, a practice that reveals their relationship to Hogarth.   Himid’s work, like Hockney’s, draws 
liberally from literary sources. Yet, Himid also often writes her own narratives, including historical texts 
and poetry that accompanies the works, whether inscribed on the work or included as part of label copy for 
various series. Himid’s sketchbooks from the 1980s often reveal her examination of numerous texts.  Many 
of these books are laden with scribbled notes that reveal her extensive research on historical figures. 
 
150 Lubaina Himid, interview by the author, Preston, Lancashire, England, March 9, 2006. 
 
151 The now-defunct gallery was called New Artists Market.  
 
152 Lubaina Himid, interview by the author, Preston, Lancashire, England, August 12, 2010. 
 
153 Theatricality is also a shared quality in both artists’ works.  Himid has recalled that she was inspired 
after seeing Hockney’s set designs for Rake’s Progress and The Magic Flute. During a March 9, 2006 
interview with the author, Himid noted that she “saw Hockney’s set design for Rake and also Magic Flute.  
I saw them and was also trained in theater design.” 
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Another link to Hockney (and Himid) includes the ways that both artists have 

been seemingly fearless in terms of subject matter. These practices are evident in their 

examination of sexual identity and desire, although Hockney’s early works engaged more 

openly with specifically gay male desire, while Himid’s work reflected more of a 

feminist-driven anger at gender-based inequality.  The two artists are also linked by their 

representation of homosexual couples, men in Hockney’s case and women in Himid’s 

work.  Himid often depicted a Black lesbian couple, modeled after she and Sulter, a 

representation that was groundbreaking in its time.  Besides the work of photographer 

Mumtaz Karimjee (figure 152), other female artists of color during the 1980s in England 

rarely explored such an open examination of lesbians of color in Britain.154 The 

photographer Ingrid Pollard rarely engaged with lesbian sexuality.  An exception by 

Pollard was an examination of stereotypes around gay and lesbian identity using 

photography and expressive text (figure 153), an image included in Tessa Boffin and Jean 

Fraser’s 1991 publication entitled Stolen Glances: Lesbian Take Photographs.  By 

contrast, male photographers of color such as Sunil Gupta, Rotimi Fani-Kayode and later 

Ajamu and the filmmaker Isaac Julien, openly explored gay male sexuality in Britain.155   

 

Other connections between Himid and Hockney include a highly engaged relation 

to art history. Both Himid and Hockney share a frequent identification with artists of the 

past, and both produced works that re-worked Picasso, Dubuffet and others. Himid has 

                                                 
154 See Tessa Boffin and Jean Fraser, Stolen Glances: Lesbian Take Photographs (London: Pandora Press, 
1991).  
   
155 For discussion of lesbian and gay artists of color’s works during this period, see Peter Horne and Reina 
Lewis, Outlooks: Lesbian and Gay Sexualities and Visual Cultures (London and New York: Routledge, 
1996) and Sunil Gupta and Tessa Boffin,  Ecstatic Antibodies: Resisting the AIDS Mythology (London: 
Institute of Contemporary Art, 1990). 
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drawn from a large number of canonical artists such as Tissot, Picasso and Hogarth in her 

work, yet these relationships have rarely been explored in scholarship on the artist’s 

work.156  This fairly common situation represents an additional layer of challenges for 

artists of color, whose works had not been frequently examined in all its narrative, 

theoretical and symbolic nuances.  Himid’s situation might be likened to that of an artist 

like Romare Bearden, who is best known for collages that reference urban life that are 

stylistically and thematically drawn from numerous artistic traditions.157  Yet, despite his 

successful career, inclusion in mainstream art historical texts and his career-long study of 

art history that is evidenced in his prolific body of work, until fairly recently, Bearden’s 

work has not been thoroughly examined in all its theoretical complexity.  Sarah Kennel 

writes that “Bearden has sometimes been cast as an artist whose work mainly draws 

upon, and speaks exclusively to, the Black experience in America.”158  Writing of 

Bearden’s extensive reworking of works by Duccio, Picasso, Matisse and Cezanne, 

Kennel observed that Bearden produced work that highlighted “the extent and 

sophistication of Bearden's knowledge of art history but also his enormous talent in 

transforming that legacy into a highly distinctive, visually compelling mode of signifying 

what Bearden once described as "the richness of a life I know."”159  Like Bearden, 

Himid’s work is drawn from a rich legacy of grounding in art historical tradition, and has 

                                                 
156 This is with the exception of Griselda Pollock, who extensively examined Himid’s engagement with 
Tissot in Griselda Pollock, “Revenge: Lubaina Himid and the Making of New Narratives for New 
Histories,” in Griselda Pollock, Differencing the Canon: Feminist Desire and the Writing of Art’s Histories 
(London: Routledge, 1999). 
    
157 See Sarah Kennel, “Bearden’s Musée Imaginaire,” The Art of Romare Bearden (Washington, DC: 
National Gallery of Art, 2003), 140-155. 
 
158 Ibid. 
 
159 Ibid. 
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yet to be fully examined in all its complexity.160 

 

The theme of morality is another important factor that links Himid and Hockney’s 

work. Martin Friedman has noted of Hockney’s work that they were marked by a kind of 

“morality play…Many of the bizarre characters inhabiting Hockney’s paintings, prints 

and illustrations for folk tales and poems throughout the 1960s were at once sardonic and 

ingenuous objectifications of such foibles as malice, greed, pomposity and 

licentiousness.161 Himid, as has been discussed, is similarly focused on morality, 

particularly in relation to a critique of colonialism, capitalism and to the larger treatment 

of African descendants. 

 

Himid’s A Fashionable Marriage, and her work in general, maintained a dialogue 

with Hogarth in a number of ways: in its use of text, in its pictorial symbolism, in its 

subversive content, and in its representation of racial difference.  Hogarth’s Marriage-a-

la-Mode includes the following text-based elements: masquerade tickets, a note from 

                                                 
160 In a 2003 interview with Alan Rice, Himid named other influences such as works by “Bridget Riley, 
Mark Rothko, Betye Saar, Andres Serrano, Stubbs.   Sometimes because the ideas are interesting Hogarth, 
Kitaj, Mark Dion, sometimes because I feel an inexplicable link, Tanzanian memorial effigies, 
Mozambique murals, French puppet theatre, Arabic architecture. I have been all over the world  looking at 
art and architecture listening to music watching opera and ballet dance listening to poetry  studying design, 
have read thousands of books on art, politics, architectural history, novels -from English classics French 
classics to modern stuff, detective novels and biographies. The influences really are immense, broad and 
various. I could not really say that the artists in the African Atlantic tradition have influenced me 
exclusively but certainly the writings of Toni Cade Bambara, the constructions of Betye Saar and the 
traditional music of Zanzibar have had an effect on the way that I work think and make sense of my life.” 
Alan J. Rice, Alan, “Commemorating Abolition: Interview with Lubaina Himid,” University of Central 
Lancashire, 2003, 
http://www.uclan.ac.uk/ahss/journalism_media_communication/literature_culture/abolition/lubaina_himid_
interview.php (accessed June 21, 2010).  
 
161 Martin Friedman, ed. Hockney Paints the Stage, ed. Martin Friedman (Minneapolis: Walker Art Center, 
1983), 9. 
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Silvertongue that is being handed to the Countess, sheet music, novels, a marriage 

contract and a stack of unpaid bills that are held by the steward in Scene Two, The Tete a 

Tete.  In Himid’s A Fashionable Marriage, news clippings are plastered across Ronald 

Reagan and also the screen behind him, spray-painted graffiti of dollar signs make up the 

lower half of the art collector/dealer’s body and each of the preparatory drawings for 

Himid’s characters is comprised of a large number of expressively-executed inscriptions.  

Himid and Hogarth share an emphasis on theory and writing.  As discussed earlier, 

Hogarth’s writings appeared in his Autobiographical Notes, written just before his death, 

and Analysis of Beauty, published in 1753, his attempts to fashion a theory of beauty and 

grace that would counter the English craze for Continental paintings.162  Himid has 

completed a number of series, such as Toussaint L’Ouverture, that includes text drafted 

by Himid as an integral part of the work.163  In addition, she has produced nearly 100 

sketchbooks that include drawings, diary notes on her process, research on historical 

figures and biographical details on the artists that she has re-worked.  As Bernadette Fort 

has posited, Himid’s essay on the making of Fashionable Marriage, published in The 

Other Hogarth, “resonates with many passages from Hogarth’s Autobiographical 

                                                 
162 See William Hogarth and Joseph Burke, ed. The Analysis of Beauty, With the Rejected Passages from 
the Manuscript Drafts and Autobiographical Notes (1955; repr., Oxford: The Clarendon Press).  
 
163 Himid’s earlier work, such as the aforementioned We Will Be of 1983, had text directly written on the 
work, culminating in a work that appeared to mimic the decorative patterning of textiles.  
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Notes.164   The role of text is central to her work, in keeping with her emphasis on 

historical narratives.165   

 

An additional link includes complex pictorial symbolism.  Himid has written 

about the qualities that first drew her to Hogarth, particularly their dramatic pictorial 

capabilities.  Himid noted that “There’s something rich and quintessentially English 

about that guy, crudeness and funnyness.  It also has to do with theater design….I first 

saw Hogarth, probably in the National Gallery, the painting (Marriage?).  I probably did 

engage with them more by the time I got to art school-1972-I first went to art school.  I 

was really interested in the theatricality of them…”166  This affinity extends to her chosen 

medium: installation.  Himid has recalled that “A Fashionable Marriage was meant only 

to be seen from the front of it.  I trained in theater design and painted, was never a 

sculptor.”167  

                                                 
164 Bernadette Fort, “Lubaina Himid’s A Fashionable Marriage: A Post-Colonial Hogarthian `Dumb 
Show,’” in Bernadette Fort and Angela Rosenthal, eds., The Other Hogarth: Aesthetics of Difference 
(Princeton, N.J.: Princeton University Press, 2001), 286. 
 
165 For example, Part Five of the text accompanying the Revenge series describes various images from the 
series, including the image entitled Five: “Two women standing ankle-deep behind banners in front of 
cloths shredding maps; fragments float away.  Two women sit in a small boat tearing up navigation charts; 
how many died crossing the water.  Two women sit in a theatre box ripping up maps; can the past be 
replayed.  Two women sit at dinner forming strategy; can the future be different better.  Two women sit on 
rugs reliving the history and planning the future; magic carpet fly.”165  Her work reflects a linkage to 
renowned African American artist Jacob Lawrence, with its emphasis on narrative text that has been 
meticulously crafted by the artists to accompany each image in the series. 
   
166 Lubaina Himid, interview by author, Preston, Lancashire, England, March 9, 2006.   In the exhibition 
entitled Hogarth After Hogarth, organized by Rosemarie Mills at the V&A Museum, Mills wrote in the 
exhibition flyer that “Himid first encountered Hogarth during frequent childhood visits with her mother to 
London galleries and museums.” 
 
167 Lubaina Himid, interview by author, Preston, Lancashire, England, March 9, 2006.   During the same 
interview, Himid remarked that with Naming the Money, “you were supposed to be amongst all the 
figures.” Indeed, Naming the Money is presumably situated in a public, outdoor space; a kind of 
marketplace, with 100 figures that are meant to share the space of the viewers.  And, in an interview with 
Alan Rice, she explained that she viewed theater as “more real than art in galleries...somewhere between 
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The biting, satirical nature of A Fashionable Marriage appeared to affect the 

critical reception of the work.  Himid’s Hogarth-inspired critique of the London art world 

so angered critics that Sarah Kent, in Time Out, wrote that “To the Black artist the white 

world clearly looks a dismal place in which everyone is conspiring to keep her out...what 

ultimately weakens the piece, though, is that Lubaina spits her rage and sprays her bullets 

too widely.  In denouncing absolutely everyone except the Black artist she paints her own 

halo rather too golden.”168  Indeed, Himid’s installation appeared to critique all except the 

two Black figures.  Perhaps, in engaging with Hogarth’s earlier scene, Himid may have 

merely mimicked what Hogarth had done in the previous series, employed Black figures 

that functioned as moral commentators.  The caustic tone of the work reflects yet another 

link to Hogarth.  A larger tradition of English satire in the eighteenth and nineteenth 

century seems to make Himid’s biting, aggressive critique possible, or facilitates it at 

least. 

 

Himid wrote of her tumultuous experiences with the presentation of A 

Fashionable Marriage, recounting that “I never tried to place it into a collection…It was 

                                                                                                                                                 
’68 and ’78 – I saw theatre as something you could do in the streets, and something that you did with found 
objects, something you did as part of a kind of political activism, not necessarily something that you did in 
a theatre with velvet seats. By the time I’d gone to art school and come out the other end, I could have 
designed an opera or a ballet, but I wasn’t that keen on doing it, which is why I moved more into paintings 
and cut-outs, because I was a bit disillusioned with the real way of work – it was a kind of fantasy...about 
how theatre worked.”  See Alan Rice, Commemorating Abolition: Interview with Lubaina Himid. 
University of Central Lancashire, Preston, Lancashire, England (2003), Accessed June 21, 2010 . Available 
at Rice, Alan . n.d.. Commemorating Abolition: Interview with Lubaina Himid. University of Central 
Lancashire, Preston, Lancashire, England. Accessed June 21, 2010 . Available at 
http://www.uclan.ac.uk/ahss/journalism_media_communication/literature_culture/abolition/lubaina_himid_
interview.php 
 
168 Sarah Kent, “A Fashionable Marriage,” Time Out, 3-10 Dec 1986, 25. 
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greeted with horror, because you don’t see work that was that critical.  I showed it in 

north of England later…It took me a long while to make that kind of work again.  First 

time since 1987, probably the first time I engaged in that kind of critique of white 

society.”169 It appears that the critical reception to Marriage led her to leave London and 

move to Lancashire in the north.  The experience resulted in the artist’s opportunity to re-

consider her artistic and philosophical agenda.  Criticism of the work appears to have also 

suspended her interest in cut-out figures, which she did not produce again until nearly ten 

years later. 

 

Conclusion 

 

In a 2001 article on Himid’s Fashionable Marriage, Bernadette Fort queried, 

“What could have attracted Himid to Hogarth’s Marriage-A-la-Mode, a work that 

castigates the rampant disease of British high life in the mid-eighteenth century?”170  Fort 

asserts that Hogarth’s narrative, in its subject matter, “seems far removed from Himid’s 

post-colonial agenda.” 171  Yet, as discussed in previous chapters, Hogarth’s Marriage-A-

la-Mode includes critiques of marriage for social gain, luxury, adultery, and foreign 

cultural influences in England, and documentation of racial, ethnic, gender-based and 

                                                 
169 Lubaina Himid, telephone interview with the author on September 21, 2009. 
 
170 Bernadette Fort, “Lubaina Himid’s A Fashionable Marriage: A Post-Colonial Hogarthian `Dumb 
Show,’” in Bernadette Fort and Angela Rosenthal, eds., The Other Hogarth: Aesthetics of Difference 
(Princeton, N.J.: Princeton University Press, 2001), 279.  
    
171 Ibid.  It appears that Fort asked these questions largely as a point from which to explore Himid’s uses of 
Hogarth.  She then examines the linkages between the works, and notes that “the major appeal of Hogarth’s 
Toilette for Himid was that the scene stands so vividly under the sign of commodification, that of art, class, 
gender and race (280).” 
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national difference.  Himid’s Fashionable Marriage engages with similar or related 

themes that all relate to subversion.  These themes include political and art world intrigue 

and feminist ideas, seen through her replacement of two of Hogarth’s male figures with 

female ones as well as her incorporation of the white female artist.  Himid also critiques 

white (presumably American) feminist artists and their implied lack of interest in Black 

feminist artists.172   

 

Himid’s installation also centers on the city of London as theme, and documents 

this urban space in transformation, marked by complex issues of class, racial, ethnic and 

national difference.  Additional themes include a critique of the conservative policies of 

both Britain and the United States during the 1980s, symbolized by the intimate 

relationship between Thatcher and Reagan, a form of  critique of North American (or 

foreign) influences. The installation also includes a critique of luxury or excessive 

spending in Himid’s reference to Reagan’s over-spending on weapons of war and a larger 

denouncement of Thatcher and Reagan’s fiscally- conservative policies that privileged 

the wealthy.173   

 

Himid’s series, like Hogarth’s, is also marked by radical content.  In Himid’s 

case, she reinforces the critical role played by African descendants in British colonial 

history and proposes an African Diaspora-centered politics of Black resistance, 

                                                 
172 The artist and scholar Howardena Pindell has written of racism and exclusionary practices within the 
American feminist art movement in publications such as Mira Schor, Emma Amos, Susan Bee et al., 
“Contemporary Feminism: Art Practice, Theory and Activism—An Intergenerational Perspective,” Art 
Journal 58, no. 4 (Winter, 1999): 21-23. 
    
173 These policies will be discussed later in this chapter. 
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epitomized by the young girl with a weapon.  In Himid’s installation, just as in Hogarth’s 

earlier series, race (and implied miscegenation) plays a critical role as moral commentary. 

As Himid pointed out in text and in interviews, Hogarth used Black figures, through 

gesture and facial expression, to highlight the unsavory actions of polite-society 

Londoners.  For the first showing of Himid’s Fashionable Marriage, the artist wrote for 

the two-sided exhibition flyer that “Hogarth loathed everyone and everything that wasn’t 

English, however what he bequeathed Black people, inadvertently, was some visible 

documentation of our contribution to and existence in British life.”174 Clearly, Himid 

believes that Hogarth, however “inadvertently,” was sympathetic to the presence of Black 

people in Britain.175  As discussed earlier, Hogarth often employed “foreign” figures, 

including Black servants, to act as observers, a subtle critique of the “alien” practices of 

native-born English populations, a practice that has been briefly examined by several 

scholars in recent years.176  David Dabydeen may have been the first to pointedly explore 

this aspect of Hogarth’s work.  In his groundbreaking text entitled Hogarth’s Blacks, 

Dabydeen discusses Hogarth’s use of Black figures to illuminate ethical misconduct: 

“The Black man serving chocolate contrasts with the whiteness of the woman’s dress and 

person, but he is more a satirical than an esthetic device, throwing light on the nature of 

                                                 
174 Lubaina Himid, flyer for A Fashionable Marriage exhibition, Pentonville Gallery, London, 1986. 
 
175 David Bindman dismisses Dabydeen and others’ assertion that Hogarth was sympathetic to African 
descendants because he felt that this notion would place Hogarth “in the minority in his own time, place 
and circumstances,” and that the discussion about the immorality of the slave trade had only gathered 
strength in England several years before Hogarth’s death.  See David Bindman, “Hogarth’s Africans,” in 
The Other Hogarth: Aesthetics of Difference, Bernadette Fort and Angela Rosenthal, eds., (Princeton: 
Princeton University Press, 2001), 260. 
 
176 Such scholarship includes David Dabydeen’s text that provided the first in-depth examination of these 
figures: David Dabydeen, Hogarth’s Blacks: Images of Blacks in Eighteenth-Century English Art 
(Manchester: Manchester University Press, 1987).  More recently, see David Bindman (see previous 
footnote), and Catherine Molineux, “Hogarth’s Fashionable Slaves: Moral Corruption in Eighteenth-
Century London” in ELH 76, no. 4 (Winter 2009). 
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the white society that he serves.”177 Himid explained one aspect of her connection to 

Hogarth, noting that he “used Black people to highlight the evils and misdeeds of almost 

everyone he saw; they were signifiers of European hypocrisy and the sordid falseness of 

white folk. Black people in Hogarth’s work nearly always reveal pretentiousness, 

artificiality, and the dreaded sophistication.”178  Here, Himid implies that  Hogarth was 

largely sympathetic to Black people while also discussing Hogarth’s critique of 

continental, non-English  cultural forms.   

 

Himid centers the colonialist project within this by focusing on figures like the 

Black man who serves the sugared chocolate. His very presence within an eighteenth 

century aristocratic household in London references colonialism and trade as much as the 

steaming cup of chocolate which he proffers to the household guests.  

 

The servant’s inclusion in the scene calls forth a lengthy history of Black 

populations residing in England. After Britain’s acquisition of colonies in North America 

and the Caribbean, and its heavy involvement in the slave trade, small but distinct 

communities of African descent emerged in port towns including Bristol, Liverpool and 

London.  By the close of the sixteenth century, hundreds of Africans and Asians had been 

brought to England to work as household servants or as musicians. English artists of the 

eighteenth and nineteenth centuries such as Joshua Reynolds produced countless 

                                                 
177 David Dabydeen, Hogarth’s Blacks: Images of Blacks in Eighteenth-Century English Art (Manchester: 
Manchester University Press, 1987), 76. 
  
178 Lubaina Himid, “A Fashionable Marriage,” in Bernadette Fort and Angela Rosenthal, The Other 
Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University Press, 2001), 270. 
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paintings and prints evincing a Black presence in Britain prior to the twentieth-century. 

Reynolds’ 1761 portrait of Lady Elizabeth Keppel with her female servant who is seen 

kneeling in the lower register of the work, is one such example (figure 152). It 

exemplifies European portraits of the time that included the image of adoring, submissive 

servants of African and Asian descent. As a whole, these figures largely functioned as 

markers of wealth and status in the paintings. 

 

In engaging with Hogarth’s figures of African and Asian servants, Himid forges a 

connection between a seventeenth and eighteenth century Black presence in England 

(who most often arrived by force) and the mid to late twentieth-century generations who 

chose to settle in England voluntarily (and largely as a result of post-war British 

recruitment efforts).  In this way, Himid’s Marriage blurs the boundaries of temporal and 

spatial movement and settlement in terms of a Black British presence. 

 

Like Hockney, Himid places her own body within Hogarth’s narrative, and the 

installation functions as a kind of self-portrait of Himid’s experiences during the mid-

1980s in London.  This period was a formative part of her identity as an artist and 

curator, much like Hockney’s Rake’s Progress may be viewed as a self-portrait that 

documents a critical part of his development as an artist and as a gay man in the process 

of coming out.  At first glance, it would appear that Himid does not specifically allude to 

her identity as a Black lesbian in Fashionable Marriage.  Yet, she has included a 

representation of herself in a work that is laden with references to homosexuality, 

emblematized in Hogarth’s work with the feminized French and Italian revelers, and in 
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her own version by the two gay male figures and the invocation of Gertrude Stein.  Her 

incorporation of an image of Maude Sulter in a scene that links both of them, the only 

two Black figures in the scene, together, represents yet another example of the ubiquitous 

“coupling” that has been a prominent theme in Himid’s work.179  Although the two 

figures are physically separated, both within Hogarth’s scene, and later in Himid’s scene, 

they are both linked through race-based identity.180  They are linked through African 

descent as well as by the fact that their presence in the scene, Himid and Sulter, signifies 

both artists as symbols of Black women artists working in 1980s London.  And, she does 

evoke homosexuality in the form of Picasso’s portrait of Gertrude Stein in the portrait on 

the wall and the image of the two gay male cut-out figures that reference the Glasgow 

School of Art.  All of these figures, however, represent a kind of mainstream art and 

literary world that Himid was not part of, or was excluded from.  Yet, by incorporating 

these figures, she may also be subversively asserting her own identity as a gay woman, 

just as she later employed the figure of herself as part of a lesbian couple in the Revenge 

series. 

 

 Above all, Himid’s connection to Hogarth in A Fashionable Marriage has to do 

with subversion.  As pointed out in her aforementioned discussion, her interest in 

Hogarth evolved from her sense of him as a “bad-tempered genius” who democratically 

critiqued “aristocratic architects, politicians, moneyed men, stupid women, avaricious 

families, lazy bureaucrats, and anyone French or Italian.”  Himid is referring to a sense of 

                                                 
179 As discussed in Chapter Two, Hockney has also represented numerous portraits of largely homosexual 
couples in his work. 
 
180 Yet, in Hogarth’s scene, as discussed previously, the two figures are also physically distinct in terms of 
facial features as well as status within the household. 
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fearlessness in Hogarth’s life and work.  In Himid’s Fashionable Marriage, her chosen 

themes reflect her own kinship with bold choices in thematic material, evident in her 

persistent focus on highlighting the role of Black people in British history, her unfettered 

critique of disparities in both the political world and the art world, and in promoting a 

form of Black resistance that could potentially employ “the necessary weapons.”   

