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INTRODUCTION

The basis for this investigation is an archive of several thousand images, mostly reproduced in

the nineteenth-century Australian popular press. It is not just the scope of this archive, spanning
a fifty-year period, that makes this output of a single Australian artist unique but also the fact that
the artist, Eugene Montagu Scott (1835 - 1909), left almost no other documentary evidence of
his thoughts, attitudes or intentions. Apart from a small number of his paintings and photographs
along with the massive number of published illustrations and cartoons, no notebooks, letters or
other personal papers by Scott can be located and virtually no original drawings have survived.'
What is more, although Scott was indisputably one of the most prominent artists working in
Sydney in the 1870s, there is little reference to him in the secondary literature on Australian art

or history. Much of the biographical material that exists is incomplete or incorrect.

This thesis proposes that the body of published graphic work by Montagu Scott maps the
prevailing socio-cultural domain in the second half of the nineteenth century in Eastern
Australia.” Through an exhaustive survey of this archive and concentrated analysis of selected
images using a range of established methodologies that include a close reading of their material
properties, iconographic, ideological and semiotic analysis, the thesis charts the formation of a
characteristically Australian identity in the last half of the nineteenth century.’ More specifically,
the profiling of typically Australian attitudes and sentiments in this study constructs the identity
of an artist, born in England, who self-consciously made himself an Australian through the

expression or articulation of particular characteristics that he believed defined such a fictive type.

While this is not a conventional art historical study of Montagu Scott or an attempt to retrieve
his historical identity or personality, one outcome is inevitably the construction of a convincing
fictional character to give agency to the images discussed. The Australian identity that emerges
from this fifty-year survey of changing beliefs, developing nationalistic attitudes, prejudices and
eccentricities is ineluctably Monte Scott.* What makes this particular hermeneutic recreation
possible is the particular nature of the majority of the images used as evidence in the analysis.’
These images are mostly cartoons or caricatural illustrations from the popular press and therefore
escape the usual polysemy associated with reading images as signs to map the cultural domain

in which they were produced.

The term ‘archive of Australian cartoons’, used in this study, is more a convenient figure of
speech since the accumulation of nineteenth-century cartoons are scattered across many different

institutions and stored in different forms such as newspapers or on microfilm. The preservation



of these cartoons is mostly an accidental outcome of the archival enterprise to retain printed
records, in particular the “memory tool” of the newspaper. ® Archival theory and research
privileges written documents almost exclusively and the methods employed to establish the
authenticity, authority, validity and meaning of documents has little direct relevance to this study
of cartoons.” Cartoons hardly figure at all in archival research and although work has been done
on photographic archives, the photograph is an entirely different form of visual evidence to the

cartoon.®

Press cartoons operate in a most restricted realm of signification where the artist’s intention and
audience response are, by necessity, synonymous since however complex the connotative
configuration of a particular image, interpretative closure must be effected for it to operate. In
popular graphic discourse, artist and audience require common ideological tenets, shared
experience and most of all an agreed lexicon of expression or codification. This last aspect of the
press cartoon as a logonomic system of social semiotics, crucially dependant on type and
stereotype, makes such images particularly open to analysis of ideological formations.’ It would
appear, in fact, that signification of popular images is regarded as so transparent or banal that the
cartoon and caricature are not even mentioned in the most recent survey of Visual Methodologies
in the expanding fields of visual and cultural studies.'” However this “cultural blindness™ about
cartoons in some ways parallels the same exclusion of Australian fashion or dress from serious
attention in historical or cultural studies as noted by Margaret Maynard in her study of dress in
nineteenth-century Australia.'’ Both are seen a trivial or inconsequential to the grand theme of
nationalism and the momentous forces of socio-cultural change - so too the popular
entertainments of theatre and public spectacles that Anita Callaway retrieved from the shadow
of the high arts to highlight their ideological importance and power.'? These studies by Maynard
and Callaway have proved important methodological models for this investigation since they
have both managed to shift art historical concerns into the broader field of Australian cultural
history."” This is not only in establishing Australian identity within the bounds of cultural
production and consumption and the emphasis on “human subjects as agents” but also by the

widening of attention “to include the daily life of ordinary people.”"

In the discussion of individual cartoons in this thesis, a slippage often occurs between
connotation and intention. This is because of the close correspondence between ideological
intention of the cartoonist and ideological expectation or interpretation of the audience,
highlighting the nature of the cartoon to mirror the social and cultural norms in production and
reception. Obviously, the clearer the ideological demographic for a particular publication, as with

the Brishane Worker for example, the more predictable the ideological connotation and intention



of a cartoon in that publication. Strictly speaking, purposeful signification most often resides in
the configuration of established elements or iconographic rules used in a particular popular
image. Authorial agency is often dependant on a constellation of editorial, artistic and technical
constituents, despite the fact that a cartoon might carry a single signature.'® For this reason, in
discussion of the social or ideological intention of a cartoon, it is common to ascribe authorship
to the publication in which it appears. The nationalistic or anti-wowser sentiments of the Sydney
Bulletin is the most familiar example. It was possible through stylistic inventiveness for a
nineteenth-century cartoonist to establish individual artistic identity, as the case of Phil May
demonstrates, but it was not until the twentieth century that a cartoonist could attain sufficient
popular acclaim to consistently express independent political or social viewpoints, as established

later in Chapter Three.

There was a period in the 1870s when Scott’s celebrity in Sydney as a cartoonist on Sydney
Punch probably ensured a fair degree of editorial independence but the ideological spectrum of
the publications he worked for spanned the range from the conservative Melbourne Punch to the
politically radical Brisbane Boomerang. When Scott’s total output is collated as a panoramic
archive the consistency of particular themes, tropes, motifs, ploys and emblems becomes clear.
It is therefore possible to measure the constancy of Scott’s social or political themes and

variations that might defy contingent circumstances.

Chapter One presents a survey of the field of study and establishes the scope of the investigation.
As might be demanded in a study so dependent on reading press cartoons, this chapter also
interrogates the key terms of “caricature” and “cartoon”. The “stereotype” in graphic discourse
is also discussed, although this is used as a pretext to introduce the important but often
overlooked influence of the American popular press on the formation of Australian racial
attitudes and stereotypes. It should be noted that the decision to relegate the important issue of
race to a subsidiary chapter topic was governed by the need to avoid repetition of an area

comprehensively examined in an earlier study.'®

The material aspects of Scott’s published illustrations are examined in Chapter Two. His graphic
identity is revealed through examination of both the evolving form and style of his signature and
his selective designation of autographed works, including the evidence of a quantitative
examination of the total output from his Melbourne Punch years. Extended discussion of the
technical aspects of Scott’s printed work in this chapter clarifies the relationship between
engraver and artist and establishes the stylistic relationship between reproductive means and

drawn image. In contradiction to all received assessment, it is argued that Scott played a



significant role in the introduction of innovative printing technology in the 1880s in Australia.

Anita Callaway’s important critique of high-art constructions of Australian visual history is the
point of departure in Chapter Three which examines Scott’s depictions of popular entertainments
such as transparencies, fancy dress, theatre and depictions of public monuments. As with
Caliaway’s study, the chapter stresses the ideological role of popular art. Chapter Four highlights
the centrality of the political cartoon in the popular press at the end of the nineteenth century
through analysis of Scott’s highly-charged political cartoons from the Brisbane Boomerang and
Worker. The more politically conservative cartoons and illustrations from his Sydney years are
examined in Chapter Five, which constructs a biographical picture of Scott during his decade of
celebrity in the 1870s. This is the only chapter exclusively devoted to stylistic analysis of his

work and a traditional examination of its iconographic origins.

Chapter Six presents a key thematic analysis of Scott’s construction of the image of Henry
Parkes. This singular topic enables the examination of Scott’s particular approach to caricature
and cartooning, positioning his work within the graphic conventions of the nineteenth century
and the increasingly dominant physiognomic paradigm. Chapters Seven and Eight deal
respectively with Scott’s demons and his women. The material in Chapter Seven follows the
established approach in dealing with cartoons as cultural documents, as used most recently by
Joan Kerr, by being divided into thematic areas such as Drink, Gambling, Religion and War."”
However this thematic arrangement is not used as the usual convenience to bring disparate
cartoonists together. Instead, a particular Australian identity is distilled from Scott’s singular
output on common themes across a broad chronological range. Scott’s images of War and Peace
link these final chapters since Chapter Eight traces the evolution of Scott’s Australian Girl from
her origins in the English popular press, European classical ideals and medieval chivalry.

The chapters constitute a balance between longitudinal surveys of Scott’s oeuvre and more
focussed analysis of particular publications and periods. The totality of the thesis presents a dense
field of visual reference as a basis for the concluding picture of Monte Scott as one of the first
Australian image makers and therefore one of the first Australians. This ploy, to conflate
collective memory and the artifactual traces of an individual artist, is made possible by the nature
of popular graphic discourse where “the shared identity that unites a social group™ is most
emphatically expressed.'"® Reconstructing “the social experiences, taste, and mentality of a
specific society” through representations and images has been a methodological aspiration in
visual studies since the pioneering work of Aby Warburg.' Within the general field of cultural

studies and the emerging area of memory studies, this thesis presents an exemplary model for the



use of visual evidence, particularly demonstrating the possibility of extracting an individual or

isolated sensibility from the “symbolic universe” of collective identity. %

Endnotes - Introduction

1. There are a number of reasons for the lack of surviving historical documentation on Scott
and these are explored in Chapter One. No doubt the dispersal of his personal property
through bankruptey sales in 1870 and again shortly before his death in 1908 had a significant
impact. Also, by chance none of the archives have survived for the various papers on which
Scott worked over his long career. Four of Scott’s original drawings in pen and ink for
illustrations in the /llustrated Sydney News are held in the National Library of Australia.
Three of these were for an extended pictorial feature on the building of the Garden Palace in
Sydney published in the //lustrated Sydney News, 22 September 1879. The National Library
has made one of these drawings available in an electronic version via the Internet at:
http://nla.gov.au/nla.pic-an5370917-v

Little can be found on Scott’s career prior to leaving London in 1855. A visit to the Royal
Academy in London during 2002 did nothing more than confirm what Marguerite Mahood
had already established, that Scott exhibited a portrait at the Royal Academy in 1854. No
consistent records of students enrolled in the Royal Academy or associated schools exist so
the specific whereabouts and duration of his training cannot be verified. A search for
reference to Scott in the archives of the British Library proved futile.

2. The 260 odd images chosen as illustrations in this thesis represent less than five percent of
the available archive of Scott’s work but this is a judicious selection. In almost all cases, the
images selected for reproduction are front-page, full or double-page illustrations, or
supplements, thus ensuring that the choice of images reflects their original significant
editorial or ideological status. Wherever possible images were scanned from the original
periodicals rather than being copied from microfilm.

3. The semiological approach used is concerned with the nature of images to reflect and
construct various ideological patterns and structures. Taking a lead from Michel Foucault, the
analysis here also avoids psychoanalytic approaches or assumptions and the emphasis is on
the construction of human subjectivity through particular processes, practices and institutions.
Because of this, the methodological approach used in this thesis might be situated under the
banner of discourse analysis in the broadest sense of the term. Nevertheless, as with most
qualitative research using images, the application of visual methodologies is not through the
seamless application of a singular approach but through a mixture of various analytic modes

5



to suit the particular nature of individual images or themes. For a summary of semiology and
discourse analysis in relation to visual data see, Gillian Rose, Visual Methodologies, London:
Sage Publications, 2001 pp. 69 - 99 and pp. 135 - 186, respectively.

4. Montagu Scott was always known as Monte Scott and his cartoons or illustrations that
include a full signature are almost always so inscribed. Throughout this study I adopt this
convention, referring to Scott as Monte Scott. Scott never used Eugene to sign any paintings
but only “Montagu Scott”. The same applies to the advertising of his Fine Art and
Photographic business in Sydney. However, Scott is listed as Montague with an “¢” in many
public records. This includes one of the birth certificates for his three children born in

Melbourne and the hand-written entry in the Burial Register at the Waverley Cemetery.

5. It should be stressed that ‘hermeneutic’ is not used here in sense of the strict adherence to
the specific philosophical tradition or theoretical framework of hermeneutics. Instead it
designates the more recent approach described by Heywood and Sandywell as: “an analytic
attitude towards the field of experience in which visual experienced is approached as a socio-
historical realm of interpretative practices. The emphasis indexed by the term ‘hermeneutics’
is placed on the role of visual meaning and interpretation in the contexts of meaningful
human action.” lan Heywood and Barry Sandywell eds., Interpreting Visual Culture:
explorations in the hermeneutics of the visual, London: Routledge, 1999 p. xi.

In terms of a methodological exemplar for the type of approach used here to recreate the
original meaning and nineteenth-century experience of particular images the recent analysis
of Pieter Aertsen’s Meat Stall by Charlotte Houghton offers a seminal model. Even though
she is not dealing with a nineteenth-century image, or indeed an image from popular culture
in the more recent sense of that term, Houghton takes no “component of the picture for
granted” and painstakingly extracts information from the social and cultural context in which
the image originally operated to recreate the original experience of a sixteenth-century
viewer. Charlotte Houghton, “This is tomorrow: Pieter Aertsen’s Meat Stall as contemporary
art” Art Bulletin, vol 86, no2 June 2004 pp. 277 - 301.

6. Terry Cook, “What is Past is Prologue: A History of Archival Ideas Since 1898, and the
Future Paradigm Shift” Archivaria, no 43, Spring 1997 (17 - 63) p. 18.

7. For example, one of the longest established publications in the field, Archives: the Journal
of the British Records Association, does not list “cartoon/s™ in its cumulative index and only
one article on “caricature” has appeared in the last decade of issues.

8. See for example: Joan M. Schwartz, ““We make our tools and our tools make us’: Lessons
from Photographs for the Practice, Politics, and Poetics of Diplomatics™ Archivaria no 40,
Fall 1997 (40 - 74). At the time of publication, Schwartz acknowledged the undermining of
the visual authority of the photograph by digital technology (p. 44), but this would now seem
a particularly important issue in attempting to pursue diplomatics in treating photographs as
documents. A recent study of archival research by historians in the United Kingdom shows a
dramatic increase in the use of digital or electronic sources, as it confirms the lack of
engagement with objects and artifacts as evidence. lan G. Anderson, “Are You Being Served?
Historians and the Search for Primary Sources™ Archives and Manuscripts, vol 29, no 1 May
2001 (82 - 129).



9. Hodge and Kress were the first to use the term “logonomic system™ to describe social
semiotic behaviours governed by prescribed conditions of production and reception of
meanings, although their study did not discuss cartoons or popular illustration. R. Hodge and
G. Kress, Social Semiotics, Cambridge: Polity Press, 1988, p. 4.

10. Gillian Rose, Visual Methodologies: and introduction to the interpretation of visual
materials, London: Sage Publications, 2001. Much discussion is devoted to printed
advertisements but apart from mention of film this is the only engagement with popular
imagery in this survey.
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CHAPTER ONE

Defining the Field

The painter, photographer, cartoonist and illustrator Eugene Montagu Scott (1835 - 1909) left
alegacy of thousands of images, most in Australian nineteenth-century illustrated papers. His first
signed cartoon in Australia appeared in February 19, 1857 in Melbourne Punch and his last fifty-
two years later on the front page of the Worker in January 6, 1909 three months before his death
at seventy-four.[figures 1.1 & 1.2] During this long career he produced, at conservative estimate,
around three thousand front-page, full-page or double-page illustrations, regularly viewed by
significant numbers of the Australian population and making him the most prolific image maker
in nineteenth-century Australia, if not for the entire history of European settlement.' At one level,
the neglect of Scott’s published work can be explained by the media chauvinism of art historical
scholarship which until recent times saw popular illustration as insignificant compared to the high
arts of painting and sculpture. This is exemplified in the treatment of Scott by Daniel Thomas
several decades ago in the catalogue survey of “Australian Art in the 1870s.”* For Daniel
Thomas, the “Art” in his title meant painting. One of Scott’s paintings from 1870, “Picnic on
Clarke Island,” is included but the only mention of Scott in Thomas® catalogue essay is in the

context of noting that newspaper illustration was an important source of income for painters.

Since Daniel Thomas makes the judgement that Scott was “never a painter of significance” he
is unworthy of extended discussion or analysis.” The fact that the population in Sydney in the
1870s was more familiar with Monte Scott’s images than any other Australian artist working then
is not deemed relevant. Moreover, in the 1870s, the lllustrated Sydney News regularly published
Scott’s folio-sized coloured lithographs, suitable for framing, and thousands of these must have
graced the walls of middle-class homes in New South Wales and beyond.* Scott’s work also
featured prominently in the 1870 Metropolitan Intercolonial Exhibition in Sydney, visited by half
the population of the colony. He contributed paintings and mural decorations inside the dome of
the Garden Palace for the 1879 International Exhibition in Sydney.’ This exhibition was so
successful with so many repeat visitations and overseas visitors that statistically 143% of the
population attended, in total over a million visitors.® Few could have missed Scott’s mural (or
murals) on the facets beneath the central dome, since it was “the most prominent feature of the
interior of the Garden Palace™ which it was noted at the time “elicited general admiration, its
beauty being considerably enhanced by the frescoes and tasteful decorations which embellish the
walls.”™ At the time it was not only claimed that these murals, wrongly termed frescoes in the

newspapers, were superior to any in South Kensington in London but also that they might



increase the taste for a national decorative style of painting, developing a purer and more artistic
taste in the colony.®

In the case of the Garden Palace, Scott’s work did not enter historical discourse simply because
the Garden Palace did not survive, being destroyed by fire two years after the exhibition. If
Scott’s mural scheme had survived as did the comparable South Kensington frescoes, it is not to
say that later audiences or historians would have valued this or the other decorations.’ Even S0,
the South Kensington frescoes from the 1870s were dismissed in the twentieth century as
worthless but in more recent times rediscovered and fully restored as a valuable cultural artifact,
if not valuable art, demonstrating at least the importance of chance in the formulation of art
history. The design scheme for one of Scott’s murals still exists, fittingly as an illustration in the
popular press. In this context, Scott’s images have survived if only in the scattered, often
inaccessible newspaper archives in libraries and collections across Australia. So too, on hundreds

of scratched and faded microfilm rolls.

Such deposits have been the sources used by historians to construct Australian history but Scott’s
images, along with images generally, have been mostly overlooked in that enterprise. For art
historians the image in the popular press has often been seen as peripheral to the task of analysis
and appreciation of “puzzle pictures™ as James Elkins provocatively called the complex, difficult
or intellectually challenging works favoured by art scholars.'” Even so, the publication of Anita
Callaway’s Visual Ephemera: theatrical art in nineteenth-century Australia may indicate that the
tide is turning against the orthodox history of Australian visual culture (one, that is read as a
history of canonical paintings) but at the very least it offers a refreshing alternative. ! Callaway
was also a contributor to the earlier Dictionary of Australian Artists project convened by Joan
Kerr and which, in many ways, initiated a more inclusive view of nineteenth-century Australian
art history."* The content, conclusions and methodological assumptions of Callaway’s history of
performance and ephemeral spectacle in nineteenth-century Australia make it a profoundly
important study in relation to my investigation and this is not simply because Monte Scott’s work

is included in its scope."

Scott lived on the cusp of an age, when cartoonists could achieve great celebrity and it seems
great wealth™. Phil May, Will Dyson and David Low became household names in the early part
ofthe twentieth century and, perhaps because all of these artists established fame in London, their
reputations have to some degree survived the passage of time.” Their work is still avidly
collected, republished and exhibited. It is no coincidence that all began their careers with the
Sydney Bulletin as its enormous success proved a perfect launching stage for celebrity.

Livingstone Hopkins after all was always known as “Hop of the Bulletin”. Monte Scott did
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contribute cartoons to the Bulletin in its early years. Also, as later demonstrated, Scott's role in
the creation of the Bulletin style has been significantly underestimated or elided. Yet neither the
brevity of his exposure to its audience nor the indisputable fact that his work lacked the stylish
flourish of the later illustrations of May or Hopkins fully explains the anonymity of Scott as an
historical personality.

Such was Livingstone Hopkins® fame, that when he died in 1927, fourteen years after retiring
from the Bulletin, the press was filled with generous tributes and the family received letters of
condolence from all over Australia, as noted by his daughter in her biography of Hop." By
contrast in 1909, only a standard funeral notice '’ marked the death of Eugene Montagu Scott in
the Sydney Morning Herald, the paper that had announced him in his first full-year in Sydney,
in 1866, as a “rising young artist.”'® The Brisbane Worker, the paper that he had contributed to
for over twenty five years, devoted a single paragraph to the death of Monte Scott:

Readers of the “Worker” will regret to learn of the death of Mr. Monte Scott in Sydney
this week, at the ripe age of over three score years and ten. The deceased artist, besides
being well and favourably known throughout Australia for his drawings, was the
personification of kindness to everyone who came in contact with him. It was his pencil
that drew the first cartoon for this journal, and he continued to be its chief cartoonist until
quite recently. A few months ago Mr. Scott bravely underwent a painful operation, from
which he never fully recovered, and now that he has passed away the “Worker” extends

its sincere sympathy to his widow in her great loss."

Scott’s years in the 1880s working for the Bulletin were not forgotten completely as his passing
did not go unnoticed in that paper, although to the Bulletin, Montagu Scott was not famous as a
graphic artist but was a “well-known animal painter.”
Montagu Scott, the well-known animal painter - he took to that branch of art in his middle
age - died at Randwick (N.S.W.) last Saturday, aged 74 years. Though he made horses a
study he had some portraits to his credit, notably one of the eminently uninteresting Duke
of Edinburgh, which hangs in the vestibule of Sydney Town Hall. Also he toiled for the
Bulletin in earlier days, and did much good work. He was twice married, and leaves a son

and two married daughters. In his time he was a fairly good amateur actor.

The placement of this paragraph at the top of a right-margin column may compensate to some
degree for its relegation to page 18. But it was surely an editorial accident that the Bulletin turned
the dismissal of Scott’s career as a black and white artist into a total eclipse by placing next to
this death notice of an “animal painter” a large photograph of Will Dyson with the caption: “Will
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Dyson, the black-and-white artist, who is about to exhibit a collection of his drawings in
Melbourne prior to his departure for America.”' Dyson would ultimately end up in London, not
America, where he built upon the fame already established in Australia as a great caricaturist and
cartoonist. Therefore this juxtaposition of Dyson and Scott was potentially most opportune to
mark the transition of a national black and white tradition to a wider global sphere - the end of
Scott’s fifty-year parochial contribution, the beginning of a confident, homegrown cosmopolitan
outlook. The failure to exploit this fortuitous occasion is indicative of more than a missed
opportunity or historical blindness when it comes to popular graphic art. The prejudicial
formulation implied by the Bulletin is a contribution to the reversal of the historical reality. Scott
came to Australia (and New Zealand) as a photographer, portrait and animal painter, and so
advertised himself on arrival. He became a cartoonist and although he kept his skills as an animal

painter finely honed throughout his career he remained a cartoonist until his death.?

The three fragments from published records, a funeral notice and two obituaries, are important
in signifying the inherent difficulties in retrospectively constructing any biographical entity.
Taken individually, it would appear that there were three different entities: Eugene Montagu
Scott, as officially designated on his birth and death certificate, Monte Scott, the cartoonist and
Montagu Scott, the painter and photographer. What is more, the image of his persona evoked by
the Worker as being “the personification of kindness to everyone who came in contact with him”
seems at odds with the singular construction in art historical discourse that he was the epitome

of an English dandy.

Besides magnifying the obvious irony in the comparison, it is revealing to examine more closely
the contrast in the reaction to the death of Scott and that of Hopkins. Livingstone Hopkins once
said (or so his daughter claims): “When the time comes for Australia to take her place among the
nations that make history and jokes, when she shall come to possess a humour that is racy of the
soil, its high priests shall spring from that soil and their devotees shall sit at their feet.”>> Monte
Scott’s cartoons and illustrations were distinguished by a particular spirit of nationalism and his
inclination was for sardonic, black humour. His weekly front-page cartoon for the Brisbane
Boomerang was placed below the paper’s proclamation that it was a “Live Newspaper, Racy of
the Soil.” It can be said and certainly will be implied in this study that Scott’s output was the first
consistent expression of an Australian identity if not humour. What particularly distinguishes his
output is its heterogeneous and eclectic character, often shot through with contradictions:
grandeur undercut by banality, sensuality expressed in crass or crude terms, or brutality
domesticated by sentiment. The attitudes Scott expressed were in many ways the antitheses of
the approach of most of his contemporaries including Livingstone Hopkins. If we overlook Hop’s

racism, Dorothy Hopkins is accurate enough in claiming that Hopkins “never drew, wrote, or said
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anything that was indecent, vulgar, or ‘suggestive.’”** The same cannot be said of Monte Scott.
Scott produced some of the most indecent, vulgar and suggestive images in the nineteenth-
century Australian press, not to mention some of the most violent, vicious and menacing. The
implication in their historical erasure, that many of these images are best forgotten, is a denial of
their significance in expressing and shaping the attitudes of their contemporary audience. These
are the examples that Jonathan King was thinking of when he said that Scott’s cartoons “never
lacked bite.”* On the contrary, such works are only one aspect of his output, as Scott’s cartoons
and illustrations often lacked bite and were sometimes inconsequentially facile, excruciatingly
sweet and appallingly conventional. This means that the removal of the ideologically charged
images from Scott’s total output has had more of a debilitating, rather than diluting, effect on the
construction of his reputation. On the rare occasions when Scott’s biting critiques enter main-
stream historical or art historical discourse, as in for example Terry Smith’s highly regarded essay
on Tom Robert’s Shearing the Rams, Scott’s authorship is not acknowledged.?® In his
commentary of the period 1888 to 1891 Smith notes: “It was possible to produce images of this
period of strained social relationships, and to do so well, with a sharp critical eye.”” He
exemplifies this with reference to the illustrators of the labour movement publications and singles
out for reproduction Monte Scott’s “The Real Anarchist - The Squatter” from the Brisbane
Worker 21 July, 1894. Scott is not mentioned in the text or caption.