 

In Hogarth’s Marriage series, the city of London plays a critical role in the 

narrative, stemming from the shifting demographics of the city itself. As art historian 

Elizabeth Einberg has written of this period, “With around 600,000 inhabitants at the turn 

of the century, it was the largest city in Europe…London was the country’s main port, its 

financial center, the seat of government and the court, the main consumer of goods and 

dispenser of patronage.”181  Marriage-a-la-mode, with its pointed inclusion of an urban 

household marked by objects that reference the auction house, continental paintings, and 

the social practices of the wealthy such as the morning levee, provides a telling 

representation of the city’s class-based, social mores during this pivotal period.  With the 

rise in individual prosperity, there also appeared an additional transformation in the city’s 

streets and in the homes of the wealthy: a rapid increase in the number of individuals of 

African and Asian descent in London (as well as in other English port cities) as a result of 

the slave trade.182  

                                                 
181 Elizabeth Einberg, Manners & Morals: Hogarth and British Painting 1700-1760 (London: Tate Gallery, 
1987, 11. 
   
182 See the following text for details on the increasing numbers of Africans residing in London and in other 
cities in England during the eighteenth century: James Walvin, Black and White: The Negro and English 
Society, 1555-1945 (London: Penguin Press, 1973); Peter Fryer, Staying Power: The History of Black 
People in Britain (Atlantic Highlands, NJ: Humanities Press, 1984) and Gretchen Gerzina, Black London: 
Life Before Emancipation (Piscataway, NJ: Rutgers University Press, 1997.  As noted by M. Dorothy 
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Himid’s Fashionable Marriage reveals a similar concentration on the city of 

London, and with the tremendous demographic, social, cultural and political 

transformations that were occurring there during her own temporal setting, the late 

twentieth-century.  Himid’s installation is comprised of two sides: “The Real World”, or 

the global political stage, and “The Art World.”  Like Hogarth often did, Himid cast her 

performance with the topical personalities of the day. In the political (left side) section of 

Himid’s Marriage, Margaret Thatcher becomes the Countess, while Reagan, who the 

artist has described as “the most stupid Hollywood actor we could find,” plays the role of 

Silvertongue the Lawyer.183 

 

 While drawing comparisons between Himid and Hogarth’s Marriage series, it is 

also vitally necessary to consider Himid’s Fashionable Marriage in light of the socio-

political specificity of England after World War II. By the end mid-1980s, these shifts 

had affected every aspect of English culture. Films such as Looking for Langston, Hanif 

Kureishi’s My Beautiful Laundrette and others emerged from a particular moment in 

1980s England. The combination of an expanding post World War II economy in 

England, rapidly changing immigration laws and increasing economic hardship in newly 

independent colonies—all of these social, political, economic and cultural factors resulted 

in the rapid expansion of British-based Black populations well into the mid-1970s. These 

                                                                                                                                                 
George, by 1770, the Black population in London had grown to more than 14,000. See George, London 
Life in the Eighteenth Century (New York: Capricorn Books, 1965), 140.  
 
183 Lubaina Himid, “A Fashionable Marriage,” in Bernadette Fort and Angela Rosenthal, The Other 
Hogarth: Aesthetics of Difference (Princeton, N.J.: Princeton University Press, 2001), 277. 
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factors resonate with many of the key social, political and cultural mores of Hogarth’s 

time, such as the arrival of new populations from outside the city. 

 

Racially-motivated attacks against Afro-Caribbean and Asian populations 

increased with the rise of neo-fascist groups during the Labour years leading up to 

Margaret Thatcher’s time, as did policing efforts aimed at restraining these groups, 

culminated in a series of uprisings throughout England during the 1980s. As a result, 

institutional responses to this disarray included the efforts of The Greater London 

Council (GLC), and its funding of anti-racist projects, Black British film workshops as 

well as visual arts activities by artists of African and Asian descent.184  In addition, artists 

of African and Asian descent organized exhibitions, opened Black galleries and published 

exhibition catalogues.  

 

This distinct socio-political environment in the mid-1980s proved fertile ground 

for the ideas coursing throughout Himid’s Thin Black Line essay, her advancement of the 

work of Black women artists, her literary, artistic, and activist-based projects, as well as 

her production of works like A Fashionable Marriage. Himid’s Fashionable Marriage 

was produced during a period of frenzied activity for the artist in mid-1980s London. She 

was organizing exhibitions, creating new work, writing reviews and articles, lecturing 

and serving on arts board panels, all largely focused on promoting the work of women 

                                                 
184 It is significant to note here that historically in Britain, all non-“white” groups have been commonly 
referred to as “Black”, a term fairly synonymous with the phrase “people of color” in America. Recently, 
the use of the blanket term `Black’ has increasingly been replaced by the usage of terms such as Afro-
Caribbean and Asian.  For further discussion of  how these categories have been defined in both the past 
and present, see Ann Phoenix and Barbara Tizard, Black, White or Mixed-Race?: Race and Racism in the 
Lives of Young People of Mixed Parentage (1993; repr., London and NY: Routledge, 2001). 
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artists of color. Their ruminations on homelands were largely a response to rising anti-

immigrant sentiment in England, although at this point, most of these populations had 

been born and bred in England. Ingrid Pollard’s aforementioned 1987 series Pastoral 

Interludes (figure 155), in which ethereal images of Black men and women are shown 

calmly traversing hazy ancient cemeteries and idyllic countrysides throughout rural 

England, illustrates this conundrum. Like much of Himid’s work, Ingrid Pollard’s series 

represents a literal re-insertion of Black figures within the narratives of English social 

history; each image is accompanied by text referencing the role of African toil in building 

British colonial wealth. 

 

Himid provided a manifesto-like outline of the driving force behind some Black 

women’s image-making in 1980s London in the catalogue essay for The Thin Black Line: 

“All eleven artists in this exhibition are concerned with the politics and realities of being 

Black women. Our methods vary individually from satire to storytelling, from timely 

vengeance to careful analysis, from calls to arms to the smashing of stereotypes. We are 

claiming what is ours and making ourselves visible. We are eleven of the hundreds of 

creative Black women in Britain. We are here to stay.”185  These sentiments appear to 

echo those of the direct-action tactics employed by U.S.-based groups like ACT-UP in 

the late 1980s and early 1990s. All were strategic attempts to actively induce social 

change through the assertion of an organized, culturally-significant presence.  

 

                                                 
185 Lubaina Himid, The Thin Black Line (London: Institute of Contemporary Art, 1985), preface. 
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This investigation of race is part of a larger examination of the transformations 

that have occurred in the city of London, from the 18th century through the present.  The 

theme of cosmopolitanism is central to both Hogarth and Himid’s marriage-themed 

works.  Himid’s Marriage ably taps into Hogarth’s focus on moral decay and its 

relationship to heightened commercialism (or over-consumption) in an urban setting.  In 

the same year that Hall produced his essay, Peter Fryer’s seminal and highly popular 

Staying Power: The History of Black People in Britain was published.186   Also available 

was Elyse Dodgson’s Motherland: West Indian Women to Britain in the 1950s.187  

Dodgson’s book included an image from the Picture Post article, most notably that of a 

young Afro-Caribbean woman surrounded by a sea of suitcases.  In 1985, Dangaroo 

Press first published the aforementioned, groundbreaking text called Hogarth’s Blacks: 

Images of Blacks in Eighteenth Century English Art, David Dabydeen’s examination of 

numerous figures of African descent who had long been ignored in two centuries of 

scholarship on Hogarth. All of these visual and literary texts likely contributed to the 

inclusion of the alert young girl seated on a battered brown suitcase in Himid’s 

Fashionable Marriage who represents both an “old” and “newer” Black British presence. 

 

Much of the aforementioned texts produced in the 1980s discussed the role of 

Africans and Asians (and others that had been historically lumped together in Britain 

under the term “Black”) in British wealth from the late sixteenth century through the 

present.  Whether discussing the numerous depictions of servants of color seen in 

                                                 
186 See Peter Fryer, Staying Power: The History of Black People in Britain (London: Pluto Press, 1984). 
 
187 See Elyse Dodgson, West Indian Women to Britain in the 1950s (London: Heinemann, 1984). 
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eighteenth-century English art or the photographs documenting those from the Caribbean 

who had been largely recruited to rebuild England after WWII, the tenor of these works 

were marked by a kind of documentation or chronicle of these populations. In short, these 

texts provide a form of evidence regarding a Black British presence. All appear to be 

linked by an underlying aim: to focus on this presence as a significant, critical component 

of British social, cultural, financial and political history. Himid’s work in particular 

reflected this need, during the 1980s, to ensure that a pre-twentieth-century Black British 

presence, inextricably linked with the making of British wealth, had not been forgotten.  

Ingrid Pollard’s aforementioned Pastoral Interludes and Eugene Palmer’s 1980s Grand 

Manner-styled portraits are some of the more well-known examples of this strategy.188 

 

Himid’s work, with its emphasis on earlier histories, runs counter to an enduring 

notion of a Black British presence that has been largely viewed as a twentieth-century 

phenomenon. As Barnor Hesse has noted, “The dominant and popular narrative of `race’ 

in Britain almost always begins, opens, within the framework of post-1945 Britain, and 

this period of postwar immigration is referred to as the period of settlement, as if Black 

settlement began in the second half of the twentieth-century.”189  Himid’s Fashionable 

Marriage, however, attempts to move beyond restrictive temporal boundaries at the very 

least. 

 

Himid’s A Fashionable Marriage relates to Hogarth in its reliance on subversive 

                                                 
188 See Richard Hylton, Eugene Palmer, Index (Ipswich, Uk: Ipswich Borough Council, 2003). 
 
189 Barnor Hesse, “Black to Front and Black Again: Racialization through Contested Times and Spaces,” in 
Michael Keith and Steven Pile, eds., Place and the Politics of Identity (London: Routledge, 1993), 163. 
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tactics.  It references various modes of resistance, both through violent means (as in the 

young girl with a gun), and Himid’s own tactic, the strategic organizing of other Black 

and largely female artists, as emblematized by the standing Black female artist in Himid’s 

installation.  Himid has written that “My work is a mixture of humour, fury, celebration, 

and optimism.  I wish to challenge the order of things, the hierarchies, the myths and the 

legends.  I want to call in question those in power and make them answerable.”190  Yet, 

this somewhat simplistic binary obscures substantial differences between Himid and 

Hogarth.  

 

                                                 
190 New Horizons: An Exhibition of Arts, was on view from January 18th through February 5, 1985 at the 
GLC Royal Festival Hall in London. 
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CHAPTER 4 

Secret Drawers: Patriarchy and Domestic Tension in Paula Rego’s Triptych After 
“Marriage-A-la-Mode” by Hogarth 

 
 

“The only difference between the immortal Greece and contemporary times is Sigmund 
Freud, who discovered that the human body…is full of secret drawers that only the 
psychoanalysis is capable to open.” 
 

--Salvador Dali 
 
 

In 1981, Paula Rego completed the Red Monkey series of acrylic paintings on 

paper, based on the childhood recollections of the artist’s husband, the Egyptian-born, 

British painter Victor Willing.1  Willing had recalled that as a child, he had played with a 

toy theatre comprised of three characters—a monkey, a bear and a one-eared dog.2  

Rego’s series, based on these figures, begins with a butterfly escaping from a lion and a 

dog, a seemingly innocuous image, although the very idea of escape hints of a more 

sinister notion of entrapment.3  By the next few images, the underlying threat of violence 

has become palpably real.  Red Monkey Beats His Wife is followed by an image of Red 

Monkey in agony. Keeled over, he vomits a bloody, viscous substance in Wife Cuts off 

                                                 
1 In 1932, Victor Willing (1928-1988) moved to England with his family and studied at the Guildford 
School of Art from 1948–9.  He then attended the Slade School of Fine Art in London from 1949–54, 
where he met Rego.  Willing’s early paintings were figurative, then later began abstractions and works that 
included motifs that suggested isolation such as rudimentary shelters and objects of furniture.  He is 
perhaps best known for his later, 1980s works that reflect the influence of Picasso.  For further discussion 
of Willing’s career, see Rachel Kirby and Nicholas Serota, eds., Victor Willing: A Retrospective Exhibition 
1952–85 (London: Whitechapel Art Gallery, 1986) and Fiona Bradley, ed., Victor Willing (London: August 
Media, Ltd., 2000). 
  
2  See John McEwen, Paula Rego (New York: Rizzolli International Publications, 1992).  
   
3 Atlanta-based artist Kojo Griffin works in a similar vein, using animals engaged in tension-filled, 
psychologically-charged scenes.  For examples of Griffin’s work, see Franklin Sirmans and Kojo Griffin, 
Kojo Griffin: New Work (New York: Mitchell-Innes and Nash, 2001) and Patricia C. Phillips, “Kojo 
Griffin: Home and Insecurities,” Art Journal 62, no. 2 (2003): 88-97. 
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Red Monkey’s Tail (figure 156), and it remains unclear exactly which appendage has 

been severed.   

 

The Portuguese-born Rego is best known for such domestic narratives, which 

often hint at sexual intrigue and barely-contained violence.  Rego has also re-worked 

children’s fairy tales in all their inherent terror.  In many of these works, the invisible yet 

overwhelming presence of Freud and his notion of the unheimlich (the uncanny, or the 

revelation of secrets that ought to have remained hidden) appear to be at play.4  This 

chapter will focus on a Hogarth-inspired work by Rego, whose enigmatic scenes of 

domestic life have made her one of the most celebrated artists in Britain.  In 1999, Paula 

Rego completed a pastel triptych entitled Triptych after Marriage-A-la-Mode that draws 

from Hogarth’s Marriage-A-la-Mode.  Like much of Rego’s work, this triptych mines the 

psychological anxieties and ambiguities of gender relations.  Narrative content, both real 

and imagined, is critical to Rego’s paintings and graphic works.  In many ways, this focus 

on storytelling requires the figuration that has been the hallmark of Rego’s work since 

the 1980s, concurrent with the figurative-centered School of London works created by 

David Hockney, R. B. Kitaj and others.  Additionally, this reliance on the figurative and 

on “ambiguous narrativity” inextricably links the artist to Hogarth’s narrative series.  

 

In Triptych after Marriage-A-la-Mode, Rego collapses temporal spans, using 

Hogarth’s eighteenth-century London as a template.  She evokes her 1940s childhood in 

Portugal (when arranged marriages were still commonly enforced), and the 1980s 

                                                 
4 For discussion of Freud’s notion of the unheimlich, see Robin Lydenberg, “Freud’s Uncanny Narratives,” 
PMLA 112, no. 5 (October, 1997): 1072-1086. 
 



253 
 

materialism of the Thatcher era, while simultaneously grounding the work in late 1990s 

London.    Most pointedly, Triptych after Marriage-A-la-Mode speaks to the impact of 

politics on every aspect of domestic life. 

 

Rego’s Progress: Artistic Development 

 

Maria Paula Figueiroa Rego was born in 1935 in Lisbon, Portugal, an only child 

in a middle-class family.  When she was 1½ years old, her parents left Portugal for 

England and left her in the care of relatives.  Her father, an electrical engineer, 

accompanied by her mother, left Portugal to work for Marconi, a telecommunications 

company then based in Essex, England.5  Rego's father was an Anglophile, while her 

mother’s upbringing had been more aligned with the French-centered traditions of 

wealthy Portuguese populations.6  During the eighteen months that her parents spent in 

England, Rego was cared for in well-to-do Estoril, near Lisbon, by a grandmother, “a 

manic-depressive great aunt, an array of maids and later a governess…who bullied her.”7  

She was educated at St. Julian’s, an Anglican English School in Carcavelos, Lisbon from 

                                                 
5 The Marconi Company Ltd., an engineering company, was founded in 1897 as The Wireless Telegraph & 
Signal Company, was then called Marconi's Wireless Telegraph Company after 1900.  Later, the company 
became known as The Marconi Company in 1963.  Marconi’s advancements in radio and television 
included the following: transatlantic tests, high frequency tuned broadcasting, and the establishment of the 
British Broadcasting Company, later the independent BBC.  See Gavin Weightman, Signor Marconi's 
Magic Box: The Most Remarkable Invention of the 19th century & the Amateur Inventor Whose Genius 
Sparked a Revolution (Cambridge: Da Capo Press, 2003). 
 
6 Fiona Bradley, Paula Rego (London: Tate Publishing, 2002), 9. In John McEwen, Paula Rego (New 
York: Rizzolli International Publications, 1992), 43, Rego noted that “A very happy memory is the jingle of 
the BBC World Service, which my father used to listen to every night.  I could hear it from my bedroom; 
it's still a wonderful sound to me.” 
 
7 Suzie Mackenzie, “Don’t Flinch, Don’t Hide,” The Guardian, Saturday, November 30, 2002.  Rego’s 
parents arranged for her to stay in Estoril due to its restorative climate after she was diagnosed with 
incipient tuberculosis. 
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1945-51, where she studied art.  She was then sent to a finishing school in Kent, England.   

 

Rego then studied at the Slade School of Art, London from 1952-56, where she 

met Victor Willing, a painter who would later become her husband.  The Slade, under the 

direction of William Coldstream in the early 1950s, was highly prestigious during this 

period.  There, Rego’s colleagues included artists who would later play leading roles in 

British art: Craigie Aitchison, Michael Andrews, Euan Uglow and her future husband 

Victor Willing.8   Slade philosophy and practice during this period focused on life-

drawing and painting from models.  An early work entitled Celebration (The Birthday 

Party) of 1953 (figure 157) is based on Grupo do Leao, or Group of Lions (figure 158), a 

well-known painting of a gathering of renowned artists and writers by the 19th century 

Portuguese Realist painter Columbano Bordalo Pinheiro (1857-1929).  Rego has 

proffered that her interpretation of the seminal work is “a very Portuguese scene, with the 

tablecloth and checked shirts…”9  As will be discussed, her Portuguese-based themes are 

both celebratory and sentimental in regards to localized cultural traditions yet also critical 

of morally-questionable political theories and policies. 

 

Prompted by a Slade assignment during her first year there, Under Milkwood 

(figure 159) is based on a poem by the Welsh poet Dylan Thomas.10  Rego set the 

narrative in Portugal rather than in Dylan’s Welsh fishing village.  Rego’s setting is a 

                                                 
8 Fiona Bradley and other scholars have written of how Rego “left the Slade in 1956, by which time she had 
met and, somewhat scandalously, fallen in love with Victor Willing, who was married at the time” (Fiona 
Bradley, Paula Rego (London: Tate Publishing, 2002),  9. 
 
9 Marco Livingstone, ed.  Paula Rego (Madrid: Museo Nacional Centro de Arte Reina Sofia, 2007), 247. 
 
10 Ibid., 42. 
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lively scene of hardworking, thick-fingered women with sturdy, capable frames.  Their 

rudimentary forms evoke the everyday quality of a classic domestic scene: three women, 

fried eggs, chickens being prepared, and the piquant drama of women’s kitchen 

conversations.  The monumental scale of the women clearly recalls Rego’s experiences 

during childhood, in which she described visits to the kitchen, “there were dead chickens 

and cooking and people ironing and just everything.  It was the centre of activity, which I 

liked very much.”11 This whirlwind of activity, while stimulating and filled with familiar, 

comforting presences, must have also appeared larger-than-life or overwhelming, an 

environment made even more vivid and theatrical in the eyes of a young child. 

 

Rego’s frequent references to Portugal would later include her frequent use of 

Lila Nunes, a former caretaker for Rego’s husband, as model for her works.  Since 1988, 

soon after Nunes’ arrival from Portugal, she has posed as both men and women in the 

large paintings that have been critical to Rego’s success.  In particular, Rego has long 

drawn from Portuguese folk and fairy tales such as The Bogeyman narrative.  Of 

Portugal, Rego has noted that “My paintings have never been about anything else.”12 

 

From 1957-63, Rego lived in Ericeira, Portugal with Willing and their three 

children, Caroline, Victora and Nicholas after the couple married in 1959.  Rego  shares, 

along with Hockney, as outlined in Chapter 2, an early fascination with Dubuffet.  In 

                                                 
11 John McEwen, Paula Rego (New York: Rizzolli International Publications, 1992), 41. 
 
12 Maria Manuel Lisboa, Paula Rego’s Map of Memory: National and Sexual Politics (Aldershot, 
Hampshire: Ashgate Publishing, 2003), 4. 
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1959, she began producing collage paintings after seeing Dubuffet’s Art Brut images.13  

A 1959 exhibition of his work in London piqued her interest, and she was drawn to his 

raw, complex gestural works that were seemingly childlike yet revealed great depth and 

profoundly mature theoretical considerations.14  Rego has written of how Dubuffet 

released her from the formulaic “serious grown up art” that was encouraged in art 

schools.15   

 

Also present in Rego’s work during this period was the free-association influence 

of the Surrealists, particularly Joan Miro and Giorgio De Chirico.  The collaged, multi-

layered, graffiti-like Portrait of a Lady (figure 160) includes cryptic texts and numbering 

systems that are highly reminiscent of Hockney’s early 1960s works.16  From 

approximately 1959 through 1966, Rego produced collaged works with mainly political 

themes that examined Portuguese life under the dictatorship of Prime Minister Antonio 

de Oliveira Salazar.17  These abstractions were marked by a violent, untidy quality; in 

large part, they evoked dispersed human entrails.   

                                                 
13 In Marco Livingstone, “Tales to Tell,” in Marco Livingstone, ed.,  Paula Rego (Madrid: Museo Nacional 
Centro de Arte Reina Sofia, 2007), the author notes that “Although she now admits that she missed seeing 
his (Dubuffet’s) first show in London, at the ICA in 1955, she later acquired the catalogue and was 
immediately entranced by the energy and raw life of his faux-naif style and his concept of an Art Brut 
unmediated by the refinements of polite society (43).” 
 
14 See the following for texts that discuss Rego’s encounter with Dubuffet: Fiona Bradley, Paula Rego 
(London: Tate Gallery Publishing, 2002) and  John McEwen, Paula Rego (New York: Rizzolli 
International Publications, 1992),  45.  
 
15 John McEwen, Paula Rego (New York: Rizzolli International Publications, 1992), 45. 
 
16 The numbering may also relate to the numbering and the symbolism found in Pop Art in Britain during 
this period. 
 
17 Salazar (1889-1970) was Prime Minister of Portugal from 1932 to 1968.  His regime in Portugal was 
aligned with Hitler’s Germany.  He founded and led the Estado Novo (New State), a right-wing 
government with fascist undertones.  For further discussion of his policies and social and political impact, 
see Michael Derrick, The Portugal of Salazar (Norfolk, VA: HIS Press, 2009). 
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In Salazar Vomiting the Homeland (figure 161), at center is an abstracted female 

figure who holds a shield, represented as an ochre-hued oval form with prominent pubic 

hair.  At left is the dictator, represented as a red and white eye-ball-like form with lengthy 

appendages.  Rego has acknowledged that the work’s narrative is less than 

straightforward, noting that “…really it should be the homeland that is vomiting Salazar.  

This was semi-sympathetic to the dictator, which was an extremely perverse thing to 

do…The form at the left is Salazar vomiting.”18  Other works directly critiqued 

Portuguese colonialism.  When We Had a House in the Country of 1961 (figure 162) 

references the colonial war in Angola in southwestern Africa.  Rego has implied that the 

work is a party scene with a twist, stating that “There are sexy girls inside the house.  

This is a festa, where you hang things up…a big party, with music coming out…The 

soldiers were killing all the black people as part of the war...very often as sport, too.”19  

The left section of the painting has an image of a tank, with dead bodies spread out in the 

foreground.  The central scene has hanging banners that are visible at top and, at bottom 

right, an abstracted gramophone or phonograph.  Its copper-hued horn emits a series of 

scraggly lines that evoke the sound of music blaring into the room.   

 

Rego’s Exile of 1963 (figure 163) was produced when Willing was very ill, 

having had a heart attack.  Exile includes a distorted image of a Portuguese soldier in a 

                                                                                                                                                 
 
18 Paula Rego, “Commentaries,” in Marco Livingstone, ed., Paula Rego (Madrid: Museo Nacional Centro 
de Arte Reina Sofia, 2007), 248. 
 
19 Ibid., 249. 
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brown suit.  Rego has explained that he is “in exile in Paris,” yet thinking of childhood 

and his grandmother’s recitation of Portuguese folk tales.20  Several figures may be 

discerned in the work, including a witch, phallic symbols, and an inscribed date of May 

1904 that Rego randomly chose as though marking a moment of historical or personal 

relevance.21  Himid has also noted that the soldier is envisioning his bride in Portugal, 

and “how beautiful she had been, all dressed in white, with her train and everything.  The 

sea is behind...It was a painting that I did in a particular mood, of slight nostalgia and 

sadness.”22  While Rego embarked on a lengthy period of experimentation with the semi-

figurative, she seems to have found it challenging to leave narrative content behind.23  

Her process of producing these early 1960s works entailed a distinctive, almost ritualistic 

strategy.24  Rego began by drawing forms onto paper, then cut them up in an agitated and 

expressive manner.  She then carefully positioned various images in a structure that 

suggested a sequential narrative that “felt just right.”25  In this way, Rego’s interest in 

narrative prevailed.  Her distorted and cut figures were re-arranged into a form that 

implied a linear narrative, to be read from left to right. For example, the aforementioned 

When We Had a House in the Country in particular functions much like a three-part 

                                                 
20 Ibid. 
  
21 Ibid. 
 
22 Ibid., 249-50. 
 
23 For example, Rego has provided lengthy explanations of her work in the following texts: Paula Rego and 
John McEwen, “Paula Rego in Conversation with John McEwen,” in Ruth Rosengarten and Vic Willing, 
Paula Rego (London: Serpentine Gallery, 1988) and Paula Rego, “Commentaries,” in Marco Livingstone, 
ed., Paula Rego (Madrid: Museo Nacional Centro de Arte Reina Sofia, 2007). 
 
24 For discussion of this process, see Christina Bagatavicius, Paula Rego in Focus (London: Tate Gallery, 
2004) and Paula Rego and John McEwen, “Paula Rego in Conversation with John McEwen,” in Ruth 
Rosengarten and Vic Willing, Paula Rego (London: Serpentine Gallery, 1988), 46. 
 
25 Christina Bagatavicius, Paula Rego in Focus (London: Tate Gallery, 2004). 
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comic strip, employing a sense of implied time and motion that began with the ritualistic 

murder of Angolan residents at left and ended with scenes from the indoor festivities.   

 

When We Had a House in the Country and Exile are examples of how Rego’s use 

of dreamlike sequences, narratives that are never quite straightforward or simplistic.  

These abstractions function much like Hockney’s early 1960s works in that they are  

laden with Dubuffet-inspired codified numbers and text and rich pictorial symbolism.   In 

addition, they point to Rego’s close connection with Surrealism that began in childhood.  

For her fourteenth birthday, her father bought her a copy of Alfred Barr’s Fantastic Art: 

Dada and Surrealism.26  Significantly, Rego's favorite painting is a Surrealist work by 

Max Ernst entitled The Virgin Spanking the Infant Jesus in Front of Three Witnesses (AB, 

PE and the Artist) (figure 164). In this image, two individuals, Andre Breton, a founder 

and leader of Surrealism, and Surrealist poet Paul Eluard, view the disciplinary action 

through a window.27  This image of a Christ-child who has misbehaved and an angry and 

violent Virgin Mary is an uncommon representation, to say the least.  The work includes 

all of the elements that have continued to intrigue Rego, including the Surrealist focus on 

intimate, architectonic Classicized settings that convey a sense of drama.  The painting 

also embodies an interrogation of religious beliefs.  It examines the emotional challenges 

of everyday folk, an exercise that becomes taboo when applied to sacred icons like Christ 

and Mary.  As a whole, Rego’s earlier pastels evoked the frenzied automatic drawings of 
                                                 
26 See Fiona Bradley, Paula Rego (London: Tate Gallery Publishing, 2002), 9. 
 
27 Fiona Bradley has noted that “Rego likes this image for many reasons.  Sympathetic with Surrealism’s 
central ambition to understand and communicate inner dreams and desires, and excited by its determination 
to erode all boundaries and break all taboos in the process, she is familiar with the movement’s pictorial 
techniques and conceptual strategies.  See Fiona Bradley, Paula Rego (London: Tate Gallery Publishing, 
2002),  6.  
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the Surrealists, while her 1970s works recalled the thick, Classicized human and 

architectural forms and sparsely-populated environs found in DeChirico’s paintings.  

Rego’s figures also reflected the somber isolation of the American Realist painter Edward 

Hopper and the American Magic Realist painter George Tooker. 

 

The Firemen of Alijo (figure 165) was inspired by a family vacation spent at New 

Year’s in Alijo in northern Portugal.  Rego recalled that impoverished volunteer firemen 

stood barefoot in the snow outside a posada, or small hotel.28  Styled after cartoons and 

books featuring reproductions of Catalan Romanesque art, the social consciousness of 

Surrealism is present in this critique of the disparate social classes resulting from the 

fascist regime in Portugal. Yet, this deliberate narrative is only clarified after we are 

provided with an explanation from Rego’s textual descriptions.  

 

Spain has also been configured in Rego’s work.  Stray Dogs (Dogs of Barcelona) 

(figure 166) is a violent splattering of forms, executed in collage and acrylic on canvas.  

It is a partially-abstract image of expiring dogs that are surrounded by flies, a 

commentary on how the government in Barcelona failed to address the overpopulation of 

canines in a problematic way.  Rego has recalled that Stray Dogs was drawn from a book 

of reproductions of Romanesque paintings in Barcelona and from a painting of Saint 

Roch, “whose wounds were licked by a dog and made better…They had stray dogs in 

Barcelona, and to get rid of them they filled bags with poisoned meat and just threw them 

                                                 
28 Ibid., 251. 
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about.  The dogs would eat it—not just stray dogs but pets—and they died.”29  Stray 

Dogs is part of her enduring interest in social critique, emphasizing how broad political 

decisions may impact every level of social interaction. 

 

Rego’s first show was at a 1961 open exhibition organized by The Calouste 

Gulbenkian Foundation in Lisbon and she won a scholarship from the Foundation in 

1962.30  Also in Lisbon, she had an important solo exhibition at the Sociedade Nacional 

de Belas Artes (SNBA) that opened in 1965.31  The exhibition was well-received, but her 

dark, seemingly-mutilated forms heightened the perception of Rego as a producer of 

violent, highly politicized images.32  This period was also marked by tragedy and 

uncertainty: 1966 was the year of both her father’s death and her husband’s diagnosis 

with multiple sclerosis.  Willing began assuming the management of Rego’s father’s 

business, managing the factory until 1974, when Rego and her family returned to 

London.   

 

From 1963 through 1975, Rego lived in both London and Portugal, settling 

permanently in London in 1976.33  During these unsettled years, Rego’s work went 

through a transformative phase as well, and she had yet to gain the recognition in London 
                                                 
29 Ibid. 
 
30 See Il Exposicao de Artes Plasticas (Lisbon: Fundacao Calouste Gulbenkian, 1961). 
 
31 See Alberto de Lacerda, “Fragmentos de um Poema Intitulado Paula Rego,” in Paula Rego (Lisbon: 
Sociedade Nacional de Belas Artes/SNBA, 1965).  
 
32 For discussion of reception to this exhibition, see Lucia Almeida-Matos, “Review,” Woman’s Art 
Journal 17, no. 1 (Spring-Summer 1996): 47-48.  For discussion of this tumultuous period in Rego’s 
career, see Fiona Bradley, Paula Rego (London: Tate Gallery, 2002). 
 
33 In 1969, she represented Portugal in the Sao Paulo Bienal in Brazil. 
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that would come in the late 1980s.   At the end of the 1960s and through the 1970s, Rego 

worked with acrylic, intrigued by its brighter colors and quicker drying time.  Rego 

combined the acrylic with collaged elements, focusing on subject matter drawn from 

Portuguese fairy tales.  In 1975, she was awarded a Gulbenkian Foundation grant to study 

these narratives.  In 1978, she again garnered attention when she was included in a survey 

of contemporary Portuguese art, organized by the Royal Academy.34   

 

Rego’s 1970s works (figure 167) owe much to DeChirico and Surrealism as well 

as Aubrey Beardsley’s fin-de-siecle works (figure 168).  Rego’s enigmatic works from 

this period have rarely been discussed in the major studies of her work.  Their bold, 

graphic outlines and references to sequential narrative relate to comic strips and Japanese 

prints.  The connection to Beardsley is not a spurious one.  He had been largely 

influenced by Japanese shunga prints.35  Many of Beardsley’s works were characterized 

by grotesque creatures and erotic, mysterious themes based on literary narratives.  Such 

images easily appealed to Rego’s sensibilities.   

 

The 1980s brought an entirely new style of working for Rego, and she produced 

large-scale paintings marked by an increasing interest in Old Master paintings.36  From 

1981 through 1985, she produced acrylic paintings on paper such as the Red Monkey 

                                                 
34 See Portuguese Art Since 1910 (London: Royal Academy, 1978). 
 
35 See Chris Snodgrass, Aubrey Beardsley: The Dandy of the Grotesque (Oxford, UK and NY: Oxford 
University Press, 1995).  
 
36 Fiona Bradley has written of how Rego was “encouraged by fellow Portuguese artist Joao Penalva, who 
urged her to stop massacring her forms, and supported by the writer Rudolf Nassauer, who took her to look 
at Old Master paintings in Italy and Spain, she stopped making collage and began the 1980s with a 
radically new way of painting” (Fiona Bradley, Paula Rego (London: Tate Publishing, 2002), 9).  
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series that stylistically recalls the Neo-Expressionism of the 1980s.  In 1983, Rego 

produced opera-inspired paintings executed with thick, gestural lines that were based on 

childhood trips to the opera with her father.  The Vivian Girls in Tunisia (figure 169) was 

the first in a series of works inspired by American outsider artist Henry Darger and his 

watercolors and illustrated novel featuring the Vivian Girls (figure 170).37  She was 

highly intrigued by Darger’s narrative of uber-powerful and deceptively vulnerable 

young girls who often overpowered the men who captured them.  Rego had been 

introduced to Darger’s work by Victor Musgrave in the late 1970s, and later visited 

Darger’s residence in Chicago after his death.38  Rego has explained that The Vivian Girls 

in Tunisia is essentially “about mothers eating their daughters.”39 She is referring to the 

sometimes antagonistic relationship between mothers and daughters.  Again, Rego is 

presenting images that shift the dynamics of power, this time between mothers and 

daughters.   

 

Rego’s mid-1980s Girl and Dog series (figure 171) were based on her 

experiences with the final stages of her husband’s illness.  As Rego recounted, Willing 

needed additional care during this period, and in her representation of their dynamics, she 

“chose to use a dog because you can’t do the same things with people…it doesn’t have 
                                                 
37 Darger was a self-taught artist who worked as a janitor in a Chicago hospital who, around 1905, began an 
illustrated novel called The Story of the Vivian Girls in What is Called the Unreal or the Glandelion War 
Storm or the Gaudico-Abbenian Wars as Caused by the Child Slave Rebellion. The work was a violent 
chronicle of wars involving an army of both nude and uniformed young girls, with figures traced from 
illustrated children's books and magazines.  
  
38 Victor Musgrave (1919-1984) was a British art dealer and curator who promoted Art Brut.  From 1953 
through 1963, he managed a gallery called Gallery One in London which exhibited the work of Francis 
Newton Souza, Yves Klein and Fluxus artists. 
 
39 Paula Rego, “Commentaries,” in Marco Livingstone, ed., Paula Rego (Madrid: Museo Nacional Centro 
de Arte Reina Sofia, 2007), 253. 
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the same tenderness.  It would have been ridiculous.”40 As would be her strategy 

throughout her career, Rego shifted the presumed power dynamics, here casting a man as 

submissive and a woman as figure of power.   These works bespeak her connection to 

Hogarth’s uses of “ambiguous narrativity.” The Girl and Dog series conveys an 

underlying sense of malice and tension, coupled with varying degrees of tenderness and 

care.  Ruth Rosengarten has written of this narrative uncertainty in the series, noting that 

“we seem to be about to witness some unspeakable act, or perhaps not ...The artist 

remarks that, ironically, the more precisely she captures a gesture, the greater its 

ambiguity, and the wider its scope for multiple readings.”41  Hogarth’s work reflects this 

same quality in its wide breadth of possibilities for narrative interpretation.  

 

Stylistically, Rego’s work also reveals the influence of Surrealism, outsider or 

“folk” art, Portuguese painted tiles, Disney films and children’s illustrated books.  In 

particular, Rego has drawn from the work of Picasso, Velazquez, Goya and other Spanish 

painters as well as Dubuffet, also a source for Hockney, as discussed in Chapter Two.42  

Her work also resonates strongly with the paintings of early twentieth-century Polish-

French artist Balthus, whose enigmatic scenes that included semi-nude young women 

were marked by undercurrents of violence and sexual tension (figure 172).43  In addition, 

they recall the work of feminist Surrealists such as Leonora Carrington, Remedios Varo 

                                                 
40 Ibid., 254. 
 
41 See Ruth Rosengarten, Paula Rego (London: Serpentine Gallery, 1988). 
 
42 Rego’s work from the 1980s on has a stylistic affinity with Picasso’s Blue and Rose Periods, 
incorporating a similar mood of isolation and sparsely-populated space using pastel hues. 
   
43  For discussion of Balthus’s life and work, see Stanislas Klossowski De Rola, Balthus (New York: 
Balthus, 2002).  
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and Frida Kahlo, sharing a similar ease with enigmatic and provocative, emotionally-

charged narratives.44  

 

Yet Rego has most often been described as a School of London artist.  The School 

of London may be said to have begun in the 1940s, after Francis Bacon and Lucian Freud 

rejected the prevalent art world styles and produced work that focused on the human 

body.  Later, in 1976, R.B. Kitaj, a principal figure in the movement, used “The School 

of London” to describe the diverse group of artists who produced a prolific number of 

works that highlighted the human form.45  In one of the more recent incarnations of the 

School of London in the 1980s, Tony Bevn and Paula Rego became known for their 

figurative works.46  Rego has recalled that “I’m not going to do apples or oranges because 

I hate that…I felt…nauseous with utter boredom because I couldn’t see any faces in the 

oranges.  To me they were just oranges – it didn’t seem enough.”47  Since the 1980s, 

Rego’s focus on narrative content has almost required the figurative human body that 

links her to the School of London.   

                                                 
44 See Patricia Allmer, ed., Angels of Anarchy: Women Artists and Surrealism (New York and Lon don: 
Prestel, 2009).  
 
45 Kitaj called it the School of London in R. B. Kitaj, The Human Clay (London: Arts Council of Great 
Britain, 1976).   The movement may be viewed in several phases.  Freud and Bacon, credited with the 
initial establishment of the movement, influenced many younger artists like Michael Andrews, Frank 
Auerbach and Leon Kossoff.  During the 1960s, three other figures emerged: Peter Blake, David Hockey, 
and Kitaj, followed by Euan Uglow and John Wonnacott in the 1970s. 
   
46 Like both Himid and Hockney, Rego is a unique case study in national identity.  In 1969, Rego was 
chosen to represent Portugal in the Sao Paulo Bienal, and in 1985, she represented Britain at Sao Paulo.  
She is often referred to as a School of London artist, as are David Hockney (an Englishman who was then 
residing in the U.S.), R. B. Kitaj (born in the U.S.), and Frank Auerbach and Lucian Freud, both considered 
British artists despite being born in Berlin. 
 
47 Edward King, “Interview with Paula Rego,” in Fiona Bradley, Celestina’s House (New Haven, CT: 
Abbott Hall Art Gallery and Yale Center for British Art, 2001), 9. 
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From 1986 through 1993, Rego had turned from the collaged and cut-and-paste 

painted figures, and began producing large-scale acrylic figurative works.   They 

examined themes of family life with a particular emphasis on psychoanalytic 

examinations of women’s lives when faced with patriarchal social mores.  In The Cadet 

and His Sister (figure 173), the British artist Ron Mueck, Rego’s son-in-law, modeled as 

a young cadet who is being dressed, in an almost ceremonial manner, by an older sister.  

Although she kneels at his feet, suggesting a form of servitude or a maternal figure, she 

is, however, the primary figure of power.  The brother, by contrast, appears infantilized.   

In works like these, Rego shared affinities with the somber tones and subversive thrusts 

of 1920s German realism of George Grosz’s Neue Sachlichkeit or New Objectivity 

(figure 174).48   

 

After the 1988 death of Rego’s husband, she completed the aforementioned well-

known painting entitled The Dance (figure 3) in the same year.49  Set below an ominous 

military bastion, a gathering of sturdy-framed women dance with suited young military 

men by the sea.  Its circular composition recalls the cyclical phases of a life-journey.  

With its swirling sense of movement and festive crowds, the scene recalls the sentimental 

provinciality found in Pieter Brueghel’s Flemish, sixteenth-century gatherings.  

 

                                                 
48 Neue Sachlichkeit reflected the corruption, pursuits of pleasure and demoralization in Germany after its 
defeat in WWI, as well as the impotence of the Weimar Republic which was in power until the inception of 
Nazi power in 1933.  Works from this period also represent a broader satire on the human condition.  
  
49 The Dance is first mentioned (and illustrated) in Chapter One. 
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By the late 1980s, Rego had also begun to work with models, resulting in images 

that were compositionally arranged like set designs.  These panoramic views of domestic 

dramas brought the lives of women to center stage.  Her career became truly established 

in London in the mid-1980s, when she represented England at the 1985 Sao Paulo 

Bienale in Brazil.  Then, in 1988, she gained increasing critical and popular acclaim for 

these large, sparsely-populated narrative paintings after a one-person exhibition at the 

Serpentine Gallery in London.50  

 

Many of Rego’s most recognizable works were produced during this period, 

including the seminal The Family of 1988 (figure 175).  A mother and daughter (or a 

group of sisters) subdue the paternal figure of the house, an emotionally-charged power 

play between masculine and feminine subjects.  At the center of The Family are three 

figures, including a woman with stern facial features whose back is turned to us and and a 

woman with a pink bow in her bobbed hair who kneels on the bed.51  Both subdue the 

struggling male figure who would otherwise be viewed as a figure of authority due to his 

business suit.  The man is effectively silenced, however, by the upper arm of the woman 

who holds him from behind.  She covers his mouth as she reaches over to peel back the 

sleeve of his suit jacket. The third female figure in the painting, a young girl who stands 

at the center of the open window with a knowing and smug expression, appears handily 

aggressive, set for a boxing match.   

 

                                                 
50 See Ruth Rosengarten and Vic Willing, Paula Rego (London: Serpentine Gallery, 1988). 
 
51 The model here is Lila Nunes, the principal caretaker for Willing during the last years of his life after 
being diagnosed with multiple sclerosis in 1967.  
  



268 
 

The Family relates both to Hogarth’s work and to Rego’s Triptych After Marriage 

A la Mode through its reliance on pictorial symbolism. Beyond the main scene, other 

actions take place, and Rego has strategically placed objects around the room that mean 

much more than what they appear to represent.52    A dresser at the right of the castration 

scene is graced by three objects: a length of red fabric, a water jug and a severed long-

stemmed red rose.  The image of a cut flower initially evokes a sense of lost innocence, 

possibly the lost innocence of the girl who watches by the window and the lost innocence 

of all three female figures who may or may not have been the victims of incest or other 

abuse.  The blood-red rose may also symbolize violence in a broader sense.  In addition, 

carefully placed near the rose is another item of blood-red hue, a length of plush, 

Caravaggiesque fabric that evokes the emotionally-charged drama of the Baroque. The 

folds of cloth work in conjunction with the flower nearby to evoke a sense of feminine 

vulnerability.  More specifically, both objects, in their formal structure, clearly evoke the 

delicate nature of the vaginal fold.  In addition, the parted curtains behind the young girl 

at the window, echoed by those seen on the oratorio, might also evince the vaginal 

opening, the parting of legs and the underlying specter of incest that permeates the entire 

scene.   

 

Other similarities between Rego’s The Family, Hogarth’s work and Rego’s 

Triptych After Marriage-A-la-Mode are the incorporation of curtains and the use of 

ambiguous narrativity.  As discussed in Chapters One and Two, the use of curtains for 

                                                 
52 At the base of the oratorio is another scene, that of a heron who appears to be feeding and/or attacking a 
fox.  The mythological tale of the heron who picks the bone from his enemy’s throat further outlines the 
complex melding of love, hate and desire characterizing human relationships. 
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added drama and symbolism is a recurrent symbolic motif in Hogarth and Hockney’s 

work as well.  The curtains on either side of the woman at the window appear to have 

recently parted in preparation for her performance onstage, when she joins the others in 

teaching the male figure a potentially painful lesson.53  The Freudian scene depicted in 

The Family is essentially one of castration, a notion that is clearly outlined by the actions 

of the diminutive woman with the face of a woman and body of a schoolgirl.54  She wears 

a plaid skirt vaguely reminiscent of a Catholic school uniform.  With her left hand, we 

see that she has unclasped the opening of his pants and is holding them open.  Her other 

hand is obscured—it may be engaged in the act of castration or it may be merely holding 

the other side of his pants down.  In any event, this gesture represents a metaphorical 

scene of castration in which a male figure has been subdued by two females adorned in 

the accoutrements of naïve young girls, a pink fluffy bow and a Catholic school skirt.55  

With The Family, Rego has ensured that themes of spirituality, gender relations, domestic 

life and national identity are given equal representation in a singular work.  The Oedipal 

interplay of power, desire, misdirected libido (and ultimate revenge) make Rego’s 

dysfunctional family a prime example for symbolically-rich explorations of women’s 

domestic lives.  In underscoring male fears of castration and ultimately, the usurpation of 

                                                 
53 Here, it may be useful to ask, “Why is this male figure being punished?”  Rego does not provide any 
definitive answer, yet incest appears to be the unspoken subtext.   
 
54 The notion of castration, both literal and implied, has periodically been present in Rego’s work, 
exemplified by the aforementioned Red Monkey series. 
 
55 Rego’s narrative of masculine and feminine struggle is further underscored by scenes painted on the 
Portuguese oratorio in the far right corner of the room.  At its top, St. George slays the dragon, symbolic of 
the triumph of good over evil and, in a larger sense, of the triumph of Christianity over the Devil’s cunning 
actions.  Rego’s invocation of St. George is particularly prescient, in that the figure is the patron saint of 
both England and Portugal, and of soldiers in general.  Rego has identified the woman standing behind St. 
George as a young Mary Magdalene (See Fiona Bradley, “Introduction: Automatic Narrative,” in Paula 
Rego (New York: Thames and Hudson and London: Tate Gallery Publishing, 1997), 13. 
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masculine power, Rego’s Family reveals the psychological anxieties and ambiguities of 

human interaction.  As will be discussed, similar themes are present in Rego’s Triptych 

After Marriage-A-la Mode, which involves a similar suggestion of male castration (or 

helplessness) and an overt shifting of societal gender roles.   

   

In the equally well-known The Maids (figure 176), Rego also casts Lila Nunes as 

the central character.56  The Maids is drawn from a play by Jean Genet, in which a 

wealthy woman is murdered by two sisters in her employ who then dress up in the 

murdered woman’s clothing.57  In Rego’s image, a woman in a maid’s uniform appears 

ready to style a seated woman’s hair.  The standing maid’s menacing and mask-like 

expression implies a hostile sense of aggression.  Indeed, her face is noticeably distinct 

fronm the complexion of her neck, as though a plastic mask has affixed to the “real” face 

below.  The hidden knife that she grips in her left hand points upward beneath the folds 

of her dress at the waist, evoking a phallic erection.  At right, another servant subdues the 

young daughter while gazing intently towards the standing woman in front.  This gaze 

hints at the incestuous relationship that is played out both in Genet’s play as well as in the 

1974 film adaptation of the production. Genet’s play is loosely based on Lea and 

Christine Papin, two sisters who murdered a lawyer’s wife and daughter in Le Mans, 

                                                 
56 A film adaptation of the play was released in 1974.  See The Maids, directed by Christopher Miles, 
American Film Theater, 1974. 
 
57 These fictional characters became the heroes of the Surrealists, and French intellecturals like Jean Genet 
and Jean-Paul Sartre began to attribute the murders to issues of class struggle.  See Stephen Barber, Jean 
Genet (London: Reaktion Books, 2005) and Peter Brooks and Joseph Halpern, eds., Genet, a Collection of 
Critical Essays (Englewood Cliffs, N.J.: Prentice-Hall, 1979) for text regarding Genet’s themes of 
subversion. 
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France, in 1933.58  In the play, Genet’s “Solange” and “Claire” perform dramatic, 

sadomasochistic rituals while their employers are absent.  Their role-playing involves the 

murder of the wife and each sister alternates between acting as mistress of the house and 

servant.  A central theme in Genet’s narrative is that of the overthrow of a wealthier class 

by the oppressed, melded with undercurrents of sexual tension.59  Such a tale, 

characterized by subversive elements: violent, ritualistic role-playing, the breaking of 

class-based boundaries through a form of “poetic justice” and taboo sexual undercurrents, 

represented ideal narrative elements for Rego.   

 

In the late 1980s, Rego began working extensively with etching.  She had already 

produced some earlier etchings in the 1950s and 60s, then began working with 

lithographs in the early 1980s.60  The Nursery Rhyme etchings (figure 177) were begun in 

1989.  Many from this series were enhanced with aquatint, and they solidified Rego’s 

status as one of the most significant graphic artists of her time.61  The series was 

produced after a lengthy focus on large-scale paintings that culminated in a major 

retrospective at the Gulbenkian Foundation in Lisbon.  The series exemplified how 

Rego’s scenes that focused on children configured childhood as a time of vulnerability, 

                                                 
58  For details on the Papin sisters case and its impact, see Rachel Edwards and Keith Reader, The Papin 
Sisters (New York: Oxford University Press, 2001).  
 
59 The play was first performed in Paris in April of 1947 in a production directed by Louis Jouvet, and a 
film version was released in 1974.   
 
60 It should be noted here that Rego’s etchings of the 1960s paralleled Hockney’s production of the medium 
during the same period, at the early stages of both artists’ careers. 
   
61 The series was inspired by Iona and Peter Opie, eds., The Oxford Dictionary of Nursery Rhymes (1951; 
repr., Oxford: Oxford University Press, 1997). 
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fear and anxiety.62 In short, Rego has depicted childhood as a place that is decidedly not a 

space of innocence, and her work has often hinted at the latent sexuality of children. 

 

 Rego’s depictions of childhood are anything but idyllic.  Most of all, they speak 

of how childhood is not a fairy-tale place of innocence, and they often hint at the very 

adult dramas that surround them.  Like Hogarth’s children, the action of children point to 

the adult, often clandestine and immoral actions taking place in the primary narratives.  A 

critical example is the aforementioned Scene Four of Hogarth’s Marriage-A-la-Mode, in 

which the young servant plays with the horned object that speaks of the cuckoldry that is 

taking place.     

 

Rego’s images of children also examine the idea of children as pawns, largely 

controlled and manipulated by adults.  Rego’s husband, Vic Willing, has discussed the 

theme of parental domination of children in Rego’s work, and Rego herself has discussed 

childhood as a place of intermittent security melded with ever-present fear.63  Rego’s 

engagements with the idea of childhood vulnerability also relate to her experiences as a 

                                                 
62 Rego began working with fairy tales because of memories regarding her childhood, lengthy periods of 
playing alone and being told stories by her grandmother and other family members. In addition to her 
grandmother, Rego has also discussed an elderly aunt named Ludgera who would visit her grandmother’s 
house in Ericeira.  Rego recalled that “she used to tell me stories non-stop. She used to make up stories 
according to what I wanted to hear, you see.  We'd sit under the eucalyptus tree after my siesta and she'd 
say: 'What shall we tell the story of today?' And I'd say, 'Let's have the king with the daughter who was 
very wicked', that kind of thing; and she would elaborate the story according to my demands… I just sat 
there and listened.  It was a most delicious feeling...”(McEwen, Paula Rego, 43).  Rego also noted one of 
her mother’s servants, an elderly woman “who used to come and sit in my bedroom at night, because I was 
so frightened of the dark, and tell me stories from her country, the country place she came from, till I fell 
asleep.  She'd tell me rustic stories about animals - the ant that eats the belly of the goat, the rabbit's 
revenge. She wasvery old, maybe ninety, and I loved her stories as well.” (See McEwen, Paula Rego, 43). 
  