This cartoon (along with three others by Scott) is also reproduced in Brian McKinlay’s three-
volume compilation of documents illustrating Australian Labor history.?® Since Scott was the
foundation cartoonist for that most important organ of the Labor movement, the Brisbane Worker.,
and remained its chief cartoonist during its formative decade, it might be expected that he would
be given due recognition in any documentation of the history of the Labor Party, Trade-Union
Movement or radical left. This is not the case, however, as the full-page illustrations by Scott that
are reproduced in Brian McKinlay’s compilation give no acknowledgement of authorship and
Monte Scott is not mentioned in any context in this definitive collection. Revealingly, none of
the cartoons reproduced in the Labor anthology by McKinlay, and there are a significant number,
are given individual authorship beyond the title of the publication in which they appeared. The
cartoons are used to literally illustrate the primary documents or newspaper extracts that make
up the bulk of the volumes, with no analysis of the role played by these images in the ideological
formation of Labor or leftist thinking in Australia. This dismissive bias not only negates the
significance of the visual image in the crystallization of polarities through the invention of types,
stereotypes and allegorical scenarios but denies the fact that publications such as the Worker
acknowledged the cartoon illustration as its most potent ideological weapon. Throughout the
1890s and well into the twentieth century the cover of almost every issue featured a full-page

cartoon illustration by Scott and most issues included at least one other full-page illustration,
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often its biting polemical tone aimed at defining the general conditions of Capital versus Labor
or highlighting topical injustice enacted upon working people. Given the axiomatic understanding
that the image of a contemporary politician, if not political parties, is created primarily on
television it seems paradoxical that the key role of the graphic image in the popular press at the
end of the nineteenth century has often been disregarded or downplayed in historical

reconstruction.

Historians have not completely ignored the potential of nineteenth-century cartoon images as
illustrative support for documentary analysis. In fact, the paperback edition of Andrew Markus’s
Fear and Hatred: purifying Australia and California 1850 - 1901 features a detail of one of
Scott’s cartoons on the cover and ten more of his images are used as illustrations throughout the
text, although without any mention of Scott in caption or text.” More recently, one of Scott’s
images is reproduced, with caption acknowledgement, in Ian McLean’s acclaimed investigation
of the construction of Australian identities, White Aborigines. *° Yet when McLean discusses
Scott’s personification of the new independent Australia as an Aborigine and a specific political
allegory, authorship is attributed to the generic source of the paper Scott worked for, the
Boomerang.*' McLean makes it clear that the focus of his study is on the high art of painting
rather than the transgressive form of comic discourse. Nevertheless, he does not accord
Livingstone Hopkins the same treatment as Scott, since cartoons by Hopkins from the Bulletin
are discussed in terms of their authorship by Hopkins not the Bulletin.*

When Scott’s total output is viewed as a single evidential archive it presents a vast and various
mosaic of melodious and venomous character. Given the quantity of images and the repetitious
themes and subjects they contain, much can be gleaned in relation to Scott’s taste and interests.
His facility in representing animals is obvious, as is his interest in theatre, fashion and the foibles
of photographers. However, the aim in this study is not to construct the essence of Scott’s
historical being. That is beyond reach. Instead the thesis seeks to extract the ideological
implications or imperatives from selected images to suggest a fictive historical type that can be
read behind or through the images. This approach builds on the methodological assumption made
in my earlier study of Australian nineteenth-century popular illustration that art, and in particular
popular illustration, both reflects and produces ideology.** Across a number of studies there is
general agreement that media imagery is ideologically both prescriptive and descriptive, although
when it comes to popular media depictions of race and gender the consensus is that the

prescriptive power of the stereotype dominates, bearing no relation to actual life experience.™

Historical or cultural studies have seen a recent shift “back to human subjects as agents,” * but

the fictional construction of Monte Scott in this study differs from those based on textual
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documents such as letters, speeches and books. In a limited sense, the images used here are more
actively expressive than other historical documents. Ultimately, the evidential value of the visual
images used here is vindicated since the evidence extracted from them contradicts or corrects

almost all the received information on Scott taken from traditional historical sources.

In giving absolute primacy to the visual evidence, Scott’s paintings are not overlooked, but my
main focus is on Scott’s published graphic work and the analysis of this includes statistical
overview and close reading of individual works taking this to the level of examination of their
material production and technique. Traditionally, the construction of an historical personality
depends on accepting the documented assessment of the person’s contemporaries. In the case of
Monte Scott, an absolute view that he was a “formal Englishman” has resulted from a singular
line of retrospective reference by William Moore in 1934 to Scott’s time as the chief cartoonist
on Sydney Punch: “Wearing a frock coat and silk hat, [Scott’s] ‘by gad, sir’ manner, it is said,
was rather imposing.™ It would appear that Moore’s informant was Scott’s fellow cartoonist on
Sydney Punch, Alfred Clint (1843 - 1923).”" If, as it appears, this recollection of Scott is by Clint
and was meant to indicate he affected or presented an aristocratic English character it might not
be surprising that in 1934 Moore invented the “by gad, sir” phrase to give contemporary
substance to Clint’s image, since it is in the early 1930s that David Low develops his archetypal
aristocratic Englishman in Colonel Blimp with his signature opening line “Gad, sir.”*® This
phrase was certainly more evocatively dismissive in 1934 than it would have ever been in the
1870s. Not forgetting that Clint had been dead for ten years when Moore wrote. so it can hardly
be seen as a literal reportage of Clint’s view. Whatever the source, written sixty years after the
event, this anecdotal recollection should be treated with particular caution, especially considering
Moore’s unreliable claims that Monte Scott was for two years the cartoonist on Melbourne Punch
* and his misinformation on Scott’s involvement with the Sydney Mail.* On the contrary,
variations of the “gad sir manner” phrase are repeated in almost every recent reference to Scott,
including the entries in the Australian Dictionary of Biography and the Dictionary of Australian
Artists which include reference to, or reproduction of,, his presumed portrait as “our cartoonist”
by Alfred Clint from Sydney Punch (December 1878)."! [figure 1.3] In all of these references, no
author noticed the obvious; that the stocky, slightly unkempt appearance of the cartoonist bore
no resemblance to an English gentleman. Also, it would seem surprising, since there exists a
documented photograph of Scott from close to the same date as the cartoon, which was
reproduced in Joan Kerr’s Dictionary (under the entry for the Freeman Brothers),that no author
noticed, or at least commented on, the fact that the caricature looked nothing like Scott’s

photograph.** [figure 1.4]

Most recently, with the discovery of the original annotated drawing for the cartoon, it has been

15



confirmed that the portrait caricature is not Scott but actually represents Gustavus Wangenheim
a Sydney cartoonist, painter and publican. ** All of which demonstrates the power of text over
image in that the obvious lack of correspondence between image and text was elided. It should
be acknowledged that Joan Kerr later noted that she always had suspicions of a mismatch
between the image and the conventional view of Scott. She thought “the heavy Germanic
appearance of the man never seemed convincing for the 'gad sir', English dandy that Scott was
said to be.” * To emphasize the richness of the visual archive, if not to show how little account
itis given, it should be mentioned that the portrait by Clint of “our cartoonist” in 1878 is not the
only time he represented Gustavus Wangenheim. A portrait caricature of “Our Friend G.” features
in a half-page cartoon by Clint in 1881 (including his Germanic exclamation) and since it is a
perfect match for the 1878 portrait it easily eliminates Mahood’s reading of the earlier portrait
as Scott. ** [figure 1.5] What is more, the misattribution would not have occurred except for lack

of an exhaustive or all inclusive survey of the imagery in Sydney Punch.

Since history thrives on points of origin, the cartoon of Wangenheim (as Scott) was identified by
Mahood and many following authors as the first caricature of a cartoonist in the Australian press.
This point too, would seem to be inaccurate. An earlier cartoon in Melbourne Punch of February,
1862 comments on the depressed state of the fine arts in Victoria with “our artist” (a term almost
exclusively used by newspapers for their resident illustrators) finding his belt far too large for his
thin condition.[figure 1.6] The cartoon is unsigned but produced when Scott was the chief
cartoonist for Melbourne Punch, the features of the artist correspond with the later photograph
of Scott and the puff-sleeved shirt and stylish tights would befit a fashion-conscious artist, if not
someone with pretensions towards Shakespearean acting. This may well be a self-caricature by
Monte Scott, although he represents himself in his other role as a painter. Even so, it would only
qualify as the first caricature of a cartoonist in the Australian press if limited to a restricted
definition of single portrait caricature, since Chevalier’s representation of himself and Sam
Calvert in a Melbourne Punch cartoon of 1856 predates this by six years.* [figure 1.7]

There is no doubt that the 1875 caricature in Sydney Punch captioned “Our Caricaturist,”
represents Scott."” The only doubt is to its authorship. Since it is essentially a piece of advertising
puffery for Scott’s theatre performance of his “Phantasmagoria of Celebrities™ it may well be a
self-portrait, although this appears one month before William Macleod takes up a short stint on
Sydney Punch, leaving open the faint possibility that it is by Macleod. [figure 1.8] In 1880, Scott
produced a caricature of a cartoonist in Sydney Punch in response to an advertisement by
Adelaide Punch for a cartoonist. Under the heading “A Correct Likeness™ he drew a stylishly
dressed dandy presenting “cut-price” stick figures as examples from his portfolio. [figure 1.9]

16



This figure does bear some physiognomic correspondence to the Freeman Brothers' photograph
and is much closer in date to the photograph than the possible Melbourne Punch self-portrait.
However using the same photograph as a point of reference, it would appear beyond doubt that
the caricature by Alfred Clint of “The Comic Artist Who Made Sketches in Court” from 1880 in
the lllustrated Sydney News represents Monte Scott.[figure 1.10] A full page illustration “Our
Artist’s Dream™ from the Worker of 1897 makes it possible to complete this sequence of comic
representations of Scott. [figure 1.11] It shows an elderly destitute and dejected artist in his studio
(presumably, the sixty-two year old Scott) above an imaginary jolly scene of Christmas cheer in

which his unsold pictures become “annimated (sic) with life.”**

Monte Scott was a journalistic draughtsman of a type peculiar to the latter half of the nineteenth
century. Almost all of his vast output was so characteristically representative of his time that it
appears to have been, like Baudelaire’s flysheets of journalism, “swept out of sight by the same
tireless breeze which supplies us with new ones.™ None of Scott’s works were reproduced in the
most recent survey of Australian popular graphic art, even though he was for almost twenty years
chief cartoonist on Sydney Punch and for five years chief cartoonist on Melbourne Punch.”® He
worked for the Queensiand Boomerang and for over twenty years was chief cartoonist for the
Brisbane Worker and was a significant contributor to the Bulletin, the lllustrated Melbourne Post
and the lllustrated Sydney News. Despite the often repeated claim, he was not, as I will later
demonstrate, the first artist appointed by the Sydney Mail but was certainly the first major

contributor to that paper as well as making occasional contributions to other illustrated papers.’’

This omission from art history might be explained by again making reference to Baudelaire. In
his essay the Essence of Laughter he suggested that the only comic work that would break free
of its temporal journalistic anchor would contain an indefinable or mysterious element of beauty,
thus making it worthy of the attention of the artist rather than the historian or archaeologist.” If
indeed Scott only produced journalistic comment which was inconsequentially mysterious, then
this does not explain the lack of interest in his output by social historians or historians in general.
Putting this aside, most contemporary art historians would more comfortably fit into a category
of archaeologists of the visual and would abhor any suggestion that their enterprise was guided
by criteria of beauty or truth. As already noted, Scott’s popular illustration has only been used,
often unacknowledged, in a limited number of twentieth-century accounts of Australian
nineteenth-century history.”® And the single popular survey of Australian comic art does not
include Scott’s work.* Nevertheless, the issue of the quality of Scott’s work was raised by
Marguerite Mahood in the only sustained analysis of his output, written almost thirty years ago.**
She says he was a good portraitist but sees his caricatures of politicians as photographically
insipid and dull, although Mahood acknowledges his animal representations are vivacious and
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comically engaging: prompting the conclusion that he must have liked animals.

Her assessment is projected to more recent times with her co-authored entry in the Dictionary of
Australian Artists.”” Seemingly evoking Baudelaire’s division of the comic into the temporal and
eternal, the comment on his Melbourne Punch work reads: “Although lively and topical, his
cartoons lack the innate humour of Chevalier or the satirical gift of his more famous successor,
Tom Carrington.™® Further, on his output for Sydney Punch: “Although he lacked the
psychological insight of the true caricaturist, some of his large double-page cartoons achieve a

259

certain grandeur.

The inescapable conclusion from this is that there was something lacking in Monte Scott’s work.
This qualified assessment of his graphic output has also been applied to his paintings and some
have suggested that the mixed reception of his paintings extended to his contemporaries. *
Whatever the quality of his paintings, or photographs for that matter, the Mahood/Kerr Dictionary
entry is significant in relation to defining Scott’s graphic illustration. The terms caricaturist and
cartoonist are conflated in the usual way equivocating on the issue of how Scott’s work might be
best described by implying caricature and cartoons are one and the same. Yet Scott was a
newspaper cartoonist working in an idiom new to the second-half of the nineteenth century. This
graphic form was so radically different to English eighteenth-century conceptions of caricature
that its audience, by necessity, appropriated the traditional high-art term cartoon to describe it.
This is not to make a pedantic point on definition but to highlight the misguided judgement of
Scott’s graphic work. The meaning and importance of his published output can only be fully
appreciated outside of judgements based on the psychological insights of his caricatures, the
stiffness or otherwise of his line, the originality or stylishness of his drawings, his humour or even
his attitude to animals. For Scott was the consummate Australian exponent of the new form of
social caricature identified by Judith Wechsler in her study of caricature in nineteenth-century
France.”’ What is more, he developed an idiosyncratic interest in anthropomorphism which was
a fundamental element in iconographic physiognomic expression. Perhaps more than any other
Australian graphic artist, Scott absorbed and transformed the nineteenth-century European
traditions of emblematic representation and classification and codification of human types,
gestures and behaviors. He adapted this “silent vocabulary” of physiognomics, as Wechsler
described it, to an Australian context and helped shape the construction of Australian attitudes
and identities with images that both forged and were formed by a complex of social and scientific
ideological constructions in relation to race, gender and class. It is also his singular adaption of
the emblematic conventions with this dissolved lexicon of “physiognomy and the meaning of
expression” that partly explains his disappearance from contemporary analysis.®> By locating him

within these traditions and through framing his approach against the physiognomic paradigm that
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dominates the nineteenth century, this study demonstrates that the semiotic of graphic types and
the theories of expression that Scott employed, especially in his treatment of allegorical or

emblematic figures, makes him a key figure in Australian visual culture.

It was no doubt the study by Perry Curtis of comic and caricatural illustration of the Irish that first
established the important scientific ratification through nineteenth-century physiognomics of
racial codes in popular illustration.*” Wechsler continued this investigation with her study of
nineteenth-century French caricature and the impact of Johann Caspar Lavater’s theories on the
work of key comic artists and authors. In the nineteenth-century high art context, Mary Cowling
has demonstrated the penetration of physiognomy, via its domesticated form of anthropology, into
the production of selected British painters.®* And James Colbert has surveyed the influence of the
more discredited manifestation of physiognomic science, phrenology, on nineteenth-century
painters and sculptors in the United States.”® However, the recent study of the intersection of
physiognomic science and the visual arts by Lucy Hartley is the most relevant to my undertaking.
Hartley exclusively focuses on the high arts, in particular the Pre-Raphaelite painters, although
she develops the important conjunction of physiognomic traditions of expression with the theories
of Charles Darwin and the development of late nineteenth-century forms of popular psychology.
My own minor contribution to this field, in my M Phil, demonstrated the pragmatic mechanisms
by which the ideas of Darwin were translated into a graphic idiom in the illustrated papers in
Sydney, Melbourne and Brisbane in the late nineteenth century.*® Perhaps a major deficiency in
all the above investigations, was to underestimate the significant influence of the writings or
theories of Johann Lavater on graphic discourse in the nineteenth century in Europe and more
widely. Recently this has been partly rectified with a study of “Lavater and the Drawing Manual”
which not only demonstrates the significance of Lavater's Essays on Physiognomy for nineteenth-
century artists but also shows the mechanism by which his ideas infiltrated art practice via the

drawing manual.”’

Since the primary documents in this study are the visual images Scott produced, the emphasis is
on the development of a semiology of types and forms by which his work can be read or
interpreted. Not that the methodology used is a rigid application of linguistic, literary or even
visual semiotics (as envisaged by O*Toole for example)®®. For the use of visual correspondences
and connections shows clear sympathies with the traditions of iconology developed by Aby
Warburg or more specifically Erwin Panofsky, and owes some debt to the pioneering work of
Barbara Maria Stafford with her intensive focus on reading visual documents from the eighteenth
century into a constellation of ideological meaning.*” The approach here has also been informed
by the recent writing of James Elkins, or more particularly the Domain of Images, with examples

of close reading of visual images outside of established art historical models. ™
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Cartoon and Caricature

In almost every book on the nature and history of caricature and cartoons there is an obvious
delight in the ease with which a meaning of these terms can be located through their etymology.
The results are as limiting as dictionary definitions. The originating point of the common meaning
of cartoon can be most precisely charted. For before 1843, the term cartoon signified a full-scale
drawing or design for transfer to a mural or tapestry; taking its meaning in turn from the Italian
name for the heavy paper, cartone, on which such preliminary drawings were often produced. In
1843, John Leech (1817 - 1864) produced a series of satirical comments on a Royal Academy
exhibition of the cartoons for the proposed interior murals for the newly rebuilt British Houses
of Parliament. As Marguerite Mahood recounts: * the 26-year-old artist who drew caricatures for
the new radical paper London Punch, decided to apply the term ‘cartoon’ to his next half-dozen
full-page drawings on the conditions of England’s poor, a subject which in his opinion merited
more attention than the murals. The readers of Punch thought the application amusing for
pomposity has always tickled the British sense of humour, and though Punch itself dropped the
term for a while, the public did not.””'

Unlike countless others, Mahood’s account at least acknowledges the role played by the audience
in the adoption of cartoon into common usage for comic illustration. Even so, she privileges the
role of Leech by excluding the powerful editorial contribution of Punch in the equation. In the
issues in which Leech’s drawings labeled “Cartoon™ appeared Punch ran a campaign regularly
advising readers that the cartoons would be judged and prizes would be awarded. So orchestrated
was this campaign that in the last June issue of Punch it was advised “that in an early number of
the ensuing Volume [Punch] will astonish the Parliamentary Committee by the publication of
several designs, to be called PUNCH’S CARTOONS!"" [Bold emphasis in original]. In the
second week of July, opposite “Cartoon no. IV,” Punch reproduced another six suggested
cartoons by a different artist ”* and did finally publish a fictitious summary of artists and prizes
for the six cartoons by Leech ™. It is also worth noting that Leech’s (or Punch’s) critique of the
state of the poor predates the drawings labeled cartoons and is the subject of a number of Punch’s
Pencillings as the full-page drawings were called before July 1843. Significantly perhaps, Leech’s
two drawings prior to “Cartoon No I” in the July issues of Punch are not labeled in the usual way
as “Punch’s Pencillings,” in preparation for the impact of the first “Cartoon™ but also suggesting
Punch had tired of the nomenclature for the long running numbered sequence of “Pencillings™:
the last being “No LXXXII".” Punch does not take up the “Pencillings” descriptor after August
and leaves the weekly full-page illustration free of a heading, with only a caption when required.
What is clear from all this, is that there was the need for a terminology to fit the new category of
satirical illustration. Few have made the equally obvious point that “caricature™ was a term

outside of Mr Punch’s lexicon - a term with redundant descriptive connotation.
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Also, it should be mentioned that there is a particular omission in the numerous accounts that
locate the originating point of the new meaning for “cartoon” to the pages of Punch. That is the
contribution of George Cruikshank (1792 - 1878) and the Comic Almanack to creating a new
comic association for the high-art usage of “cartoon™. Soon after John Leech’s ironic Punch
“cartoons”, the Comic Almanack in both text and image speculated on a new definition for
cartoon offered by the Westminister exhibition; suggesting that the “Commissioners of the fine
arts shot at a pigeon, and killed a crow.”® What is particularly significant about the contributions
in the Comic Almanack is that the focus is on a parody of the actual or exhibited cartoons. So
humorous, monstrous and caricatural was the submitted work that the Almanack’s May 1844

“Critical Essay on the Prize Cartoons™ claimed:

The late competition for Cartoons must cause some alteration in the next edition of
Johnson’s Dictionary; for what is meant by the work Cartoon will require considerable
explanation, after the very extraordinary collection recently exhibited at Westminster.
According to some of the artists, Cartoon signifies anything brought in a cart; for such is
the only claim to be called a Cartoon that many of the specimens can pretend to.”’
In another illustrated essay, George Cruikshank presented a reproduction of his unexhibited
cartoon of Guy Fawkes and an explanation of why it had not be exhibited in Westminster.”®
Although it lacks the biting political satire of Leech’s “Cartoon No 1," with the implied mockery
of the notion of a beneficial free viewing for the poor, Cruikshank’s illustration of an
“Unexhibited Cartoon™ does actually represent a “cartoon™ as a comic drawing and must have

therefore made some contribution to solidifying the new terminology.

The term may have been an anachronism by the 1850s, but caricature nevertheless retained
particular potency as a graphic descriptor until at least the 1920s. Certainly, the only major
nineteenth-century study of English caricature, published in 1886, was unequivocal on the role
of Punch artists John Leech and John Tenniel in the development of a new idiom. “So completely
was the style of comic art changed under the auspices of these clever men, that the very name
“caricature” disappeared, and the modern word “cartoon™ assumed its place.”” Also published
in 1886, Cassell’s popular Encyclopaedic Dictionary indicates that by then, in popular usage, the
word “cartoon™ had already assumed a generic meaning of any large scale drawing in the
illustrated press. After listing the original meaning and derivation from the Italian for paper, the
Dictionary entry reads: “A drawing of a larger size than usual in a paper or periodical.”® In the
same source, “caricature” is defined as both: “A drawing or picture of a person in which certain
points are so exaggerated as to give a ludicrous effect to the whole,” and “A parody of a book.”
Further to this, although the derivation from the Italian caricatura (“a satirical picture, one

overloaded with exaggeration™) was noted, it was felt necessary to explain a new compound term
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“caricature-likeness” meaning: “A representation of a person which is a likeness and yet a
caricature,” as in the example of “the prominent political personages as represented in the comic
papers.”™' Inan expanded quotation from The Times of 1878, which followed the Dictionary entry
for “caricaturist,” it was also noted that Cruikshank and Hogarth were “the two greatest
caricaturists that England has possessed.” All of which indicates that in popular English usage
by 1890 or so, the term “cartoon” signified large graphic illustration in the popular press and
“caricature” has moved to more general usage outside of illustration. When used in the visual arts
it was not only faintly anachronistic, but also confined to the comic targeting of individual
prominent figures. On the other hand at the beginning of the nineteenth century in popular English
encyclopedic reference, both the definition of “cartoon™ and “caricature™ have singular or specific
reference. “Cartoon” signifies a preliminary design on paper and for “caricature” the Italian
“caricatura” is adopted with specific reference to painting and an emphasis on the unattractive.
To quote from William Nicholson’s British Encyclopedia of 1809: “Caricatura, in painting,
denotes the concealment of real beauties, and the exaggeration of blemishes, but still so as to

preserve a resemblance of the object.”

Twentieth-century definitions of caricature generally always make recourse to meaning from
derivation. An example from Bohun Lynch in 1926: “Caricature is an adaption of the Italian
caricare to load, so that to define the art as “overloaded representation™ has the merit of age and
the convenience of brevity: but the actual word Caricatura was not used in Italy until the second
half of the seventeenth century.”* Lynch, as with the majority of other sources, subjoins to this
description the suggestion that caricature is essentially a visual phenomenon which escapes
definitive articulation into words. Nevertheless there is across most sources a rare unanimity of
agreement that morphological exaggeration or distortion is the defining feature of caricature.
Rudolf Arnheim even attempts to develop a system for measuring distortion from perceptual
norms for various objects to help schematize identification of caricature.*® Such seemingly
absolute denotation of the subject would suggest a history of caricature is not only theoretically
possible but methodologically valid. In the few histories of caricature written in the last two
hundred years, it is only when they select inscrutable examples from beyond the seventeenth
century or outside of western visual culture that they find any agreement.® Identifying the
characteristic of exaggeration is difficult enough when it is expressed as varieties of mockery,
parody, burlesque, satire or just for emphasis or for no known reason (as with many quoted pre-
Classical or non-western examples) but the nature of the artifact in which the distortion is
expressed would need to be first agreed upon. The history of caricature is a phantom created by
the premise of an absolute taxonomy and dissolved by the assumption that, if caricature is

essentially located in the visual register, we will know it when we see it.
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Further complicating the issue, caricature can be analyzed as a technical skill or, using
Baudelaire’s suggestion from the nineteenth century, as a genre indicative of modernism. In post-
Freudian writing, notably by Gombrich and Kris, it can be investigated as a psychological process
related to the comic impulse.”” Naturally enough, none of these approaches help locate the
specific subject of study and could be applied to any form of comic illustration. Locating the
artifact as a graphic representation of an individual and limiting the defining characteristic to
physiognomic distortion or exaggeration applied to selected features for satirical or comic effect,
does in fact establish a tradition and linear history in western art from Townsend to the present
day. Bohun Lynch correctly, if a little pompously, makes claims that his history is the only
genuine chronicle of this restricted form of caricature.®® William Feaver, in his more recent
historical survey of caricature restricts the field of investigation to “mean the art of the distorted
representation of particular people rather than of general types.”™ Lynch was writing during the
era of what could be described as the golden age of this bounded form of caricature: the age of
Max Beerholm and William Dyson and few illustrated papers or magazines today publish the sort
of portrait caricature found so amusing in the first decades of the twentieth century, although the
practice flourishes outside of main stream publications, as attested by the large listing of Internet
sites advertising caricature from photographs for festive gifts or for general frivolity.