63 See Fiona Bradley, Ruth Rosengarten, Victor Willing et al., Paula Rego (NY and London: Thames and 
Hudson, 1997), 34.  
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child, when her parents hired a woman called Dona Violeta to tutor Rego in preparation 

for her entrance exam to St. Julian’s School.  As Rego noted of the woman, “I loathed 

her.  She was rough and cruel and used to hit me...She’d say, “You can’t draw.  You’ll 

never be able to draw.”  But being a child I never told my mother, because that was how I 

though it was meant to be, even though when she popped her head round the door I’d be 

thinking, “Please stay! Please stay!”64  Rego’s recollections regarding Dona Violeta and 

Nunes raise the issue of a forced isolation that is a critical aspect of Rego’s oeuvre.  

Rego’s works are marked by a substantial number of individuals, usually women, trapped 

in ominous situations in solitary rooms or other settings.  Seen in this personal context, 

perhaps Rego herself, having been a small child sequestered in a room for hours on end, 

identifies with those seemingly subdued, yet quietly subversive,  individuals who 

populate many of her paintings and drawings.  This aspect of Rego’s upbringing must be 

considered in relation to the pronounced feminist focus in her work.  It is feasible that 

this experience of isolation and powerlessness would culminate in a desire for personal 

and artistic freedom.  Her work also reflects a close identification with the women who 

have now become physically (and concurrently emotionally) empowered.   

 

The period of childhood mined in much of Rego’s work is laden with a disparate 

sense of both security and precariousness.  This ambiguity appears to have been solidified 

during her early formative years: “My grandmother was very good to me.  She told me 

stories and didn't leave me alone in the dark, so I wasn't afraid there at all.  And my 

grandfather spoiled me...He used to get me toys sent from Germany...big bears and 

                                                 
64 John McEwen, Paula Rego (New York: Rizzolli International Publications, 1992), 36. 
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dolls.”65   Yet this nurturing relationship with her grandparents was coupled with fears of 

the unfamiliar, or that which was physically outside the boundaries of the family’s 

domestic setting.  This sense of the outdoors as a fearsome place is a critical component 

of Rego’s work, which often takes place in intimate, closely-defined quarters.  Rego has 

recalled that “at Estoril I first was aware of the outdoors, something outside the house, 

and I was absolutely terrified.  My mother said I was afraid of the flies.  I was afraid of 

everything.  I couldn't bear to be put outside and I was afraid of children.  Oh God, it was 

awful. It was just terror, terror…” 66  In consideration of these experiences, it is no 

surprise that her works often convey an overwhelming sense of isolation.  As will be 

discussed, this sense of isolation is a key component of the emotional unease found in 

Triptych After Marriage-A-la-Mode. In that image, even the heavily-populated Betrothal 

scene conveys an emotional distance or disconnect between many of the figures.  Rego 

has discussed childhood as a place where she escaped to a world of her own creation, 

gaining a sense of peace through art-making. Works like Triptych After Marriage A la 

Mode, with their overwhelming sense of psychological detachment, point to Rego’s early, 

formative experience of being alone in a room with toys, her imagination and her 

drawings.67     

 
                                                 
65 Ibid., 41. 
 
66 Ibid. 
 
67 In a conversation with John McEwen, Rego stated that “I was in this playroom with my toys for hours 
and hours on end and very few people came in there.  And I used to do a lot of drawings.  I used to sit on 
the floor and make this aaaaaaaaaaa noise, I still do it when I draw now, and I still draw on the floor.  Most 
of the time I'm unaware I'm making a noise, obviously, but I know it still gives me the same satisfaction it 
always did.  My mother knew I was alright when she could hear this noise.  She didn't have to come in. 
And for me being in this studio, working in this studio where we are now, is exactly like being in that 
playroom when I was five.”  See John McEwen, Paula Rego (New York: Rizzolli International 
Publications, 1992), 42.  
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For Rego, fairy tales offered rich narrative possibilities, often drawn from 

indistinct threads of storyline that could be endlessly modified, re-shaped, and mined for 

dramatic content.  These sources were ideal for Rego, who appears to relish narratives 

marked by enigma.  Rego’s other stylistic influences include Ramon Gomez de la Serna’s 

works like Blanco y Negro (Portuguese tales executed in graphic form), and English 

illustrators such as Beatrix Potter, Arthur Rackham, John Tenniel and his Alice in 

Wonderland images, and the French illustrator Benjamin Rabier, best known for the 

character Gideon the Duck and, in 1924, the advertisement La vache qui rit (Laughing 

Cow).68  Often, Rego has depicted animals in these scenes, both in primary and 

secondary roles.  Rego’s use of animals represents a form of return to childhood, one that 

was marked by being an only child in which the animals become fully human, active 

participants in the narrative drama.  

    

Also during this period, as mentioned earlier, Rego gained enormous critical 

recognition after her one-person exhibition at the Serpentine Gallery in 1988.69    She has 

exhibited throughout the world, and her work is held in numerous collections, including 

The British Museum; The Frissaris Museum in Athens; The Metropolitan Museum in 

New York; The National Gallery in London; The Saatchi Collection; The Sintra Museum 

                                                 
68 See Paul Coldwell, “Paula Rego: Printmaker” in Paul Coldwell, ed., Paula Rego:Printmaker (London: 
Marlborough Graphics, 2005) and John McEwen, Paula Rego, 43: “Because my mother's upbringing had 
been French I had more French books as a child than English, I loved Benjamin Rabier's drawing, for 
instance.  He was the man who drew La vache qui rit.  And there were the adventures of a dog and a goose, 
Gedeon and Placide.  I loved them.”  Laughing Cow is a brand of cheeses produced by the French company 
Fromageries Bel.  
 
69 See Ruth Rosengarten, Victor Willing et al., Paula Rego (London: Serpentine Gallery, 1998). 
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of Modern Art in Portugal; The Tate Gallery in London and The Yale Center for British 

Art.70  

 

Rego’s career also moved forward considerably in 1990, when she became 

appointed the first Associate Artist at the National Gallery in London.71  There, she 

completed the Hogarth-inspired triptych and several other works such as The Fitting 

(figure 178), begun just before her residency and completed during her tenure there.72  

The Fitting involves a woman engaged in feminine ritual.  She is being meticulously, 

strategically dressed by her mother in order to lure a potential husband.  As will be seen 

in the next section of this chapter, this theme of a feminine rite of passage became a 

critical component of Rego’s Triptych After Marriage-A-la-Mode.   

 

Other works completed during Rego’s residency include Joseph’s Dream (figure 

179) and Time Past and Present, both of 1990. Joseph’s Dream was inspired by a 

sixteenth-century National Gallery painting by Philippe de Champaigne (figure 180) that 

depicts a slumbering Saint Joseph in the foreground, the Virgin Mary seated quite far 

                                                 
70 Rego’s work is also represented in the collections of The Arts Council of Great Britain, The British 
Council, The Gulbenkian Foundation in Lisbon, and The National Portrait Gallery in London.  Rego has 
exhibited internationally at institutions such as The Arnolfini in Bristol; The National Gallery in London; 
The National Museum of Women in the Arts in Washington, DC; The Tate Gallery;  Since the 1980s, she 
has been represented by the Marlborough Fine Art (formerly Marlborough Graphics Gallery).  She has also 
received an Honorary Doctorate of Letters from the following institutions: University of St. Andrews in 
Scotland; the University of East Anglia in Norwich; the Rhode Island School of Design in the US; The 
London Institute; Oxford University and Roehampton University. 
 
71  International recognition of Rego’s work also increased in 1987 when she became one of the artists 
represented by the London-based Marlborough Gallery, known globally for its focus on modern art and its 
museum-quality exhibitions.    
 
72 Critics have proposed that the work is based on Jan Steen’s The Effects of Intemperance (c. 1663-5) at 
The National Gallery. 
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beyond him, and an angel approaching Joseph from above, floating at the top and center 

of the work.73  Rego modified the scene, placing Mary in the foreground with her back to 

us, actively painting the sleeping Joseph, while the angel in the original image is depicted 

at the center of the painted canvas.  Rego’s Mary, depicted with paintbrush in one hand 

and the other propped stiffly atop her left thigh, has all of the aggressive tension and 

powerful, masculinized bulk of Gertrude Stein in Picasso’s well-known portrait (figure 

181). Also during her residency, Rego completed the well-known Crivelli’s Garden of 

1990-91 (figure 182), a mural with three panels that document the life of the Virgin Mary 

and female saints, commissioned by the Trustees of the National Gallery.  As a unifying 

stylistic element, Rego used the blue-and-white tiles that are ubiquitous in Portuguese 

homes, cafes and other public buildings.   

 

 Rego’s Dog Woman series of 1994 (figure 183) marked the beginning of her 

extended use of pastels, and her efforts resulted in the gestural, smear-like expressiveness 

that is characteristic of this process.74  Before this period, Rego completed a number of 

preliminary drawings that worked towards a final image, but her more recent works 

present a staged, carefully constructed encounter between artist and model.  Rego 

envisioned the Dog Woman series as a means of working through her experiences with 

her late husband, noting that “I was able to go through all my love for him.  They are 

complicated paintings but they are the closest I came to telling him how much I loved 

                                                 
73 The work that inspired Rego’s Joseph’s Dream was Philippe de Champigne, The Dream of Saint Joseph, 
1642-3.  
 
74 See Christina Bagatavicius, Paula Rego in Focus (London: Tate Britain, 2004): Rego’s work with pastels 
appeared to necessitate a shift in her working process, and she began to work directly with a live model, 
since she could no longer work from memory. 
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him.”75  She also suggests that her incorporation of an animal endowed her with greater 

freedom in depicting emotions of vulnerability, dependency and lust.  Rego noted that 

“It’s easier to get away with animals doing things; if you do people doing a certain thing, 

like screwing or something, you think “oh my god, what is this!”  If it’s an animal...it’s 

just, you know, natural.”76 

 

A series called Dancing Ostriches (from Walt Disney’s Fantasia) of 1995 (figure 

184) was produced as a result of a British Arts Council invitation to 10 artists and 

filmmakers to produce works in celebration of the centenary of British cinema.77  Rego 

chose to re-work Dance of the Hours, a ballet sequence from the opera called La 

Gioconda by Amilcare Ponchielli (1834-86).78  In 1940, the ballet sequence was 

interpreted as a group of dancing ostriches in Disney’s Fantasia, the groundbreaking 

melding of animation and classical music. Rego’s dancing ostriches are middle-aged 

women in tutus, a vision that evokes both a slight humorous quality yet also a sense of 

sympathy in response to those refusing to accept the steady advancement of age.79 

Dancing Ostriches continues Rego’s themes of feminine vulnerability and women in 

power, complicated by a societal fixation on the corporeal image of women.  

                                                 
75 Sandra Miller, “Fashioning Subversion: Clothes and Their Meaning in Paula Rego’s Paintings,” Apollo, 
2006, 25. 
 
76 Edward King, “Interview with Paula Rego,” in Fiona Bradley, Celestina’s House (New Haven, CT: 
Abbott Hall Art Gallery and Yale Center for British Art, 2001). 
 
77 The resultant Hayward Gallery exhibition, entitled Spellbound, was curated by Philip Dodd and included 
works that revealed linkages between visual art and film.  See Marcia Pointon, Spellbound: Art and Film 
(London: Hayward Gallery, 1996. 
 
78 The opera was initially performed in 1876. 
 
79 As Fiona Bradley has noted, ostriches are “said to put their heads in the sand rather than face up to 
danger or change (Bradley, Paula Rego, 77).”  
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A well-known anti-clerical novel by the 19th century Portuguese writer Jose Maria 

Eca de Queiros, coupled with the Portuguese abortion referendum of 1998, was the 

inspiration for The Sins of Father Amaro, 1997-98, a series of pastels that relate the 

narrative of Amelia, who has an affair with a priest called Father Amaro.80  Rego’s 

examination of the novel’s themes reiterate the fact that women’s lives are still being 

controlled by politics, whether in the nineteenth century or at the end of the twentieth.  In 

The Company of Women (figure 185), from The Sins of Father Amaro, Father Amaro is 

depicted as a 9-year-old who has been spoiled and fussed over by the female servants in 

the household.81  The image evokes the uneasy emotional dependency that is the hallmark 

of many characters in her narrative series.82  Her Ambassador of Jesus (figure 186) from 

the Father Amaro series highlights the prominent role (and sometimes unwarranted trust) 

that communities have for priests within the Catholic tradition as well as their 

infantilization.83  

                                                 
80 In the novel’s narrative, after Amelia become pregnant, she is sent to live in isolation with an elderly 
aunt.  The Sins of Father Amaro was first published in Portugal in 1874 but was subsequently banned until 
after the 1974 revolution. A referendum on abortion occurred in Portugal on June 28, 1998, in the aftermath 
of legislation seeking to liberalise the existing abortion law.  Low voter turnout, due to voter 
embarrassment over the issue of abortion, resulted in the NO’s winning, and the legislation did not pass.  
Rego’s partner, Tony Rudolf, modeled as Father Amaro in the series. 
 
81 See Paula Rego, “Commentaries,” in Marco Livingstone, ed., Paula Rego (Madrid: Museo Nacional 
Centro de Arte Reina Sofia, 2007), 261.  Rego has remarked that “The only time he was happy was when 
he was pampered by the girls who worked in the house, the maids. They used to dress him up as a girl and 
make a fuss of him.  He would lean against them and feel very happy.  I think his mother had died; he was 
an unhappy boy.” See Paula Rego, “Commentaries,” in Marco Livingstone, ed., Paula Rego (Madrid: 
Museo Nacional Centro de Arte Reina Sofia, 2007, 261. 
 
82 Rego was drawn to this work because Murillo image was highly constructed, painted after the artist has a 
studio set built. 
 
83 The Father Amaro series was produced after Rego was invited by Desmond Shawe-Taylor, then Director 
of the Dulwich Picture Gallery in London, to produce new work inspired by its largely seventeenth-century 
collection.  Rego’s Amaro series was inspired by two paintings of boys that were begging in the street by 
the Spanish painter Bartolome Esteban Murillo (1618-82).  Additionally, it should be noted that Rego’s 
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Also inextricably linked to Rego’s examination of Portuguese culture is the 

critique of Catholicism that courses through much of her oeuvre.  As mentioned earlier, 

Rego’s favorite painting is Max Ernst’s 1926 The Virgin Spanking the Infant Jesus in 

Front of Three Witnesses.84  As discussed earlier, Ernst’s massive, haloed Mary delivers 

an energetic spanking to the nude Christ-child in a walled courtyard.  The image 

represents Ernst’s not-so-subtle critique of the Catholic church as well as Surrealist anti-

clericalism.  Most significantly, the notion of a much more human and aggressive Mary, 

cast as a harried mother, creates a critical and subversive shift within Catholic 

iconography.  

 

The pageantry of Catholicism is also present in Rego’s deliberate and dramatic 

choice of modeled dolls and other stuffed figures in setting up scenes to paint.  As Sandra 

Miller has noted,  “Clothes are just a single element of the way Paula Rego’s paintings all 

seem to have, in her own words, ‘religious overtones, every single one…it is all an 

inheritance of images...that are all one story:  sacrifice and resurrection.”85  In an 

interview with Edward King, Rego remarked on her feelings about the Catholic Church.  

                                                                                                                                                 
paintings were produced during a period of increasing media attention re: Roman Catholic priests and 
charges of sexual abuse.  Globally, news reports regarding these events had begun occurring with 
increasing frequency since the 1980s.  For further details on this coverage, see Philip Jenkins, Pedophiles 
and Priests: Anatomy of a Contemporary Crisis (Oxford University Press, 2001).  
 
84 During a January 1, 2005 interview with the author, Rego stated that “I don’t particularly like the way he 
paints because he doesn’t do it properly, but I do like the subject matter.”  Also, see Fiona Bradley, Paula 
Rego (London: Tate Gallery Publishing, 2002) and Paul Coldwell and Stanley Jones, Paula Rego: 
Printmaker (Edinburgh: Talbot Rice Gallery, 2005) for discussion of her admiration of the Max Ernst 
work. 
  
85 Sandra Miller, “Fashioning Subversion: Clothes and Their Meaning in Paula Rego’s Paintings,” Apollo, 
2006, 26. 
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Asked if she considered herself Anti-Catholic, Rego responded, “I’m anti-Pope..I don’t 

like the Pope because he doesn’t allow birth control – I think that’s criminal, I really do.  

And holding back great chunks of the world, who are obedient...but I like...the saints and 

the stories!”86  While Rego’s personal sentiments regarding are ambiguous, the 

overarching influence of the religion was felt in every aspect of Portuguese life, despite 

the fact that Rego’s father was agnostic.87  Consequently, her work reveals a critique but 

also a sense of reverence for Catholic ritual. “No matter how anti this or anti that you are, 

there's something there that remains in the tradition of the country.  Maybe it’s not good 

but it’s there.  It’s in the folk tales.  And it is good as well, because it makes you feel safe.  

But more than that it gives you the possibility of salvation...”88  Rego’s critique includes a 

recognition of one signigicant and problematic effect of Catholicism, that of guilt-ridden 

fear.  “The Church was very powerful there, very repressive,” Rego recalls, and “one of 

the lessons at kids' school was catechism...it was frightening really.  The worst nightmare 

I've ever had in my life was from the catechism, where they said if you left the door half 

open the Devil would come and get you in the night...So religion to me was scary.”89   

 

Yet Rego also recognized the religious focus on protection as well “Because of 

Fatima you were very conscious of miracles.  My mother's friends gave me saints and 

                                                 
86 Edward King, “Interview with Paula Rego,” in Fiona Bradley, Celestina’s House (New Haven, CT: 
Abbott Hall Art Gallery and Yale Center for British Art, 2001), 9. 
 
87 See John McEwen, Paula Rego (New York: Rizzolli International Publications, 1992), 8.  In a 
conversation with John McEwen (42), Rego also remarked that “My father if anything was anti-priest.  He 
was what in Portugal would be called a 'good liberal'…” 
  
88 John McEwen, Paula Rego (New York: Rizzolli International Publications, 1992), 100. 
 
89 Ibid., 42. 
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rosaries and things, which I put in a drawer by my bed to protect me, like magic.”90  

Hence, Rego’s vision of Catholicism, understandably, is ambiguous.  On one hand, she 

presents a focused critique of women’s manipulation within the religion, documenting the 

impact of Catholicism in Portugal and in her family during her upbringing.  On the other 

hand, her images reveal the artist’s enthusiasm for rituals that involve statues of saints 

and rosaries as well as the grand, magical pageantry of the Catholic Mass. 

 

In 1998-99, Rego continued her focus on the abortion referendum in the Abortion 

series of pastels (figure 187).  Here, women were depicted in nearly-empty rooms, each 

poised on examination tables as if preparing for the procedure to begin.  These tension-

filled scenes, with women awkwardly lying on their backs and with legs spread wide, 

conveyed a sense of physical vulnerability, discomfort and emotional anguish.  They 

share similar compositional details and the emotional intensity and introspection of both 

Francis Bacon and Frida Kahlo’s work.  Rego has described the Abortion series as “still 

lifes” that related to her experiences with School of London aesthetics at the Slade in the 

1950s.  When she began working on these images, she thought of how, at the Slade, “I 

thought only that figure was like a still life or something by Euan Uglow, that I was doing 

a Slade picture.  It may connect with the subject matter, that at the Slade everyone was 

having abortions.”91  The series bcame thematically related to both the genre of still life, 

                                                 
90 Ibid., 42. 
 
91 Paula Rego, “Commentaries,” in Marco Livingstone, ed., Paula Rego (Madrid: Museo Nacional Centro 
de Arte Reina Sofia, 2007), 263. In the same text, Rego also noted that “We all knew what it was like. 
There are abortion clinics on the Spanish border, where people go.  It's totally hypocritical, it's bad for the 
poor, who can't afford to visit those clinics and go through the most awful process at home.  The rich, of 
course, used to go to Switzerland.  It was very easy getting an abortion in Portugal, and people were getting 
them all the time, since there was no contraception.  It went on and on, and it still goes on, and people get 
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combined with her memories of student abortions at the Slade as well as the difficulties 

faced by impoverished women in Portugal who sought the procedure.   

 

Rego has been very clear about the strategic feminist themes in works like The 

Abortion series.  In an interview, Rego was asked by Edward King, “Most of your 

pictures seem to be concerned with women.  Why is that?  Is it because you are a woman, 

and you see things from a woman’s point of view?”92  Rego responded, “That’s right – 

it’s simple as that…” and when King then asked, “There is no feminist angle?,” implying 

that he was not consciously placing her work in a fixed “box,” Rego quickly answered, 

“There is a feminist angle, because I am a feminist, indeed I am, very much so.”93  

Rego’s Abortion series and other such works were largely a response to Salazar’s policies 

in Portugal.  Despite residing primarily in England since the late 1970s, Rego continued 

to produce work that examined key social and political transformations (or stasis) in 

Portugal.  Under Salazar’s rule, women’s rights became increasingly restricted.94 During 

this period, Portugal passed one of the most stringent abortion laws in the world, citing its 

illegality, stipulating that the women who underwent the procedure would face a prison 

                                                                                                                                                 
arrested - the people who do them and the people who have them done.  They are very badly treated in 
hospitals, and there is a lot of unnecessary suffering for poor women (263).” 
 
92 Edward King, “Interview with Paula Rego,” in Fiona Bradley, Celestina’s House (New Haven, CT: 
Abbott Hall Art Gallery and Yale Center for British Art, 2001), 10. 
 
93 Ibid.  Here, Rego seems to answer King in a manner that suggests obfuscation, perhaps as a means of 
implying that he should perhaps use more than her words to assess and analyze her work rather than to 
“simply” take her word for it. 
 
94 In 1967, a new Civil Code was passed that stipulated that "the husband is the head of the family, and as 
such he is to decide and direct on all matters concerning marital life. [...]  It is the father, as the head of the 
household, who directs the children's education, and governs them, according to their sex, defends and 
represents them even before they are born.  See Maria Manuel Lisboa, Paula Rego’s Map of Memory: 
National and Sexual Politics (Aldershot, Hampshire: Ashgate Publishing, 2003), 130. 
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term.95  In light of such measures, Rego’s work, like Himid’s may be considered a form 

of revenge.  Indeed, Rego has stated exactly that, noting that she “can make it so that 

women are stronger than men in the pictures.  I can turn the tables and do as I want.  I can 

make women stronger.  I can make them obedient and murderous at the same time.’”96  In 

this way, Rego’s images evince both women’s submission in domestic relationships 

while simultaneously depicting them as psychologically complex and calculating 

representatives of women’s agency and power.   

 

Rego also produced Martha, Mary, Magdalene of 1998 or 1999 (figure 188) 

during her residency at The National Gallery in London.97  The work was completed 

while producing the Hogarth triptych for the aforementioned National Gallery exhibition 

called Encounters: New Art from Old.98  Here, Rego depicts “Martha” as a working artist, 

and Mary at center in a classic pieta, cradling the limp figure of her deceased adult son.99  

Rego presents a Mary Magdalene that subversively breaks away from traditional 

representations.  Here, the self-assured Magdalene is a traveler who is prepared for 

departure with hat, raincoat and Wellington boots.  She is, above all, an intellectual, 

                                                 
95 Exceptions to the criminalization of an individual might only occur if it could be proven that the mother’s 
life was in danger or in the case of severe fetal deformity.  
 
96 For a discussion with Rego in regards to the theme of revenge in her work, see Marianne MacDonald, 
“Let Me Paint You a Story,” The Independent, Sunday, February 2, 1997. 
 
97 Rego viewed the work as a form of back-up plan if the Hogarth work was not successful in her view.  
See Fiona Bradley, Paula Rego (London: Tate Publishing, 2002), 110. 
 
98 Encounters included the work of 24 artists who responded to selected works from the National Gallery’s 
permanent collection in London.  See Richard Morphet, ed., Encounters: New Art from Old (London: 
National Gallery Company Limited, 2000). 
 
99 As will be discussed in the next section, both the pieta scene and the trunk in Martha, Mary, Magdalene 
are later incorporated in Triptych after Marriage-A-la-Mode by Hogarth. 
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seated and reading in a concentrated fashion in front of a large traveling case.   

  

Another work, Celestina’s House of 2000 (figure 189), engages with the 

traditional Spanish and Portuguese character of Celestina who has been depicted in works 

by Goya (figure 190) and Picasso.100  As Rego described her, Celestina is: 

 
...a traditional character.  She is a go-between…she makes women virgins again 
so that they can re-marry or get more money as courtesans.  She gives people love 
potions…In her youth she was a tart…a courtesan if you like, but not a rich one 
and rather a woman of the people…She helped everybody.  She might have been 
the woman who did the abortions and helped those women out…and also she got 
rich in the process.101   
 

Rego’s invocation of Celestina must be considered part of her ongoing focus on 

Portuguese culture as well as a reflection of her propensity for engaging with legacies of 

storytelling and myth.  

 

 In 2001, Rego began the more than twenty prints that comprise the Jane Eyre 

series of 2001-2002.  She began the series after reading Jean Rhys’ 1966 Wide Sargasso 

Sea that narrates the life of Bertha, the mentally-ill first wife of Mr. Rochester.  Rhys’ 

novel was based on characters drawn from Charlotte Bronte’s 19th century novel Jane 

Eyre.  By 2001, Rego had produced a large number of etchings and then, for Jane Eyre, 

                                                 
100 The character of Celestina is based on a figure in Fernando de Rojas’s celebrated novel entitled 
Tragicomedia de Calisto y Melibea, first published in 1499.  Later called La Celestina, the novel is now 
considered one of the greatest works of Spanish literature.  In the novel, Celestina is an elderly woman who 
is by turns witch, procuress and provider of “love magic.”  For further details regarding this character, see 
“Olga Lucia Valbuena, Sorceresses, Love Magic and the Inquisition of Linguistic Society in Celestina,” 
PMLA 109, no. 2 (March 1994): 207-224.    
 
101 Edward King, “Interview with Paula Rego,” in Fiona Bradley, Celestina’s House (New Haven, CT: 
Abbott Hall Art Gallery and Yale Center for British Art, 2001), 13. 
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began producing lithographs. Soon after, she produced a triptych called Jane; Edward; 

Bertha’s Monkey (figure 191) that depicts Jane preparing the bed, Rochester “showing 

his crotch,” and Bertha’s monkey, which Rego depicts in all his worn and beloved 

character.102 Rego explained that the monkey was “the only toy she was allowed to bring 

with her, and the only bit of loving she could have was to hug this monkey I drew.  It was 

made in 1840, so it was from the same time that the book was written.  She kissed him so 

much that she wore him out, because she was lonely.  His hands are tied up, so he can't 

get away.”103  Rego’s use of such props endows her scenes with additional realism, 

narrative substance and symbolic complexity.  Her focus on Bertha’s need for the 

monkey references Rego’s frequent use of themes of isolation, dependence, longing and 

vulnerability.  The sense of isolation is made so much more vivid in this work because 

each figure is literally alone, devoid of other humans or objects, in the space of each 

canvas. 

  

A 2004 triptych entitled The Pillowman, 2004 (figure 192) includes a central 

image of a nineteen-foot long grotesque, a lumpen male figure comprised of pillows and 

loose-fitting fabric.104  A girl lies lovingly along his massive frame while a nursing 

mother inspects the scene.  Pillowman is based on a 2003 play by Irish playwright Martin 

McDonagh that narrates the life of a writer whose short stories appear to reference the 

                                                 
102Paula Rego, “Commentaries,” in Marco Livingstone, ed., Paula Rego (Madrid: Museo Nacional Centro 
de Arte Reina Sofia, 2007), 267. 
 
103 Ibid. 
 
104 The figure was comprised of pillows because of an element of the narrative that included the murderer’s 
attempts to “ease” children’s lives by smothering them with pillows to save them from troubled lives at 
home.  
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details of a series of child murders that are taking place in the area.  Rego has depicted 

the central figure as a sympathetic one who appears fragile and ill, and had discussed her 

association of the nurturing qualities of this figure with those of her dying father, who 

passed away in 1966.105  

 

Rego’s fondness for theatricality and costume is apparent in works like The 

Pillowman, The Cake Woman and Jane Eyre, which are large triptychs painted from 

meticulously-constructed scenes that Rego created in her studio.  Rego uses both her own 

broad collection of dolls and accoutrements or props, live models as well as rented 

costumes (figures 193-4).106  Rego’s process of working, combined with her 

incorporation of numerous “props,” result in an environment that is much like a theatrical 

set.  For Jane Eyre, Rego rented Victorian attire to ensure that the resultant twenty-five 

lithographs prints had a sense of historical accuracy.107   She has recounted how her 

grandfather would have her perform, in costume, for his friends during her childhood.108  

Other influences on her dramatic style include her mother, who provided her with a 

                                                 
105 In Paula Rego, “Commentaries,” in Marco Livingstone, ed., Paula Rego (Madrid: Museo Nacional 
Centro de Arte Reina Sofia, 2007), 270, Rego has noted that “After a conversation with Marco Livingstone 
- we had been talking about my father, and how I used to go fishing with him as a child - I realized that the 
Pillowman figure actually stood in for my father.  Not because of the smothering and the killing, but 
because of the kind of tenderness and adoration that I had for him.”  
   
106 Lila Nunes has played a pivotal role in constructing these scenes, assisting with the construction of sets 
and playing both male and female roles as model for Rego since the mid-1980s.   Nunes had arrived in 
London from Portugal in 1985, and soon after, began assisting with Vic Willing, who had been confined to 
a wheelchair. 
 
107 Sandra Miller, “Fashioning Subversion: Clothes and Their Meaning in Paula Rego’s Paintings,” Apollo, 
2006, 23. 
 
108 Rego has recounted that “My grandfather used to show me off to his friends.  I had to perform and get 
dressed up, smartened up, in frocks, very pretty frocks, which I loved, and little coats, things that had been 
bought specially for me.  Tyrolean clothes were fashionable and tartan skirts and pinafores.” (See McEwen, 
Paula Rego, 42). 
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heightened interest in fashion and a penchant for crafting her own dramatic sense of 

refined and sophisticated stylishness.109   

 

In 2005, she was commissioned by the Royal Mail in Britain to produce a set of 

stamps that commemorated the 150th death anniversary of Charlotte Bronte, for which 

Rego used an earlier 2001-2 series of Jane Eyre prints.  In 2007, Paula Rego, a major, 

touring retrospective organized by the Nacional Centro de Arte Reina Sofia in Madrid 

opened in Spain.  The exhibition then traveled to the National Museum of Women in the 

Arts in Washington, DC, the first U.S. museum to present a retrospective of the artist’s 

works.110  And, in September of 2009, a new museum devoted to Rego’s work called 

Casa das Histórias (House of Stories): Paula Rego opened in Cascais, Portugal.111   

 

Rego’s Triptych After “Marriage-A-la-Mode” by Hogarth  

 

Paula Rego’s Triptych After “Marriage-A-la-Mode” by Hogarth (figure 195) was 

initially called After Hogarth: Betrothal; Lessons: Wreck.112 As noted in the previous 

                                                 
109 In John McEwen, Paula Rego: Behind the Scenes (London: Phaidon Press, 2008), 10, McEwen notes 
that “Paula inherited a love of clothes, of dressing up and looking chic from her mother, Maria Figueiroa 
Rego, who even designed the sweeping staircase at their 1930s Estoril villa for stylish entrances and exits.” 
   
110 The exhibition, curated by Marco Livingstone, included more than 100 paintings, pastels, prints and 
drawings.  The accompanying exhibition catalogue included essays by Marco Livingstone, Robert Hughes, 
and interviews with and commentary by Paula Rego.  
 
111 The building was designed by Portuguese architect Eduardo Souto Moura, winner of the 2011 Pritzker 
Architecture Prize. 
 
112 The triptych was first called After Hogarth: Betrothal; Lessons: Wreck when it was first shown in the 
exhibition Encounters: New Art from Old, which opened in 2000, but Rego then called it The Betrothal; 
Lessons; The Shipwreck, after `Marriage a la Mode by Hogarth’ for the traveling Hogarth exhibition that 
opened in 2006.  The work was then called Triptych After “Marriage-A-la-Mode” by Hogarth in the 
traveling retrospective entitled Paula Rego that was organized by the Museo Nacional Centro de Arte 
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section, the work was completed in 1999 while Rego was in residency at The National 

Gallery in London.  It is comprised of three large-scale, mural-like pastel on paper works.  

The first image on the left, initially called Betrothal, measures 50 x 160 cm. The central 

image, called Lessons, is the smallest in scale and measures 150 x 90 cm.  The third 

image, or The Shipwreck, shares the same size as the first image.  The overall dimensions 

of the work, when properly displayed, are 165 x 500 cm (196.85 x 64.96 inches).  

 

Each scene in Triptych After Marriage-A-la-Mode, respectively titled Betrothal, 

Lessons and Wreck, has an overarching theme, a three-part narrative that is to be read 

from left to right. Betrothal (figure 196) is a re-working of Hogarth’s Scene One from 

Hogarth’s Marriage-A-la-mode that is also called The Marriage Contract.  As discussed 

in Chapter One, Hogarth’s scene depicts a marriage contract being signed between the 

Earl and the alderman, while the alienated future bride and groom look away from each 

other as the transaction takes place.  Similarly, in Rego’s scene, the future bride and 

groom are emotionally and physically separate while their seated mothers, adorned in 

1980s dress, handle the negotiations.  Several other distinct scenes take place beyond the 

main contractual activity.  These include a seated woman who clasps a blanketed, baby-

like form, a grandmotherly figure who appears frozen and disturbed, and what appears to 

be a rape scene in an adjoining room.  Also in attendance, slouched down in a chair and 

reflected in the large mirror at left, is the girl’s father.  

                                                                                                                                                 
Reina Sofia.  For this chapter, I have chosen to use the most recent version of the title, Triptych After 
“Marriage-A-la-Mode.”  See the following texts for these exhibitions: Richard Morphet, ed., Encounters: 
New Art from Old (London: National Gallery Company Limited, 2000); Mark Hallett and Christine Riding, 
eds., Hogarth (London: Tate Publishing, 2006); and Marco Livingstone, ed., Paula Rego (Madrid: Museo 
Nacional Centro de Arte Reina Sofia, 2007). 
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The middle triptych, entitled Lessons (figure 197), moves forward to a few years 

later, the period just before the young girl’s marriage.  The bride’s mother, seated under 

the dryer in a hair salon, provides womanly instruction to her daughter.  Her “Lesson” 

here appears to involve strategies for using feminine beauty in a patriarchal world.  

Wreck (figure 198), the final image in the triptych, moves the narrative forward 

approximately thirty years after the marriage has begun.  The husband is now cradled in 

the woman’s arms, and seems gravely ill.  He has spent a period of time in Brazil for 

business, but has been reckless and/or unlucky and is now bankrupt.  In some ways, this 

scene represents Rego’s critique of Portuguese colonialism and imperialism. Rego uses 

the triptych form to suggest a linear narrative rather than, like Hogarth and Hockney, 

employing a series of numbered scenes or plates.  Rego’s work as a whole has often 

seemed to resist any fixed narrative.  Its ambiguity is further heightened by the fact that 

she often includes a series of secondary, sometimes dubious pictorial narratives that take 

place in the distance.  In addition, except for the work’s title that clearly delineates the 

narrative order of the three scenes, the work is devoid of non-pictorial text.  Rego’s work 

rarely incorporates text, and she propels her narratives forward through the inclusion of 

highly symbolic objects and through the actions of the various enigmatic figures who 

populate her scenes.  

 

Triptych After Marriage-A-la-Mode includes themes that have driven much of 

Rego’s work, including the personal impact of politics, domestic turmoil, and childhood 

with its sense of terror, vulnerabilities and latent sexuality.  Primary themes include 
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feminist ideas (or a critique of patriarchy), particularly as they relate to Portuguese 

politics, domestic life and culture, including the impact of Catholicism on Portuguese 

life, references to literature, and children’s fairy tales.  Certainly, no examination of 

Rego’s work would be complete without an exploration of the role of Portuguese art, 

literature and politics.  Rego has long cast her scenes in a Portuguese setting, responding 

to three main thematic areas: politics, with a critique of fascism, colonialism and 

imperialism; gender, with a critique of patriarchal mores; and religion, with a somewhat 

ambiguous critique of Catholicism.113  During the 1990s, Rego produced works that 

directly responded to Antonio de Oliveira Salazar’s Estado Novo (New State) 

dictatorship, particularly his legislation that attempted to control the lives of women.114  

 

In addition, much of her work, regardless of theme, incorporated a particular 

Portuguese presence, namely the corporeal presence of Lila Nunes.  In some ways, 

Rego’s repeated use of Nunes invoked an emblematic Portuguese presence, or an 

individual that symbolized a Portuguese diaspora in London, thus becoming central to the 

                                                 
113 Maria Manuel Lisboa has written of how the colonies that fueled the regime’s financial success also 
became the central cause of its decline: “One of the principal causes of the eventual unpopularity of the 
regime, from 1961 onwards, was the outbreak of a war of independence in Angola, followed shortly after 
by Guinea-Bissau (1963) and Mozambique (1964).  From 1961 onwards, therefore, colonial interests could 
only be sustained at the price of a costly and bloody war on three fronts.  Up to 50 percent of the nation’s 
annual revenue was channeled into military activity in Africa, with much loss of life.  The ensuring 
hostility in Portugal contributed in considerable measure to the downfall of the regime on 25 April 1974, 
six years after Salazar himself had relinquished power on health grounds, and four years after his death.  A 
year after the restoration of democracy, the colonies gained independence.  The loss of what, for half a 
century, had been virtually the sole source of revenue for the nation entailed economic as well as 
demographic consequences which to this day keep Portugal at the bottom of the economic league in the 
European Union.”  See Maria Manuel Lisboa, Paula Rego’s Map of Memory: National and Sexual Politics 
(Aldershot, Hampshire: Ashgate Publishing, 2003), 10. 
  
114 Salazar was Prime Minister of Portugal from 1932 to 1968.  He founded and led Estado Novo (New 
State), a right-wing government that controlled Portugal from 1932 to 1974.  His regime notably provided 
equal rights to everyone except women, a notion that such inequality was “for the good of the family.”  See 
Michael Derrick, The Portugal of Salazar (Norfolk, VA: HIS Press, 2009). 
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everyday fabric of London life in the late twentieth-century.  In addition, Rego produced 

these works as a longtime resident of Britain, having become engaged with the London 

art world initially at the Slade as a student.  Rego then became, by the period of her late 

1980s Serpentine Gallery exhibition, largely associated in the public eye with the 

figurative art produced by artists considered part of the School of London.  These 

included Frank Auerbach, Francis Bacon, Lucien Freud, David Hockney, R.B. Kitaj, 

Graham Sutherland and John Virtue.  By the 1990s, Rego had become one of the most 

celebrated British artists, certainly a reflection of the diversity of late twentieth-century 

London life.115    

 

Betrothal 

 

In Betrothal, there are, in essence, three registers of narrative space.  Reading 

from left to right, one row of figures includes the four central figures in the middle 

register of the scene.  They are the primary figures, and are, accordingly the largest in 

terms of scale.  A lower register in the foreground includes a dog, whose back forms a 

resting place for the young girl’s bare left foot.  Also in this lower row of pictorial text, 

the dog rests on a silky, dark green length of fabric that is connected, by hue, with the 

even darker, plush velvety drapes seen in the upper register, behind the mirror at left.  

Also included in the upper register at left is the image of the young girl’s father who is 

reflected in the mirror.  At center, also in back, is a woman seated on the floor who 

cradles a blanketed figure, and, at far right, a couple that we view through the intimacy 

                                                 
115 This ethnic, national and cultural diversity was, of course, merley one phase in London history.  
Hogarth’s London spectacles reflected diversity as well, in a much earlier period, as a result of colonial 
practices. 
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usually provided by a doorway.  Also in this central cluster is a grandmotherly figure who 

is seated just behind the crouching young man.  Yet her placement just beyond the 

boundaries of the main scene, her disengaged expression, and her relatively miniscule 

scale convey a physical and emotional distance from the negotiations taking place in the 

central scene.   

 

Rego’s soon-to-be-engaged little girl is dressed in a white party dress that is 

meant to evoke a sense of purity.  The young girl looks toward us with a bored 

expression, slouched in the comfortable chair, and languidly rests her foot on the subdued 

tan-colored animal in front of her chair.116 The young girl is gazing at her father in the 

mirror who seems pointedly left out of the negotiations.  Rego has explained that the girl 

“is not interested in boys.  She is interested in her daddy, who is looking at her in the 

mirror and flirting with her.”117  In fact, the entire left side of Betrothal is made up of a 

trio of figures that are physically and emotionally connected, unlike the other individuals 

in the scene.  At top left, the seated father is reflected in the mirror.  His legs are spread 

wide in a posture that suggests sexual confidence, openness and accessibility.  His 

daughter tilts her head in order to look at her father more directly.  She physically 

connects with the dog by placing her right foot on him.  These three figures create an 

“Arnolfini Wedding” image: the young girl in a white dress is her father’s “bride,” the 

                                                 
116 This gesture of keeping the dog’s body pressed down is also a form of control.  In a 2005 interview with 
the author, Rego stated that “The dog is just the girl’s pet, in control, like she controls her daddy” (Paula 
Rego, interview by author, 1 January, 2005, London, England). 
 
117 Paula Rego, “Commentaries,” in Marco Livingstone, ed., Paula Rego (Madrid: Museo Nacional Centro 
de Arte Reina Sofia, 2007), 265. 
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father/husband, and the dog that represents domesticity.  Like Van Eyck’s image, a 

mirror or all-seeing eye is also present.      

 

The girl’s mother is seated on the chair arm, positioning her as much more 

informal yet also situating her physically above the other woman, shifting the balance of 

power.  She gazes off into the distance with a kind of smug, knowing expression. She 

does not meet the eyes of the groom’s mother.  She is, in effect, a woman who evokes all 

of the yuppie-like, shoulder-padded stiffness of the 1980s capitalist-driven Thatcher era.  

There is an awkward tension between the two seated mothers, and both appear rather 

uncomfortable. The groom’s mother, for her part, tightly clasps the fur stole that is 

draped over her shoulder.  She looks directly into the eyes of the other woman to 

establish a connection, yet her body language is much more tight and non-receptive.  She 

appears to be the more formal of the two, with a contained, upswept hairdo (in contrast to 

the other woman’s relaxed hair that has been casually drawn back with a headband).  The 

groom’s mother is also physically larger, with a massive head and large, cumbersome 

fingers.  Social class has been indicated by the women’s dress and bodily comportment.  

The woman at left may represent new wealth, while the woman at right may represent 

“old money” that may be fading as the years go by.  

 

Further right in Betrothal, as the prospective groom’s mother grips her fur stole, 

she is herself held by her kneeling son.  As Rego has commented, the kneeling boy “still 

loves his mother, clings to her, does not want to marry the girl.”118   He leans against his 

                                                 
118 Paula Rego, interview by author, London, England, January 1, 2005. 
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mother near her side like a small child, although he is clearly an adult, adorned in a 

business suit.  By contrast, the girl who he will marry is approximately eight or nine, 

another reference to the incompatibility of the pair. Beyond the groom and his mother, a 

grandmotherly figure gazes ahead in what appears to be an intense, prophetic trance. 

 

 In the upper, or back register of Betrothal, two other scenes beyond the central 

characters reference what is to come: sexual acts, power, fear, and submission within the 

domestic space.  A seated woman grasps at a large blanketed figure, shaped like a baby 

but larger than a toddler between her legs.  She is engaged in a maternal embrace yet 

simultaneously appears to take part in a sexual act.  This figure echoes the co-dependency 

that marks the relationship between the clingy son and his mother who enables the 

obsessive behavior.  Another scene takes place at right in the very back: a man with his 

back to us has his arms folded as a woman undresses before him.  The scene is infused 

with the heightened psychological tension of a forced sexual act.  In fact, Rego has called 

it a rape scene that was based on a 1957 painting by her husband, stating that “The rape 

scene between the girl as she grows up and her lover was always part of my conception 

of this scene...That's why I did so many studies for it...bought dolls' furniture and made 

figures in Plasticine in order to do this scene, and then I made drawings of it from various 

sides.”119 This extensive process of model-making and producing numerous sketches 

(figure 199) hints at the scene’s tremendous personal significance to Rego.  In addition, 

in a 2005 interview, Rego stated that “Vic painted a pic of him and me where I’m like a 

                                                 
119 Judith Bumpus, “Paula Rego,” in Richard Morphet, ed., Encounters: New Art from Old (London: 
National Gallery Company Limited, 2000). 
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dog woman crouching and he’s standing there watching.”120 Beyond its reference to the 

an earlier painting, the work perhaps referenced Rego’s early relationship with Willing in 

a broader sense.  Soon after they met, Rego recalled, Willing instructed her to “Take your 

knickers off,” and “I did it.  I always did what he told me.  I loved him like mad.”121 

These remarks indicate that the submission that is often present in Rego’s scenes may not 

always be viewed in an entirely negative light.  The submission scenario that is 

undertaken by a willing couple is quite different from Rego’s feminist stance in other 

works that critique social mores that disempower women.   

 

Significantly, the composition of Betrothal appears familiar, even beyond its 

obvious linkage to Hogarth.  This familiarity may represent an additional meta-narrative 

that involves Rego’s conversation with the canonical Las Meninas (Maids of Honor) by 

Diego Velazquez (figure 200).122  Compositional elements from Las Meninas are 

certainly in evidence here.  For example, just as in the Spanish work, a child has a foot 

placed on the back of a dog in Rego’s scene.123  In Velazquez’s work, King Philip IV of 

Spain and his wife are seen in the mirror.  In Rego’s scene, the father of the young girl is 

reflected in the mirror.  At right, in the open doorway in the back of Las Meninas is the 

shadowy image of Velazquez, while an open door in the back of Rego’s work reveales an 

                                                 
120 Paula Rego, interview by author, London, England, January 1, 2005. 
 
121 Suzie Mackenzie, “Don’t Flinch, Don’t Hide,” The Guardian, Saturday, November 30, 2002. 
 
122 Curiously, in a January, 2005 interview with the author, Rego noted that she was “not thinking of 
Velazquez,” and that the inclusion of the mirror was “an accident.”  However, as outlined above, the works 
reflect a broad number of compositional similarities. 
   
123 Also referenced here is Jan Van Eyck’s Arnolfini Wedding (1434), with its incorporation of a dog in all 
its connotations of  faithfulness and domesticity. 
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image of a woman and man in the back at right.  In Las Meninas at left, the servant girl 

kneels next to the princess, and at right in Rego’s scene, the prospective groom kneels 

near his mother, clutching at her to maintain a sense of security.     

 

Also, both Velazquez’s infanta and Rego’s prospective bride wear a pale, formal 

and girlish dress.  Such an adornment is emblematic of innocence and purity, despite the 

sly expression on the face of Rego’s young girl.   Also, at the left side in both images, a 

framing device is included.  In Velazquez’s scene, it is the Spanish artist’s large canvas, 

and in Rego’s, it is a large mirror.  Rego’s pastel, like Las Meninas, functions through the 

incorporation of various layers of pictorial narratives, both in the foreground, at left and 

further still in the background.  This strategy also links Rego to Hogarth, who employed 

similar forms of compositional complexity in his narrative scenes. 

 

In Betrothal, the critical family members are gathered in a middle-class 

Portuguese sitting room to conduct business.  The featured players include the two 

mothers who conduct the transaction, the elderly grandmother, the young girl and her pet, 

and the child-like future groom who seems riddled with fear, clingy with the need for 

maternal security.  The girl’s father, whose stern, somber presence is reflected in the 

mirror, somehow magnifies the tension in the room as business negotiations take place.    

 

In terms of a comparison with Hogarth’s “Marriage Contract” scene, Rego’s 

Betrothal is quite distinct in a number of ways.  In Hogarth’s scene, the mothers of the 

engaged couple are completely absent.  Of Hogarth’s scene, Rego has remarked, “In 
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Hogarth, men are doing the deal.”124  Rego, on the other hand, has notably provided the 

mothers with all of the power and visibility.  Here, the maternal figures are complicit in 

these class-driven marriages, a seismic shift from Hogarth’s time.  

 

And, just as in Hogarth’s scene, Rego’s couple look away from each other.  They 

are emotionally separated by their incompatibility and disinterest.  Yet they are also 

separated physically, by all of the other participants in the scene who conduct business 

despite the personal interests of the couple. The overwhelming sense of isolation that is 

present in much of Rego’s oeuvre is also felt here, despite the fact that the scene is a 

heavily-populated one.  Judith Bumpus notes that the figures are “...linked only by wary 

glances among the individuals...As in Hogarth's first scene, The Marriage Settlement, the 

boy and girl show no interest in one another, and the scene going behind the grandmother 

points to the future direction of a relationship without affection or respect.”125  Like 

Hogarth’s image of the howling Medusa who warns of the great tragedies that will result 

from the forced union, Rego includes the image of the grandmother who is seated beyond 

the groom and his mother. Her anxious and shell-shocked state conveys the sense that she 

is envisioning the troubles to come. 

 

Rego’s Betrothal mines the expressive possibilities of household pets and 

inanimate objects such as curtains, positioning them in ways that heighten their baroque 

theatricality and corporeal symbolism.  She incorporates a calm, soothing, honey-colored 

                                                 
124 Paula Rego, interview by author, London, England, January 1, 2005. 
 
125 Judith Bumpus, “Paula Rego,” in Richard Morphet, ed., Encounters: New Art from Old (London: 
National Gallery Company Limited, 2000), 268. 
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dog as stabilizing force in Betrothal, and includes a hissing black cat to signify the 

emotional collapse that has taken place in Shipwreck, the very last scene.  For heightened 

drama, she includes  a luxurious and velvety curtain behind the mirror, and provides the 

seated dog with a silky pallet on the floor.  Rego’s Betrothal also includes a pronounced 

sexual undercurrent.  Just as Hogarth’s Marriage-A-la-Mode referenced clandestine 

sexual relations between the countess and her lawyer, Rego’s Betrothal suggests sexual 

tension between the young girl and her father, in the young man who clings to his mother, 

and in the scene that may indicate “rape” in the background.  Indeed, this constant 

reference to sexual relations and sexual identities is an element that is shared by all four 

artists discussed in this text, Himid, Hockney, Hogarth and Rego.   