Caricature makes most sense as a descriptor for graphic satire historically located in the
eighteenth century. This extends beyond the framework of this study because there is general
agreement across recent and past eighteenth-century scholarship that this is the “Age of
Caricature.™ In the context of how we might describe and understand the work of a late
nineteenth-century Anglo-Australian graphic illustrator like Monte Scott as opposed to a popular
eighteenth-century English graphic artist such as James Gillray (1756 - 1815) the application of
the term caricature becomes most significant. To say Gillray was a caricaturist and Scott was a
cartoonist has epistemological consequence since these terms signify a paradigm shift which
occurs not only in nineteenth-century graphic representation but within the broader sphere of

socio-scientific representation.

Monte Scott’s career as a cartoonist is most significant in the Australian context as much for the
chronological range across which he worked as the developing scope and character of his
audience. When he worked for Melbourne Punch in the early 1860s, Scott’s middle-class
audience could be measured in the hundreds, with a minority of native-born readers, whereas at
the end of the nineteenth century the audience for his cartoons could be measured in the tens of
thousands and included the working-class as well as established and emerging middle-class
readers, with the majority being native-born Australians. Since the success of satirical or political

cartooning in the popular press is solely dependent on the cartoonist’s sensitivity to the
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ideological imperatives of the audience it is not surprising that Scott’s output over the last fifty
years of the nineteenth century in Australia charts the formation of specific nationalistic attitudes
and sentiments. But this study of Scott’s cartoons does not chart a clear development of graphic
expression from Anglo-centric types and stereotypes to a unique home-grown graphic idiom or
lexicon. On the contrary it demonstrates that during the late decades of the nineteenth century the
popular press in Australia increasingly became part of a global socio-political discourse on

matters of class, gender, and most importantly race.

Later in this study (in Chapter Four) the ideological mechanisms involved in the cartoonist’s
enterprise are elaborated as well as the use of caricature, emblem and type (in Chapter Six) but
a brief survey of the racial stereotype is introduced here as this establishes that Scott worked
within a global field of influence, highlighting particularly the important influence of American

graphic imagery, especially on Australian racial representation.

Stereotypes

The mechanisms and ideological impulse to create racial stereotypes have been well examined
in general terms, most recently by Michael Pickering.”’ Monte Scott played a significant role in
creating and reinforcing particular graphic stereotypes of indigenous Australians and Pacific
Island peoples. But when it came to defining otherness on racial grounds in the late nineteenth
century no single artist could operate independently of the global structures and networks that
created images of “surfeit and disorder.”™” Examining stereotypes of Aborigines, Polynesian and
Melanesian Islanders is usually done in the context of an insular study, revealing only the
eccentric features of that variant of colonial nationalism the “White Australia Policy” that was
fully developed at the beginning of the twentieth century. The aim here is to demonstrate that
Monte Scott’s racial representations were also part of a global discourse and the ideological
powerhouses were situated in Britain and the United States.

In the last decades of the nineteenth century images of Aborigines and Pacific Islanders (often
from Melanesia) in the popular press become particularly crude and demeaning. Three images
by Monte Scott produced over thirty years will be sufficient to illustrate the point: Melbourne
Punch 1861 [figure 1.12], the Bulletin 1886 [figure 1.13] and the Boomerang 1890 [figure 1.14].
As a result of the pervasive influence of American stereotypes of African Americans at the end
of the nineteenth century, this last image could in fact be read as a representation of a Southern
United States plantation. The savage types developed in the United States during this so called
era of “coon caricature” [figure 1.15] become one of the defining models for Australian

stereotypes of Aborigines and particularly Pacific Island peoples. **
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All vision may be ideologically framed to some degree but the racial stereotype is purely
ideologically motivated and in Melbourne in 1861 there was no compelling imperative to develop
a particular stereotype for Aboriginals as this illustration by Monte Scott demonstrates [figure
1.16]. The suggestion that Aborigines might raise an army is itself the faintly absurd
proposition for this joke. Besides this, the vaguely caricatured features of the Aborigines in this
cartoon by Scott are potentially based on actual physiognomy.

In 18535, soon after Monte Scott arrived in Australia from England, after a brief stay in Auckland,
New Zealand, he took the opportunity to become familiar with Aboriginal Australians from first-
hand contact. He travelled to various Victorian properties and made photographic records of
individuals and also produced the earliest surviving photograph of a corroboree.* [figures 1.17,
1.18 & 1.19] Oddly enough Scott hardly ever used these photographs as direct physiognomic
reference in his later drawings of Aborigines although he did over forty years adapt the white

ochre body patterns and poses when drawing corroboree related themes.

Throughout Scott’s career it is possible to find images from his high-art production and popular
graphic art, that defy the usual stereotypical representations of Aborigines. Some of these images
might selectively be used to argue that Scott was not inherently racist in a conventional sense but
the point here is to show Scott was dealing in a complex economy of representation where the
socio-political context was all important. A few examples will reinforce the point. A large image
from the Jllustrated Sydney News of 1864 [figure 1.20] is a unique representation of Aboriginal
people from nineteenth-century Australia in that it shows a relationship of trade not dependance
between European and Aborigine in the remote regions of Australia. The Squatter examining the
artwork on the Aboriginal shield must certainly be the first visual evidence of white appreciation
of indigenous art. Scott painted a number of popular works featuring Aboriginal people in a
purely narrative context [figure 1.21] and these at least measure his attempts at naturalistic
representation. On several occasions Scott acknowledged the role of Aboriginal stockman by
literally placing them at the centre of the picture of station life. This now lost painting “The Last
Match™ was reproduced in the /llustrated Sydney News as a large supplement for framing and not
only is the Black stockman given absolute prominence but also ironic superiority over the
“civilized” European whose survival imperatives are reduced to lighting his pipe. [figure 1.22]
In other graphic depictions such an example from Hlustrated Sydney News, an Aboriginal
stockman is brought into the centre of homestead life.” None of the individual representations
in these images could be described as idealizations but they certainly fall short of savage
caricature or stereotype. Another large lithographic supplement for the /llustrated Sydney News
shows an Aboriginal woman, although here the salacious intention of this “pin-up” explains the
sympathetic depiction [figure 1.23]. Also, like many other Australian artists, Scott often used
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idealised Aboriginal warriors to represent justice or other abstract qualities or virtues and
personifications of States or Australia. [figures 1.24 and 1.25] These are of course also

stereotypes and perhaps more potent since they seem benign.

By the 1860s Australian graphic and comic artists had developed the Aboriginal types of
Bungaree and King Billy. A little later Jacky Jacky would become a the generic comic type but
none of these had solidified enough to have a distinctive costume or physiognomic form. The first
global ethnic stereotype was invented in America. Jim Crow and the many minstrel or black-face
variations that followed were quickly adopted in Australia. The signature song and dance of
Thomas Dartmouth Rice (1808-60) was first performed in 1830, in Louisville, Kentucky. By early
the next year "Jim Crow" was established as an audience favourite, a song that propelled Rice to
immense stardom in New York in 1832 and a career as one of the best-known and most-loved
theatrical personalities of his day, both in the United States and in Great Britain, having toured
with great success through England and Ireland. The Boston Post best expressed contemporary
sentiment: "The two most popular characters in the world at the present time are [Queen] Victoria
and Jim Crow."( Boston Post, July 22,1838).° As early as 1837 Jim Crow routines were
performed as songs or plays in the Royal Victoria Theatre in Sydney by local artists. *7

The widespread popularity of the resulting minstrel and Jim Crow graphic types has been
discussed at length in a number of sources, although none include detail on Australia in the
analysis. Joseph Boskin has speculated on the specific conjunction in the minstrel type of source
and object of mirth.”® There is however general agreement on the developed American
stereotypes: the Sambo , fool or jester of early in the nineteenth century is the basis for the Jim
Crow minstrel which in turn hardens into the “coon” or “stupid type”. Parallel with this there
develops the minstrel type of a “tom™ or “Uncle Tom™- the contented slave usually represented
in old age reflecting on the good old days. There are of course others, such as the good cook and
arch-mother - the “mammie,” the “brute nigger” or “buck™ representing bestial superstuds and

the tragic mulatto which had less relevance to the Australian context.”

Black-face minstrel shows regularly toured Australia from at least the 1850s and by 1865 Minstrel
shows were common enough for Monte Scott to use this as the scenario for this political cartoon
[figure 1.26]. Not that this was Scott being particularly original, but more a case of falling into
line with global trends, since by that time the same ploy was being used in British comic papers.
This example from London Fun [figure 1.27] was produced two years before Scott’s cartoon. In
Chapter Six another example of Scott’s use of the characteristic American black-face minstrel

variety of the Jim Crow stereotype is examined in relation to the depiction of Henry Parkes.
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Scott was an aficionado of the theatre and popular entertainment and through quotation in his
illustrations demonstrated he was familiar with the various touring Minstrel shows. He also
sourced a wide range of popular graphic art that was international in scope.'® The 1870s and 80s
saw a massive increase in the number of popular periodicals published around the world —but
this is especially so for America. Frank Luther Mott in his magisterial study of the history of
American magazines estimated that in the period 1865 to 1885 in the United States there were
some eight to nine thousand periodical publications issued, other than newspapers, that is.'”' From
1885 to 1905 nearly 11,000 different periodicals were published. '®> Most of these were short
lived, four years was the average, but some prospered. Circulation figures of 100,000 were
common for a full range of high and low-brow magazines.'” As early as 1874 the New York
Weekly had reached 350,000 and the Ladies ' Home Journal 270,000, managing to break the half-
million at the end of the century. The Saturday Evening Post would break the million figure into
the early twentieth century.'** As staggering as these figures are many of the sales were by mail-
order subscription meaning the circulation was extremely broad, presumably including Australia.
It was noted in the London journal the Author in 1894 that the American magazines were a great
success in London - more popular than their English rivals.' Illustrators such a Joseph Pennell
worked across English and American magazines as did political cartoonists such as Matt Morgan.
American artists including Charles Dana Gibson became famous in Europe and most relevant to
racial stereotypes, Kenyon Cox, Arthur B. Frost and above all Edward W. Kemble were widely
recognized among “the highest rank for their illustrations of Negro life” as Mott put it.'%

Lurline Stuart, in her study of Australian nineteenth-century periodicals, has noted that British
illustrated papers such as Illustrated London News, the English Family Herald and Cassell’s
lllustrated Family Paper were among the weekly papers and monthly magazines imported in
large numbers and widely available in nineteenth-century Australia as single issues or through
subscription.'”” There is definitive evidence as to the wide circulation in Australia from mid-
nineteenth century of the /llustrated London News.'"™ However, apart from reported complaints
from local publishers about the arrival of imported American illustrated papers in the 1880s and
90s, there is little direct evidence as to the extent of the circulation of American illustrated papers
in Australia. Nevertheless, it is easy to demonstrate the infiltration of American stereotypes by
Kemble and other artists from the United States press by selecting some of the actual examples
regularly reproduced in Australian papers. These particular examples [figures 1.28, 1.29 & 1 30]
are from Queensland papers in the 1890s.'" Sometimes the sources were acknowledged as in the
Worker during the years Monte Scott worked on the paper ( in the late years of the nineteenth
century and during the first years of the twentieth) where full-page collections of cartoons from
around the world would be printed. The United States dominates the collections but other

countries such as Germany and even India are included.
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The influence of American graphic humour on Australia at the end of the nineteenth-century
cannot be overemphasized in relation to ethnic or racial caricature and stereotyping. William
Murrell in the first serious survey of American graphic humour published in 1939 stated that the
graphic humour of a people is in essence a vernacular record of the social and political history of
that people. This may be true for America as he claimed but the language and types developed

in America also became part of the Australian experience.

Another major direct influence on the importation of racial caricature was via the conduit of
Livingstone Hopkins who came to Sydney to be chief cartoonist on the Bulletin in 1883 after
working on a number of the major American illustrated papers such as the New York Graphic.
Figure 1.31, a cartoon drawn in 1884 soon after his arrival, shows that although he attempts an
indigenous physiognomy for the foreground figure the group, in the background are generic
“Sambo” American types.'” With New Guinea natives he simply applied the American
stereotypes directly.''' Hop soon adapts the American stereotypes for African Americans to the
Australian climate and indeed establishes the “Nigger in the Woodpile™ as the personification of
Queensland during the Federation debates [figure 1.32]. ''? Such is the nature of the lexicon of
graphic types that once established other artists must conform to using the stereotype and Monte
Scott is forced to adopt Hop’s version of Queensland in the 1890s, although the audience familiar
with Scott’s types would not be confused by the signification in this example as it is meant to
specifically represent a South Sea Islander or Kanaka labour.'" [figure 1.33]

Increasingly, after the 1870s, Social Darwinist ideas had such global influence on racial depiction
in the popular press that two illustrations (not by Scott) from Queensland papers in the 1880s
could be from almost any country exploiting Black labour.'" [figure 1.34 and 1.35] The second
example seems especially absurd for an Australian context considering the use of a bear to make
the pun. Nevertheless the trends in Australia are a mirror of the pattern of racial caricature in
America in both popular entertainment and graphic discourse where in the late nineteenth century
the droll mockery of the mid-century black-face minstrel hardened into fixed identity inscribed
by racial essentialism.'”* One of the above examples at least is a representation of Kanakas or
Pacific Islanders and here too Livingstone Hopkins, using the platform offered by the immensely
popular Bulletin, played a key role in translating to the Australian context the American cannibal
variant of the “coon™ used in the popular press of the United States for dark-skinned peoples from
Haiti to Hawaii. When imported Islander labour became a vexed issue in the late 1880s in
Australia, Monte Scott did invent a particularly potent anthropoid Polynesian type developed
interestingly from the British Caliban monster used for the Irish.''® Here it is compared with a
Polynesian example of Scott’s from the 1870s when there was absolutely no ideological

imperative to stereotype Pacific Island people. [figures 1.36 and 1.37] But it was Hop’s
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Americanized version of the Polynesian as both savage and swell that became the universal

Australian type. [figure 1.38]

The origins of the type in American late nineteenth-century “coon caricature” are all too obvious
in a Queensland example [figure 1.39] with direct reference to the Jim Crow dance posture and

“sambo” emblazoned on (“Sir Sambo™) the Premier’s breastplate.

The American stereotypes of African Americans operated outside of graphic comic discourse
especially in popular theatre and fiction. A “faithful Aborigine became a stock character of
Australian melodrama™ after popular versions of Uncle Tom's Cabin, with minstrel and other
black-face entertainments included in the production, were staged regularly in Australia from
1854.""" It seems Tom was almost always played by blacked-up white actors, although no doubt
partly under the influence of visiting “genuine™ black minstrel shows, Aboriginal actors did begin
to play black roles in other plays by 1890. Jo-Ann Morgan has traced the transformation of Tom
in the enormously popular stage variations of Uncle Tom's Cabin into a minstrel or Jim Crow
stereotype. ''* It might be argued a similar pattern follows here in Australia since it would appear
that the Bulletin favourite of King Billy [figure 1.40] owes a great deal to the later American
variants of Uncle Tom such as depicted here on the front page of Harper’s Weekly.[figure 1.41]

Ultimately the impact of the importation of American stereotypes can be measured by two related
illustrations spanning seventy years. [figure 1.42 & 1.43] Both use similar bad puns yet the first,
unsigned but almost certainly by Scott, is based on physiognomic observation (it might even be
claimed to be a little enticing like the drink it puns) while the second is abhorrent at every level -
a grotesque version of the sexless mammie - such is the inexorably reductive nature of graphic
stereotypes. When Patricia Rolfe reproduced this later image in her 1979 survey of the Bulletin
graphic art it was supported with the following quotation:
‘Only a blackfellow’ was a repeated, ironic heading in the early days of the Bulletin,
generally above an anecdote about careless or cruel treatment of Aborigines. Later, there
were almost weekly for 40 years the cartoons and straight portraits of Benjamin Edwin
Minns, often tough by the standards of today, but done with intimate knowledge and, it
seems, a great deal of affection.'"”
The contention of affection is easily dismissed but much of the intimate knowledge that is
claimed here for Minns did not come from social or lived experience but from stereotypes created
by artists and writers in the United States and adapted to Australian contexts by Livingstone
Hopkins, Monte Scott and others. What makes Rolfe’s assessment revealing is that Minns’ use
of stereotypes is naturalized and his racism is converted to characteristically Australian boisterous

jocosity. This claimed mixture of affection and hard-hitting drollery were the particular features
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of Monte Scott’s, and indeed the Bulletin artists’ attitudes, to the depiction of Australian
Aborigines. In short, Monte Scott may have been but one player in a global racial discourse in
the popular graphic arts but the singularity of his contribution in Australia is as the trigger for the
dramatic racist contrast between these thematically similar images from 1861 and 1929.

The global exchange of popular racial stereotypes in the graphic arts highlights the most
significant imperative in the formation of identity in the nineteenth century. When it came to race,
the concretion of an Australian identity in Scott’s cartoons, or in the work of any other nineteenth-
century cartoonist, is at its most transparent. Many of the negative determinations or fabrications
in relation to Aboriginal Australians survive in contemporary racist thinking since cultural
memory is always selective in its “identificatory appropriation™ of the past.'*® Because of this
aspect of “racial memory,” racist images are probably the only reusable cartoons from the
nineteenth century.'” Outside of these obvious examples, the majority of the images selected in
this study explore the potentiality of the accumulated images from the archive of the nineteenth-
century popular press to reveal “collectively shared knowledge™ in relation to the construction of
an Australian identity. Even though it is almost exclusively the work of a single artist that features
throughout this study, the chapters do not follow a chronological sequence or “story’ since they
aim to outline formations of collective social and cultural attitudes. There is, however, a general
development in sequence from Chapter Two to Chapter Eight that might be characterized as
deduction from material evidence moving towards inductive or more speculative assumptions.
The next chapter deals with the autographic character of Scott’s work by engagement with the

material evidence in the printed images and cartoons.
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CHAPTER TWO
Scott’s Graphic Identity

This chapter examines Monte Scott’s autograph and technique to establish his graphic identity
and his position in the developing black and white tradition in late nineteenth-century Australia.
Initial discussion of Scott’s signature or monogram is not to aid identification of his work.
Instead, the style or form of his signature or monogram and its change over time is used as
evidence for his outlook on the role of cartoonist. These patterns, along with the absence or
presence of an autograph on particular images, are also used to indicate Scott’s attitude toward
individual graphic works. The bulk of the chapter is, however, devoted to a close examination
of the technical production of Scott’s wood engravings, lithographs and process engravings. This
is not to simply demonstrate his innovative grasp of the characteristics of all these printing
methods but to clarify the rather confused understanding of the impact of new reproductive
technologies on the illustrated popular press in late nineteenth-century Australia. Monte Scott
was a key player in the introduction of innovative printing methods during the early 1880s, in
contradiction to the popular mythology associated with the birth of the Sydney Bulletin and the

importation into Australia of technical and stylistic innovation via Livingstone Hopkins.'

Monte Scott used a far greater variety of identifying monograms or cyphers than is suggested by
Marguerite Mahood. * Although the role of Melbourne Punch’s chief cartoonist passed from
Nicholas Chevalier (1828 - 1902) to Scott in February 1861, Scott was a contributor long before
this date. Scott’s first signed work appears in 1857 during the period when Chevalier’s cartoons
dominate the magazine.’ The fact that Scott (as with Chevalier) often neglected to sign his work
makes certain attribution difficult.* Also, there is little consistency in the use of the variations
used for his signature: “S™, *M S, “Scott™ and more usually a cipher or monogram with the “S™
laid over the “M”, usually turned on its side, thus ﬁ As well, he experimented with a complex
intertwined scroll script from May 1861 through to the middle of 1862.° @ Scott’s
equivocation on the form or presence of a signature on his work does offer a possible insight into
his attitude toward his task as a cartoonist on Melbourne Punch. Clearly, during this period (and
later at Sydney Punch) Scott did not see this work as the primary showcase for his talent.
Establishing a consistent monogram or cypher was of singular importance in establishing a
graphic personality or character as evidenced by the established greats such as John Tenniel or

later artists such as Livingstone Hopkins - not to mention the preceding example of Chevalier.

It might naturally be expected that so many of Scott’s hastily drawn, poorly conceived cartoons,

derided by Mahood as “distressing”, are without a signature. Yet, it is surely not coincidental that
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on almost all of his highly finished drawings or grandly conceived allegories he took particular
care to display authorship with the full surname “Scott,” with or without the initial “M,” or clear
initials “M. S.” This suggests that Scott felt some guilt for his hack work as well as reinforcing
his pretensions towards the other aspects of his career as a painter and portrait artist. When Scott
took up the role of chief cartoonist on Sydney Punch he continued to vary his signature with a

brief flirtation with the use of an anchor cypher.

Scott’s work first appears in Sydney Punch in February 1865. For the first few months, all Scott’s
cartoons are signed using an anchor, almost always on the lower left opposite the engraver
Mason’s “M™ monogram on the right.® In these early months at Sydney Punch, on one occasion
for a full-page cartoon in April 1865, Scott used the initials “MS,” ” then introduced a single “S”
to sign both a quarter block and full-page cartoon.® During the period August to October 1865
he experimented with intertwining a large “S™ and the anchor, shifting the orientation of the
anchor through ninety degrees without finding a satisfactory cypher - or at least without finding
any to settle on.” The results are certainly visually discordant, but Scott does later, in July and
August of 1866, make several further attempts at developing the “S™ anchor monogram." In
January 1866 Scott returns to the anchor signature, although to dispel any suggestion of a
consistent pattern here, it should be noted that on a number of occasions Scott did return to the
signature of the “S™ overlaid on the horizontal “M™ that he had used in Melbourne Punch."' As
well, several quarter-page and full-page cartoons which are undisputedly by Scott have no
signature except for Mason’s “M™."> Nevertheless, the most consistent or persistent signature
deployed by Scott during his first three years in Sydney is the anchor cypher."* He also used the
anchor on a number of full-page illustrations and many small block illustrations in the Hllustrated
Sydney News from 1865 until 1867." Not only during this period but throughout Scott’s tenure
at Sydney Punch, smaller cartoons obviously by Scott are not signed in any way and others with
only the engraver Mason’s initial “M,” or after April 1867, the engraver A. L. Jackson’s
characteristic cypher. The same is true for several full-page cartoons showing only the engraver’s
signature, or less rarely, no signatures at all."> As with Melbourne Punch it is clear that the more
impressive the cartoon, the more likely it was that Scott added a signature.'® In a number of cases
for engravings by both Mason and Jackson, Scott did acknowledge authorship of full-page
cartoons with the signature “Scott™.'” Occasionally Scott would use a double outlined monogram
“M.S” and its use seems to be reserved for valued images. One of these is a dramatic full-page
cartoon showing an angry confrontation between rival Church leaders.'”® Another is far less
pungent or political in tone, being an illustration of the impact of an influenza epidemic in which
New South Wales, as a nurse, expresses great concern for the health of Mr Punch and Toby."

By the beginning of 1868, the use of the anchor is abandoned. In November and December 1867,
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Scott signed full-page cartoons with “M. S” in a monogram or as initials. One of these heralds
the arrival of Prince Alfred and Scott’s elaborate double page welcome in January 25, 1868 (pp.
66, 67) is signed “M. Scott™. For the full-page drawing on 14 March (p. 123) he simply signs
“Scott™ as he does for the double-page spread after the assassination attempt on Alfred, Australia
Vindex of March 21 and similarly with the obsequious full-page Australia Supplex produced after
Alfred’s recovery 28 March (p. 139). Other unsigned cartoons appear after this date which are
clearly by Scott and he resumes the use of an intertwined upright “S™ and horizontal “M™ in 15
August 1868 p. 98. Supporting the view that he did not neglect the addition of a signature for
works he prized is the care he took in creating a strong monogram version of his intertwined S
and M for an impressive double-page spread in 7 January 1871. In 1873 Scott begins to use a
more conventional and recognizable “M S monogram and by 1878 Scott settles on a more
schematized monogram using the “S” and “M” with the last leg of the “M™ looping up around
the letter to form the top of the “*S™ and the tail of the “S” forming a cross by intersecting the
extended first leg of the “M™ (eg: 24 August 1878, p. 165) and he keeps this until 1883. But again
in the late 70s and early 80s there are a number of cartoons in Sydney Punch that are clearly
attributable on stylistic grounds that bear no signature of Scott or Alfred Clint.

Itis worth noting that below the three monogrammed lithographs by Scott in the book collection
of Punch Papers (1872) is added, presumably by the editor, “Drawn by Montagu Scott.” On the
number of instances when the //lustrated Sydney News reproduced Scott’s paintings he was also
described as Montagu Scott but there are only two or three instances of Scott using the full
version of his Christian name on published graphic work. For his press work he was always
“Monte.” By contrast, when he advertised himself as a photographer he uses “Montagu Scott.”

His relatively few freelance contributions to the Bulletin in the 1880s, totalling about seventy,
are fairly consistently signed.”' In the earliest signed contributions in 1881 he uses the intertwined
monogram developed in Sydney Punch **(26 September 1886 p. 20) and with minor variations
follows this through to 1886 when he signs as “Monte S."? In the first months working for the
Brisbane Boomerang he signs his front covers and full-page illustrations with “Scott”
characterised by a slash through the “S™?. This leads to the brief use of the slashed “S” on a
number of full-page works.” He soon adopts the full signature “Monte Scott” or less regularly
“M. Scott.” For the next twenty years during his time at the Brishane Worker he most
consistently follows the signature “ Monte Scott” or “M Scott”. This excludes the period from
April 1892 through to early January 1893 when provocative pseudonyms are used in the
Worker.”® Even at this late stage, however, he is not exclusively consistent and occasionally
resorts to the initials “M S” or a monogram with the “S” laid over the “M.” His last work is so

signed.
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This seeming lack of commitment to a regular autograph might be seen as indicative of a careless
or restless spirit. It could also be argued, since the only period of consistency parallels his most
committed cartoon output, that the earlier variations reflect some apathy toward his role as a
cartoonist. Even so, over a fifty-year working life, it might be expected that there would be
considerable variation in an artist’s signature. The pattern of development or change his
autograph followed from cryptic cypher in the middle of the century to bold signature at the end
is indicative of a massive historical shift in graphic discourse during this period. Having been
trained in the first half of the nineteenth century, Scott was steeped in the traditions of eighteenth-
century engraving, calligraphy and classical pattern books. The elaborate, classically inspired set
pieces he developed for special occasions, such as Christmas numbers of the journals he worked
for, have the distinct stamp of eighteenth-century pattern books such as George Bickham’s “The
Universal Penman.™’ At the beginning of the nineteenth century, when it came to a signature,
one of the key indicators of the quality of a gentleman’s standing was the elaborate nature of his
seal or mark. Engravers in Australia imported pattern books from England such as Knight ’s Book
of Plain Ornamented and Reversed Cyphers with great varieties of cyphers suitable for engraving
on metal or for making up stamps.”® It would seem from the examples in such books that there
was a direct relationship between their complexity and cryptic nature. The intricacy and flourish
of a cypher did not only demonstrate the skill of pen or engraving tool but the result was meant
to be as authoritative as it was distinctive. By the time Scott was working in Brisbane, the idea
of an elaborate monogram or cypher was distinctly untenable. Such ostentation looked
stylistically anachronistic by the end of the nineteenth-century as no doubt its pomposity was
ideologically unacceptable in the colonies seeking an independent voice. The style of the modern
American illustrated papers and the later issues of the Sydney Bulletin consisted of bold and
simple design with the only hint of classically inspired decoration in the advertisements. When
embellishment through line returns around 1900 in Europe, America and Australia it is in the

serpentine form of Art Nouveau, much diluted in the Australian examples.

The nineteenth-century shift of signature from cypher to autograph in graphic discourse is most
significant in helping to explain the current relative anonymity of Monte Scott. Scott’s
equivocations on a signature demonstrates how he was caught between the demands of an
established paradigm exemplified by London Punch and the developing cult of personality that
would signify the modern attitude to the artist, graphic or otherwise, and was typified in Australia
by the Bulletin. Almost all the early graphic artists for London Punch favoured a cypher for a
signature.” This was for a complex of reasons, some social as I have suggested, but also because
the essential political nature of graphic discourse demanded not so much anonymity as
submersion of personal prejudice into the role of giving voice to wider moral truth or justice. As

a cypher or monogram, the artist denoted their role as gentleman, jester and social critic. Late
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nineteenth-century graphic artists in Australia, such as Livingstone Hopkins and Phil May,
inherited this tradition but with a very different shift towards the individuality and ultimately
celebrity of the artist. Graphic artists working in the late nineteenth century for Australian and
British papers (including London Punch) needed to establish their identity not by identification
with a political or social cause but as above or outside of conventional viewpoints. For example,
the authority of Phil May, George du Maurier, Harry Furness, David Low or Norman Lindsay
was based on their ability as artists, an ability that was understood in opposition to their moral

or ideological inclination.

Scott’s twenty years of work for Sydney Punch is generally seen as a colonial variation of the
style of London Punch of the 1850s and 1860s. It would appear that Scott saw his satirical work
in Sydney Punch as a secondary activity to his career as a painter and illustrator. However in the
1880s Scott fully embraced the ideological potential for his graphic production when he was
employed by the Brishane Boomerang and later in the 1890s the Brishane Worker. Both these
papers, founded by William Lane, were exceptional in Australian publishing in that they
expressed the views of the radical left and ultimately the founding policies of the Labor party.
The fact that Scott’s signature is emblazoned on almost every front -page image from 1890 to
1909 is irrelevant to the fact that the images appear under the banner heading “The Worker:
official organ of the Federated Workers of Queensland.” In other words, in the age when a signed
cartoon by Norman Lindsay in the Bulletin could elicit admiration for the ability of the artist, a
biting anti-Boer war cartoon by Monte Scott could be seen only as the expression of the Worker ’s
ideological position. This is why, no doubt, that in the numerous examples quoted in the Chapter
One, when Scott’s cartoons from the Worker or Boomerang are reproduced in contemporary

historical writing they are not attributed to Scott but to the generic source of the paper.

Technical background to Scott’s published work.

Before the advent of photomechanical forms of reproduction, the relationship between artist and
engraver was crucial in determining the quality of published illustrations. The evidence presented
here demonstrates that the engraver played a greater role in the realization of an engraved image
in the Australian press than has previously been acknowledged and this accounts for some of the

variation in quality of Monte Scott’s across different periods and publications.

In the years in Melbourne and later in Sydney, Scott worked with a number of engravers
including Samuel Calvert, A. L. Jackson and the Masons. Calvert and Walter George Mason at
least were steeped in the traditions of British wood engraving. Calvert’s father Edward had
worked for two years under William Blake’s tutelage and, before emigrating to Australiain 1852,
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Walter Mason had been employed by the leading illustrated papers in London including the
lllustrated London News, Punch and the Art Journal. *" Walter Mason’s sons Edward and Fred
took over his business and signature monogram “M” after his death in 1866 and consequently
most of Scott’s engraved cartoons and portraits that share the Mason signature are engraved by
one of Walter’s sons.” Nevertheless it is clear that A. L. Jackson was a superior technician since

he produced some of Scott’s most impressive engravings.

Itis also obvious, considering the enormous variation in the quality of the engraving, that many
of Scott’s drawings in Melbourne and Sydney Punch were produced by inexperienced or less
competent workshop-staff. This is not to fully abrogate Scott’s draughting skill from the equation
but to make the point that he did not have access to the comprehensively staffed engraving shops
available in London with their vast pools of specialists. It is not surprising with the time demand
of a weekly paper, that some of his drawings were less than realised; just as no doubt the same
demand on the engraver resulted in some brutalized results. When Scott did have access to a
more extensive and professional engraving workshop, at Gibbs, Shallard, and Company in the
1870s, the quality of his published work improved immeasurably compared to the results in
Melbourne. And later even more so, at the Bulletin, Boomerang and Worker when he was freed

from any dependence on the wood engraver.

For wood engraving, drawing directly onto a prepared boxwood block was the usual method
employed by an artist working for an illustrated paper in the nineteenth century. This is the
method used on London Punch and described in the standard wood engraver’s manual by Jackson
and Chatto (published 1838 and 1861)**. In 1870, the Illustrated Sydney News wrote a fulsome
description of the production of the wood engravings for that paper and the technique described
conforms to this usual method.” Since the same issue of the News included a large engraving by
Scott, it might be safely assumed that at this time at least he followed the convention of drawing
directly onto the block.** It would also appear from the evidence of one of Scott’s full-page
illustrations in the //lustrated Sydney News that the subsidiary wood blocks were separated and
worked independently or by different engravers as was usually the case in the illustrated London
papers. ** On rare occasions during Scott’s years at Melbourne Punch the component blocks were
also worked independently before reassembly and printing. This is clearly demonstrated by an
example from 13 November 1862 (p.125) in which the lines making up the complex linear
detailing of a boat’s sail do not match at the obvious join of the blocks. Nevertheless, the often
highly finished engravings that Scott produced for the lllustrated Sydney News allowed much
more production time than his usual limit for the weekly Sydney Punch - according to the paper,

three weeks work on a full-page illustration was common.
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Importantly, since the /llustrated Sydney News also reproduced engravings from several of
Scott’s paintings, without reversal, their team of engravers also employed the use of a mirror to
translate image to block. ** Such technique was long established for copperplate engravings
derived from drawings and paintings and the “looking-glass™ was a standard item in the kit of
a professional etcher.”’ This means that is was entirely possible for an engraver, competent as a
copyist, to translate an artist’s drawing onto the block before engraving. In fact, when text was
to be embedded in the finished cartoon or illustration it would have been a distinct advantage to
copy from a mirror image of a preliminary drawing onto the block in preparation for engraving,
although a mirror was not always necessary for the transfer and reversal of the drawing. Given
the relatively elementary design of a cartoon as well as size equivalence it would have been much

easier and more logical to use one of the proven transfer methods using tracing paper. **

These methods were mostly designed for transfer to copperplate but a pencil drawing on paper
could be similarly dampened at the back, laid on the block and placed under pressure, as in a
proofing press, to transfer an outline to the wood block. The London Graphic in the 1870s used
the process of zincography, developed in France, in which the drawing was transferred to a zinc
plate that was acid etched to produce an engraving in relief.** A sophisticated version of this
process using glass and flouric acid was invented and developed in Australia in the 1880s and
used in Sydney to produce the short-lived Australian Graphic. The implications of this seem to
have been overlooked in discussion of the technical developments at the Bulletin in the 1880s.
This omission is particularly difficult to understand as William Macleod appears to be the most
significant contributor of illustrations to the first issue of the Australian Graphic.* Nevertheless,
it was not until the 1880s that a drawing could be photographed and transferred to the wood
block using the method of photo-xylography.*'

The introduction of direct photographic reproduction in publishing was an incremental process
which can be traced from the tipping in of original photographs in books from 1840s to the 1870s
and the early development of genuine “inkphoto™ processes in the 1860s.*? Also, the invention
of halftone processes in the 1880s undoubtedly transformed the nature and growth of illustrated
periodical publishing over the next ten years, but it should be noted that wood engraving still held
a significant place in black and white illustration well into the 1890s. In 1893, the journal The
British Printer published a full description of the processes involved in printing Black and White
magazine and although the ultimate dominance of photographic processes in illustration is
predicted in the article, it does demonstrate two often overlooked aspects of the role of wood
engraving in the late 1880s and early 90s. Firstly it is accepted as normal practice to transfer a
photograph onto the wood block before engraving begins and secondly it is assumed that printing
directly from the block is an impractical anachronism. Instead the wood block is composited with
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type and the assemblage is electrotyped or stereotyped to create copper plates for printing.*

Presumably, electrotyping of the wood block for printing negated the need to reverse the
orientation of the intended printed image on the block. This inherent reversal of the engraved
image to its printed equivalent had been a defining feature of wood engraving, and created
obvious difficulties when text was involved, but also presented problems for representing fixed
right to left orientations such as illustrating right-handed activity. Ironically, both the issues of
right-handed reversal and embedded text are elucidated in what are probably the only two
illustrations of single wood-engravers at work in the Australian illustrated press.* The more
recent of these is from the Sydney Bulletin in 1880. Captioned “Our Artist At Work” the sketch
shows the process of engraving or what the paper says is “a very important feature in the life of

any newspaper”.* [figure 2.1]

An engraver is shown working right-handed on the mast-head of the Bulletin. No doubt to avoid
confusing the viewer, the heading is shown on the wood block in correct orientation creating a
block that would print the heading in reverse. This small work demonstrates the ease with which
the engraver understood the difficulties of image reversal since to maintain the right-handed
orientation, the figure was drawn on the block in reverse, as left-handed and the mast-head text
had to be also drawn on the block in reverse to print in correct orientation. There is of course
another possible explanation. The original drawing was of a left-handed engraver working on the
mast-head block in its correct reversed orientation. If drawn directly onto the block, cut and

printed the result would be as it appears in published form.

While this does highlight the disorienting relationship between matrix and print in all plano-
graphic printing processes the second illustration of an engraver [figure 2.2] raises more
important issues. Reproduced in Melbourne Punch in 1855 it shows Sam Calvert at work on one
of Nicholas Chevalier’s cartoon blocks. Marguerite Mahood reproduced this work in 7he Loaded
Line, interpreting it as a jolly tribute by Chevalier to his engraver and noted its contradiction of
the usual contemptuous relationship between artist and engraver.* Mahood supports the
hypothesis of the artist’s respect for his engraver with reference to two other cartoons from May
and June 1856 in which Chevalier represents Calvert as his companion. More can be deduced
from this in relation to the contribution of the engraver to the finished image.

Chevalier’s first cartoons in Melbourne Punch were engraved by Frederic Grosse who had also
engraved the first issue when Quiz (Mr Gill) produced the cartoons.”’” What is immediately
obvious in a comparison of the Chevalier cartoons engraved by Grosse with the later work
engraved by Calvert is the dramatic improvement in quality of design and drawing as well as the
clarity of the cutting. The work engraved by Grosse always features his signature along with
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Chevalier’s initial monogram. In some cases the Grosse signature is the most prominent and in
two cases the “N™ within Chevalier’s monogram is reversed.*® One of these instances is a cartoon
with much imbedded text and Grosse’s full signature also appears.* It is difficult to imagine that
Chevalier drew correctly on the block, in reverse, seven instances of text in the cartoon added
the “C” of his monogram in reverse but neglected to reverse the “N™ within it. A more probable
explanation is that Chevalier simply presented Grosse with his finished correctly monogrammed
drawing and left it to him to enact the reversal in transferring it to the block. Grosse’s
interpretation of the monogram was simply cursory or he may have had a problem with the “n”
in reverse. Certainly both the letter “n’s™ appearing in his first cartoon with Melbourne Punch
are reversed, although Mahood blames this on “Quiz,” the artist for the first cartoon.*

If the engraver often transferred the drawing to the block it would naturally increase their input
in the final production, elevating the engraver’s collaborative roll as translator. From this
perspective, Chevalier’s threefold acknowledgment of Calvert as collaborator takes on a different
complexion. What is more, the boldly cut portrait of Calvert is signed only by Calvert in
prominent heavy capitals and does not bear Chevalier’s monogram. When Mahood says that
Chevalier “gave Calvert [this] half-page cartoon to himself,”™' she does not make it clear if she
presumes sole authorship by Calvert. It is surely highly possible that this image is a self-portrait,
especially since Calvert went on to both draw and engrave some of the most competent works
in the [llustrated Sydney News and the lllustrated Melbourne Post. Certainly, this is the only
instance in Melbourne Punch of the singular signature by Calvert and he does not add his
signature on any of the rare instances after 1855 when the cartoons are signed by Chevalier.
Naturally enough, Chevalier’s signature when engraved by Calvert is crisp and clear and never
reversed. It may well have been that Calvert was the model of the perfect engraver who was
willing to translate not simply transcribe the artist’s design yet also willing to remain an
anonymous technician. The fact that hardly any of Chevalier’s full-page cartoons from 1855 until
his departure as chief cartoonistin 1861 bear any signature might be read as his acknowledgment
of their lack of singular authorship. The same circumstance might explain why Scott often did
not sign his work after taking over from Chevalier, implying that Calvert played a significant role
in their production. The only instances of an engraver’s signature added with Scott’s in his
Melbourne cartoons are a few occasions when Grosse adds his signature. When Chevalier
reappears in Melbourne Punch as a freelance artist for a five-month period from July 24, 1862,
his joke blocks and full-page cartoons are consistently signed.

The illustration of Calvert at work confirms several technical aspects of the production of the
engravings in Melbourne Punch. The large amount of wood residue evident on and around the

leather cushion is indicative of the course open style of the “cuts” in the early years of Melbourne
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Punch. They are technically closer to the Japanese wood-cut in the amount of wood relieved from
the block than they are to the classical linear use of the graver by model wood engraving
technicians such as Thomas Bewick. On a number of instances in Punch cartoons, the remaining
mounds of roughly removed wood from relieved white areas have printed, giving a textured

effect not unfamiliar to connoisseurs of contemporary wood-cuts.

Calvert is working on a block of about 120 x 170mm and is surrounded by blocks of similar size.
This would appear to be the standard maximum size of prepared blocks used by Melbourne
Punch artists and engravers. This block would no doubt have been made up of smaller
component blocks but this standard prepared block accommodated all the half-page cartoon
illustrations, with two pieced together for the full-page cartoons. The join of the two blocks is
often evident in the printed full-page illustrations during the 1850s and 60s. Apart from a
common, and sometimes intrusively large, single joining line in the full-page cartoons in
Melbourne Punch it is rare to see any evidence of the joining of subsidiary blocks. This indicates
that the prepared halves were made up of well glued and screwed elements which were then
carefully prepared and surfaced for drawing and engraving. When two prepared blocks were
joined to meet the size demand of a full-page, problems arose if this process was too hastily or

carelessly carried out, since the centre of the block took maximum pressure in the printing press.

In making up the large wood blocks for the title page of the early editions of Melbourne Punch
at least nine separate blocks were screwed together. After months of printing runs, the inevitable
separation and splitting of the subsidiary blocks is clearly revealed as in, for example, the cover
of January 3, 1861. It can be seen that the component boxwood blocks were no larger than usual
atabout 500 x 800 mm. Because of the limited width available using boxwood with an end-grain
orientation, this was close to the largest possible single block size.** Even the relatively small
wood engravings in the early editions of the Bulletin are made up from at least six subsidiary,
joined blocks. An example from 1882 demonstrates this, and more besides, since it is an example
of not only a reprinting of the wood block (the second printing loosening the joins) but the block
was also reworked to change the meaning of its subject. As well, strips of type-face were inserted

in a cavity cut in the block.” [See comparison: figures 2.3 and 2.4]

The effort and inventiveness involved in this particular example of recycling demonstrates the
economic value placed on the production of a wood block. This is also indicated by an example
from the /llustrated Sydney News in 1876 which incorporates part of a wood block used ten years
before in the same newspaper. [figures 2.5 and 2.6] Given the perfect match of the water in the
foreground there is no question this is not a tracing but reprint of the earlier block. The beard has
been cut from the rower’s face and his hair remodelled in the later print, which has been joined

seamlessly to a new block, to cut the top portion of the new picture. Mason’s monogram has also
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been removed in the second print, which is not surprising since the print is produced at Gibbs and
Shallard.** This is not the only example which demonstrates that blocks were stored for a
considerable length of time for potential reuse. When Sydney Punch was in obvious decline in
1883, attempts were made to allay costs by recycling old wood blocks, even though pen and
chalk lithographs had been the usual method for illustration throughout the 1870s in Punch. A
battered and splitting block by Scott from 1866 was re-captioned and printed seventeen years
later in the issue of 31 March 1883 (p.128).” In this case of recycling and many others, only
editorial invention was needed to add a new or topical caption. However, in combination, the two
examples from 1882 and 1876 offer definitive proof of the considerable involvement of the wood
engraver in both the conception and production of the image. In both cases the conception of
second image is entirely dependent on the engravers expert knowledge of the potential to
reconfigure the block. The great advantage of wood engraving over etching and lithography in
the illustrated papers of mid-nineteenth century, was the fact that the illustrations could be set
and inked with printing type and printed in a single action. Even in the case of the full-page
illustrations in Melbourne Punch the engraved wood block was set into a prepared matrix with
the caption and date/page headings set in typeface and the border outlines already in place. A
careful examination of sequential issues for 1860, for example, indicates that the same border
framework (presumably brass strips, on edge) is used for several months for each of the full-page
cartoons and only the page and date typeface are changed with the addition of each new engraved
block.

When single illustrated sheets were to be printed, lithography offered significant advantages for
speed and cost in that the intermediary of engraver could be removed from the equation. When
the artist had completed their design on the stone the work was ready for printing. Nevertheless
the bulky stone and complex preparation of ink and handling of paper meant that lithography was
used in a limited way by Melbourne Punch (for unbacked single and double sheets and
supplements) and never during the years that Scott worked there. Sydney Punch also made
limited use of lithography for full-page cartoons and supplements up to the end of the 1860s. But
around 1870, in Sydney the printing house that produced both Sydney Punch and the Hlustrated
Sydney News, Gibbs, Shallard, and Company, made significant advances in lithographic printing.
Monte Scott was the artist at the centre of this printing revolution. Throughout the 1870s and
1880s almost all of the full-page cartoons in Sydney Punch are unbacked lithographs and from
1869 the majority of the in-text joke blocks are also pen lithographs.

The first full-page pen lithograph in Sydney Punch is by Scott in the issue 23 January 1879
(p.75). In fact all of the cartoons in this issue are lithographs and the thin, vigorous and
sometimes probing linearity of the drawings create a dramatic contrast with the wood engravings

in the previous issues.” They seem insubstantial without the dense tonal mesh of the engraver
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and must also have appeared anaemic to contemporary viewers with only essential thin lines
against so much white paper. No doubt this is why soon after the introduction of the lithographic
process, Sydney Punch attempted to first print a single colour block before the pen lithograph.
This was tried with half-block cartoons as well as full and double-page spreads.’’ In several cases
two-colour prints were also attempted although the registration is generally unsightly to say the
least.”® While the cost and time saving in removing the wood engraver from the printing process
must have been substantial there was the added cost and difficulty of printing the illustrations
prior to the typeface. Initially, this clearly proved a problem with alignment or registration as a
number of illustrations are overprinted by border or text.”” The cost of printing and handling
pages for several runs through the press must have ultimately been prohibitive as Punch did not
continue the colour printing of in-text illustrations with any consistency and reserved multi-

colour lithographs for supplements or spreads that could be inserted after printing.

From before Scott arrived in Sydney in 1865 he was a contributor to the Jllustrated Sydney
News.”’In 1865, coloured supplements were introduced by the /lfustrated Sydney News and these
expanded in number, scale and quality during the 1860s and 70s. By 1867, these large
supplements were almost exclusively lithographed.®’ And from this date until at least 1876 Monte
Scott was called on to produce the images for these lithographs more often than any other artist.
Here Scott experimented with chalk, pen and brush to produce a wide variety of results in terms
of both subject and quality. These were mostly designs of his own invention but also included
acknowledged translations of English painting. ® The descriptive article on the Gibbs and
Shallard printing and publishing house in the /llustrated Sydney News of November 1870 is
accompanied by a full-page of images. Unsigned, these were obviously produced by the in-house
engravers, no doubt working from photographs. And these very same five engravers are shown
atwork in the top centre illustration captioned “Artists’ and Engravers’ Rooms.” [figure 2.7] This
is a particularly revealing image and not only because the close proximity of the artists and
engravers confirms the interdependency of their roles. More than likely, Monte Scott is one of
the artists sitting at work at the table in the centre back of the room - presumably the artist on the
right. At this time he was chief cartoonist for Sydney Punch and regularly contributed to the
lllustrated Sydney News and since it was noted in the description that both these papers were
published in the establishment and that “everything connected with their weekly or monthly
appearance being prepared and executed on the premises™ it can safely be assumed that he

worked in these rooms.®

This is not to claim he worked directly on the stones here. The production of wood engravings
allowed the artists to conceivably take the wood block away to a domestic studio but this would
have been entirely impractical with the large lithographic stones. Nevertheless, more commonly

than with wood engraving, it was possible to simply transfer a drawing on paper onto the stone
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by running it through a proofing press face down.* Also it is hardly ever possible to tell from the
printed result if the stone was worked directly, or transfer printed. The fact that the lithographic
drawing, by direct or transfer method, for the Hllustrated Sydney News and Sydney Punch was
done on the stones in this room or at least on the premises is confirmed in the illustration.
Defying their usual and recommended storage, three lithographic stones have been carefully
arranged standing on edge on the floor, with two facing the viewer. After about 1867, full or
double-page lithographs were used in Sydney Punch and the right-hand stone presents a crude

representation of Mr Punch.

The already quoted photograph of Scott at the easel in Freeman Brother’s studio from the mid-
1870s may offer evidence that Scott did transfer drawings from paper to lithographic stone. Joan
Kerr has presented an explanation for this photograph, suggesting it may show Scott “replicating

part of an act.”®

A number of black and white artists during the early years of the twentieth
century did give illustrated lectures and certainly there is a record that in 1878 Scott did a stage
actin Melbourne in which he presented sketches of well-known celebrities.* This may well have
been a variant of the act he performed in Sydney in 1875.7 However, close examination of the
photograph indicates that Scott may be taking a tracing from the drawn image on the easel or less
likely generating the drawing from a tracing. Either way there appears to be a sheet with lines
only drawn upon it, overlaid on the larger more tonal drawing on the easel. It is difficult to
imagine this is Scott demonstrating the use of a preliminary sketch to generate a painting. If
indeed the large drawing is on canvas not paper it is odd that the canvas is pinned at each corner
to a board and not stretched over a frame. The fact that the drawing of Parkes is on an easel is
hardly significant since the easel was a standard photographic studio prop. Besides, Freeman
Brothers earlier, larger photographic studio in the 1860s incorporated a painting studio as well
(the same premises, in fact, that were occupied in the late 1860s by the Sydney and Melbourne
Photographic Company, managed by Scott). The image of Parkes on the easel seems to be the
portrait by Scott reproduced as a special supplement in the /llustrated Sydney News in 1874. It
was also noted by the News that Scott produced the image of Parkes from a photograph. By
taking a digital facsimile of the portrait on the easel in the Freeman photograph, correcting the
perspective distortion, and overlaying it on the /llustrated Sydney News image, I have produced
a close match. At least by 1866, Scott had developed a method of projecting photographic
portraits onto paper or canvas for tracing but by 1874 he would no longer have had access to his
photographic equipment since it was sold during his bankruptcy clearance in the middle of
1870.° It would be perfectly logical that Scott would visit an established studio to project the
portrait onto paper and while there Freeman took the portrait with him posing next to the drawing
and framed by the standard studio curtain. There is no doubt, that this is Freeman’s studio as the
carpet matches that shown in another Freeman Brothers Studio photograph.®®
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The use of lithography may have removed the costs for an engraver but there was an economic
downside to the increasing use of lithography for large images because the grinding of the stone
after printing destroyed any possible republication of the image. With wood engravings the image
could be recycled later or in different contexts. In the case of Scott’s engraved blocks for Sydney
Punch the publisher/printer did not resist the temptation to reuse them in the J//ustrated News and
from May 1867 until December 1868 regularly ran a full page of “Selections from Sydney
Punch” by reprinting the wood blocks. This of course was a considerable cost saving since each
of the full-page Punch blocks cost 8 to 10 pounds to produce in payment to artist and engraver.
What is more, the lllustrated Sydney News often passed on wood-blocks to other publishers of
illustrated journals, presumably attracting a fee in the same manner adopted with press
photographs later in the century. This practice of exchange of blocks was not limited to the
Sydney News and deserves wider study to ascertain if any of the resulting residual profits were
distributed to engravers or artists. The tracking of the engraved blocks of Scott’s work at least
gives an indication of the scale of this practice and more importantly, indicates the imposing

scope of the nineteenth-century audience for his images.