 

Lessons 

 

Lessons, with its compact scale and two central figures, is much more intimate 

than the expansive, history painting-styled Betrothal. In Lessons, only the mother and 

daughter play starring roles.    Lessons maintains a dialogue with the previous scene 

through its sequential continuation of the narrative but also through one other pictorial 

element: the repetition of the exact gesture of hand over heart that is begun by the 

groom’s mother as she clutches at her stole.  Here, in Lessons, the bride’s mother 

performs a similar affectation, but she clutches at the towel draped around her shoulders 

that soaks up her dampened hair.   
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Here, the daughter gazes adoringly upwards, into the mirror.  It is unclear whether 

she is actually looking at her mother.  If so, then it is fitting that her mother’s propped-up 

hairdryer forms a kind of halo above her head, a factor that fits snugly with her almost 

Christ-like hand gesture of benevolence.126  Significantly, the mother’s hand gesture is 

highly reminiscent of two figures at right in El Greco’s 1612-14 painting entitled The 

Adoration of the Shepherds from the Prado in Madrid.  In addition, the white towel 

draped across her shoulders and the yellowy hues of her dress below echo the colors seen 

in the angel flying above at right in the El Greco work.  Rego’s use of the vertical 

triptych form, coupled with gestures drawn from canonical works of Christian 

iconography, endows the entire triptych with an overarching tone of heightened drama 

and spiritual resonance. 

 

The young girl’s simultaneous gaze at the mirror, her own image, and that of her 

mother is an important one, and may be viewed as a Lacanian moment of self-recognition 

and self-definition. She is here participating in a rite of passage that will lead her to the 

next phase, maturity and womanhood.  The mother's contemporary slouch bag hangs on 

the arm of the chair, another reference to the earlier scene.  In Betrothal, the previous 

scene, the groom’s mother has an understated snap-front handbag that rests stiffly on the 

arm of the chair, also seemingly held up by her infantilized kneeling son.   Another 

element that links both Betrothal and Lessons pictorially is the lush green curtain.  In the 

first scene, the curtain is visible behind the mirrored image of the father, pointing us to 

                                                 
126 Again, just as in her appropriation of elements from Velazquez’s Las Meninas, Rego has drawn from 
key works of Spanish art from the Prado.    
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his presence.  Here, in Lessons, it has been given a more central role, nearly covering the 

background.  In both instances, the curtains act as framing device, providing a lush, 

dramatic backdrop to the primary scene.  Rego modeled this scene after an encounter 

with Pedro Berruguete's portrait of Duke Federigo of Urbino with his son (figure 201), a 

glorification of the Duke's military and intellectual achievements.  Here, instead, Rego 

highlights each mother's powers of feminine attraction.  The scene represents Rego’s 

critique of the patriarchy-driven “fixing” of feminine and masculine roles. 

 

Lessons shares a critical component with Hogarth’s Marriage-A-la-Mode in 

Scene Four.  The countess is getting her hair styled and a white drape is gathered around 

her clothing to protect her clothing.  Hogarth’s countess was a mother, evinced by the 

rope of coral draped over her chair.127  During this period, coral was used for teething.  

Besides the coral, the child is absent, physically, from the scene.  Hogarth also suggests 

that the child is absent from the new mother’s mind; the rope of coral is merely an 

afterthought.  The countess appears more concerned with entertaining her guests.  Rego’s 

scene draws from Hogarth’s setting and highlights the image of the young girl’s mother 

in a domestic scene.  Here, Rego references how cultural mores have been transformed, 

and also reveals the fact that this family is less wealthy: the mother is seated under a 

hairdryer, after having prepared her own hair.  No servant is present to preen and fluff her 

mane.  Rego’s pictorial linkage with Hogarth is made clear in the white drape that is 

included in both Hogarth and Rego’s scenes.  Both women in each scene have a drape 

across their shoulders to protect their clothing, but the similarities largely end with that 

                                                 
127 See discussion of this interpretation in Christine Riding, “Marriage A-la-Mode,” in Mark Hallett and 
Christine Riding, eds., Hogarth (London: Tate Publishing, 2006), 149-150. 
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factor.   While the countess’s child is nowhere to be seen, Rego’s mother figure has her 

child before here, and she is involved in a rite of passage, an instructive moment in which 

she passes the torch to her young daughter.   

 

Again, for dramatic effect, a Baroque curtain is included in the background.  In 

addition, a selection of highly symbolic objects is on view, including a small figurine of a 

monkey.  It speaks to the mantelpiece collectibles on display in Scene Two of Hogarth’s 

Marriage-A-la-Mode.128  In that scene, the bride and groom return from their separate 

nights out and are seated below a mantelpiece cluttered with a lively assortment of 

exoticized tchotchkes.  Here, in Rego’s scene, the girl and her mother have merely one 

collectible that does not rest in a place of privilege.  This object functions more as a 

common toiletry item that would adorn a woman’s dressing table.  It is wholly distinct 

from the seemingly-priceless objects that would be included on the mantelpiece in a 

much more public and highly visible space, the sitting room. 

 

Shipwreck 

 

In Shipwreck, the husband’s large body is now cradled in his wife’s lap.  They 

form an awkward pieta form.  Here, the son’s clingy relationship with his mother has 

now been transferred to his wife, who attends to him like one would nurture an infant.  

This narrative suggests that is has again been “fixed” or “repaired” by a woman who acts 

as maternal figure.  Rego has explained that the husband has, 

                                                 
128 Again, the curtain is employed for dramatic effect, a motif that pictorially unites the work of Himid, 
Hogarth, Rego and Hockney. 
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...spent all their money… The accounts are strewn all over the floor.  The 
creditors have gone through all the drawers of his traveling trunk, because he's 
been to Brazil, like many Portuguese men, to make his fortune. But...he lost 
everything.  You can tell he's been in Brazil because of the parrot he brought 
back…  But, despite the misfortune, she's holding him on her lap to comfort him.  
The blind cat's there to defend them against the world...  In (Hogarth’s) The 
Lady's Death, the Countess kills herself, but my woman is left to do the clearing 
up and get things back to normal.129  
 

Rego’s message here is an ambiguous one.  Her discussion of the scene conveys a 

sense of anger, yet her depiction of the husband is a sympathetic one.  The incorporation 

of a pieta scene adds a sense of nurturing and grace to the work, embodied by the wife.  

She has now become a kind of martyr herself, as she is now “left to do the cleaning 

up.”130 

 

The chaotic nature of the Shipwreck scene is indicated by several factors: a 

hissing cat that is positioned in the foreground in a direct line from the seated woman.  

The tense black cat, like the distressed grandmother in the first scene, embodies the 

scene’s overarching emotional tone.  The cat mimics the wife’s anger at her husband’s 

vulnerability and self-inflicted diminished state.131 Other indications of chaos and 

disarray include the disheveled papers that are strewn across the floor, and the swaying, 

tilting furniture that forms criss-crossed, careening lines across the image.  Also included 

                                                 
129 Judith Bumpus, “Paula Rego,” in Richard Morphet, ed., Encounters: New Art from Old (London: 
National Gallery Company Limited, 2000). 
 
130 Ibid. 
 
131 Rego has referred to the cat as a blind cat who defends the married couple.  See Judith Bumpus, “Paula 
Rego,” in Richard Morphet, ed., Encounters: New Art from Old (London: National Gallery Company 
Limited, 2000). 
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is a traveling trunk with drawers that nearly spill out onto the floor.  Chaos may also be 

seen in the fact that this miniscule woman, like most pieta figures, holds a male adult 

figure that is far too large and unwieldy for her smaller frame.132  The traveling case with 

open drawers relates to the inner workings of the mind, particularly a form of 

psychological turmoil, just as in Surrealist works such as Salvador Dali’s The 

Anthropomorphic Cabinet (figure 202).  In a similar fashion, as discussed in the previous 

chapter, Himid’s Marriage reworking employed furniture in two ways, through the 

female artist whose body is made up of a chest of drawers and the young girl who is 

seated on a suitcase that also functions as a temporary chair.  

 

 Shipwreck is based on Hogarth’s penultimate Marriage-A-la-Mode scene called 

The Bagnio, in which the husband is murdered by his wife's lover. Hogarth’s scene 

represents an environment of utter chaos.  As discussed in Chapter One, in Hogarth’s 

scene, the Countess and Silvertongue have arrived at rented rooms to spend the night, 

unaware that they were being followed by the Countess’s husband.  After confronting the 

couple, the Earl is stabbed by Silvertongue, who then flees through a window in his 

night-gown.  The young Earl, with fresh stab wounds, sways to the side as the Countess 

prays before him on her knees.  Meanwhile, the noise from the encounter has prompted 

the arrival of the landlord, who arrives with Watchmen.133    Hogarth’ scene also includes 

several works on the wall that echo the tone of the proceedings: a tapestry of The 

                                                 
132 Rego noted that the traveling chest was originally owned by the American actor, Douglas Fairbanks Jr., 
and was later owned by Rego's late husband, Victor Willing, who bought it from his neighbor’s father 
(Paula Rego, interview by author, London, England, January 1, 2005). 
  
133 Watchmen in England, from the fifteenth through the nineteenth centuries, were an early form of 
organized law enforcement. 
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Judgement of Solomon on the back wall, a prostitute with massive exposed breasts and a 

scampering squirrel, and, above the door, a painting of St. Luke, patron saint of artists, 

who appears to document the room’s nightly unsavory activites.134  Set against this 

complex and frenzied environment, Rego’s scene reflects a significant departure from 

Hogarth’s Bagnio.  Hogarth’s scene is nearly filled with characters, while Rego’s has 

solely the wife and husband in a pieta-like pose at center.  Theirs is not a narrative that 

has an implied notion of the progression of time as in Hogarth’s step-by-step enactment.  

Yet Rego does, similarly, convey a sense of chaos by several elements.  These include the 

presence of the hissing cat, the tilted angles and intersecting lines of the ladder and other 

furniture, the scattered papers on the floor and the open and disheveled cabinet drawers.   

 

The composition for Wreck was informed by references to religious imagery in 

The Bagnio.  As Rego examined Hogarth’s Marriage-A-la-Mode, she discovered 

similarities between the dying pose of the Earl and the image of the expiring Christ in the 

Descent from the Cross scene on the wall.135  Later, during a visit to a Spanish museum, 

Rego was enthralled by the image of a stern, seemingly angered Mary in a Gothic pieta 

scene.136  Again, just as in her admiration for the refreshingly human image of Mary by 

Max Ernst, Rego was drawn to a subversion of the sacred and iconographic image of 

Mary in the Gothic work of art.  

 

                                                 
134 The image of the prostitute is placed over the wall tapestry, and below the frame, two masculine legs are 
revealed, likely a reference to the illusion and deception that have taken place in the room.  For further 
discussion of the work, see Christine Riding, “Marriage A-la-Mode,” in Mark Hallett and Christine Riding, 
eds., Hogarth (London: Tate Publishing, 2006). 
135 The painted image above the door in Bagnio is of a courtesan, while 
136 Ibid. 
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A sexual reference in Shipwreck may be found in the tiny baby doll, dressed in a 

fluffy white tutu-styled diaper that rests on the floor.  This figure must certainly be linked 

to Hogarth’s turbaned young boy who is seated in much the same position within the 

scene.  Both figures serve as symbolic references to miscegenation.  In Rego’s scene, the 

baby doll is situated near the husband’s feet.  Its pecan-brown complexion hints at the 

fact that the husband, like many Portuguese men residing in Brazil for business, has a 

family of African descent in Brazil. In this way, Rego’s image engaged with race, class 

and nationality through a concept of a Portuguese and African diaspora.  In addition, 

Rego’s purposeful titling of the scene as Shipwreck plays on this idea of transit, a 

Portuguese diaspora, and colonial and imperial histories of Portuguese expansion and 

trade.  Shipwreck incorporates all of these elements: a legacy of Portuguese colonial and 

modern trade interests, folk tales and other aspects of Portuguese culture and a reference 

to Portuguese descendants in Brazil that are the result of unions between Portuguese 

businessmen and women of African descent.  

 

Conclusion 

 

Rego’s Triptych After Marriage-A-la-Mode shares a number of qualities with 

Hogarth’s work.  Firstly, both artists frequently address issues that may be viewed as 

controversial.  Yet, Hogarth’s narratives reflect a humor that is not present in Rego’s 

dark, enigmatic visions.  Humor is not entirely critical to Rego’s aims, unless humor may 

be found in a notion of poetic justice as punishment for misbehavior. Also, both artists’ 

works function on many levels of ambiguous narrativity, made even more rich and 
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profound by an extensive use of complex pictorial symbolism.137  A fourth linkage 

involves the ways that the artists’ works are inherently theatrical.  Both have drawn 

broadly from literary sources to construct their own narratives.  In Rego’s case, the 

narratives often relate to the impact of Portuguese politics on everyday lives.  

 

Rego’s penchant for subversive content is a critical link to Hogarth.  This quality 

is often made manifest as a modification of power roles in canonical works.  She has 

maintained that she subverts “the master painting, always.  I can’t just do a straight copy 

of it without getting my own in there. Not disrespectfully but I change the story so that a 

man hasn’t got the place of honour or a woman at the back comes forward.”138  In this 

respect, her subversion is much like that found in the work of Himid, appropriating 

elements from canonical works, and strategically highlighting “characters” that had long 

been ignored.  For Himid, these “invisible” figures were black servants, black women and 

the black woman artist in particular.  For her part, Rego replaces the figures in canonical 

works with Portuguese figures and alters the action to ensure that women play much 

more critical roles in each narrative.139   

 

Rego’s strategies of subversion may also be seen in her 1950s abstractions.  These 

expressive collages may be read as a violent underscoring of the political, emotional and 

near-spiritual violence against women under Salazar’s reign.  And, in the late 1950s, the 

                                                 
137 For example, as discussed earlier in this chapter, this pictorial symbolism in Rego may be seen in the 
aforementioned work called The Family which uses symbolic imagery such as the red rose.  
 
138 Rebecca Fortnum, Contemporary British Women Artists: In Their Own Words (London: I.B. Tauris, 
2007), 157. 
 
139 Yet it could be argued that ethnic  difference in Rego’s work is not as easily read as Himid’s 
incorporation of figures of African descent in her images. 
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discovery of Jean Dubuffet’s works, with their graffiti-like gestural freedoms, sparked a 

shift in Rego’s artistic process.140 Dubuffet’s seemingly-freehand style allowed Rego to 

employ a deceptively-simplistic style to tackle issues that might be described as 

unpleasant at best.  Rego viewed the period as a turning point, “I had discovered 

Dubuffet, and I saw that he could draw like a child, so-called.  It wasn’t like a child at all, 

it was highly sophisticated.  I thought it might be possible to do more playful things and 

be really obscene and rude.”141   This desire to shock is also a quality that unites the work 

of Rego, Himid and Hogarth, as well as the early 1960s work of David Hockney, the 

period in which he produced the Rake series.  

 

Both Hogarth and Rego have relied frequently on the dramatic capabilities of 

earlier literary themes.  Rego’s literature-inspired works include a series of prints inspired 

by The Brothers Grimm, a 1994 painting called Moth (inspired by a Blake Morrison 

poem), a triptych based on a Martin McDonagh play called The Pillowman, a series of 

paintings based on the seminal nineteenth-century Portuguese novel The Sins of Father 

Amaro and works based on Jean Rhys’ Wide Sargasso Sea.  Rego also completed a series 

drawn from Bronte’s Jane Eyre.142 For these works, Rego began with inspiration from 

literature as skeletal framework, then layered the essential narratives with ones that 

primarily relate to a UK and Portugal-focused experience, creating works that are laden 

                                                 
140 Like Hockney, as discussed in Chapter Two, the encounter with Dubuffet played a critical role in both 
artist’s early development. 
 
141 Paula Rego, “Commentaries,” in Marco Livingstone, ed., Paula Rego (Madrid: Museo Nacional Centro 
de Arte Reina Sofia, 2007), 248. 
 
142 For more details on Rego’s literary themes, see John McEwen, Paula Rego: Behind the Scenes (London: 
Phaidon Press, 2008). 
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with narrative potential.  

 

For Hogarth and Rego, one working in eighteenth-century England and the other 

at the close of the twentieth century, their work reveals the tremendous impact of politics 

and other societal pressures on personal experience.  In Triptych After Marriage-A-la-

Mode, she incorporates an open chest of “secret drawers” that symbolizes the resultant 

emotional disarray that has occurred after a marriage for social gain has taken place.   
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CONCLUSION 

Hogarth’s “modern moral subjects” provide an opportunity for a multitude of 

semiotically-charged readings.  In addition to his work, Hogarth himself has long been a 

figure of contention.  Since the early eighteenth century, his reputation has often shifted 

with the times.  Hence, he has been alternately viewed as a staunch moralist, a painter of 

conversation pieces for the nouveau riche, an embittered xenophobe who nonetheless 

copied past Continental masters, and as a confident and populist artist whose activist 

tendencies resulted in a reputation as “man of the people.”1 As outlined in the 

Introduction, these varying configurations have been incessantly in transition, within his 

own era and in subsequent centuries.  David Bindman has written of the conflicting 

interpretations of Hogarth that have evolved over the years, and structured these ideas 

into three categories: 

  

He was a satirist of high sophistication who sought to bolster the dominant 
culture, or he challenged it in the name of humanity. 
 
He approached the inequalities and brutality of ordinary life from a position of 
learned detachment, or he was deeply moved by the cruelties he observed. 
 
His art was mediated by a knowledge of the art and literature of the past, or it 
mainly depended upon a unique and untutored ability to observe accurately the 
passing scene.2 

  

 

 
                                                 
1 Peter Wagner has written about the three late twentieth-century interpretive approaches to scholarship on 
Hogarth, grouping these categories into Paulson’s “intentionalist” reading of Hogarth as a moral, 
revolutionary figure who addressed the concerns of “the common people” and Sean Shesgreen’s notion of 
Hogarth as focused on morality yet also proposing that the realistic elements in the printsmorall 
    
2 David Bindman, Hogarth and his Times: Serious Comedy (London: British Museum, 1997), 12. 
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This dissertation has posed the following essential question: What is it about 

Hogarth as an artist that has prompted artistic appropriation and art historical enquiry to 

such an considerable degree?  The previous chapters conclude that in fairly recent years, 

artists have been drawn to Hogarth for several key reasons.  Firstly, Hogarth’s complex 

ambiguous narratives (or his use of multi-layered, semiological slippage), has been a 

compelling and useful template for post-WWII artists.  Secondly, this narrative ambiguity 

has facilitated appropriations that examine postmodern concerns involving national, race, 

class, sexual and gender-based difference.  Within these concerns, often fueled by anger 

and indignation, artists viewed Hogarth’s work as a model for addressing themes of 

social critique, subverting societal values and institutions that appeared counter-

productive or unjust.   

 

Thirdly, contemporary artists have largely focused on the appropriation of 

Hogarth’s narrative series or “modern moral subjects” rather than his history paintings or 

formal portraiture.  This heightened interest in Hogarth’s “modern moral subjects” is 

inextricably linked to two theoretical foundations at the root of Hogarth’s chosen phrase, 

namely modernity and morality.  Hogarth’s narrative series, picked up by the 

contemporary artists, crystallized numerous issues related to these concepts of modernity 

and morality.  These include representations of the spectacle of urban life drawn from 

issues of increasing industrialization, an expanding middle class and resultant patterns of 

over-consumption; attempts to forge “new” traditions and innovations despite  an 

overwhelming legacy of works from the past (related to interrogations of the canon), and 

the  making of choices that define “right” and “wrong behavior.”  The following sections 



312 
 

will summarize the discussion begun in the previous chapters, and reiterate these 

proposed explications for the pronounced interest in Hogarth in the latter part of the past 

century.   

 

Hogarth’s narrative series are multi-layered in every sense, marked by a strategic 

use of signs that produce meaning through visual and verbal texts.  Here, Hogarth’s 

strategies include semiotic slippages, prints accompanied by descriptive text, 

contemporaneous literary and visual texts that Hogarth had referred to in structuring his 

chosen subject matter, bodily gesture and comportment, strategically-positioned paintings 

on walls that were chosen for their symbolic potency, physiognomic markers that hint at 

character and disease, animals that mimic and enunciate human savagery, and what 

Paulson has called “verbal-visual puns” that play on both linguistic phrases and pictorial 

symbolism.3  In short, Hogarth’s narrative series are simultaneously enigmatic, abstracted 

and meaningful works.  That is to say that they are full of meaning and/or laden with 

interpretive possibilities or alternate readings that ultimately reveal more about their 

interpreters than they do about Hogarth.4   

 

One significant example of Hogarth’s meaning-making is his use of what Paulson 

has called “verbal and visual puns.”  These may be exemplified in Scene 1 of A Harlot’s 

Progress, in which a stacked tower of buckets tumbles to the ground as the maiden is 

                                                 
3 For discussion of verbal and visual puns in Hogarth’s work, see Ronald Paulson, Emblem and Expression: 
Meaning in English Art of the Eighteenth Century (Cambridge: Harvard University Press, 1975) and Neil 
McWilliam, Hogarth (London: Studio Editions, 1993). 
 
4 For discussion of verbal as well as visual interpretation of Hogarth’s work, see Peter Wagner, “How to 
(Mis) Read Hogarth, or Ekphrasis Galore,” in 1650-1850: Ideas, Aesthetics and Inquiries in the Early 
Modern Era 2 (1994):99-135.     
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approached by Mother Needham, a procuress.  The toppling pails represent a play on the 

verbal phrases that deals with a “moral fall or decline.”5 Hogarth’s narratives were not 

presented in a naturalistic fashion, and his visual language ensured that his characters 

should never be perceived as one-dimensional.  These figures engage in immoral 

activities yet are often, ultimately, victims of circumstance.  For example, the country 

maiden’s perilous decline begins in Scene 1 of A Harlot’s Progress, when she encounters 

Mother Needham on her own.  The clergyman has his back turned to them.  He is far 

more interested in delivering a letter that requests a preferment from the Bishop of 

London.6  His self-centered attempts at social advancement leaves the naïve maiden open, 

prey to a sequence of events that lead to moral decline.  

 

While Hockney, Himid and Rego all draw from Hogarth’s narrative currency, 

they also borrow from the formal, or pictorial, strategies used by Hogarth.  For example, 

as discussed earlier, Himid employs wall paintings to reiterate psychological moods in 

her scene, and Rego produced a triptych that both captured the foundational religious 

basis of the tiptych as altarpiece, then set about, through the hand gesture of the groom’s 

mother in the first two scenes, to reference El Greco’s work.  In fact, Rego employs a 

hand position that El Greco frequently employed called the “pseudo-zygodactylous” 

gesture that was often seen in breastfeeding images of the Virgin Mary in Christian 

                                                 
5 See Neil McWilliam, Hogarth (London: Studio Editions, 1993), 17.  
 
6 This interpretation has been drawn from the following texts in particular: Neil McWilliam, Hogarth 
(London: Studio Editions, 1993) and Christine Riding, “The Harlot and the Rake,” in Mark Hallett and 
Christine Riding, eds., Hogarth (London: Tate Publishing, 2006). 
 



314 
 

iconography and/or in images of Madonnas in which the holy infant is absent.7  The 

position is one of maternal care, and Rego has chosen an apt symbol, laden with spiritual 

and art historical resonance, for her rendering of a mother-daughter relationship. 

Similarly, Rego draws from Velazquez and Pedro Berruguete in addition to Hogarth, 

incorporating other gestures, symbolic uses of color and the lush, velvety curtains of the 

Baroque.  Like Himid, her use of curtains emphasizes the dramatic tension in each room.  

Hence, contemporary artists’ quotations from Hogarth is evident in formal terms, as well 

as in subject matter.   

 

This dissertation, by its very focus on borrowings from Hogarth, calls for an 

examination of the concept of appropriation.  In the Introduction, I asked whether the 

contemporary works were “a form of art historical homage,” or “largely concerned with 

social critique,” and/or do they represent a critique of Hogarth and “those associative 

aspects of British national history and identity that he appears to signify?”  The previous 

chapters represent an attempt to answer these questions, and an affiliated question should 

be addressed here as well: Which artists sought to surpass Hogarth, and topple or chip 

away at his place in art historical scholarship?  To put it another way, which artists were 

implicitly or explicitly aiming to subvert Hogarth himself, and/or the ideological thrusts 

found in his work?  Ronald Paulson has succinctly outlined some of the issues that arise 

when we consider artists’ implicit or explicit motives in engaging with the works of the 

past.  Paulson has noted that “Insofar as an artist imitates the art or literature of the past 

not as an illustration but as an illusion, we have to ask whether he alludes to it as an ideal, 

                                                 
7 See Lucia Chiavola Birnbaum, She Is Everywhere: An Anthology of Writing in Womanist/Feminist 
Spirituality (Berkeley: Belladonna, 2005), 267.  
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as material out of which a new reality can be constructed, or as oppressive structures 

deserving to be overturned.”8   In this respect, it might be helpful to consider that 

Hockney, Himid and Rego’s re-workings are implicitly or explicitly a critique of 

Hogarth’s narrative series. 