As noted with the case of the /llustrated Sydney News and Sydney Punch it might be expected
that publications from the same stable would exchange engraved blocks. But where his images
were intensely topical or of general picturesque value Scott’s work for the Hllustrated Sydney
News was sometimes reprinted in the Melbourne illustrated press. For example, Scott’s portraits
of the various players in the “Kinder Murders™ had been reproduced on the cover of the
llustrated Sydney News (16 Dec. 1865) and two of these portraits are reprinted in the Hlustrated
Melbourne Post (25 January 1866). His dramatic full-page “The Flood on the Hawkesbury-the
drowning of the families of William and Thomas Eather” published in the lllustrated Sydney
News (16 July, 1867 p. 200) was also reproduced in Hllustrated Melbourne Post (27 July 1867).
And the same paper (27 August 1867) reprinted the full-page block of his sensationally titillating
“Alligator Seizing Native Girl in Queensland™ originally published in the /llustrated Sydney
News (16 July 1867, p. 197). Wood blocks engraved with portraits of the celebrated, worthy and
infamous were obviously the most widely circulated. And as a portrait painter and photographer,
Scott participated extensively in this trade. Engravings were not only made from his preparatory
drawings but directly from his painted portraits and photographs. Most often, however, it appears
he developed his photograph into a finished drawing before presenting it to the engraver. A
highly finished example, boldly monogrammed, is “The Late Dr. Woolley: Principal of the
Sydney University” printed in [llustrated Sydney News (16 April 1866 p. 8) and reprinted with
contracted title in the Australian News for Home Readers (25 April 1866). Bushrangers were
naturally primary subjects in the illustrated press and Scott managed to get an exclusive head and
shoulders portrait of Gilbert placed in the /llustrated Melbourne Post (24 June 1865) rather than
have a repeat of his almost full-length engraving “Portrait of Gilbert, the Bushranger” which
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appeared on the cover of the /llustrated Sydney News in the same month ( 16 June 1865). This
may indicate that exchange of engraving blocks did not extend to that still most valuable
commodity in the press, the image of the notorious or celebrity criminal. Supporting this
assumption 1s another case where Scott produced a new portrait of Daniel Morgan for the
lllustrated Sydney News (16 May 1865 p. 9) rather than reprinting a very similar engraving of
Morgan, the bushranger, from the /lfustrated Melbourne Post (25 July 1864).

When Scott worked in Melbourne his blocks from Melbourne Punch were also reprinted in other
papers, mostly soon after their first publication, but not always. “An Australian Gin Palace”
which appeared in Melbourne Punch (27 June 1861, p. 128) was reprinted almost a year later,
with the same bad pun as title, in The Hlustrated Australian Mail (March 1862). Scott’s “The
Eleven - with spears and pond™ Melbourne Punch (20 Feb. 1862 p. 28) was printed in the same
paper as a “‘straight™ or descriptive image with a new caption “Group of Aborigines Fishing with
Spears™ (The Illustrated Australian Mail, March 1862). This cricket joke, like many of Punch’s
cartoons required familiarity with sport and gaming and did not travel well to other papers whose
wider audience often lacked specialist knowledge. Politics, Punch’s absolute staple fare, was of
course mostly shunned by illustrated monthlies where the menu of news, information,
entertainment and education approached the magazine style we know today in television as
“infotainment.” Cartoons or drawings from Melbourne Punch that offered gentle parody of
fashion extremes could be appropriated into the more general illustrated press and a perfect
example is Scott’s “Evening dress in Victoria, as it is, and as it should be,*which the lllustrated
Australian Mail (22 February 1862) took from Melbourne Punch (23 Jan. 1861 p. 365). Another
of Scott’s specialities, the representation of progress in the colonies through an allegorical fantasy
or dramatic contrast of new and old worlds had wide audience appeal. And it is not surprising
that his two full-page images making up “Illustrated Summary for the Mail: Antipodean
Contrasts™ from Melbourne Punch (23 May 1861 pp. 84, 85) were printed much later in the
lllustrated Australian Mail (March 1862), each image with its individual caption “Saturday night
in Melbourne™ and “And In London.” Only on one occasion was an image by Scott broadly
topical enough to gain international circulation in the London press. This was a wood engraving
after his painting of the “Death of William John Wills™ in the Jllustrated London News in 1862.7

The major illustrated monthlies in Sydney and Melbourne considered themselves as national
publishers to Australia or Australasia although the majority of their readership was located in
their colony of origin and the bias of the content follows this presumption. Nevertheless, it should
be noted that the circulation of Scott’s images in the 1860s and 70s was not limited to Sydney
and Melbourne. Some of Scott’s illustrated work for the lllustrated Melbourne Post was also
reproduced in the Adelaide edition. "' And on at least one occasion the theme he chose “The Old
Gum Tree, Glenelg, Adelaide™ was aimed at the Adelaide audience and printed first in that
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edition.” All of which demonstrates that in the period when wood-engraving dominated the
illustrated press, engravings after Scott’s work were among the most ubiquitous images
circulating in colonial Australia. With the gradual demise of wood-engraving and the ascendency
of photo-engraving the number of papers that included illustrations, and certainly their circulation
figures, increased dramatically. In this newly image-rich environment, Scott’s influence did not

diminish.

The process of photo-engraving was introduced to the illustrated press in Australia in the 1880s.
The development of photo-engraving has been well documented with Livingstone Hopkins being

given a key role in its development.”

However, Monte Scott was a major contributor to the
Bulletin during this transition from wood-engraving to photo-etching. While the editorial policy
of Sydney Punch was antagonistic toward the introduction of American process engraving
methods this did not necessarily reflect the views of Scott, their cartoonist. In fact, Scott does not
become a major contributor to the Bulletin until after the issue of the New Series on 19 May 1883
and a year after the arrival of Livingstone Hopkins from America: at the stage, in other words,
of the adoption and development of the new process for illustrations. Scott’s large signed
drawings begin to appear in 1884 at the same time as the appearance of extensive advertisements
by the Australian Photo-Engraving Company, the Bulletin’s engraver, having replaced the old
wood-engraving firm of Mason Brothers.” During the period in 1885- 7 when the logo of the
“Aust Photo-Eng Co” is first added to some cartoons, Scott’s contributions to the Bulletin
increase in number and scale. This is important in contradicting the common view that the arrival
of Livingstone Hopkins marked the demise of the artist illustrators skilled in working for wood
engraving (besides, Hopkins had been so trained). In fact Scott may have been called upon
because of his knowledge of graphic printing techniques developed working with Gibbs and
Shallard. Besides this, direct pen drawing for process work is little different to pen lithography
and Scott had behind him over a decade of experience in producing pen lithographs at Sydney
Punch. Whatever the case, Scott more than adapted to the new direct method of illustration,
finding it perfectly suited to his meandering, linear style and eye for detail. For the last half of
1885, Scott’s full-page drawing is often paired opposite Hopkins® work and does not suffer by

the comparison.” In some issues during this period Scott is the major contributor. 7

It is possible to demonstrate how liberating Scott found the method of unmediated drawing
offered by process engraving compared to the restrictive demand of wood engraving or even pen
lithographs. In his first year working at Melbourne Punch he began his first series of serial
cartoons with a variation on the general theme already made popular by Chevalier of the “new
chum™ but, in homage to John Leech who had invented the character “Mr Briggs” in London
Punch, he used the title “Mr Briggs in Australia - No. 1.”” The serial continued through seven
numbered cartoons beginning with Mr Briggs, after dining with a party of Australians in London,

57



dreaming of “visions of kangaroo hunting, flying does, and the wild sports of the South.” The
second cartoon shows Briggs at an outfitter being rigged out “A La Mode Australienne,”
including a bright red shirt and a sampling of weapons hanging from his belt. There follows
Briggs on the landing stage with his mass of luggage and his adventures during his passage to
Melbourne. The series ends abruptly at “ Mr Briggs in Australia - No. 7. with Briggs still on
board ship and amusing his fellow passengers by falling on his rump on the deck. The title never
reaches its point of justification as we never see Briggs in Australia. Nor does Mr Briggs appear
in the following years that Scott worked on Melbourne Punch. At Sydney Punch Scott did
produce comic scenes of the “Station Experiences™ of “Mr Blowhard” or “Mr B” and these must
have been popular as a three-panel sequence of these was reproduced by the Hlustrated Sydney
News in one of its “Selections from ‘Sydney Punch’” pages.”® However, in the Bulletin Scott
again takes up the story of Mr Briggs which he had begun twenty-five years earlier in Melbourne
Punch.

“The Experiences of a “‘New Chum’” by Scott in the Bulletin illustrates Briggs, chinless, snub-
nosed and grotesquely rotund as before, negotiating the rigours of Australian bush life.” [figure
2.8] This time there are six individual captioned vignettes in the story. The scenarios in the
second part of the narrative are as unfunny to contemporary eyes as the first, and two scenes are
recycled from Sydney Punch, with appropriate modification of Mr Blowhard’s hat and coat to
keep up with fashion. Nevertheless, because they are presented by process engraving or photo-
etching they offer a unique opportunity for comparison with the first wood-engraved images.
Several striking differences are obvious. The use of single fine line and script captioning within
the body of the printed drawing means that the equivalent information that required seven blocks
and seven issues to reach the audience in Melbourne Punch can be presented here on a single
page.* The direct drawing in the Bulletin illustration is loose and lively creating a sense of action
suggestive of a burlesque sight gag and operating independently of the captions. In the early
Melbourne Punch cartoons the only visual comedy derives from the buffoonery of Briggs’
costumes and comic features, apart from his awkward moment upended on the deck. For in these
highly static and contrived scenarios the captions are essential to make the joke block
operational. It is impossible to read from one image, for example, that the birdcage hanging by
his top bunk belongs to the passenger below and that water has spilled on his nightshirt
guaranteeing him an uncomfortable night. [figure 2.9] So too with the morning-after image,
without the information in the caption, his gloomy appearance, given the angle of the bunks in

the cartoon would be interpreted as the result of sea sickness alone. [figure 2.10]

Even though the individual cartoonlets in the Bulletin are much smaller than the Melbourne
Punch joke blocks, the delicacy of the photo-etching allows more precise description of Briggs’
encounters with Australian bush horses and bulls. It is impossible to imagine Scott presenting
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awood engraver with the vignette of Briggs attempt at using a stockwhip and the resulting tangle,
since it is dependent on a single sweeping or looping line against a clean white ground.

Nor is this the first collage of multiple, captioned images on a single page that Scott produced
for the Bulletin. Among his earliest contributions in March 1884, as well as his more
characteristic full-page work, he produced a number of large illustrations crammed full of
discrete vignettes with individual captioning. In the enclosing rectangular border he managed to
crowd as many as thirteen drawings and although these may appear to have been inspired by
Hop’s penchant for a cluster of fragmentary chapters making up a single illustration Scott and
Alfred Clint had long before pioneered this ploy in the cartoon page of the lllustrated Sydney
News. *' As crowded and confusing as it appears, Scott’s “Topics of the Time” in the Bulletin
July 1885 with a dozen drawings, variously captioned with horizontal and angled written script
and typeface is a contributing prototype for the later regular cartoonlets page of current events
by Hop and the “Melbournia”page by Tom Durkins.*

Obviously, Scott quickly mastered the new medium but it would appear that he also understood
the need to satisfy the demands of an audience accustomed to the aesthetic of fine wood-
engraving. By the 1880s the audience for the illustrated papers in Sydney had the experience of
viewing twenty years of high quality local and imported wood-engraved images. Sophisticated
techniques of overprinting coloured grounds, relieving parts of the wood-blocks and
manipulating the points of pressure on the block during printing were used to create images of
great clarity with sumptuous effects of density and tonal detail. This meant that the readers of
illustrated papers in Britain, Australia and the United States had developed by the 1880s a keen
pictorial sense and appreciation of the medium. Not only were the first attempts at process
engraving often crude by comparison to the highly developed medium of wood engraving but
they had to compete with this particular aesthetic or “convention that grew out of the wood-
engraver’s imposed limits™. At the end of the nineteenth century, Charles G. Harper in his
Practical Hand-Book of Drawing for Modern Methods of Reproduction summarised this
aesthetic:

There is a certain sweetness and grace to those old illustrations that seems to increase
with the widening of the gulf between our day and the day of their production. It is not
for the sake of their draughtsmanship alone (though that is excellent), but chiefly for their
technical qualities, and their fine character-drawing, that those monumental achievements

in illustration appeal so strongly to the artistic eye today. *

One of the major reasons that it would take twenty years for photo graphic reproductions to gain
astrangle hold in illustrated papers was not only because of the technical difficulties in printing
photographs, but because the audience saw engraved images ina photographic sense. More than
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that, they read them as record and aesthetic object.* This is not meant in a highbrow sense as
demonstrated by the enormous success of the National Illustrated Police Gazette in New York.
The popularity of this mother of all tabloids was built on commitment to the highest quality wood
engraving by the best artists to produce images of the most sensational and shallow content as
well as portraits of boxers and show-girls.* In the United States the rapid demise of wood
engraving in the last decade of the nineteenth century resulted from the innovative use of halftone
photographs in illustrated papers. For some major American journals in 1890 wood engravings
made up 90% of the illustrations but by 1900 the use of wood engraving in the same journals had
diminished to a mere 18%.*” This was not the case in Australian papers, however. For although
isolated halftone photographic images appear in the late 1880s and 1890s, the full integration of
linotype and halftone does not revolutionize the illustrated papers in Australia until the twentieth

century.

In developing his style to suit the new medium of photo-etching Monte Scott experimented with
the incorporation of elements associated with the graver particularly the characteristic parallel
linear treatment of half-tone areas and the contour grid to highlight facial features in caricature.
This is demonstrated in several full-page works from late 1885 that comfortably read as a median
point between free drawing and line engraving.* [figures 2.11 and 2.12] So successful are they
in retaining the immediacy of drawing and the authority of engraving that it would appear that
Livingstone Hopkins was influenced by them in his works during this period and for the next few
years.* Hopkins, nevertheless stayed committed to developing the use of flat tonal planes to
replace the linear grid and ultimately this becomes one of the signifying elements of modern
illustration. On the other hand, even into the twentieth century, Scott retained the use of line as

his primary vehicle for establishing contour and tone - at least when it came to his cartoon work.

The reason Scott and Hopkins did not continue as joint collaborators in developing a graphic
style for the new printing techniques was due no doubt to the arrival of Phil May. Scott’s drawing
skills could at his best match Hopkins as the comparison of their contemporaneous works shows.
However a scan through the Bulletin issues at the end of 1885 and the first half of 1886 shows
why Scott did not find a place on its staff. Phil May’s drawings first appear in this period and the
example of one of his earliest full-page illustrations from February 1886 demonstrates not only
his consummate drawing skills but his keen sense of graphic design.”” From the end of February
1896 Phil May’s cartoons dominate the Bulletin and begin to eclipse Hopkins in quantity as well
as quality. As the resident artist, Hopkins had the opportunity to absorb the influence of the
young arrival and his work shows noticeable development from 1886.”' Such was his graphic
intelligence and skill, that Phil May could take established themes and revitalize them through
the brilliance of his technique. His “The Sorcerer” from April 1886 in a single page dissipates

years of effort by William Macleod to conjure up Parkes’ nemesis, the Kiama Ghost, ** a spectre
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that had been Monte Scott’s invention in Sydney Punch.”

Scott’s last full-page illustration for the Bulletin appears in July 1886, one of his specialities
“Scenes from the Sydney Jubilee Ball” and the effort he took to thrill the eye with detail, by
drawing more than forty individual characters, only adds to the anachronistic busyness of his
drawing compared to the stunning, seemingly effortless, clarity of the work of Phil May at this
time.™ Scott did produce some final joke blocks and one large cartoon in two August issues of
the Bulletin.” Ironically his last illustrations appear in the issue before May produces his double-
page spread of the “Mongolian Octopus™ that would become an iconic Bulletin image and one
of the most reproduced cartoons in Australian history.” In other words, Scott’s work does not
appear after the old masthead is replaced by the new simple, single script Bulletin head in
September 1896 and cartoons take over the full front page.”” Hopkins and May share the first full-
cover illustrations and this plays no small part in the beginning of their respective paths to fame.
Scott’s work was never to appear on the cover of the Bulletin but he did from 1887 get the
opportunity to command the cover of an equally nationalistic paper, the Brisbane Boomerang and
from 1891 the even more radical Brisbane Worker. In both of these cases Scott’s illustrations
were photo-process printed and his idiosyncratic drawing style, as Mahood described it, proved
perfectly adapted to the new processes. There was of course significant difference between the
display platform offered to Scott by the Worker and the artists working for the Bulletin. The
20,000 circulation of the Worker was significant but far less than the Bulletin and for the early
years with the Worker Scott’s front-page illustration often played a subsidiary role to extensive
columns of text, although this was not the case during the four-year period with the Boomerang.
The full-page or front-page publication of an isolated cartoon as opposed to a cartoon buried in
columns of type or advertisements has more than artistic implications for understanding editorial
attitude and audience reception. In the radical press in the nineteenth-century, and not only in
Australia, such placement was acknowledgment and exploitation of the ideological importance
of the cartoon. This will be explored in Chapter Four, where Scott’s highly charged political
cartoons from late in the nineteenth century will be surveyed within the broader contemporary
and historical context. The next chapter, however, deals with the ideological implications of

particular themes that Scott favoured.
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Endnotes - Chapter Two

1. Emphasizing the usual link between stylish and technical innovation in the early years of
the Bulletin, Marguerite Mahood gave her chapter on Livingstone Hopkins and Phil May the
title “New Men and Methods™. Marguerite Mahood, The Loaded Line: Australian Political
caricature 1788 - 1901, Melbourne: Melbourne University Press, 1973 pp. 172 - 196.

2. Mahood, (The Loaded Line) p. 288. The four monograms presented in Mahood’s Appendix
I are among the least characteristic of Scott’s signatures. One of these, the “S” above an
anchor, was used briefly for only a handful of his cartoons and “Monte” was hardly ever used.

3. Monte Scott’s first signed full-page cartoon in Melbourne Punch appears on March 14,
1861 but a number of unsigned drawings prior to this date are closely related to Scott’s signed
work. The issues following March 14 are dominated by signed examples by Scott, but
Chevalier’s work by no means disappears. From July 24, 1862 Chevalier’s signature again
dominates the pages of Melbourne Punch including the full-page cartoons, or those that are
signed, that is. Certainly, no signed work by Scott appears for five months, from that date
until December 25, 1862. This could be explained by Chevalier temporarily taking up his old
role while Scott was taking a leave of absence.

4. The total number of cartoons produced by Scott during his tenure at Melbourne Punch
number about 632, and only 118 of these, or 17 percent, are signed. This total of 632 includes
all unsigned cartoons and those with Scott’s signature. Of these, only about 23 would be
difficult to attribute to Scott on stylistic or thematic grounds. Even excluding these from the
equation it would still leave a figure of nineteen percent of signed cartoons by Scott. It might
be added that during his tenure as chief cartoonist at Melbourne Punch, Scott produced 185
full or double-page illustrations and thirty-seven percent of these are signed. See Appendix I.

5. During this period in the early 1860s, another unidentified signature appears on some
cartoons in Melbourne Punch. First appearing on April 10, 1862 (p. 84), it could read as a “C
U™, *“C H”, *“C W” or indeed some other initials. To further complicate the situation it would
appear that besides Calvert or regular engravers, contract engravers were employed who were
unfamiliar with the artist’s signatures. On two occasions at least Scott’s initials or monogram
are not reversed in the cutting of the block. This may be understandable if it occurred early in
Scott’s tenure but it happens after a year of employment. The same cannot be said for the case
of the mysterious signature which soon after its appearance is printed in a reverse version (17
April 1862, p. 96).

6. The first appearance of Scott’s signed work (using the anchor) in Sydney Punch is 18
February 1865 p. 312 and p. 313, both quarter-page cartoons. Three quarter-block cartoons
appear in the 11 March issue (pp. 328, 329) and the first full-page cartoon on 25 March 1865
p. 349. This debut full-page cartoon, signed by Scott with an anchor, also includes Mason’s
full signature “W. Mason”

1. Sydney Punch 22 April 1865 p. 381.

8. Quarter-page cartoon, Sydney Punch May 20 1865 p. 416 and full page, 12 Aug. 1865 p.
509.
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9. Examples using the “S” over anchor are: Sydney Punch 26 August 1865 p 525; 2
September 1865 p.533; 16 September 1865 p. 548 and p. 549; 14 October 1865 p. 581; 28
October 1865 p. 597.

10. Sydney Punch 28 July 1866 p. 77 (full-page) and a double-page cartoon, 25 August 1866
pp. 108, 109.

11. For example: Sydney Punch 29 July 1865 p. 493 and 13 January 1866 p. 684, both full-
page cartoons.

12. For example: Sydney Punch 14 October 1865 p. 580 and 13 January 1865 p. 685

13. The orientation of the anchor varies considerably, with at least one example where the
anchor is turned upside down, Sydney Punch 23 June 1866 p. 36.

14. For example: /lustrated Sydney News 16 June 1865 p. 4. On one occasion in the ISN (16
Oct. 1865 p.4) Scott follows the pattern in Sydney Punch and turns the anchor on the side and
intersects it with an “S”.

15. For example: Sydney Punch 30 March 1867 p. 145 - with Mason’s “M™ and 3 August
1867 p. 83; 18 April 1868 p. 163 with Jackson’s monogram only. Examples without any
signature at all: Sydney Punch 16 November 1867 p203; 23 November 1867 p.211; 7
December 1867 p. 11; 8 February 1868 p. 83.

16. As in, for example, Sydney Punch 11 May 1867 p. 193 which displays the anchor as well
as a carefully crafted monogram of Jackson.

17. Sydney Punch 9 March 1867 p. 121 (also signed by Mason) and 25 May 1867 p. 5 (also
signed by Jackson). In this latter cartoon, Scott uses an interesting ploy to link his signature to
the anchor cypher he had been using. Above Scott’s signature, an anchor below a crown
design is drawn as a decoration on the side of a ships gangway.

18. Sydney Punch 22 August 1868 p. 107.
19. Sydney Punch 25 July 1868 p. 75.

20. For example, in the series of advertisements for the Sydney and Melbourne Fine Art and
Photographic Company. Sydney lllustrated News: 16 June 1867, p.191; 16 July 1867, p. 207;
16 August 1867, p. 223.

21. Although Scott’s contributions to the Bulletin in no way approach his work on the other
Sydney and Brisbane papers they are not numerically insignificant. He produced in excess of
seventy cartoons or illustrations for the Bulletin and many of these contained several
individual drawings.

22. For example: Sydney Punch 26 Sept. 1886 p. 20.

23. For example: Bulletin (Sydney) 16 Aug. 1886 p. 22. On a single occasion in the Bulletin
he experiments with a version of his signature where the first capital of Monte loops under
the rest of the name to form a large “S” (Bulletin 7 August 1886 p.19).
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24. For example: 25 Aug. 1888, front page; 1 Sept. 1888, front page; 8 Sept. 1888, p. 18.
25. For example: 18 Aug. 1888, pp. 8, 9; 24 Aug. 1888 p. 11; 1 Sept. 1888, p. 3.

26. The pseudonyms used are: “The Axe”, “The Goanna”, “N.B. Gammon”, “Daniel
Godfrey”, “Mary Ann Disney” (MAD), “Rumtifoo”, “Binghie”, “S. W. Grifelwaite” and
“Demonio™. Mahood attributes the work of “The Axe™ and “The Goanna™ to E. H. Murray (p.
237), but on stylistic grounds it seems obvious that Scott and Murray shared the use of the
Goanna and Axe pseudonym, however illogical that may sound. Later, I demonstrate that in
later years, and long after Murray left, when the Worker compiled selections of earlier
cartoons, the Goanna cartoons are often included in what are essentially anthologies of
Scott’s cartoons.

27. George Bickham, The Universal Penman, London 1740 - 41. Originally published in
fifty-two parts. (Dover: New York, published a facsimile with introduction by Philip Hofer in
1941, reprinted 1968). It was one of many such pattern books which circulated widely during
the eighteenth and early nineteenth centuries in Britain.

28. The particular copy of this book that I examined is an undated but early nineteenth-
century edition with an inscription dated 1890 “Hobart, Tas” inside the cover.

29. For a listing of the signatures used by the early artists of Punch see, Susan and Asa Briggs
Cap and Bell: Punch’s chronicle of English history in the making, 1841 - 61, London:
Macdonald, 1971, p.xxxvi

30.0n Edward Calvert: Douglas Percy Bliss, 4 History of Wood-Engraving, London: Spring
Books, 1964 (First ed. 1928), pp. 204 - 207 and Daniel Thomas Australian Art in the 1870s,
Sydney: Art Gallery of New South Wales, 1976, p. 32 . On George Walter Mason: Kevin
Quinlan, in Joan Kerr ed., Dictionary of Australian Artists, Melbourne: Oxford University
Press, 1992, pp. 520 - 521.

31. Mahood, Loaded Line, p. 84.

32. William Andrew Chatto, 4 Treatise on Wood Engraving, 1861 pp. 568 -569 . First
published in 1838 by John Jackson.

33. Anon., “Gibbs, Shallard, and Co.’s Printing and Publishing Establishment™ llustrated
Sydney News, 24 Nov.1870 p. 83 (full-page of related illustrations p. 85)

34. Ibid., p.84.

35. Hlustrated Sydney News 16 July 1867 p. 200. In Scott’s illustration, the junction of the
blocks are clearly visible and the treatment of the sky does not match at the join of the blocks.
It is also interesting to compare the treatment and engraving of Scott’s record of regional
flooding with the examples by other artists on the facing page. There is not only considerable
variation in the style of illustration but also in the engraving technique.