 

To be sure, as outlined in the Introduction and Chapter One, Hogarth himself 

freely and frequently drew from Rembrandt, Raphael and other Dutch masters, from 

French portraitists like Hyacinthe Rigaud, and from genre printmakers like Abraham 

Bosse and others.  Hogarth both verbally critiqued these works yet openly borrowed from 

them, strategically positioning himself to earn greater income and using his large-scale 

charitable works as a marketing tool to reveal his abilities in producing what he called, in 

an admiring tenor, “the great style of history painting.”9    And, as the author, engraver 

and Hogarth contemporary George Vertue wrote in the 1740s, Hogarth was often 

engaged in “projecting schemes to promote his business in some extraordinary 

manner.”10 As evidenced by his autobiographical texts, his frequent vocalization of the 

merits of his work, his pursuit of portrait commissions and deliberate associations with 

the wealthy, Hogarth was very much enrossed in securing his own place both financially 

as well as within the grand halls of art historical relevance.  

 

                                                 
8 Ronald Paulson, Emblem and Expression: Meaning in English Art of the Eighteenth Century (Cambridge: 
Harvard University Press, 1975), 14. 
 
9 J.B. Nichols, Anecdotes of William Hogarth (London: J.B. Nichols and Son, 1833), 9.  
 
10 George Vertue, Notebooks, vol. III, Walpole Society 22 (Oxford, 1933-4): 156. 
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It takes no great leap of faith to imagine that contemporary artists were fueled by 

similar tensions between homage, self-promotion and a desire to compete with the art of 

the past.  These works were likely aimed with an eye on the sanctified spaces of financial 

solvency and the art history survey text.  In terms of similarities, all three incorporate 

their own bodies into their Hogarth-inspired narratives, although Rego’s presence is less 

explicitly identifiable.  For example, if the groom in the Shipwreck scene is linked to 

Rego’s ailing husband, then Rego herself is likely the powerful woman who holds him 

together.  Her presence may also be incorporated in the rape (or seduction) scene in 

Betrothal.  Other similarities include the assumption that all three harbor a desire to 

become part of an art historical canon.11  In this way, they are much like Hogarth himself, 

motivated by a drive towards inclusion within a world of wealth and influence and both a 

British and a Continental artistic canon.  These motives were clearly fueled by a level of 

indignation and anger at those individuals and institutions that hindered his progress.  For 

Hogarth and the contemporary artists, such sentiments resulted in biting, sometimes 

satirical works that explored issues that might be deemed controversial, socially-

challenging or unsettling.     

 

While Hockney, Himid and Rego’s works reflect some small measure of 

similarity, it has been shown that their engagements with Hogarth are, ultimately, truly 

unique.  Each produced works that might be distinguished as either quotations, re-

                                                 
11 Although Hogarth did not become part of the canon of British art until the 1950s, namely after the 
pioneering work of Paulson, these contemporary artists’ works were produced, beginning in the 1960s.  
Hockney would have been exposed to Hogarth’s work, despite that fact that Hogarth’s paintings were not 
seriously considered until the 1971 Tate exhibition that was focused on Hogarth’s paintings.  See Lawrence 
Gowing, Hogarth (London: Tate Gallery, 1971). 
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workings, appropriations and/or borrowings.  Himid is certainly the most formally 

indebted to Hogarth, hence her work might most fittingly be called a re-working of 

Hogarth’s series.  She incorporates figures like the art critic who is executed in a fashion 

that is nearly identical to Hogarth’s castrato.  Hockney, Himid and Rego’s forms of 

borrowing are distinguished by varying levels of interaction with Hogarth’s original 

image.  These works may be viewed as a form of subversion of Hogarth’s work.  In 

addition, the artists use Hogarth’s work to present counter-works that overthrow social 

norms that relate to their own time.  For example, Hockney depicts a pre-Stonewall scene 

that presents a relatively positive representation of a gay male bar.  Rego introduced an 

image that depicts women taking control of domestic affairs, a usurpation of traditional 

roles.  The following section will attempt to unpack the various forms of subversion and 

encapsulate what has been discussed in previous chapters in regards to how, and why, 

each artist chose to quote from Hogarth.  

 

David Hockney, Lubaina Himid and Paula Rego have constructed works that 

employ Hogarth-inspired social critique in their own unique and engaging ways.  Here, it 

may be necessary to attempt to define subversion. The concept of subversion derives 

from the Latin term subvertere, and includes the following definitions: “to corrupt...to 

confound, to pervert, to reverse, to extinguish, to suppress, to turn upside down.”12  The 

term also means “to undermine, to annihilate or erase, to foil, to complement, to turn 

topsy-turvy, and/or antipathy.”  The section below will examine the contemporary artists’ 

subversive strategies in light of each sense of the terms.   

                                                 
12 John Ogilvie, The Imperial Dictionary of the English Language: A Complete Encyclopedic Lexicon, 
Literary, Scientific and Technological (London: Blackie and Sons, 1883), 246. 
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In addition to the aforementioned definitions associated with the terms “to 

subvert” or “subversion,” each of the artists examined here, in exploring themes of 

subversion and social critique, has produced work that functions with varying degrees of 

anger towards individuals, institutions and/or societal attitudes.  Each of these artists, 

including Hogarth has employed that anger to produce works that strategically address 

their relevant areas of concern, varying in levels of intensity and legibility.  By the time 

of Hogarth’s death, the artist had earned a reputation for his disagreeable and fault-

finding nature. John Wilkes, the radical English journalist and politician, wrote of 

Hogarth’s propensity for complaints re: foreign artists, and noted his penchant for 

revealing the “faulty and dark side of every object.”13  And, using the pseudonym 

“Britophil,” Hogarth drafted a newspaper article, a diatribe against "picture-jobbers from 

abroad,” who “depreciate every English work as hurtful to their trade of continually 

importing ship-loads of dead Christs, Holy Families, Madonas (sic), and other dismal, 

dark subjects, neither entertaining nor ornamental, on which they scrawl the terrible 

cramp names of some Italian masters, and fix on us poor Englishmen the character of 

universal dupes.”14 Hogarth’s anger, it appears, led both to his completion of artworks as 

well as to efforts of activism such as his work towards the passage of the 1735 Copyright 

Act.   

 

                                                 
13  See David Bindman, Hogarth and his Times: Serious Comedy (London: British Museum, 1997), 188 
and 194 and also Neil McWilliam, Hogarth (London: Studio Editions, 1993), 30.  
 
14 J.B. Nichols, Anecdotes of William Hogarth (London, 1833; reprinted London, 1970), 40. 
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Hogarth’s strategic use of anger was also shared by the contemporary artists 

examined here.  To assess the foundations for such uses of anger, I will turn to a seminal 

essay by the African American poet and feminist Audre Lorde.  In “The Uses of Anger,” 

Lorde proposed that anger is “loaded with information and energy,” hinting at its 

potential for initiating transformative action.  Lorde outlined its usefulness in her 

personal dealings with racism, writing that “anger expressed and translated into action in 

the service of our vision and our future is a liberating and strengthening act of 

clarification, for it is in the painful process of this translation that we identify who are our 

allies with whom we have grave differences, and who are our genuine enemies...anger is 

the grief of distortions between peers, and its object is change.”15 In the same vein, anger, 

along with other factors, has fueled the works of Hockney, Himid and Rego.  

 

In this dissertation, I have proposed that artists have also been drawn to Hogarth 

due to his production of “modern moral subjects.”  Key to Hogarth’s phrase are two 

concepts that form their foundation, namely modernity and morality.  In terms of 

modernity, Hogarth’s narrative series have come to represent the spectacle of modernity, 

with its associated themes of urban life, industrialization and consumption.  Hogarth’s 

thickly-populated scenes almost hum with the vibrancy of the encounter between various 

classes that occurs in the space of the city.  William Hazlitt encapsulated this association 

of Hogarth with modernity, noting that “His pictures breathe a certain close, greasy, 

tavern air.”16 Also part of this investigation of modernity is a questioning of the art 

                                                 
15 Audre Lorde, “The Uses of Anger,” Women’s Studies Quarterly 9, no. 3 (Fall, 1981): 8. 
 
16 William Hazlitt, Lectures on the English Comic Writers, 3rd ed. (London, 1841), 292. 
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historical canon, in particular how artists engaged with a looming, monumental legacy of 

fine art that continued to shape the artistic progresses of the present.  Hogarth was fully 

involved in competing with the canon, incorporating elements from Dutch masters and 

others into his work, and this goal-oriented drive is picked up by the later artists as well.  

 

 Examinations of morality are also at the heart of Hogarth’s narrative series.  As 

outlined in the Introduction and Chapter One, Hogarth was extremely savvy in producing 

works that seemed to provide moral instruction yet also catered to the prurient interests of 

those eager for images of vice.  As Neil McWilliam has written, Hogarth’s narrative 

series are essentially about choices faced by the central characters that viewers could 

relate to their own decision-making processes.  In so doing, McWilliam writes, “Hogarth 

was responding to a current aesthetic debate and implicitly asserting the superior value of 

his comic history paintings.”17 

 

Hockney’s “modern moral subjects” involve the fashioning of an openly gay 

identity during the pre-Stonewall era, and charted his construction of an artistic sense of 

self.    While at the Royal College, he had began constructing an identity marked by 

difference, developing a persona that evolved from a focus on Northern identity and that 

later led to an increasingly bold expression of gayness in his work and personal life. In 

addition, Hockney’s fascination with romanticized “foreign” locales and individuals such 

as Gandhi, Walt Whitman, LA and Egypt, was also crucial to these efforts that together 

culminated in a generalized persona of artistic and personal eclecticism and eccentricity.  

                                                 
17 Neil McWilliam, Hogarth (London: Studio Editions, 1993), 18. 
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In effect, Hockney’s A Rake’s Progress was emblematic of his cultivation of an 

individuality shaped by difference, hastened by a sense of personal and artistic freedom.  

Above all, the print series represented Hockney’s personal equating of social conformity 

to fascist tendencies.  A Rake’s Progress must be considered a critical component of the 

artist’s early, self-fashioning efforts, and the series incorporates elements that would set 

the tone of his work from that point forward.   

 

 Hockney’s appropriation may be the least visibly informed by anger.  He 

appeared to have been more interested in increasing notoriety for himself, establishing his 

place in art history and exploring his own sense of self.  His appropriation of Hogarth 

sought entry into the gates, but Hockney was already well on his way in.  As discussed 

earlier, Hogarth called himself “Britophile” yet in practice was something else, eagerly 

seeking to learn more about Continental culture and theoretical thrusts while 

simultaneously critiquing them.  Hockney is decidedly against provincialism, and appears 

to be least interested in promoting British art in general.  Instead, Hockney proposes a 

new, American persona that supplanted, but did not completely erase, his Britishness.  

This new David Hockney, whose arrival was signaled by freshly-dyed blond hair, was 

characterized most pointedly by a healthy dose of cosmopolitanism.   

 

Hockney’s Rake functions as a form of visual diary or travel-writing that charts 

the various phases of his trip to the United States.  And, as we know, travel writing is 

ultimately about the traveler’s search for selfhood, whether to solidify a previously-held 

one, or to construct a new one, however temporary.  Hockney’s 1960 trip to the East 
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Coast of the United States served to move him ever closer to a new, American existence 

in a sunny incarnation of Paradise, emblematized by Los Angeles and its iconic beaches 

and gay-centered Pershing Square. 

 

In terms of Hockney’s subversion of Hogarth, Hockney appears engaged in an 

attempt to erase or surpass Hogarth in his late twentieth-century elevated position within 

art history.  Hockney produces 16 prints rather than Hogarth’s eight, and makes it his 

own story, pointing to the idea of a usurpation of Hogarth’s presence in one sense. 

Ironically, Hockney, as an open homosexual, would not have been an ally of the populist 

Hogarth, whose satirical critiques of feminized French dancing masters and Italian 

castrati emerged somewhat frequently in his work.   

 

Hockney doubles the scenes so that his own history as rake becomes more 

significant.  In addition, he has placed himself as rake, and alters Hogarth’s narrative to 

ensure that his downfall is an ambiguous one.  Hockney’s Bedlam scene may be viewed 

in several ways.  For one, the row of figures may signal anonymity, much like a row of 

nondescript soldiers.  If so, this would delineate a tragic end to the series, a loss of self 

that equals Hockney’s own personal vision of torture or hell.  On the other hand, Bedlam 

may be seen as the culmination of the rake’s coming-out process, his merger with an 

openly gay world.  If so, then it would mean that the rake had found, at long last, a sense 

of community.  Such an interpretation would be considered positive, and is decidedly not 

a scenario of personal decline.   
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Hockney’s narrative overrides Hogarth, not just in his desire to tell his story, but 

also in terms of competing versions of morality.  This brings into question the idea of 

modern morality.  Hockney’s narrative suggests a level of comfort in being gay, a notion 

of self-fulfillment that is counter to Hogarth’s Judeo-Christian principles that reflect an 

adherence to larger social mores.  Hockney defines righteousness or morally-responsible 

behavior as being true to oneself, the opposite of notions circulating in Hogarth’s time.    

All of the above means that Hockney’s strategies point to an attempt to supersede 

Hogarth. Additionally, Hockney’s aims in drawing from Hogarth include the cachet of 

association with the eighteenth-century artist á la Myself and My Heroes. In other words, 

Hockney’s ongoing desire to be associated with historically-significant figures is also 

part of his crafting of A Rake’s Progress. 

 

Himid’s modern moral subjects include the following elements of her 

Fashionable Marriage: the revolutionary tactics of a young girl, racism in the American 

feminist movement, and the moral choices faced by the arts funder.  A Fashionable 

Marriage was produced in the middle of her organizing efforts for Black women artists, 

so it may be considered part of her strategic activism.  For her part, Himid makes a case 

for inclusion, both as part of a lengthy legacy of a Black British presence, and also as an 

essential component of the larger, mainstream London art world. 

 

Himid also seeks a way into the canon, and her route takes her from Hockney to 

Hogarth.  As discussed in Chapter Three, during the pearly to mid 1980s, Himid had 

engaged in a study of Hockney’s oeuvre, efforts that likely contributed to her decision to 
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rework Hogarth, just as Hockney had done in the 1960s.  Thematically, A Fashionable 

Marriage reveals Himid’s displeasure with individuals and circumstances associated with 

the 1980s London art world, conservative politics both in US and in the UK, Picasso’s 

sexism, and a generalized critique of homophobia. She also sought to address the absence 

of Black female couples in art. 

 

Himid revealed her exasperation with the mainstream art world by strategically 

breaking away from traditional art-making practice, producing cut-outs that she describes 

as “paintings on wood.”  They are, in effect, massive, expressively-painted, rough-sawn 

and collaged cut-outs.  They are not normalized art objects, i.e. mounted on the wall like 

a painting on canvas.  To further establish difference, Himid calls them “paintings on 

wood” rather than sculpture.  Himid’s installation is, above all, about control.  She can’t 

control the art world, but she can control her work.  Here, she creates a meticulously-

crafted London art world and political stage of her own making.   

 

 Yet, Himid’s Fashionable Marriage should not be considered a work that is 

solely fueled by anger or impassioned fury.  Himid’s installation, and its central theses, 

has been motivated by careful study and planning.  She has purposefully constructed each 

character, both formally and theoretically, mapping their roles within the scene.  Her 

shaping of this “set” is carefully-articulated, an intellectual exercise above all.  Drawing 

from Himid’s indignation at systemic hierarchies in the London art world, she carefully 

addressed these concerns through a measured, biting, critical response that spoke to 

Hogarth’s own strategies.  In the flyer for the first presentation of Fashionable Marriage 
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in 1986, Himid provided a diagram that identified each character, taking great care to 

furnish the names of both Hogarth’s figures as well as their new incarnations in 1986.  In 

this respect, the installation became a form of instruction, characterized by a didacticism 

that does not mesh with the notion of an art that is fashioned through heightened 

emotionalism rather than cognitive agency.    

 

Himid’s Hogarth-inspired work differs from Hockney and Rego’s appropriations 

in a number of ways.  For one, both Hockney and Rego have made gestures toward 

serialization.  Hockney takes Hogarth’s original series of eight prints and doubles it, 

further emphasizing its reliance on a sequential narrative.  Rego takes on Marriage-A-la-

Mode in triptych form, a sequence of three parts.  Himid, by contrast, draws from only 

one scene in Hogarth’s series, departing from the serialization found in the other artists’ 

works.  I propose that Himid, in a systematic manner, chose Scene Four of Hogarth’s 

Marriage-A-la-Mode with a heightened sense of purpose.  In particular, this scenario 

included all of the figures that piqued Himid’s interest: a male and female figure whose 

actions set the stage for moral reflection, the presence of not one, but two, Black servants 

who varied in complexion, age, and status within the household, and the inclusion of 

“foreign” figures such as the French dancing master and Italian castrato who evoked 

issues of national identity as well as intriguing possibilities for defining masculinity and 

femininity identity.  An additional layer of text and meaning could also be found in the 

incorporation of framed art historical borrowings that were strategically placed on the 

walls in Hogarth’s scene.  Himid took advantage of that element in Hogarth’s series as 
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well, adding her own relevant images that were designed to highlight or enunciate the 

main actions in the scene.      

 

Himid’s Fashionable Marriage is, in effect, a calculated response to both her 

immediate environment and to larger political maneuvering that trickled down to impact 

the London art world.  Himid positioned Thatcher and Reagan at center, controlling the 

world stage like puppet-masters.  Her incorporation of these two figures thoughtfully 

sheds light on parallels in both Hogarth and Himid’s time that are embodied by the 

figures of Thatcher and Reagan.  For example, Thatcher’s monetarist policies recalled the 

South Sea Bubble of 1720, with its frenzied speculation and subsequent financial ruin for 

investors.18  In addition, London in Hogarth’s time was the site of increasing migration 

from rural populations to the city, echoed later in substantial immigration from the 

Commonwealth during the late twentieth century. 

 

Himid’s Fashionable Marriage also includes a critique of colonialism and an 

indictment of Picasso’s sexism, despite her explicit admiration for the artist’s work.19 In 

addition, Himid ensures that the role of women, particularly Black women, is central to 

the work.  Rosemarie Mills picked up on the fact that subversion was the primary 

connective tissue between Himid and Hogarth, noting that “Hogarth's bitter, tough but 

                                                 
18  For discussion of Thatcher’s monetarist policies such as the closing of under-performing factories which 
then led to recession and increased unemployment rates, see M.J. Oliver, Whatever Happened to 
Monetarism?: Economic Policymaking and Social Learning in the UK Since 1979 (Aldershot: Ashgate, 
1997) and Gordon Pepper, Inside Thatcher’s Monetarist Revolution (London: McMillan in Association 
with the IEA, 1998).    
 
19 This critique is ambiguous because it is clear that Himid, who has long engaged with and appropriated 
his oeuvre, admires the Modernist artist. 
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funny nastiness had contemporary resonances for her.  Taught by experience that she was 

virtually expected to be dissident, she decided to make the funniest nastiest piece to end 

all funny nasty pieces.”20  Himid also shares a predilection for activism with Hogarth, 

who, as discussed in Chapter One, fought for the rights of the English artists of his time.  

As discussed earlier, Himid’s activism was also marked by strategic interventions within 

the various realms of the London art world.21   

 

Himid employed Hogarth’s Marriage-A-la-Mode as a political critique of both 

global politics on the world stage and the racism and sexism of the London art world.  

Along the way, her own Fashionable Marriage challenged narrow definitions of Black 

British subjectivity and, in a larger sense, preconceived notions of national identity.  In 

this way, Blackness becomes subversive, particularly during the 1980s when riots are 

stating that Blacks should leave England, while Hogarth’s work counters that message, 

reiterating the fact that these populations had a lengthy history in Britain.  For Himid, 

Hogarth is useful because within British identity during the eighteenth century, the 

defining other is Catholic and French, and this enabled her to establish connections to 

                                                 
20 The aforementioned text by Rosemarie Mills was included on the exhibition flyer for Hogarth after 
Hogarth: A Legacy of Inspiration, Works by Hogarth, Cruikshank, Frith, Hockney and Himid, on view at 
The Victoria and Albert Museum from October 15, 1997 through March 22, 1998.  Mills continued, “At the 
time a sense of burn-out convinced her that this would be her last creative act.”  Mills’ reference to Himid’s 
“burn-out” had to do with the critical reception of A Fashionable Marriage, discussed elsewhere in this 
chapter.  
    
21 Himid realized that there was no infrastructure for the presentation of works by women artists of color, 
so she established a gallery and organized exhibitions of women artists’ work throughout London.  She 
noted that women artists of color were not being written about within the mainstream media, so she began 
to publish books on the works of such artists as well as her own work.   She also worked within existing 
institutional frameworks, working diligently to present The Thin Black Line at the ICA, one of London’s 
most prominent and visible arts institutions, and eventually succeeded in 1985.  
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“others” or outsiders in her own time, including immigrants from former British colonies, 

homosexuals, Black British artists and Black women artists in particular.22 

 

In particular, Himid sought the following from Hogarth and his era: to be seen on 

the same level as elevated figures in art history, and to be given a fair chance to achieve 

that status.  While she worshipped figures like Picasso and Hockney and critiqued them 

at the same time, she appeared a bit less critical of Hogarth, believing him to be 

sympathetic to figures of African descent.  Regardless of whether he was or not, she was 

pleased to see an acknowledgement of a pre-20th century Black British presence. Himid’s 

Marriage also served an additional purpose: it enabled her to be in control of an entire 

theatrical production of sorts.  While she could not control the racist and sexist 

environment of the London art world, she was able to fashion a world of her own making, 

and place Black women, essentially a Black lesbian couple, at the center of the narrative.   

 

Yet, it might also be helpful here to imagine Himid’s two Black women as 

emblems of two representations of Black British selfhood in Thatcher’s time.  For one, 

the Black woman artist who stands tall in pseudo-Victorian dress conveys a solemn, 

energy that speaks of historical or spiritual depth.  Her aura is one that is marked by all of 

the metaphorical resonance of an allegorical figure.  She wears a dress embellished with 

fish, a signifier of both the Middle Passage as well as larger implications of spirituality. 

For example, fish are highly symbolic in Greco-Roman mythology, and they represent 

                                                 
22  In Chapter Three, I discussed how Africans in England were largely accepted in the eighteenth century, 
and that is perhaps due to religion.  The Black individual in Hogarth’s time would be normalized initially as  
Protestant.  This situation shifts in the nineteenth century, when the nation becomes divided along colonial 
boundaries and an African other is viewed as an outsider.   
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transformation in Christian and Hindu iconography.23 The standing Black woman artist 

stands in marked contrast to the seated young girl whose tightly-wound, calculating 

energy is heightened by the potential for explosion, a tension that is embodied in the 

handgun that rests next to her on the suitcase.  These two figures signify aspects of 

possibilities for Black people who were dealing with the events of 1980s Britain, 

including the Thatcher-initiated decline in social programs and tensions with police 

forces that led to events like the 1981 Brixton disturbances.  

 

Rego’s modern moral subjects include an interrogation of arranged marriages.  

Her triptych nearly matches the emotional tension found in Himid’s installation.  She is 

making a statement on Salazar’s sexist policies, on patriarchy in general, and the notion 

of arranged marriages.  She is also, certainly, impatient with infantilized men in general, 

particularly those who undertake child-like, irresponsible “rake’s progresses,” then return 

home to be nurtured by women. Above all, Rego’s work functions as directed, 

psychological study, an intimate examination of human relationships 

 

Rego also wants in on the canon, and evokes Velazquez, Pedro Berruguete and El 

Greco in addition to Hogarth.  This reference to canonical religious imagery echoes 

Hogarth’s use of Christian iconography.  For example, in Scene One of A Harlot’s 

Progress, as pointed out by Ronald Paulson and Neil McWilliam, when the maiden meets 

Mother Needham, formally it is based on “Visitation” scenes, while another scene evokes 

the Annunciation.  We might ask here, “What do these references to religious 

                                                 
23 For a comparison of fish-based symbolism in various cultural and spiritual traditions, see Hope B. 
Werness, Continuum Encyclopedia of Animal Symbolism in World Art (London and New York: 
Continuum, 2003). 
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iconography do for the scenes?  The answer is that they elevate the scene, and provide a 

serious, much more dramatic tone and gravity to the everyday occurrences taking place in 

a bustling London square and/or in a domestic setting in which an arranged marriage is 

being formalized.  

 

For Rego’s part, she presents an opposing view of arranged marriages and of the 

traditional role of a male figure as provider/protector/all-powerful entity.  Her recasting 

(or reduction of) paternal roles is exemplified by the only male figure that has a starring 

role in the triptych, the husband in Shipwreck.  He is an infantilized figure who is cradled 

by his wife in the final scene.  He has become, essentially, a childlike figure, a 

characterization echoed by the powerless doll that has been placed on the floor.  

 

Rego’s subversion has to do with a reversal or contradiction of Hogarth’s series.  

The triptych is truly a formal departure from Hogarth’s narrative.  She appears to critique 

Hogarth’s use of all-male figures in a position of power during the negotiations and 

“corrects” him in her replacement of the male figure (although one is in the room, 

reflected in a mirror, which gives him a more critical role as all-seeing eye).  Rego’s 

Triptych after Marriage-A-la-Mode also reveals expansive ideas regarding national 

identity in contemporary London.  In Rego’s hands, references to Portuguese culture are 

repeatedly invoked.  These are made manifest, for example, by Rego’s frequent 

incorporation of the body or presence of Lila Nunes.  In Rego’s School of London 

imagery, Rego’s inclusion of Nunes invokes a Portuguese diaspora in England.  All of 

these prolific scenes that feature Nunes and other Portuguese models, emerging from 
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Rego’s Camden studio, become normalized as part of the everyday fabric of London life.  