36. For example: “A Day’s Picnic on Clarke Island™ /llustrated Sydney News 6 September
1870 p. 44.
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37. See for example: Robert Scott Burns, The lllustrated Drawing Book, L.ondon: Ward, Lock
and Tyler, c. 1860 (standard text, used in schools in the mid-century). Pages 132, 133

describe and illustrate the necessary tools and implements for etching and includes the
looking-glass. Susan Lambert, The Image Multiplied: five centuries of printed reproductions
of paintings and drawings, New York: Abaris Books, 1987 p. 49 - reproduces illustrations of
a British engraver using a mirror from 1805 and an example of a French apparatus for using a
mirror to reverse images in preparation for lithography.

38.Lambert, The Image Multiplied. Lambert details the methods used and notes the
procedures varied little over two hundred years (p.48). See also: John Gadsby Chapman, The
American Drawing Book: A Manual for the Amateur, and Basis of Study for the Professional
Artist: especially adapted to the use of public and private schools, as well as home
instruction, New York, W. J. Widdleton, 1864 (first edition, 1847; last 1877) p. 259 . In mid-
century the Introduction and Chapters 1- 4 were published in London, under title: The
Elements of Art.

39. Pierre Albert and Gilles Feyel, “Photography and the Media: changes in the illustrated
press” (pp 359 - 369) in Michel Frizot ed. 4 New History of Photography Kéln: Kénemann,
1998 [First French edition 1994] pp. 360, 361.

40. Volume 1, number 1 of the Australian Graphic was issued 14 Nov. 1883. This is the only
issue I have been able to locate, although Lurline Stuart notes it was issued from 24
November [sic] 1883 - 19 April 1884. (Stuart, Nineteenth Century Australian Periodicals,
Sydney: Hale and Iremonger, 1979 p. 31.) For a full description of the Australian Graphic
process of engraving, see Appendix II.

41. This process was first used by Melbourne Punch in 1886, long after Scott’s departure.
(Mahood Loaded Line p. 286.) In Britain, photography had been used with varying degrees of
success to transfer drawings to wood blocks from as early as 1839 and from 1869 in America.
See: Geoffrey Wakeman, Victorian Book Illustration: the technical revolution, Newton
Abbot: David & Charles, 1973 pp. 76 - 79.

An example from ¢.1900 of a boxwood block with an image in gelatin silver-bromide
transferred onto it and partly hand-engraved is reproduced in Michel Frizot ed., 4 New
History of Photography, p. 363.

42.I'm speaking here of Europe and the United States. A concise history of the early
development of inkphoto processes is, Alex Sweetman, “Photographic Book to
Photobookwork: 140 years of photography in publication”™ CMP Bulletin (California Museum
of Photography, University of Cal., Riverside) v 8, no. 2, 1986, esp. pp. 3 - 11.

43. See: Robert Hilton ed., “The Printer of ‘Black and White’” The British Printer v 6, no.
36, Nov/Dec., 1893 pp. 401 - 414. This journal has proved an important source for
understanding the state of technical innovation in the printing trades in the late nineteenth-
century, and not only in Britain. Apart from illustrated technical notes and actual examples of
colour printing processes, the journal regularly published reports on the printing trades in
Australia, America and European countries.

44. There is also an illustration of a group of wood-engravers in the /llustrated Sydney News
of 1870 but this is examined later, see figure 2.7.
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45. Bulletin 28 Feb. 1880 p. 4.
46. Mahood, Loaded Line, pp. 51, 52

47. This is not Samuel Thomas Gill, although S. T. Gill did produce several particularly
unrefined, signed cartoon blocks in Melbourne Punch in the 1860s as well as a number of
undistinguished illustrations in the //lustrated Sydney News in the early 1870s.

48. Melbourne Punch (Vol 1) 1855 p. 9 and p. 22.
49. “Young Australia Commercial Operations™ Melbourne Punch (Vol 1) 1855, p. 22.

50. Mahood, Loaded Line, p. 47. The first cartoon was “The Right Man for the Right Place”
Melbourne Punch Vol 1August 1855 p.5.

51. Mahood, Loaded Line, p. 51.

52. The extended explication of the wood engraving technique below (from “Gibbs, Shalland,
and Co.’s Printing and Publishing Establishment™ I/lustrated Sydney News, Nov. 24, 1870 p.
83) follows closely the description in Chatto’s 4 Treatise on Wood Engraving, 1861 pp. 568 -
569.
The only wood with sufficient toughness and closeness of grain for fine engraving is
boxwood. Of this it is difficult to procure pieces more than five inches square; for larger
pictures the block is composed of several pieces accurately fitted together, and fastened
with bolts and screws. A full-page picture in the Nlustrated Sydney News will be
composed of twelve separate pieces. The upper surface of the block is polished, and upon
it the artist, ‘with a fine lead pencil, makes a drawing precisely as though he were making
one upon paper, only the reverse way, giving every line just as he wishes it to appear.
This block is given to the engraver, who cuts away every part of the wood not covered
by the artist’s lines, which are thus left standing in relief. It must not be supposed,
however, that the skill of the wood engraver is limited to the mere mechanical task of
following the exact lines traced by the artist. In many parts of a drawing the artist does
not actually draw all the lines. Thus he paints in a sky in India ink, giving the general
form of the cloud and the gradations of tone and color, the engraver translating this into
lines of different forms and sixes, the difference in tone being given by making the lines
finer or coarser, or nearer or farther apart. Wood engraving is an expensive operation,
each of the half-page blocks in the News costs for drawing and engraving from 8pounds
to 10pounds, and each issue contains about eight or these blocks, or an equivalent to
other shapes and sizes, besides the usual lithograph. It will be thus seen that the
illustrations alone form a no small item of expense.

53. The engraving of a William Macleod drawing first appears in the Bulletin 26 August 1882
as “Thrown to the Wolves!” showing Henry Parkes riding in a donkey-pulled sleigh and
throwing his “baby,” the licensing Bench, to the opposition wolves chasing the sleigh. In a
second printing as “A Good Idea - Off to Sherwood Heights!” (11 November 1882 p.3) the
block was recut to remove the wolves and baby and a flag is created by removing part of the
block to accommodate the type advertising an estate sale. The fact that the block was recut is
clearly evident in the remaining shading of the wolves neck that makes up the back runner of
the sleigh.
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54. The first print is “The Champion Sculling Match between Green and Hickey, on the
Parramatta River, January 20" lllustrated Sydney News 16 February 1866 p.9. The second
print in which Green is turned into Trickett and Hickey is removed from the block is “Grand
Sculling Match. - Passing Hammersmith Bridge. Trickett Three Lengths Ahead.” /llustrated
Sydney News 10 August 1876 p. 21.

55. The early appearance was part of a full-page cartoon in support of State Aid (Sydney
Punch 10 March 1866 p749).

56. There is no question that the previous full-page illustrations are wood engravings as the
joint line of the two wood blocks clearly appears in the printed copy in two of the previous
issues: Sydney Punch 16 January 1869 p. 67 and 12 December 1868 p. 27 (at least in the
copies held in Dixon Library, Sydney).

57. A double-page pen lithograph 8 May 1869 (pp. 194,195) is overprinted on an ochre
coloured block. The first half-block to be printed on a coloured block, in this case green, is 5
June 1869 p.20 and in the same issue the full-page cartoon (p. 21) is similarly printed. Other
colour half blocks are printed in the issues of 23 October 1869 p. 180 and 30 October 1869
p.188.

58. Two-colour printings are attempted in Sydney Punch for full-page cartoons on 21 August
1869 (p.109) and 28 August 1869 (p.117) with the colour registration in the latter being
particularly poor in the Dixon Library copy, missing the black border by almost a centimetre.

59. Examples: Sydney Punch 3 April 1869 p. 155 and 1 May 1869 p. 186. (The latter example
is one of the very few full-page cartoons in Sydney Punch to be backed with text. Unsigned, it
does not bear a close stylistic affinity to Scott’s work.)

60. For example “Blacks Visiting Out-Stations™ /llustrated Sydney News 15 Oct. 1864 p. 13.

61. It should also be noted that the /llustrated London News imported to Australia in

relatively large numbers in mid to late century included large sumptuous full-colour
lithographic supplements as early as the 1850s. See, for example, “Fox-Hunting in ‘Full Cry’”
Hllustrated London News 10 November 1859.

62. For example: “A Clear Case” lllustrated Sydney News, 17 Sept. 1873 supplement.

63. Anon., “Gibbs, Shalland, and Co.’s Printing and Publishing Establishment” Hllustrated
Sydney News, 24 Nov. 1870 p. 83.

64. Geoffrey Wakeman, Victorian Book Illustration: the technical revolution, Newton Abbot:
David & Charles, 1973 p.51. Wakeman makes the point that from its invention in the early
nineteenth century transfer from drawing on paper was possible in Lithography; noting that
Senefelder had described the methods of transfer in 1819.

65.Joan Kerr, Artists and Cartoonists in Black and White, 1999 p. 15

66. Harry Furniss, the British cartoonist, is one example. Scott’s performance of his caricature
act in Melbourne was on 7 October 1878 and was advertised in Lorgnette on 26 September
and 17 October: 'Academy of Music. The greatest caricaturist of the age, Mr
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Montagu Scott will have the honor of making his first appearance and introducing his
wondrous entertainment'. On 7 October 1878, Lorgnette added, regarding the play Never
Forgotten produced at Melbourne's Bijou Theatre from 7 October: 'Between the second and
third acts of the comedy Mr Montagu Scott will present four sketches of well-known
Celebrities of the Day'. Information supplied by Joan Kerr from notes for her incomplete
project “Dictionary of Australian Black and White Artists™ - the original source of the
information was Juliet Peers.

67. Illustrated in, Sydney Punch 5 March 1875 p. 64.

68. Scott’s new method is described in the context of praising a portrait of Captain Hixon by
Scott in Sydney Morning Herald 23 March 1867 p. 4.

“The difficulty of the limning has been increased by the adoption of the comparatively new
process of tracing in pencil from the enlarged shadow of a smaller portrait; but by this means
an important advantage is gained in the preservation of the colours, which it is known are
liable to deterioration by the other mode, sometimes adopted, of fixing the shadow upon a
chemically prepared ground.” This process may have simply been the use of a magic lantern
which were available in Sydney in the 1860s. Illustrated advertisements appear in the
lllustrated Sydney News in 1868 (for example: 22 Feb. 1868 p. 318).

Scott was first declared bankrupt in June 1870 when “he was forced to sell his photographic
equipment to meet his creditors.” (Suzanne Edgar Aust. Dictionary of Biography p. 95)

69. Wet-plate photograph of Charles Dalton, reproduced in Davies and Stanbury, Mechanical
Eye, (1985) p.67.

10. Hllustrated London News vol. 40 1862 p. 127. (See, Rex Nan Kivell and Sydney Spence
Portraits of the Famous and Infamous: Australia, New Zealand and the Pacific 1492 - 1970,
London, 1970 pp. 270 & 321.)

71. For example: “Christmas in Australia™ Hllustrated Melbourne Post 24 Dec. 1864 is
reproduced in the Adelaide edition ( 22 Dec. 1864 pp. 8-9.)

72. “The Old Gum Tree, Glenelg, Adelaide™ llustrated Melbourne Post 25 Aug. 1864 was
printed first in the Adelaide edition ( 20 Aug. 1864 p.13).

73. There are a number of accounts of the introduction of process engraving at the Bulletin.
For example: Patricia Rolfe, The Journalistic Javelin: an illustrated history of the Bulletin,
Sydney: Wildcat Press, 1979, pp. 44, 45; and Mahood Loaded Line, pp.177, 178

74. An example of the advertisement (18 Oct. 1884, p. 8) and large illustration by Scott (19
July 1884, p. 11) The advertisement for the Australian Photo-Engraving Company is worth
quoting not only because of its claims but because in a photo-engraved, elaborate script it
outlines the process.

“All Classes of Illustrations Undertaken: fac-similies of handwriting for circulars,
music plates prepared. This company having specially engaged a number of first-class
experts from London, New York, and San Francisco, in addition to staff locally
trained, is now in a position to undertake work in any quantity, and of quality not
surpassed by any establishment in the world. [the description of the process follows]
A Photo Engraving is a cut engraved on type metal by photo-chemical means. It is
mounted type high and can be set in forms of type and printed from on any ordinary
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printing press. In appearance it resembles very closely a wood cut and is intended to
supersede to a great extent that slow and costly method of engraving. We can offer
great inducements to all who use cuts for Books, Price-lists, Catalogues or any
advertising purpose. Get our estimates and try us.”

75. For example: 25 July 1885 pp. 10 & 11; 1 August 1885 pp. 10 & 11; 8 August 1885 pp.
10 & 11; 10 October 1885 pp 10 & 11.

76. For example: 17 October 1885 pp. 10, 11; 31 October 1885 pp 11, 18; 7 November 1885
pp. 11, 18.

77. The series begins in Melbourne Punch 20 June 1861 p. 116. Follows in: 27 June 1861 p.
124; 4 July 1861 p. 132; 11 July 1861 p. 140; 18 July 1861 p. 148; 8 August 1861 p. 172 and
15 August p. 180.

18. lllustrated Sydney News 16 May 1868 p. 374.
79. “The Experiences of a “‘New Chum,’” Bulletin (Sydney) 22 August 1885 p. 13.

80. In the /llustrated Sydney News selections, the larger format of the News allows three of
the “Mr Blowhard™ blocks from Sydney Punch to fit running down the page.

81. Examples: Unsigned (Alfred Clint) “Reminiscences of the Month™ lllustrated Sydney
News 16 September 1876 p. 20. Monte Scott “Reminiscence of Free-Selector John Smith at
the Metropolitan Exhibition 1875" Illustrated Sydney News 7 May 1875 p.5.

82. “Topics of the Time™ Bulletin 11 July 1885 p. 10.

83. Charles G. Harper, 4 Practical Hand-Book of Drawing for Modern Methods of
Reproduction London: Chapman and Hall, 1901 (first ed. 1894) p.15.

84. Ibid.

85. In the 1880s and early 90s wood engraving was still regularly used for quality
reproduction in the London Art Journal and the Magazine of Art. As late as 1896, W.
Biscombe Gardner in the Magazine of Art mounted a spirited justification of wood engraving.
It may be seen as hardly an objective defense, since it is illustrated with Gardner's own
engravings, but they are of extraordinary quality and confirm his claim that boxwood blocks
could be cut to capture every known texture and line. He also states that, although
photographic process reproduction is obviously taking over illustration, wood engraving is
still superior in capturing values and character. Interestingly, he claims that now wood
engraving will be regarded as a fine art thus confirming Williams Irvin's proposition (made in
Prints and Visual Communication) that when print processes become commercially
redundant they are accepted as art forms. W. Biscombe Gardner, “The present and future of
wood engraving.” The Magazine of Art January 1896, pp.57 - 63. One of Biscombe’s wood-
engraved examples in the Magazine of Art article, portrait of W.E. Gladstone, is from an
earlier issue of the English lllustrated Magazine, where it appeared as a frontispiece to the
1892 volume. This is not the only example of Biscombe’s work used in the 1890s to illustrate
this magazine, which also included photographic illustrations, and the variety and quality of
the textural detail is certainly superior to the photographic images. However, despite his
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claims for primacy over the photograph, Biscombe was dependant on photographic sources to
produce his work since in the English lllustrated Magazine, with all of Biscombe’s
engravings, acknowledgment is also given to the photographer. In the case of the Gladstone
engraving, the source was a photograph by Samuel A. Walker.

86. The Police Gazette had been founded in 1846 but made a dramatic rise when taken over
by Richard Kyle Fox in 1878. Its heyday was the 1880 and 1890s when as the National Police
Gazette it gained enormous popular appeal by pioneering the modern concept of an illustrated
tabloid with sports pages, gossip columns and the page three girl (Soubrettes, most often on
page 4) and naturally making Fox a multi-millionaire. The obvious influence of this paper on
the Sydney Bulletin is rarely mentioned - surprisingly so, since it was the first to publish on
pink paper - as the Bulletin also later did with the outside sheets. A collection of examples
from the Police Gazette, including a facsimile issue from 1892 has been published: Gene
Smith and Jayne Barry Smith eds., The Police Gazette, New York: Simon and Schuster,

1972.

87. Edward W. Earle, “Halftone Effects: a cultural study of photographs in reproduction,

1895 - 1905" CMP Bulletin, Riverside: California Museum of Photography, vol. 8, no.1, 1989
pp. 4, 5. Earle also charts (p. 5) the rise of photographs in his test sample of major illustrated
journals (although he does not actually name the journals). The results: 1890 - 3%
photographic illustrations, 1895 - 36%, 1900 - 48%. The beginning of the shift of wood-
engraving from a reproductive to purely aesthetic medium in the United States around 1890 is
chronicled in a series of articles by wood-engravers in the Century Magazine May - October,
1889 (v.38). See, Frank French, “Wood-Engravers in Camp™ pp. 569 - 575; Elbridge
Kingsley, “Originality of Wood-Engraving” pp.576 - 583; W. B. Closson “Painter-
Engraving” pp. 583 - 587; John P. Davis, “The New School of Engraving™ pp. 587 - 589.

88. There are half a dozen examples but the best are: Bulletin 31 October 1885 p. 18; 7
November 1885 p. 13; 14 November 1885 p. 10.

89. For example: Bulletin 12 December 1885 p.12 and 3 August 1889 cover. It would be
more accurate to say there is a close interdependence between the styles and methods of Scott
and Hopkins during 1885 as they do seem to feed off each other in the parallel works they
produce.

90. “That Quarrel Scene™ Bulletin 20 February 1886 p.11. This is a particularly good example
to compare with Scott’s work since it meets him on familiar ground by using a Shakespearian
theme.

91. This is also the period when Hopkins and Phil May shared a studio away from the
Bulletin office. Mahood (Loaded Line) p. 184.

92. Bulletin 3 April 1886 p. 5.

93. Chapter Six includes detail on Scott’s invention of the ‘Kiama Ghost’ in 1868 over a
decade before Hopkins or May arrived in Australia but it is worth noting here in the context
of the historical privileging of these artists that Marguerite Mahood claimed Livingstone
Hopkins “invented Parkes’s ‘Kiama Ghost’”. Mahood (Loaded Line) p. 174.
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94. Bulletin 31 July 1886 p. 15. This page is also rather carelessly printed, adding to the
confusion.

95. Bulletin 7 August 1886 contains a large cartoon “The New Samson and the Temple of his
Peers”( p. 6) and two Irish “Bridget” jokes( pp.15, 19). Bulletin 14 August 1886 contains one
cartoon “An Empty Plate? - Never” (p. 6) and three joke blocks (pp. 18, 19, 22). Interestingly,
the next occasion after Scott’s “Jubilee Ball™, that the Bulletin calls on an outside artist to
produce what had been Scott’s speciality, a page of social vignettes, it is the 1886 Melbourne
Cup and the artist is Tom Roberts. Bulletin 13 November 1886 p. 18.

96. Bulletin 21 August 1886 pp. 12, 13. This cartoon appears in every current survey of
Australian cartoons and many other sources besides.

97. The last issue of the Sydney harbour masthead is 28 August 1886 and the new Bulletin
script appears 4 September 1886. Hop draws the first full-page cartoon in this issue and the
following on 11 September with Phil May taking the cover on 18 September.
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CHAPTER THREE

Spectacles and Fancy-dress - ‘all the world’s a stage’

Anita Callaway has mounted a strong critique of the high-art construction of the history of
Australian image making.' She presents an alternative story of Australian visual culture with her
account of lesser art forms such as transparencies, tableaux, masquerades, panoramas and
theatrical scene painting. Her argument for the importance of ephemeral theatre arts in Australia
is supported by extensive evidence of the cultural, ideological and monetary value placed on
these seemingly peripheral art forms by the nineteenth-century audience. As she notes, infinitely
more people appreciated the scene paintings and tableau performances by Fred McCubbin and
Tom Roberts, for example, than ever viewed the exhibited paintings by the same artists. What
is more, in the case of Roberts, the fee for scene painting was almost equivalent to the price of
acompleted canvas. > Most significant in relation to this study, however, is Callaway’s assertion
that our non-indigenous cultural beginnings in the nineteenth century will not be found in a
fruitless search for great oil paintings to compete against the European high-art paradigm; but
in the more transient popular arts that broke free of European sources by mutating into a
peculiarly Australian hybrid.” Press illustration is not entirely outside the scope of Callaway’s
argument and much of her visual evidence is drawn from surviving illustrations in the popular
press, including a cartoon by Monte Scott. Scott is also mentioned in the context of his

production of transparencies and as an illustrator of fancy-dress balls.

In her survey, Callaway reproduces the illustration from the llustrated Sydney News of 1868
showing one of Scott’s allegorical transparencies, produced that year for the dual celebration of
the visit of the Duke of Edinburgh and the eightieth anniversary of the founding of Sydney. The
Empire estimated the crowd attending the celebrations in Sydney for the Duke’s arrival in
January 1868 at between 80,000 and 100,000 people, also surmising that around 20,000 of these
were visitors to the city.* The magnitude and power of this and other illuminated spectacles in
nineteenth-century Australia have been well characterized by Callaway; including the fact that
Australian transparencies were not always conservative, imperialist propaganda. Furthermore,
she stresses that the history of the form in colonial Australia included a distinct radical
dimension. A transparency could, as she demonstrates, provoke riotous, even murderous
behaviour and was all the more dangerous since a provocative image could not be controlled as

in the sites of regulated artifice such as the theatre or art gallery. ’
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Transparencies: Politics of Celebration

Itis possible to amplify and extend Callaway’s discussion of the radical use of the transparency
by examining a full-page cartoon by Monte Scott created thirty years after Prince Alfred’s visit
to Sydney. [figure 3.1] There is no suggestion that Scott actually produced a transparency in
1897, but instead he drew a proposal for “The Workers’ Transparency™ in which form, function
and subject coalesce to create a subversive metaphor where the screen of the transparency
becomes a political cartoon and the illuminating electric light is that organ of truth and justice,
the Worker newspaper. This cartoon could not be further from the obsequious images Scott and
so many others had created in 1867 and 1868 to celebrate the arrival of the Royal visitor, not to
mention the earlier 1863 celebrations of Alfred’s wedding. Now, Queen Victoria sits atop a
mountain of money bags as the poor and destitute huddle at her feet and the banner proclaims “A
Glorious Reign 800,000 Paupers and Nearly 1,000,000 pounds a year to the Royal Family.” That
Scott should have developed such an elaborate scenario, revealing the rear construction or
fabrication of the transparency’s illusion, for a message that as a simple statement alone would
have carried its political charge, is an indication of how conscious both he and his audience were
of the ideological role played by the transparency in urban colonial Australia.® The mass of the
colonial populace assembled for the illuminations in Melbourne and Sydney in the 1860s has
been identified by Callaway as “the Australian version of the new audience for the visual arts
which was currently emerging in the modern world.”” The spectacular and extravagant nature of
the large-scale transparency had always made it the perfect vehicle for propaganda as
entertainment. From the earliest use of the form in Australia, artists realised that ridicule and
glorification are both sides of the same coin. Examples from 1825 and 1831, both described by
Callaway, demonstrate that the potential of the idiom for subversive political rhetoric was

realised here as it was earlier in England by George Cruikshank.®

Nevertheless, Scott’s erasure of the transparency in favour of the cartoon can be read as a
manifesto with both political and personal dimensions. At one level this image is a declaration
of the power of the political cartoon in the free press at the end of the nineteenth century and
Scott’s disrespectful appropriation of the popular public art form of the past reinforces the radical
polemic of the Labour paper; at the same time, suggesting the anachronistic nature of the
transparency as a medium and vehicle for official propaganda. The light spectacles from the
middle decades of the nineteenth century that celebrated imperial power and Royal privilege were
no doubt part of the historical memory of the readers of the Worker in Brisbane and Sydney at
the end of the century. And, indeed they must have been for this cartoon to have currency. But

to Scott this rejection of subservience to imperial power and obsolete splendour appears to be a
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specific repudiation of his own past. For during the Royal visit of 1867 - 68, it would seem that
no artist worked harder than Scott to impress Prince Alfred, if we consider the number and
variety of images he produced. Apart from at least nine large transparencies composed for the
welcoming celebrations, he painted Alfred’s portrait, another of the Earl Belmore, photographed
various members of the Royal party and created impressive descriptive and allegorical
illustrations in the Sydney press.” [See example, figure 3.2] The key or major published
depictions of the attempted assassination of the Duke by Henry James O’Farrell are by Scott."”
[See examples, figures 3.3, 3.4]

During the 1863 Royal marriage celebrations in Melbourne, it appears that Scott also painted
some illuminations.'" He certainly produced two quarter-page cartoons, in Melbourne Punch
using the illuminations as a theme and a full-page comment on colonial contributions to the
wedding present. One of the smaller cartoons is a wry insight into the fickle nature of the art
economy, if not a suppressed gloat of Scott’s on-selling of his Melbourne work. It illustrates the
interior of an illumination artist’s studio in Sydney, and on the easel of this “Colonial Raphael”
is a completed design for an illumination. The artist is telling a visitor that he is not going to
make any money from the work because they have imported all the second-hand illuminations
from Melbourne.'” In the other small cartoon, a commissioner of an illumination, possibly a store
owner, looks disappointingly up at his illumination produced to “honor the continued reign of
Victoria.” Against the black sky only a feeble row of candle light appears.”* Scott’s full-page
cartoon “The Royal Marriage Present” depicts Mr Punch riding on a bullock wagon filled with
a cornucopia of produce from Victoria. But, since this slightly ridiculous spectacle is subtitled
“How the Colony responds to the invitation to contribute,” it cannot be read as an unequivocal

endorsement of the celebration for Alfred’s marriage. "

In summary, there is no published evidence from 1863 that might indicate that Monte Scott
enthusiastically embraced the Royal celebrations. For the Sydney Royal visit, the opposite
appears to be the case. It might be argued, nevertheless, that Scott’s welcoming attitude in 1868
did not exclude, and may indeed have been motivated by, a developing nationalistic pride in
Australia. Callaway has made the point that “[m]any nineteenth-century colonials saw no paradox
in claiming an identity for themselves that was both broadly British and specifically
Australian.”” In the minds of many progressive colonials, Alfred was seen more as a
representative of modernity and nationalism, rather than as a symbol of British imperialism.
More specifically, as summarised by Callaway, Alfred could be the catalyst to unify the separate
colonies by accepting the crown as the first sovereign of a united Australia.'® In this context
Scott’s 1867 image that has Alfred attended by an Aborigine atop the heads of Sydney Cove
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calling a “Coo-ee-ee” back to England seems less sycophantic and the punning subtitle “Native
And To The Manner Borne™ adds to the sardonic casting of Alfred in this role. [figure 3.5] The
emphasis in most of the celebratory images produced for the Royal visit in Sydney was not on
the representation of the Duke but on colonial progress, as Callaway has mentioned. All of
Scott’s allegorical transparencies expressed this sentiment, with personifications of Education,
Art, Science, Justice and so on, symbolizing the attributes and evidence of colonial civilization.
What is more, Scott produced two cartoons that satirize mindless adulation of the Duke. One of
these (printed in both Sydney Punch and the lllustrated Sydney News) was “Suggested by the
Proposition that Likenesses of His Highness Should Adorn our Principal Buildings™; and the
other, (also printed in both papers) is a savage parody of a superior social set that attempted to
engineer an exclusive ball for the Duke in Sydney. [figures 3.6, 3.7] Callaway examines the latter
example in some depth and the first cartoon was reproduced and described in an earlier
publication by Alan Davies and Peter Stanbury, Mechanical Eye in Australia, although they
missed the point of the lampoon; instead, finding it ironic that Scott should satirize the proposed
decoration of public buildings while at the same time painting transparencies for that purpose.'’

In the period between Scott’s 1868 transparencies and his parody of the transparency in the
Worker of 1897, and especially during the 1870s when he became the premier cartoonist in
Sydney, Scott kept a sardonic edge to his glorification of Royal dominion. This is exemplified
in an elaborate double-page drawing in 1872 celebrating “Our Queen’s Birthday”. [figure 3.8]
Itincludes four very elegantly dressed young ladies and a little girl adding floral decorations to
a portrait of Queen Victoria, although this scene of domesticated privilege is about to be
disrupted, as a leering Maori warrior is entering by a door in the background - assuming, that is,
that he is not coming to contribute a garland.'® In another example, when Scott Australianises the
welcome of Queen Victoria’s grandsons in 1881, the silliness of the resulting image of
ceremonial kangaroos and emus is presumably part of the intended comic effect, rather than

implying too significant a degree of disrespect."” [figure 3.9]

Whatever the depth or inclination of his nationalistic sentiments in the 1860s there is no doubt
that during the Duke’s tour Scott played a significant role in celebrating if not endorsing Royal
dominion over the colonies. Therefore Scott’s choice of a transparency to parody imperial pomp
and outrageous injustice in the 1897 Worker cartoon might be seen as a convenient lapse in
memory, overlooking his role as Royal propagandist. On the contrary, this is not an isolated
example and when allied to a front-page Worker cartoon from 1896 it becomes clear that this was
a personal statement of repudiation, if not contrition, for the adulatory images he produced thirty

years earlier.”’ In this particular cartoon Scott creates an allegory using the familiar elements of
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the 1868 images; triumphal parade, chariot and decorated welcoming arch. [figure 3.10] It is not
the Queen’s second son that is welcomed this time but her representative, the Governor, Lord
Lamington who does not ride in the chariot but at the top of a column of privileged Government
representatives carried on the shoulders of “John Workingman.” The chariot, pulled by donkeys,
carries “King Billy” and another Aborigine playing Britannia. Queen Victoria, has presumably
been knocked from the top of Lamington’s shoulders as the column passed under the Welcome
arch since a donkey, “The Mare,” clambers on top of the arch. As well as King Billy, the other
main protagonists all wear king-plates that list their respective salaries: Governor, 5000 pounds
per year; Railway Commissioner, 3000 pounds per year; Premier 1300 pounds per year; Labourer
6 shillings and 6 pence per day. The extended caption further elaborates the unjust distribution
of wealth by quoting the example of “Lucy M___ ™ a shirtmaker who earns one shilling and
eleven pence per day for twelve hours work compared to the Governor who earns sixteen pounds
per day for eight hours work. To give emphasis to the notion that imperial power reinforces the
unjust divisions of class and selective privilege, Scott evokes the scenario of the 1868 visit when
he and many others could have been misguided enough to imagined that Alfred might act as a
progressive unifying force as a potential King of Australia. Just how absurd this notion was is

underscored by placing King Billy in the ceremonial chariot seat.

The charge that resulted from this switch of polarities from English to Aboriginal monarch was
not the same “Bakhtinian inversion™ that Callaway has reasoned for cases where English
colonials presented themselves as King Billy or other Aborigines at fancy dress or costume
balls.”’ However, there are occasions, in the context of fancy-dress balls, when Monte Scott
played white European against Aborigine where the burlesque or parody does not travel in one
direction only. During the controversial preparations for the ball to celebrate the Duke’s Sydney
visit, Scott produced two cartoons, as mentioned above. In the second of these, “The ‘Real’
Australian Ladies’ Ball; or, Gin-uine ‘Blue Bloods,”” Alfred “happily dances the highland fling

at an Aboriginal corroboree.””

[figure 3.11] More specifically, he dances with an Aboriginal
woman who also appears to imitate his steps. In isolation the burlesque of this mimicry is a
familiar form of colonial vilification. However, the male dancers in the background take up the
often depicted dance posture for colonial representations of a corroboree. It becomes obvious that
the Duke’s highland fling is but one move away from the Aboriginal dance since the Aborigine
on the far left lowers his left arm and becomes a mirror image of the Duke. From what we now
know of the behaviour of the Duke and his party during the visit, or more importantly, what many
locals knew then, this image of the Duke dancing with a bare-breasted Aboriginal woman in that
most exotic and erotic creation of the colonial imagination, the corroboree, is not a case of simple

titillation.”* And whatever the signification in Scott’s crass representation of Aboriginal bodies,
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the joke is on the Duke.

In another cartoon published four days after the fancy-dress ball that was eventually organized
for the Duke, Scott again uses the theme of the corroboree.?* [figure 3.12] Here the contrast
between the event at the Prince of Wales Theatre in Sydney on Tuesday and a corroboree in the
Australian bush on Thursday is not one created at the expense of the latter. Scott takes equal care
to create the beauties that represent the respective white and black Belles. This was obviously
important, if the cartoon was to parody the affected nature of an animal skin coat or, indeed of
a “corroboree™ of colonials dressed as European characters, to represent Australia to the Duke.
There was of course the added incentive to create an alluring Aboriginal woman, in this case with
breast exposed, to link this cartoon to Scott’s earlier image of the Duke’s fictive visit to a
corroboree. It should be noted that Scott was more familiar than most with the Aboriginal
corroboree, since in the 1850s he had produced what has been described as “possibly the earliest
authentic photograph of a corroboree in Port Phillip.”>

Later in 1868, Scott also produced a two-page cartoon which presents two contrasting views.
[figure 3.13] The first part “England - Blackfellows at Home”implies the dual irony that not only
were Aborigines “kindly received” in fashionable English circles but also that they were equal
to the demands of civilized activities such as taking tea and listening to piano recitals. As noted
at the end of the sub-caption, this particular image was prompted by a report in the “London
Press”. In noting the source of the motivating press report for the second image “Australia -
Blackfellows at Home™, Scott is more specific; namely, the “Deniliquin Chronicle, August 1".
The report reads: “An enquiry was held at Wentworth before Col. Russell, P.M., into the cause
of death of Neilpe Billy and his lubra Norah, who had been found dead in the bush after a
drunken orgie over a case of gin purchased in that township™. At one level the dual-image
cartoon derives its comic value from the misguided view of the English on the real nature of
“civilized™ Aboriginal life. For if this last image were presented alone it would fit easily into the
tradition reaching back to the early colonial images of Charles Rodius or W. H. Fernyhough and
forward to those in Smith’s Weekly showing the presumed innate propensity of Aborigines for
alcoholic liquor and their congenital failure to cope with its effects.”” However, in the context of
the printed press report and the contrasting representations of the Aborigines in each image the

cartoon becomes an acid indictment of the treatment of Aborigines in colonial Australia.

It should be stressed, nevertheless, that the amusement in this cartoon derives from its latent
sense of racist superiority as images of drunken Aborigines in the popular press, whatever
context, were, and largely remain, powerful signifiers of the degraded state and inherent

primitivity of the race. At the end of the nineteenth century, Scott created a full-page cartoon
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illustration in the Worker which brought together a number of the themes dealt with in the above
examples.”® [figure 3.14] It makes a revealing comparison with those from thirty years before
since it depicts a corroboree organized for a distinguished visitor and drunken Aborigines. The
cartoon, from 1897, illustrates an article “The Fraser Island Blacks: reception of Lord and Lady
Brassey.” The essence of the article is that Lord and Lady Brassey were to visit Fraser Island and
the superintendent of the Aboriginal settlement there had decided to give them a “right royal
reception, and a grand corroboree” presumably in the manner of the welcome corroboree
mounted in Adelaide for the arrival of Prince Alfred in 1867. Things did not go to plan. While
the superintendent was on the ship dining with his guests prior to disembarking for the festivities,
the Aborigines broke into his liquor stock and became “uproariously...intoxicated, and all in the
humour to show a lofty and defiant contempt for the white man.” Nevertheless, and to their
credit, it is noted “they kept a semblance of decency and order” and decided to go ahead with the
festivities when the party landed. The first to greet Lord Brassey was an intoxicated Aboriginal
woman who collided with him and cannoned off into Earl of Shaftesbury before falling to the
ground. The party returned to their boat forthwith and the festivities did not go ahead. The
superintendent later discovered that in their drunken state the Aborigines have ransacked his hut,
breaking his clock and some crockery. Scott chose to illustrate four scenes, presented with
relevant extracts in letterpress inserted over or below each scene. He shows the prepared site for
the corroboree, a group of Aborigines adding body paint in preparation for the event, the same
Aborigines trashing the superintendent’s room and the Lord and Earl entangled with “Mary” the

Aboriginal woman.

This last vignette relates directly to the provocatively suggestive nature of the earlier pairing of
Prince Alfred with a semi-naked Aboriginal woman. But the degree of difference is
immeasurable. Despite the fact that the article states Mary was wearing a dress, Scott depicts her
in a skirt only and it is the Earl that falls to the ground, not Mary. All of which creates a scenario
in which Lord Brassey and Earl Shaftesbury appear to be locked in a suggestive entanglement
with the bare-breasted woman.” Apart from this salacious specificity, what makes this obnoxious
cartoon so different to the earlier cartoons just discussed is a particular shift of emphasis. The
corroboree is now literally deconstructed to a meaningless masquerade, it is simply a costume
event. In 1868, Scott could use the imaginative power evoked by the corroboree to parody the
fancy-dress ball, but by 1897 the corroboree is itself a fancy-dress as signified by the focus on
the make-up preparations. Thirty years before, the violence precipitated by alcohol in Aboriginal
society had been seen as destructively internalized. Now, although a primitive predilection for
alcohol is still presumed, the danger from drunken Aborigines is externalized to white society.

In sum, at the end of the nineteenth century these attitudes towards Aborigines expressed the
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nascent potential for violence among the men and the disgustingly compelling carnality of the
women and the comic possibilities offered by both, are characteristic for most of the white
population in the Australian colonies. It appears that this cartoon has never been reproduced
outside of its original publication and I would argue that this is not only because it requires an
appended text to fully explain its context but also because its meaning is uninterestingly
transparent - it expresses a putative “truth”. That this “truth” is no longer tenable in the current
reconstruction of Australian identity incorporating indigenous culture will ensure that it is never

reproduced in the future except perhaps in a critical context, as is the case here. 3
Fancy-Dress

Fancy-dress balls were a regular event in nineteenth-century Australia, given such importance
that they were often reported in some depth in the popular press, including grand depictions
illustrating the event. Callaway had explained this popularity with reference to Bakhtin’s
category of the carnivalesque.’ Fancy-dress afforded the opportunity, in other words, for
participants to step outside the established order, to act out fantasies and parody the norm of
behaviour. For illustrators, the picturesque possibilities of a rich variety of costumes no doubt
made for an ideal subject, but part of the attraction may have been because the results were often
so incongruous and even ridiculous, as Callaway notes. For Scott, the fancy-dress was sometimes
the subject of a full-page illustration but throughout his working life he regularly used the fancy-
dress or costume ball as a pretext for political cartoons. He makes so many illustrations which
reference fancy dress, that if these were viewed in isolation it might appear that the fancy-dress
was a personal obsession. When allied with Moore’s image of Monte Scott as the audacious,
affected English dandy this could lead to a rush to judgment that Scott loved to dress up in
costume for a fancy-dress ball. Such a conclusion could well be a mistake, however. For, when
placed in the context of the general nineteenth-century colonial fascination with dressing up, that
has been comprehensively outlined by Callaway, his many depictions seem much less eccentric.
The success of any particular popular illustration or cartoon depends on the interests and
knowledge of the audience as much as those of the artist. And Scott’s devotion to the theme may
simply reflect his keen sense of topical appeal as much as his own interest. As Callaway notes,
Samuel Calvert was just as prolific with his production of fancy-dress illustrations.”” Besides,
Scott took far greater interest in using the preparations and selection of individual costumes as
a source for comic situations or contrasts in his cartoons than he did in illustrating the actual
event.” In other words, Scott seems more interested in using the colonial fondness for dressing

up as a source for witticism or parody.
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This is not to say that Monte Scott did not attend fancy-dress balls and presumably he must have
been present at most of those he illustrated, although not necessarily in costume. We do know
that he did attend at least one ball in costume, the Mayor of Sydney’s Ball in 1879, although
perhaps significantly, he did not illustrate this particular event; that was left to another
contributing artist for the /llustrated Sydney News.** The Sydney Mail noted that he appeared
dressed in the costume of America and the list of attendees in the llustrated Sydney News shows
that he was accompanied by his daughter who was dressed in like manner.*® The only conclusion
that can be drawn, however, is the possibility that this was a unique event, since his own and his
daughter’s costumes were walking advertisements for one of the murals that formed the
centerpiece of the Garden Palace pavilion for the upcoming 1879 Sydney International
Exhibition. It is known with certainty that Scott completed at least one of the four “frescoes” or
murals in the dome of the Garden Palace, which represented America, Africa, Asia and Europe. ™
Parenthetically, it should be pointed out that Scott’s positioning of Australia as part of Asia in
that particular mural must be one of the first representations of an Asiatic future for Australia.’’
[figure 3.15]

“The Immortal Bard”

InScott’s published work, scenes of the theatre including his many “Illustrations to Shakespeare”
far outnumber his use of the fancy-dress theme. When allied with the information from his
obituary, that he was an enthusiastic amateur actor, it might be at least surmised that this theme
held a personal interest. Yet, here again, caution is needed since the number of illustrations on
this theme is probably simply a result of the massive overall number of images he produced. For
example, the thirty or so theatrical and Shakespearian themes he depicted in Melbourne Punch
during his years there are only 5% of his total output of images.”® This percentage is probably
equivalent, if not less, for similar thematic cartoons in London Punch in the second half of the
nineteenth-century. Besides, he produced more cartoons on sporting themes. This indicates
beyond argument, that he was in tune with the interests of his audience. There is ample evidence
that Scott assumed his audience was fully versed in Shakespearian dialogue, with precise
knowledge of characters and scenes.” This is because not only does he sometimes build
contemporary political and social scenarios around particular Shakespearian schemas but he often
uses a quotation from a play by Shakespeare as the ironic activator for an otherwise prosaic or
comic image. A two-part cartoon showing both the criminal proclivities of convicts on the “Free
List™ and their return to gaol with suspension of the “Free List,” is given dramatic import with
the caption “All the World’s a Stage™.* Most of the “Illustrations to Shakespeare™ are built on
the mismatch between the original meaning evoked by the quotation and the scene illustrated in
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the cartoon. Naturally, the joke worked best if the Shakespearian quotation seemed perfectly
suited to the new banal application: favoured were simple puns or word plays. For example, an
image of a scruffy Tom-cat stalking across a sideboard with a captured rat in his mouth is
captioned with a quote from King Lear: “Mice, and rats, and such small deer, Have been Tom’s
food for seven long year.™' Another shows a theatrical manager musing from the wings at some
female dancers on stage. The caption from Zimon of Athens reads: “I doubt whether these legs
be worth the sums that are paid for them.™? These /llustrations to Shakespeare were not always

so droll, as they could also be subversively or dismissively racist.” [figure 3.16]

In the twenty years working on Sydney Punch, Scott regularly used Shakespeare as a source for
scenario or quotation, including a number of cartoons featuring Henry Parkes, such as “Punch’s
Shaksperian (sic.) Delineations. No. 1" from 1868.* In the Sydney cartoons, the comic inversions
favoured in Scott’s Shakespearian cartoons from Melbourne Punch gave way to the use of
Hamlet or Macbeth for cartoons intended for more serious dramatic effect, as in “*Permanent’
Shadows!” of 1874.* [figure 3.17] But increasingly, when Scott used the theatre as a source it
was more than likely to be a popular stage entertainment: a minstrel show, a wizard, circus act,
popular singer or song.* His shift in using material from Shakespeare to more burlesque
entertainments as sources was a reflection of the changing tastes of his audience. In 1884, Scott
produced a large cartoon in the Bulletin making comment on this very issue. The cartoon shows
a bevy of provocatively costumed soubrettes in the spotlight on a stage strewn with bouquets
thrown by the audience." [figure 3. 18] In the background is a dandyish promoter who covers
the bust of Shakespeare while a group of Shakespearian players are left in the dark, although the
title, “A Temporary Eclipse,” suggests that Scott hoped this was a transient phenomenon. Scott’s
devotion to Shakespeare can no doubt be framed within the same terms expressed in Sydney
Punch in 1866, that the “Immortal Bard” transcended place and time, a genius for all ages. “His
aphorisms have passed into proverbs, ‘familiar in our mouths as household words’”, Sydney
Punchnoted in a tribute on the three hundred and second anniversary of his birth: adding further,

that Shakespeare’s stupendous genius was coeval with the universe.**

Shakespeare’s art also transcended class and ideological divisions, it seems, since all through the
late years of the nineteenth century and into the twentieth Scott regularly used Shakespearian
themes in his cartoons. As late as 1907 on the front page of the ultra radical Worker, Scott would
use the witches from Macbeth to conjure up a brew as he had done on the ultra conservative
Melbourne Punch over forty years before.* During his early years at Melbourne Punch it is clear
that Scott, or at least his compatriot comic writers, saw the comic potential in a colonial

transplantation of Shakespeare.

81



When the University in Melbourne conducted a symposium on Shakespeare in 1864 at which the
the establishment of a “Shakspere (sic.) Scholarship” was proposed, Melbourne Punch saw the
event as an occasion for parody, suggesting lectures to come: The Scotticisms in Shakspere, On
the Welsh Characters in Shakspere, with Botanical Descriptions of the Leek, Shaksperian Puns
and Quiddities and so on.*® Melbourne Punch also expressed some scepticism at the idea that a
Scholarship should be established by the University and opted instead for the alternative of
raising funds for a commemorative public monument.”’ Monte Scott’s full-page cartoon on 7
April 1864, cleverly combines the statue or scholarship issue by having the Vice-Chancellor of
the University deliver the proclamation of a Melbourne Shakespere Scholarship to a massive,
mute statue of Shakespeare. Adding to the half-hearted lampoon is the ironic title “Shakspere
Rescued from Oblivion.” [figure 3.19] By the time of the next issue (on 14 April) Melbourne
Punch was forced to show its hand as the true defender of art and support the proposed bronze
statue of Shakespeare. This was because the Victorian politician, Archibald Michie, attacked the
statue as a waste of money, describing it as a mere “lump of bronze.” Under the title “What is
a Statue?,” Punch mounted a spirited defence of great art and berated both Michie and the
audience, to which he had made the remark.** But in the April 21 issue of the journal, Scott made
the most powerful, and perhaps libellous, contribution to the battle. In a full-page cartoon he
drew an alternative “Lump of Bronze”, the design of which showed a presumably inebriated
Michie in the pose of Summer’s proposed statue, but with empty bottle in hand. [figure 3.20]

Monuments

The controversy over the Shakespeare sculpture was but one of many debates that arose
whenever a public monument was proposed in colonial Australia. The issue was as often as not
related to the ideological intentions of a statue as to its cost. Since the primary aim of most public
monuments was to symbolically express the power of the British Empire, it is not surprising that
the raising of an effigy of Queen Victoria or a Colonial Governor would create dissension among
particular settler groups, most notably the Irish, who were antithetical to British rule. However
the desire for an independent expression of colonial ideals in public monuments was perhaps
more widespread than currently understood. Recent debate in the Sydney popular press has
focussed on the nineteenth-century monumental statue of Captain Cook in Hyde Park, with
determined calls to have it replaced or complemented by a statue of Bungaree. Particular
objections have targeted the inscription on the monument that describes Cook as having
“discovered Australia”. Obviously this is historically incorrect, since Australia was visited by
European ships before Cook, but it is the erasure of Aboriginal Australia that is the point at issue.
This is the same issue raised by Scott in a cartoon in Sydney Punch in 1866 when the statue was

first proposed.” [figure 3.21] In the same year, Scott had also drawn a much more conventional
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proposal for the statue and a smaller block using the obvious pun on Cook’s name by depicting
a anthropoid cook surrounded by pots and pans.”* When, over ten years later, the statue was
finally unveiled in Hyde Park, Scott produced a large colour supplement of the event for the
[llustrated Sydney News and every paper in Sydney gave extensive coverage to the occasion.’
Clearly, the ideas embedded in a monumental statue had ubiquitous symbolic power at that time.
As the nineteenth century progressed Queen Victoria may have remained the usual figure on the
plinth of public monuments in Australia but if she so appeared in Scott’s cartoons it was as a
figure of contempt. In 1884 Scott created a grand scheme for a monument to Queen Victoria in
the Bulletin and although the actual depiction of Victoria is not unsympathetic the sculptural
group in Egyptian style is a monument to sycophantic colonials seeking Imperial honours.*® The
recumbent lion eyeing with pity the absurdly shaped emu reinforces the amusing intention of this
parody of colonial attempts to symbolize their attachment to Empire. [figure 3.22] Since Queen
Victoria represented the apex of Empire, Scott’s usual ploy for monumental depictions or
allegories in the last decades of the century was to replace Victoria with a personification of New
South Wales, Queensland or Australia. Female personifications of abstractions such as Justice,
Liberty, Socialism or the Constitutional Government were also favoured.”” [figure 3.23] Scott’s
graphic statues were only vicarious or virtual monuments - never to be built - pure symbolic
expressions mocking their real Imperialist equivalents by showing their antithesis. Such
fraudulent public statues were part of the comic graphic tradition established particularly by John
Leech in Punch where he regularly drew sham statues and monuments, even to the extent of
producing a full page “Of Designs for National Statues™ in 1844.°* As Queen Victoria aged, the
women in Scott’s monumental statues stayed forever young and Scott’s career lasted long enough
to reach into the post-Federation era when he could monumentalize a young female Australia,

naturally enough representing “White Australia™.** [figure 3.24]

Itappears, however, that among the monuments that Scott constructed in his political cartoons
the most acerbic examples were those without a central female figure. This follows Scott’s
consistent polarisation of the symbolic feminine and masculine in Australia. National ideals that
touched the intellectual, judicial and cultural aspects of social life were conventionally feminine
in most constructions while the world of politics, bush work and war were the domain of the
masculine. On the front page of the Worker in 1903 he created “Joseph’s Monument” in response
to a report that “Mr Belfour, Premier of England, says that Mr. Chamberlain’s work in South
Africa is a monument to his genius™.* [figure 3.25] In 1906 when the British Premier, Sir Henry
Cambell-Bannerman said “the result of the elections is a memorial to a record year of prosperity
under Freetrade™ Scott added “But what of the underfed school children at the base of the

monument?” to make the caption for a cartoon on the front page of the Worker.®' [figure 3.26]
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In 1893 Scott produced a monument to the worship of mammon, showing that “After Nearly
Nineteen Hundred Years™ the “Golden Calf” was still worshipped.®* [figure 3.27] In 1899 Scott
proposed a “Statue of Liberty” representing a stereotypical prognathic, and therefore presumably
Irish, policeman holding the baton of “Law and Order.” The base of the statue shows a violent
bashing on one panel while the other visible side-panel reveals the policeman neglecting his duty,
and fondling the chin of a reluctant young nurse.®® [figure 3.28] A year later, Scott produced a
finished “Statue of Liberty” showing the rise of Boer War “Jingoism” crushing “Free Speech”
at the expense of law and order on the streets.* [figure 3.29] However, his most impressive
monument was a memorial without any allegorical, emblematic or satirical figures. “The Cost
of War” shows a widow and her daughter before a monument that simply lists the numbers of
men killed in all recent wars across the western world. The total is shown at the bottom as
2,253,000 men.* Scott obviously understood the ideological implications and political potency
of the public statue, monument and memorial in the nineteenth century however much he
satirized the theme. They may now only represent the delusion of eternal imperial power but the
monumental statues of Queen Victoria are still standing in Australian cities, while the countless
virtual monuments that Scott created have long disappeared with the papers in which they
appeared - such is the fate of the popular and ephemeral aspects of visual culture. A cartoon,
popular entertainment, theatrical event or public festival may deeply impact on lived experience,
but their immediacy and intensity does not necessarily register on the historical record. The Latin
adage “Ars longa, vita brevis” only applies to the practitioners of the high arts it seems. Waverley
Cemetery in Sydney contains the graves of many famous Australians including Henry Lawson,
Dorothea MacKellar and Henry Kendall, whose burial place is marked with a most elaborate
marble memorial rising to a height of over three metres. Montagu Scott’s grave in the same

cemetery is unmarked.