And, just as Hogarth’s spectacle of urban life documented the ethnic, religious and 

cultural diversity found in the city of London in the early eighteenth century, Rego’s 

work provides a form of social documentation or charting of difference in the city as 

well.   

 

Yet, it must be stated here that, without knowledge of Rego’s own biographical 

narrative, one might be hard-pressed to read these characters and settings as distinctly 

Portuguese.  Rego has provided, in numerous interviews both in exhibition catalogues 

and newspaper articles, explications of her strategic use of Nunes and her frequent 

evocation of her childhood and Portuguese political themes.  In light of all of these 

factors, one might easily conclude that Portuguese themes have been central to her art-

making practice.  Still, School of London sensibilities are overwhelmingly present in her 

work as well, and it is clear that her imagery from the 1980s on maintains a synergistic 

relationship with, for example, the psychological intensity found in the paintings of 

Lucien Freud.     

 

Rego’s residency at The National Gallery resulted in After Hogarth, and followed 

an intense period of study and a concentrated immersion in the grand narratives of British 

art.  This period also allowed for a sustained engagement with canonical works of art in 

general.  Yet, what is significant about Rego’s triptych, and for both Hockney and Rego 

as well, is that Hogarth’s series enabled all of them to speak about their own concerns.  

For Rego, Hogarth’s Marriage-A-la-Mode represented an opportunity to address the 
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abortion referendum and arranged marriages in Portugal, critical to Rego’s overarching 

interest in a feminist critique of patriarchy.  Rego also used the piece to work out her own 

complicated relationship with her husband, who had become ill and died long before the 

Hogarthian triptych had been made.  Rego has linked Willing to the pieta image in the 

last scene.  

 

In addition, it should be stated here that Rego critiques patriarchy yet appears 

more focused on empowering women, providing them with the authority and 

transformational might that had been afforded to men.  She provides an image that now 

casts women squarely at the center of the action, arranging the ill-fated match.  This 

reversal, still, does not throw out the morally-questionable “arranged marriage” scenario.  

Yet, this scenario may be a necessary component in the narrative as central defining link 

to Hogarth’s earlier scene.  In all of these ways, Rego has produced a work that may 

essentially be read as both a counter-narrative to Hogarth yet also as a quotation that does 

not entirely, or radically, overturn the central narrative, that of a doomed marriage for 

social gain.  

 

Hogarth’s eighteenth-century narratives such as Rake’s Progress and Marriage-A-

la-Mode engaged with multi-layered and ambiguous themes of identity, empowerment, 

intimacy, vulnerability, revenge and irony.  These inherent qualities endowed each series 

with an enduring sense of social currency and relevance that ably suited the 

postmodernist concerns of artists like Himid, Hockney and Rego.  Hogarth, with his 

daring narrative series, provided a sense of artistic freedom that facilitated the artists’ 
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provocative explorations of late twentieth-century London life. For these artists and 

others, Hogarth’s “modern moral subjects” represented a potent and regenerative source 

that could be endlessly mined for its semiotic complexity, rich representations of modern 

life, morally-challenging content and narrative possibilities. 
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       Figure 1. Rex Harrison in The Notorious Gentleman  
       (The Rake’s Progress), 1945, film still, directed by Sidney 

                   Gilliat, Individual Pictures. 
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Figure 2.  Lubaina Himid, Act One, No Maps, from the Revenge series, 1992. 
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Figure 3.  Paula Rego, The Dance, 1988. 
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    Figure 4. William Hogarth, The Harlot’s Progress, Scene 3, 1732. 
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   Figure 5.  William Hogarth, Enthusiasm Delineated, 1762.  
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Figure 6.  Yinka Shonibare, Diary of a Victorian Dandy, 1998. 
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Figure 7.  William Hogarth, The Roast Beef of Old England (Calais Gate), 1749. 
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Figure 8.  William Hogarth, Industry and Idleness: Plate 1. The Fellow 'Prentices at         
their Looms 30 September 1747, Etching and engraving on paper. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



368 
 

 
 
Figure 9.  William Hogarth, Marriage A-la Mode: 3. The Inspection 1745, engraving 
By G. Scotin 
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      Figure 10.  William Hogarth, Gin Lane, 1751. 
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  Figure 11.  William Hogarth, A Scene from the Beggar’s Opera, 1728-29. 
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               Figure 12.  William Hogarth, Noon (The Four Times of Day), 1738. 
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  Figure 13. Rebecca West and David Low,  A Modern Rake’s 

 Progress, 1934.  
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Figure 14.  Isaac Julien, Vagabondia, 2000. 
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 Figure 15.  William Kentridge, Industry and Idleness, 1986-87. 
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Figure 16.  Sue Coe, The Pit, 2000. 
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        Figure 17.  Steve Bell, Free the Spirit, Fund the Party, 1995. 
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          Figure 18.  Martin Rowson, Cocaine Lane, 2001. 
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Figure 19.  William Hogarth, The Rake's Progress: 1. The Rake Taking Possession of    
his Estate, 1734, Oil on canvas.  
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Figure 20.  William Hogarth, The Rake's Progress: 2., The Rake's Levée 1734 
Oil on canvas.  
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Figure 21.  William Hogarth,The Rake's Progress: 3., The Rake at the Rose-Tavern 
1734, Oil on canvas, Sir John Soane's Museum, London.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



381 
 

 
 

Figure 22.  William Hogarth, The Rake's Progress: 4., The Rake Arrested, Going to 
Court 1734, Oil on canvas, 625 x 752 mm, Courtesy Sir John Soane's Museum, 
London. 
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Figure 23.  William Hogarth, The Rake's Progress: 5, The Rake Marrying an Old 
Woman 1734, Oil on canvas, Courtesy Sir John Soane's Museum, London. 
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Figure 24.  William Hogarth, The Rake's Progress: 6., The Rake at the Gaming  
House 1734, Oil on canvas, Courtesy Sir John Soane's Museum, London.  
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Figure 25.  William Hogarth, The Rake's Progress: 7., The Rake in Prison 1734, Oil on 
canvas, Courtesy Sir John Soane's Museum, London  
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 Figure 26.  William Hogarth, The Rake's Progress: 8, The Rake in Bedlam, 1734 
Oil on canvas, 625 x 752 mm, Courtesy Sir John Soane's Museum, London. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



386 
 

 

  
 
Figure 27.  William Hogarth, Marriage A-la Mode: 1. The Marriage Settlement, 1745, 
Oil on canvas, The National Gallery, London.  
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Figure 28.  William Hogarth, Marriage A-la Mode 2: The Tete a Tete 1745, Oil on 
canvas, The National Gallery, London.  
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Figure 29.  William Hogarth, Marriage A-la Mode: 3. The Inspection 1745, Oil on 
canvas. 
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Figure 30.  William Hogarth, Marriage A-la Mode: 4. The Toilette 1745  
Oil on canvas, The National Gallery, London.  
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Figure 31.  William Hogarth, Marriage A-la Mode: 5. The Bagnio 1745  
Oil on canvas, The National Gallery, London.  
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Figure 32.  William Hogarth, Marriage A-la Mode: 6. The Lady's Death 1745, Oil on 
canvas, The National Gallery, London.  
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Figure 33.  William Hogarth, Captain Coram, 1740. 
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Figure 34.  Hyacinthe Rigaud, Detail from Portrait of Prince Joseph  
Wenzel I of Liechtenstein, 1740. 
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   Figure 35.  William Hogarth, Harlot’s Progress, Plate 1, 1732. 
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Figure 36.  William Hogarth, A Harlot's Progress, plate 3, April 1733 
Etching with engraving on paper. 
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Figure 37.  William Hogarth, Moses Brought Before Pharoah’s Daughter, 1746. 
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Figure 38.  David Hockney, Portrait of My Father, 1955. 
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Figure 39.  David Hockney, Tea Painting in an 
Illusionistic Style, 1961.  
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             Figure 40. David Hockney, Going to be a Queen for Tonight, 

           1960.  
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  Figure 41.  David Hockney, Adhesiveness, 1960.  
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Figure 42. Jean Dubuffet, Untitled, 1948.  
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    Figure 43.  David Hockney, Doll Boy, 1960-61.  
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Figure 44.  David Hockney, Myself and My Heroes, 1961. 
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Figure 45.  David Hockney, A Grand Procession of Dignitaries Painted in the Semi-
Egyptian Style, 1961. 
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     Figure 46.  David Hockney, Picture of a Hollywood Swimming Pool, 1964. 
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           Figure 47.  David Hockney, Study for Play within a Play, 1963.  
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           Figure 48.  David Hockney, Peter, Paris, 1975. 
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Figure 49.  David Hockney, Old Rinkrank Threatens the Princess, detail from The 
Brothers Grimm, 1969.  
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Figure 50.  David Hockney, Mr. and Mrs. Clark and Percy, 1970.  
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Figure 51.  David Hockney, Henry Geldzahler and Christopher Scott, 1969 
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        Figure 52.  David Hockney, The Artist and Model, 1973. 
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Figure 53.  David Hockney, Le Plongeur (Paper Pool 18) from the Paper Pools series, 
1978.  
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Figure 54.  David Hockney, Mulholland Drive, 1980.  
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Figure 55.  David Hockney, The Twenty-Fourth V.N. (Very New) Painting, 1992.  
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Figure 56.  David Hockney, Plate 1, A Rake’s Progress: The Arrival, 1961-63.  
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Figure 57.  David Hockney, Plate 1, A Rake’s Progress at left, and William 
 Hogarth, Scene Two, A Rake’s Progress at right. 
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Figure 58.  David Hockney, Plate 1A, A Rake’s Progress: Receiving the 
Inheritance, 1961-63.  
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      Figure 59.  David Hockney, Plate 2, A Rake’s Progress: Meeting the Good  
      People (Washington), 1961-63. 
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       Figure 60.  David Hockney, The Student: Homage to Picasso, 1973.  
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Figure 61.  Plate 2A, David Hockney, A Rake’s Progress: The Gospel 
Singing (Good People), 1961-63. 
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Figure 62. Mahalia Jackson, Album cover for Garden of Prayer, 1966. 
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Figure 63.  David Hockney, Plate 3, A Rake’s Progress: The Start of the 
Spending Spree and the Door Opening for a Blonde, 1961-63.  
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Figure 64.  David Hockney, Plate 3A, A Rake’s Progress: The Seven Stone 
Weakling, 1961-63. 
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Figure 65.  Charles Atlas print advertisement, 1950s.  
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    Figure 66. David Hockney, Plate 4, A Rake’s Progress: The Drinking Scene,  

  1961-63. 
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Figure 67.  David Hockney, Plate 4A, A Rake’s Progress: Marries  

 an Old Maid, 196-63. 
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Figure 68.  David Hockney, Plate 5, A Rake’s Progress: The Election 
Campaign (With Dark Message), 1961-63. 
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Figure 69.  David Hockney, Plate 5A, A Rake’s Progress: Viewing a 
Prison Scene, 1961-63. 
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Figure 70. David Hockney, Plate 6, A Rake’s Progress: Death in Harlem,          
1961-63. 
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Figure 71.  James Van Der Zee, Funeral scene, c. 1920s. 
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Figure 72. Cecil Beaton, self-portrait with costume sketch for Aubrey 
Hepburn in My Fair Lady. 
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Figure 73. Cecil Beaton, drawing from p. 6, Cecil Beaton’s New York, 1938. 
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Figure 74.  David Hockney, Plate 6A, A Rake’s Progress: The Wallet Begins 
to Empty, 1961-63. 
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Figure 75.  David Hockney, Plate 7, A Rake’s Progress: Disintegration, 
1961-63. 
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Figure 76.  Derek Boshier, Identi-Kit Man, 1962. 
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Figure 77.  David Hockney, Plate 7A, Cast Aside, 1961-63.  
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Figure 78. Snakes and Ladders Board Game, British, 1920s, V & A 
Museum, MISC. 5-1980. 
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Figure 79.  David Hockney, Plate 8, A Rake’s Progress: Meeting the Other 
People, 1961-63.  
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Figure 80. David Hockney, Plate 8A, A Rake’s Progress: Bedlam, 1961-63. 
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Figure 81.  Panzer Tank Commander of a Tiger I Battle of Kursk in July, 1943. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
              

 
 
 
 



441 
 

 
 
 
 
 

F
i
g
u
r
e
 
7
3
.
  
D
a
v
i
d
 
H
o
c
k
n
e
y
,
F
i
g
ure 82.  Kerby (After Hogarth) Useful Knowledge, 1975.  
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   Figure 83.  William Hogarth, Kirby’s Perspective, 1754.  
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Figure 84.  David Hockney, Brothel scene from The Rake’s Progress,  
Glyndebourne (original production), 1975.  
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Figure 85.  David Hockney, Set Design for Rake’s Progress, Glyndebourne 
 (original production), 1975.  
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   Figure 86.  David Hockney, Study for Bedlam, sketch for  
   The Rake’s Progress, 1975, ink on paper, 10” x 10.” 
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Figure 87.  David Hockney, Model for Tom’s Room with Baba’s Hanging Objects, 
The Rake’s Progress, 1975. 
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Figure 88.  David Hockney, Nick Shadow and Tom Idle at Tom’s London residence, 
scene from The Rake’s Progress, Glyndebourne (original production), 1975.  
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Figure 89.  Miah Persson and Topi Lehtipuu in The Rake's Progress,  
Glyndebourne Festival Opera 2010. Photograph: Mike Hoban. 
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Figure 90.  David Hockney, Auction Scene in The Rake’s Progress,       
Glyndebourne (original production), 1975.  
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 Figure 91.  Lubaina Himid, A Fashionable Marriage, 1986. 
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            Figure 92.  Lubaina Himid, The Family Man, c. 1982-3. 
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  Figure 93.  Lubaina Himid, We Will Be, 1983. 
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Figure 94.  Lubaina Himid, Freedom and Change, 1984. 
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     Figure 95.  Pablo Picasso, Two Women Running on the Beach, 1922.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



455 
 

 
 
       Figure 96.  Lubaina Himid, The Carrot Piece, 1985.  
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                 Figure 97.  Exhibition catalogue cover for New Robes for MaShulan, 1987.  
  
 
 
 
 
 
 
 
 
 
 
 
 



457 
 

 
 
Figure 98.  Lubaina Himid, Scenes from the Life of Toussaint L’Ouverture 
(detail), 1987.  
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Figure 99.  Lubaina Himid, Toussaint L’Ouverture, 1984. 
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Figure 100.  Lubaina Himid, Toussaint L’Ouverture, 1996. 
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      Figure 101.  Lubaina Himid, For Romare: Is Now Too Late?, 1988. 

 
 
 
 
 
 
 
 



461 
 

 
Figure 102.  Lubaina Himid, In Spinster Salt’s Collection,  
from the Wing Museum series, 1989. 
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    Figure 103.  Lubaina Himid, Between the Two My Heart is Balanced, 1991. 
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Figure 104.  James Jacques Tissot, Portsmouth Dockyard (How Happy I Could be 
With Either), 1877. 
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 Figure 105.  Lubaina Himid, Five, from the Revenge series, 1992. 
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Figure 106. Jacob Lawrence, Strategy, from the Toussaint L’Ouverture series, 1994. 
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           Figure 107.  Lubaina Himid, Metal/Paper, from  

        The Beach House series, 1994.  
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   Figure 108.  Lubaina Himid, Venetian Maps: Kings, 1997.  
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          Figure 109.  Lubaina Himid, Cotton.com, 
         2002. 
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Figure 110.  Lubaina Himid, Naming the Money (detail), 2003.  
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Figure 111.  Lubaina Himid, Naming the Money (detail), collage on paper, 2004. 
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          Figure 112. Romare Bearden, Bayou Fever #19, The  

       Emperor of the Golden Trumpet, c. 1979. 
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Figure 113.  Lubaina Himid, Galleon/Shack from The Priceless Boon series, 
2004.   
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Figure 114.  Swallow Hard: The Lancaster Dinner Service (detail), 2007.  
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Figure 115.  Lubaina Himid, “The Art World,” detail from A Fashionable Marriage, 
1986. 
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Figure 116.  Lubaina Himid, detail of “The Real World” from A Fashionable Marriage, 
1986.  
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Figure 117.  Flyer from Pentonville Gallery presentation of A Fashionable Marriage,  
1986. 
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Figure 118.  Lubaina Himid with Seated Art Critic from A Fashionable  
Marriage (1986), 2004, Preston, Lancashire.  Photo: Mora Beauchamp-Byrd  
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                    Figure 119.  “Art Collector/Dealer,” from A  

        Fashionable Marriage (1986), Photo: Mora  
        Beauchamp-Byrd  
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Figure 120. Lubaina Himid, “The Funding Body,” detail  
from A Fashionable Marriage, 1986. 
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         Figure 121. Lubaina Himid, The Angst/Complacent School 

        of British Painting,” detail from A Fashionable Marriage, 1986.  
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    Figure 122.  Detail of A Fashionable Marriage, “The Feminist Artist  
    (Cult of the Individual),” 1986. 
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Figure 123.  Detail of  A Fashionable Marriage; at left: “The 
Feminist Artist (Cult of the Individual)”, and at right: “The Black 
Female Artist.” 
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Figure 124.  Lubaina Himid with “The Right Wing  
Sycophant” from A Fashionable Marriage, 1986.  
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Figure 125. Margaret Thatcher from A Fashionable Marriage, 1986.  
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Figure 126. Lubaina Himid, “Ronald Reagan” from A Fashionable Marriage, 
1986. 
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   Figure 127.  Lubaina Himid, “Young Girl” from Fashionable Marriage, 1986. 
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Figure 128.  Lubaina Himid, Detail from “The Black Artist”, 
A Fashionable Marriage, 1986.  
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Figure 129.  George Cruikshank, Merry-Making on the Regent’s Birthday, 1812. 
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Figure 130.  Lubaina Himid, “Art Critic” (detail) from A Fashionable  
Marriage (1986).  
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Figure 131.  Lubaina Himid, “The Art Critic,” Preparatory drawing for 
 A Fashionable Marriage, 1986.  
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Figure 132.  Lubaina Himid, “Art Collector/Dealer,” from A Fashionable 
Marriage (1986).  
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Figure 133.  Lubaina Himid, detail of “Art Collector/Dealer,”  
from AFashionable Marriage,1986.  
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Figure 134.  Lubaina Himid, detail of preparatory drawing for “Art 
Collector/Dealer” from A Fashionable Marriage,1986.  
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            Figure 135.  Lubaina Himid, “The Black Female Artist,” detail  

of A Fashionable Marriage, 1986. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



495 
 

 
 
 
 
 

 
 
Figure 136.  Lubaina Himid, detail from dress of “The Black Woman Artist,”  
A Fashionable Marriage, 1986.  
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Figure 137.  Lubaina Himid, detail of “The Right Wing  
Sycophant” with phallic extension, from A Fashionable 
Marriage, 1986. 
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Figure 138.  Reagan and Thatcher outside the Oval Office, Washington, 
DC, August 17, 1987.  
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Figure 139. Lubaina Himid, “Margaret Thatcher,” Preparatory drawing for A 
Fashionable Marriage.  
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Figure 140.  Lubaina Himid, Screen from A Fashionable Marriage. 
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Figure 141.  Lubaina Himid, Picasso-inspired wall paintings for A Fashionable 
Marriage installation, 1986.  
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   Figure 142. Lubaina Himid, detail of “Ronald Reagan” 
 from A Fashionable Marriage, 1986. 
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         Figure 143.  William Hogarth, Seated young servant,  
                   detail from Scene 4 of Marriage-a-la-Mode, 1745. 
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Figure 144. Maud Sulter at Glasgow Zoo, c. 1968.  
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Figure 145.  Lubaina Himid, Preparatory drawing for  
young servant from Fashionable Marriage, 1986. 
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Figure 146.  Lubaina Himid, Detail of screen from A Fashionable Marriage. 
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Figure 147.  William Hogarth, Standing older male servant,  
detail from Scene Four of Marriage-a-la-Mode, 1745.  
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Figure 148.  William Hogarth, Captain Lord George Graham, c. 1745 
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Figure 149.  Haywood Magee, Customs Hall, Southampton, 
England, 1956.  
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Figure 150.  “30,000 Colour Problems,” Picture Post, 1956.  
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        Figure 151.  David Hockney, unpublished 

      Portrait sketch of Prince Charles for Time Magazine, 
      1968. 
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Figure 152.  Mumtaz Karimjee, In Search of an Image (detail), 1991. 
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Figure 153. Ingrid Pollard, Deny...Imagine...Attack (detail), 1991. 
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Figure 154.  Joshua Reynolds, Lady Elizabeth Keppel with  
her female servant, 1761.  
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Figure 155. Ingrid Pollard, detail from Pastoral Interludes, 1987. 
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Figure 156.  Paula Rego, Wife Cuts Off Red Monkey’s Tail, 1981. 
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Figure 157.  Paula Rego, Celebration (The Birthday Party), 1953.  
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Figure 158.  Columbano Bordalo, Grupo de Leao, 1885.  
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Figure 159.  Paula Rego, Under Milkwood, 1954.  
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Figure 160.  Paula Rego, Portrait of a Lady, 1959.  
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Figure 161.  Paula Rego, Salazar Vomiting the Homeland, 1960.  
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Figure 162.  Paula Rego, When We Had A House in the Country, 1961. 
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Figure 163.  Paula Rego, Exile, 1963.  
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         Figure 164.  Max Ernst, The Virgin Spanking the Christ Child 

        before 3 Witnesses: Breton, Eluard and the Painter, 1926. 
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Figure 165.  Paula Rego, The Firemen of Alijo, 1966.  
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Figure 166.  Paula Rego, Stray Dogs (Dogs of Barcelona), 1965.  
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Figure 167.  Paula Rego, A Bela Adormecida: Uma Fada, 1974, gouache.  
 
 
 
 
 
 
 
 
 
 



527 
 

 
 
   Figure 168.  Aubrey Beardsley, Lysistrata, 1896.  
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Figure 169. Paula Rego, The Vivian Girls in Tunisia, 1984. 
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Figure 170.  Henry Darger, The Story of the Vivian Girls, in What is known as the 
Realms of the Unreal, of the Glandeco-Angelinnian War Storm, Caused by the 
Child Slave Rebellion (detail), c. 1973. 
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Figure 171.  Paula Rego, Two Girls and a Dog, 1987.  
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Figure 172.  Balthus, Golden Days, 1944-45. 
 
 
 
 
 
 
 
 
 
 



532 
 

 
 
       Figure 173.  Paula Rego, The Cadet and his Sister, 1987.  
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Figure 174.  George Grosz, The Lovesick Man, 1916. 
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Figure 175.  Paula Rego, The Family, 1988. 
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Figure 176.  Paula Rego, The Maids, 1987.  
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Figure 177.  Paula Rego, Little Miss Muffet, 1989. 
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Figure 178.  Paula Rego, The Fitting, 1990.  
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Figure 179.  Paula Rego, Joseph’s Dream, 1990.  
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Fig. 180.  Philippe de Champaigne, The Dream of Saint 
 Joseph, 1642-3. 
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Figure 181.  Pablo Picasso, Gertrude Stein, 1905-06.  
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Figure 182.  Paula Rego, Crivelli’s Garden (detail), 1990-91.  
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Figure 183.  Paula Rego, Dog Woman, 1994.  
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Figure 184.  Paula Rego, Dancing Ostriches (from Walt Disney’s Fantasia), 
1995. 
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Figure 185.  Paula Rego, The Company of Women, 1997.  
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Figure 186.  Paula Rego, Ambassador of Jesus, 1998.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



546 
 

 
 
 
 
 
 

 
 
Figure 187.  Paula Rego, Triptych (detail), 1998.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



547 
 

 
 
 

 
 
Figure 188.  Paula Rego, Martha, Mary, Magdalene, 1998. 
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Figure 189.  Paula Rego, Celestina’s House, 2000.  
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Figure 190. Goya, Maja and Celestina, c. 1808-12. 
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Figure 191.  Paula Rego, Jane; Edward; Bertha’s Monkey, 2002.  
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Figure 192.  Paula Rego, The Pillowman, 2004.  
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Figure 193. Paula Rego’s studio, Camden Town, London, January 1, 2005. 
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Figure 194. Paula Rego in her studio, Camden Town, London, 
January 1, 2005. 
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Figure 195.  Paula Rego, Triptych After Marriage-a-la-Mode by Hogarth, 1999. 
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Figure 196.  Paula Rego, “Betrothal,” detail from Triptych After Marriage-a-la-
Mode by Hogarth, 1999.  
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Figure 197.  Paula Rego, “Lessons,” detail from 
 Triptych After Marriage-a-la-Mode by Hogarth, 
1999. 
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Figure 198.  Paula Rego, “Shipwreck,” from Triptych After  
Marriage-a-la-Mode by Hogarth, 1999.  
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Fig 199. Paula Rego, Seduction II (Study for Marriage-A-la-Mode 
 triptych), 1999. 
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Figure 200.  Diego Velazquez, Las Meninas (Maids of Honor), 1656-7.  
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Figure 201. Pedro Berruguete, Duke Federigo of Urbino with his 
 son Guidobaldo, c. 1476. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



561 
 

 

 
 
Figure 202. Salvador Dali, The Anthropomorphic Chest of Drawers, 1936. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 