The societal memory expressed in monuments almost always represents the official record of
history. “Such collective ‘remembering’ —and *forgetting’—occurs through galleries, museums”
institutional archives and other sites of political and economic power.*® As emphasized in this
chapter, the popular or ephemeral arts and entertainments that blossomed in nineteenth-century
Australia hardly feature in archival memory. This is not unexpected, as “since ancient times,
those in power decided who was allowed to speak and who was forced into silence, both in
public life and in archival records.”™ Monte Scott may not register in the official record of
nineteenth-century history but he left his mark in the alternative or marginal archive of the
popular press. The next chapter examines Scott’s highly charged political cartoons from the late
decades of the nineteenth-century when the press cartoon became a most potent expression of

popular sentiment and attitudes.
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Endnotes - Chapter Three

1. Anita Callaway Visual Ephemera : theatrical art in nineteenth-century Australia, Sydney:
University of New South Wales Press, 2000.

2. Ibid,, p. x.

3.Ibid., p. 189. The mutant form that Callaway describes is characterised by appropriation,
subtle parody and disruptive hybridity as outlined in the post-colonial writing of Homi
Bhabha.

4. “The Streets of Sydney” Empire, Jan. 23, 1868 p. 2. It should also be noted that the Empire

added the only critical evaluation of the artistic quality of the painted illuminations:
The transparencies and pictures afforded great contrasts in point of artistic excellence.
A few were good, some were middling, but the great majority were simply execrable
as works of art. Few of the devices were happy, and fewer still executed in such a
manner as to command the approval of an unbiassed critic. What most of them meant
few cared to inquire, and if they had inquired, fewer still could have told them. But
every body seemed so ready to make allowances, and to take the will for the deed, that
the worst passed muster, and the best excited admiration.(p. 2)

5. Callaway, Visual Ephemera, p. 55.

6. Reinforcing the self-conscious nature of the ploy is the fact that the transparent image reads
correctly but illogically from the reverse view.

7.Callaway, Visual Ephemera, p. 36.

8.These were respectively: Augustus Earle’s pro-Governor Brisbane’s transparency and the
anonymous anti-Darling transparency. Cruikshank’s example was “The Triumph of Queen
Caroline™ of 1820. (Callaway, Visual Ephemera, pp. 14 - 19).

9. Scott painted transparencies for the Colonial Secretary’s Office, Council of Education,
Supreme Court, Exchange, Registrar General’s Office, Commissariat’s Office, Lands Office
and his own photographic premises at 392 George Street, along with an advertisement on
Hennessy’s tobacconist’s shop. (SMH 28 Jan. 1868 p. 5; Empire 21 Jan. 1868 p.5) His
portrait of Earl Belmore (the new Governor to be installed by Alfred) was reproduced as a
full-page engraving, by Jackson, in the /llustrated Sydney News 13 June 1868 p. 384. Scott
advertised Carte-de-Visite of various members of the Royal party in the SMH April 18, 1868
p. 12. His contributions to Sydney Punch included a full-page (30 Nov. 1867 p. 5; reprinted
in ISN, 25 March, 1868 p.330) and a double-page “Welcome Alfred!” (25 Jan. 1868 pp.
66,67) and after the assassination attempt “Australia Vindex™ as a double-page (21 March,
1868 n.p.) and “Australia Supplex™ (16 April, 1868 n.p. ?). Both of these illustrations were
reprinted in the ISN (25 March, 1868 p. 331 and 30 April, 1868 p. 357, respectively).

10. These include a large, highly dramatic depiction of the event (ISN 25 March, 1868 pp.
329, 330). Scott’s contributions to the ISN special April 1868 supplement on the
“Assassination Attempt” included individual drawings and a full folio sheet engraving “‘All
Right” Again.”
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11. Anita Callaway suggests Scott may have been involved with the painting of some of the
transparencies in Melbourne (Callaway, Visual Ephemera, p. 30)

12. “An Inter-colonial High Art Question™ Melb. Punch, 11 June 1863, p. 368. The subtitle of
the cartoon and full caption read: Scene. - lllumination Artist’s Studio in Sydney.
Occupant of Studio to Friend - : “Here’s a pretty go, Augustus. A Colonial Raphael,
who looked to make a sov. or two by this illumination, been choused out 0" his rights,
“cos they’ve been and imported all the second-hand transparencies from Melbourne.”

13. “In Honor of the Continued Reign of Victoria,” Melb. Punch, 4 June 1863 p. 353. Full
caption: “Mr Jones, having ventured forth to survey his illumination, is not at all gratified at
the result.”

14. “The Royal Marriage Present: How the Colony Responds to the Invitation to Contribute,”
Melb. Punch, 28 May 1863, p. 349. Caption reads: Mr. Punch (to the crowd behind the
scenes) - *“ Now then, ladies and gentlemen, don’t rush in all together with your
contributions.”

15.Callaway, Visual Ephemera, p. 36.
16.Ibid., pp.36 - 38.

17.Callaway (in Visual Ephemera) reproduces the cartoon as Figure 38, p. 111. Scott also
produced a follow-up cartoon “The ‘Real’ Australian Ladies’ Ball,” discussed below. Alan
Davies and Peter Stanbury, The Mechanical Eye in Australia: photography 1841 - 1900,
Melbourne: Oxford Univ. Press, 1985, p. 191.

18. “Our Queen’s Birthday™ Sydney Punch 23 May 1872 pp. 244, 245.

19.“Welcome! To the Grandsons of Our Queen” Sydney Punch 23 July 1881 p. 35.
20. “Three Cheers for the Governor!™ (Brisbane) Worker 11 April, 1896, front page.
21.Callaway, Visual Ephemera, pp.90 - 93.

22. Callaway, Visual Ephemera, p. 112. The cartoon was published in Sydney Punch 9 Nov.
1867 p. 194.

23. For detail on the behaviour of the Duke and his party during the visit, and the fact that this
was common knowledge, see Callaway, Chapter 6, pp. 103 - 119. Also, I haven’t overlooked
here the fact that the Duke did actually attend a corroboree, depicted in the Hllustrated
Melbourne Post, staged as part of his visit to South Australia. Evidently, an Aborigine
complained that one of the organizers had tried to persuade the men to have their wives dance
naked for the Prince, but that they had refused, adding that the white women wouldn’t be
asked to do the same. See, Brian McKinlay, The First Royal Tour: 1867 - 1868, Adelaide:
Rigby Ltd., 1970, p. 43 ( image reproduced on p.44).

24. “Belles of the Corroborees™ Sydney Punch 14 March 1868 p.122. The fancy-dress ball
was held on the 10 March, 1868.
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25. Michael Cannon ed., Historical Records of Victoria Melbourne: Vict. Gov. Printing
Office, 1982 Vol 2A p. 295 (- where the photograph is also reproduced).

26. Sydney Punch 15 August 1868 pp. 98, 99. Both pages of the cartoon are reproduced in
Peter Coleman and Les Tanner Cartoons of Australian History, Melbourne: Nelson, 1978 (p.
179), although the cartoon is not discussed and nor is Scott mentioned or acknowledged as its
author.

27.For example see, Geoffrey Dutton, White on Black: the Australian Aborigine portrayed in
art, Melbourne: Macmillan, 1974, plates 45 & 49.

28.(Brisbane) Worker 16 Oct. 1897 p. 4, (article, p. 3)

29. For extended discussion of cartoons and illustrations depicting white males and
Aboriginal women and the theoretical implications of these, see my earlier thesis. (Ross
Woodrow, “Darwinism and Images of Race in the Australian Popular Press - ¢. 1860 - 1900"
University of Sydney, 1994, pp. 172 - 174)

30. I should also add that I have followed contemporary moral etiquette in excluding from my
summary description of this cartoon the original, and potent, terms that were used, such as
“gin,” “dusky lady,” “blacks™ and “boys™ to describe the Aboriginal participants.

31.Callaway, Visual Ephemera, p. 86.
32.Callaway, Visual Ephemera, p. 97.

33. Some examples of Scott’s full-page illustrations of fancy-dress balls are: Hlustrated
Sydney News, 16 June 1865 p.4; 24 Nov. 1870 p.84; and, 25 July 1874, p. 20. Examples of
Scott’s much more common comic images of individual costumes or dressing preparations
are: Melbourne Punch, 30 July 1863, p. 40; 13 Aug. 1863, p. 49; 27 Aug. 1863, p. 68; 27
Aug. 1863, p. 72. lllustrated Sydney News, 17 May 1879, p. 9.

34.The illustration of the Mayor’s fancy-dress ball, by Collingridge appears in the Hlustrated
Sydney News, 22 Mar. 1879, p. 13. Scott did, however, produce a double-page cartoon
drawing of this Ball in Sydney Punch and although many of the costumed guests are depicted
Scott did not include himself or partner among them. Sydney Punch 1 March 1879 pp.
172,173.

35.Sydney Mail 22 Feb. 1879 p. 308 and /llustrated Sydney News, 22 Mar. 1879 p. 11.
Callaway quotes the Sydney Mail but not the ISNs report. (Callaway, p. 97)

36.The description of the frescoes (actually paintings) given in the Iflustrated Sydney News (4
Oct. 1879 p. 6) lists “Australia, Asia, America and Europe™ as the subjects. Interestingly, in
the same issue (p. 9 and p. 16) Scott’s representation of Asia, including Australia, was
reproduced along with his design showing a personification of NSW above the Garden Palace
represented as a honey pot attracting the nations as bees with wings emblazoned with national
flags. As argue elsewhere (Chapter Five), Scott’s appearance as America might also suggest
he had a greater role in developing the designs for the other murals, especially since William
McLeod, who also painted a mural, appeared at the same fancy-dress ball in the conventional
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costume of a pirate.

37. Mary Mackay has also pointed out Scott’s consideration of Australia as part of Asia. See
Mary Mackay, “Objects, Stereotypes and Cultural Exchange,” in Maryanne Dever ed.
Australia and Asia: cultural transactions, Richmond, Surrey: Cuzon Press, 1997 p. 183.
Mackay follows the view of Donald Ellsmore and suggests the four frescoes in the
pendentives of the Garden Palace dome were: “Europe by Giulo Annivetti, America by
Nicholas Habbe, Africa by William McLeod and Asia by Montague (sic) Scott.”

38. About 29 of the 600 or so attributable and signed images deal with theatrical or
Shakespearian themes. See, Appendix [xx]

39.For example: *“The Land Witches,” Melb. Punch, 25 Feb. 1864, p. 69.
40. “All the World’s a Stage,” Melb. Punch, 11 Feb. 1864, p. 52.

41. “Illustrations to Shakspere [sic.]” Melb. Punch, 11 Aug. 1864, p. 49. The source of the
King Lear quote is noted as, “Act III, Scene 4". It may well be that this cartoon was given
extra topical bite by a mouse or rat plague in Melbourne during July and August of 1864 as
Scott produced another “Tllustrations to Shakspere™ cartoon on the theme of rat-catching in
Melbourne Punch (14 July, 1864, p. 20), although this time the caption was taken from the
Merchant of Venice. [1 should note that there is some variation in the spelling of
“Shakespeare™ in Melbourne Punch. This occurs also in Scott’s captions with the occasional
use of “Shakspere™ and “Shakespeare,” but mostly “Shakspeare” is used.]

42. “An Illustration of Shakespeare,” Melb. Punch, 28 Jan. 1864, p. 33.

43.An example of the former is “Illustrations to Shakspeare™ Melb. Punch, 19 May 1864, p.
161. It depicts a butcher shop with a menacing Semitic butcher and a young lady customer.
The caption quotes from the Merchant of Venice, Act IV., Scene I: “Cut Thou Nor Less Nor
More, But Just a Pound of Flesh.” An example of the latter, is “Illustrations to Shakspeare,”
Melb. Punch, 22 Sept. 1864, p. 104. The caption reads: “Now, MARK him well, he speaks!”
and the cartoon shows an Aborigine directing another to apply ceremonial or war paint to his
body.

44. Sydney Punch 7 November 1868 p. 191. Later examples: “The Turn of the Tide,” 1 May
1874 p. 145; “A Colonial Caliban™ 26 June 1880 p. 205.

45. Sydney Punch 3 April 1874 pp. 108,109.

46. An example of a cartoon combining Macheth and a popular song as title is: “By the
Hopes he Betrayed” Sydney Punch 21 November 1873 p. 439.

47. Bulletin 3 May 1884 p. 11.
48. “William Shakspere™ (sic.) Sydney Punch 21 April 1866 p. 799.

49. “The Land Witches™ Melbourne Punch 25 February 1864 p.69. “All Hail MacKid!”
Worker 11 May 1907 cover. It should be noted that the iconic value of the witches from
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Macbeth reaches to contemporary cartooning. Australia’s largest circulation daily paper the
populist Sydney tabloid the Daily Telegraph recently published a Newman cartoon using the
three witches representing the three Labor Prime Ministers from the recent past. (7 June 2004
p. 20.)

50. Anon., “Shaksperian Lectures™ Melb. Punch, 7 April 1864, p. 116.

51. Anon., “Grand Shakspere Demonstration: anticipated account,” Melb. Punch, 7 April
1864, p. 113.

52. Anon., “What is a Statue?” Melb. Punch, 14 April 1864, p. 123. The full text of this

article is given below.
Mr. Michie Said the other night, a Statue of Shakespere Would be only "a lump of bronze
bearing more or less the likeness of the Chandos portrait." Perhaps Mr. Michie would he
good enough to say what the Venus de Medici, the Apollo of Belvidere, the Laocoon, the
Farnese Hercules, and other pieces of statuary are, if not lumps of marble with more or less
resemblance to the objects they are presumed to represent ; or whether the works of Raphael,
Titian, Rubens, and many other painters, are not so many square feet of canvas with pigments
spread upon them, bearing more or less resemblance to saints virgins, gods and goddesses or
whether the pyramids are not heaps of stones, or St. Peter's another heap of stones, or St.
Paul's also a heap of stones. Perhaps he would say, too, if Mr. Michie himself is not a lump of
bones, muscles, ligaments, nerves, arteries, and viscera, having more or less the likeness of a
man and whether being, this lump of animal tissues lie is not equally a man with other men,
and whether, to apply the argument, "a lump of bronze having more or less likeness to the
Chandos portrait," may not be a work of art, suggesting, as all works of true art do, high
thoughts and noble aspirations. Mr. Michie’s audience of seven hundred laughed hysterically
when he made the joke about the “lump of bronze," and no doubt he thought himself a vastly
clever fellow to have said it. The truth of the old proverb is constantly being proved- "One
fool does indeed make many."

53.“An Aboriginal View of Cook’s Statue” Sydney Punch 23 June 1866 p. 36.
54. Sydney Punch 21 April 1866 p. 797 and 16 June 1866 p. 28, respectively.

55. *The Ceremony of Unveiling The Statue of Capt. Cook, Hyde Park, Sydney February,
1879" lllustrated Sydney News March 1879 supplement. The Australian War Memorial holds
a copy of this colour lithograph [ART19819] although it is wrongly catalogued as a
watercolour.

56. Bulletin 22 March 1884 p. 13.

57. In “A Dangerous Game™ (Sydney Punch 12 February 1875 p. 41 ) represented the
“Constitution of New South Wales” as a young female warrior with sword and armour.

58. “Of Designs for National Statues” Punch Vol. 7, 1844 p. 29.
59. “Beyond Their Reach™ Worker 13 September 1902 cover.

60. Worker 14 February 1903 cover.
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61. Worker 17 March 1906 cover.

62. Worker 23 December 1893 cover.

63. “Proposed Statue of Liberty” Worker 29 July 1899 p. 4.
64. “Statue of Liberty” Worker 10 March 1900 cover.

65. Worker 11 January 1896 cover. The implications of this virtual monument are explored
later in Chapter Eight in the context of Scott’s attitude to war.

66. Terry Cook, “What is Past is Prologue: A History of Archival Ideas Since 1898, and the
Future Paradigm Shift” Archivaria, no 43, Spring 1997, (17 — 63) 18.

67. Ibid.
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CHAPTER FOUR

Jester as Butcher (ideology and cartoons)

The cartoons that Monte Scott created during the 1890s for the Brisbane Worker were the most
politically aggressive and violent images produced in Australia. At least this was the
contemporary assessment of the informed, independent observer Albert Métin.' These cartoons
along with examples by Scott from the Brisbane Boomerang, make up the core content of this
chapter since they have received scant analysis. Marguerite Mahood described the Worker
cartoons as Scott’s “most memorable work™ and acknowledged that “the valour and vigour of
the Worker cartoons™ deserved more attention than she was able to give them.? Further to this,
Mahood adds the assessment that these cartoons “are some of the best in colonial history.™ Apart
from analysis of the ideological content of selected examples, this chapter defines the particular
nature of the political cartoon around 1900 by examining Scott’s work within the evolving late
nineteenth-century Australian social or political context and positioning it within the broader
history of graphic satire in the popular press. A brief reflection on cartooning from a
contemporary perspective is included to highlight the specificity of Scott’s contribution to

graphic satire.

In the late 1880s each issue of the Boomerang in Brisbane and Bulletin in Sydney proclaimed its
confrontational editorial policy with a front page cartoon making acerbic political or social
comment. At this time, clearly the primary satirical weapon in the popular press was the cartoon,
used to pillory individual politicians, attack government or imperialistic policies, parody class
pretensions or promote popular prejudices. What gave the cartoon such a position of power and
influence is not easily summarised since its status depended on both historical precedent and
dramatically changed social conditions. A necessary vocabulary of social physiognomics was
well established in popular graphic discourse by the 1880s and the most significant technological
developments in printing occur during that decade. The expanded political and commercial
circumstances resulting from compulsory education and universal male suffrage, also contributes

to this new status for the cartoon, as does the liberalization of censorship laws.

From any perspective, however, this is the beginning of the “golden years™ of the newspaper
cartoon in Australia. This is the brief period when the cartoon moved from the domain of the
broadly based comic journals such as Punch to a prominent position in the popular daily and
weekly press. In her survey of the cartoon industry in Australia, Joan Kerr notes this shift:
“Comic illustrators certainly had the greatest range of opportunities and outlets at the

turn of the century. For a brief period cartoons were not only commercially oriented but
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also elevated to ‘real art’, being shown in mixed international and fine art exhibitions
throughout the world.”

The emphasis here on their fine art status perhaps overshadows the real power of the late
nineteenth-century and early twentieth-century cartoons. The newspaper cartoonists in this crucial
period of influence had little interest in seeing their work in any sort of display other than the
published form, a point Kerr acknowledges in another context, for the commercial value of the
newspaper cartoon was based on its ideological status. This situation did not last long, as early
in the twentieth century the form again became increasingly the preserve of specialist
publications or comics. Nevertheless, even in London in the first decades of the twentieth
century, the political cartoon still had such potency that it “could be a vital weapon in the
circulation battle” between the nine evening papers published in the capital during that period.*
In the context of the Australian press, Frank Greenop has noted the vitality of cartooning as a
means of political expression early in the twentieth century; adding that “the cartoon was
recognized as a useful weapon in the hands of newspapers whose policy was to endeavour to
mould public opinion.™ Generally, however with the development of radio and later television,
cartoons became and remain an entertaining inclusion in the mainstream daily papers, although
they have retained something of their status as savage satirical instruments - a residual status

based on the reputation won in the nineteenth century.

This is not to posit some artificial points of demarcation in a contrived progressive view of
history. The history of any illustrated paper is as linear as a roll of microfilm and dramatic change
in content or format can be measured in days or weeks. With so many short-lived illustrated
papers published in the nineteenth century in Britain and the colonies in a field absolutely
dominated for much of the period by the two London papers, the weekly Punch and the monthly
llustrated London News, it is obviously easier to see continuities than changes.® Nevertheless,
driven by new printing technology and an increasing population whose income was based on
skilled labour, the shift from comic relief to cutting satire is as significant as it is dramatic.
Nowhere is this better illustrated than by a comparison of the twenty year output by Monte Scott
in Sydney Punch and his following twenty year output in the Boomerang and Worker. In spite of
this, the Bulletin has been the singular focus in defining cartooning in the late eighties and
nineties in nineteenth-century Australia. Even there Scott played a role in its formative years, as
noted. But when Scott, in his fifties, started work for the Boomerang, his cartoons were
invigorated by a venom which cannot be dismissed as the enthusiasm of a new start or the
resentment of lost opportunities in Sydney. More than this, Monte Scott’s best work in the

Boomerang and Worker defined the potential of the new idiom.
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It should be stressed that my location of the beginning of the great press cartoon era to the late
1880s is specifically confined to Australia. Because of its population, colonial status and rate of
technological development, Australia does not exactly parallel the situation in the United States
and not at all in the case of France, for example. In France, the cartoon was a fundamental
element in the popular illustrated press from the 1830s and the American weekly papers such as
Frank Leslie’s lllustrated Paper and Harper s Weekly had by the 1860s broken free of the model
of the lllustrated London News with as much political comment as reportage. Nor was their serio-
comic approach comparable with London Punch. It could also be argued that by 1888 the great
era of the cartoon-driven newspaper was over in America and the age of the illustrated magazine
had begun.” Certainly it has been remarked that the unprecedented reputation of the best known
cartoonist in America, Thomas Nast, “rests mainly on some fifty drawings he did in 1871.”® Nast
is also presented as the quintessential newspaper cartoonist by William Fever in his survey of
caricaturists.” It is also acknowledged by Fever that Nast’s “style was not distinguished, being
a conglomeration of Tenniel, Doré and German broadsheet mannerisms, such as those of the

Miinchener Bilderbogen.” '

The production quality of the late nineteen-century American weeklies such as Puck, the Judge
and the Wasp is extraordinary when compared to the Bulletin for example. Coloured covers and
belly-folds of coloured cartoons are common. One reason for this was the adaption of lithography
for press printing in the late decades of the century in America. Another is the sophistication of
photo process printing, including half-tone, although the impact of photography on the illustrated
press does long predate the appearance of published photographs.'” When non-lithographic
colour printing techniques were developed late in the nineteenth century in America the result

was the inclusion of weekly coloured comics, not cartoons as I have defined them.'?
Historical Lineage of Graphic Satire

In France, lithography had been the preferred method of printing full-sheet caricature or cartoons
from the beginning of the satirical papers."* The potent banner cartoons of the early issues of Le
Charivari, such as the fabled Pears by Charles Philipon, (1806 - 1862) were lithographs. As
such, it was possible to produce a daily illustrated paper where Honoré Daumier (1808 - 1879)
went on to make the speed and immediacy of the new medium his own while working for La
Silhouette, La Caricature but principally Le Charivari. The vital role that caricature played in
radicalizing the French press and public during the nineteenth century has been well chronicled.™
So too the important development of a prerequisite “silent vocabulary™ of physiognomics, as
Judith Wechsler described it. °

93



London Punch subjoined “or the London Charivari” to its title in homage to the journal it had
emulated. But the savage satire in the French version was “caricature™ as the term applied to the
great age of caricature in eighteenth-century Britain. The influence of the Parisian Charivari on
London Punch was repayment for the debt owed for the influence of the British graphic satirists
of the eighteenth century. It has been stated that in the 1830s the “spirit of caricature now burnt
most fiercely in France, where artists such as Daumier and Philipon picked up where the English
had left off.™"® For it would appear that it was first in England that artists and publishers realized
the commercial and political possibilities of printed graphic satire.'” The gross vitality and
confronting scatological character of much of the imagery by early nineteenth-century French
caricaturists clearly demonstrates the influence of the eighteenth-century English tradition. The
contribution to establishing this tradition by artists such as William Hogarth (1697 - 1764) and
James Gillray (1757 - 1815) has been comprehensively elaborated.'® If the value of a caricature
or other graphic satire is measured by the force of the opposition or reaction it provokes then the

work of James Gillray does indeed establish a benchmark for satirical illustration. '’

At the beginning of the eighteenth century in England satirical prints were relatively common but
with limited distribution because of the cost of paper and printing.” However, by the middle of
the eighteenth century the popular print trade was well established with sensationalism, sedition,
sacrilege and profanity becoming the publisher’s stock-in-trade to titillate the buyers of popular
prints sold as single images in catchpenny prints or incorporated into a broadside or chapbook.
What artists such as Hogarth and Gillray did was more to shift the register of quality if not
increase the intensity of graphic satire. Gillray or Cruikshank prints were not of the type sold
cheaply on the streets but were made dangerous by the nature of their literate, politically
organized audience. The poor and working classes would crowd the print-shop window to view
the latest Issac Cruikshank or Gillray: just as they would later in Sydney and Melbourne to view
the latest issue of Melbourne Punch or the lllustrated Sydney News displayed in their shopfronts
(if we can believe the illustrations in these respective papers).

By 1800 the development or expansion of newspapers in Britain was controlled by heavily
imposed taxes which meant that the cheap broadside continued well into the nineteenth century.
This is also true for Australia.”' The first convergence of the tradition of the satirical print and
mass illustrated newspaper in France proved the versatility of caricature to savage powerful
individuals as well as offer critical social commentary using the mindless or unaffiliated figure
of the clown. Pierrot’s truth came from his detachment. Philipon stated it without recourse to

metaphor: “Caricature will henceforward be Truth”.??
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When London Punch was established in 1841 it claimed a position for itself as the fearless jester,
champion of justice and defender of the poor. In its early years, it was often critical of privilege,
loved to pillory the pompous and was blatantly anti-Jewish and anti-Catholic, which mostly
meant anti-Irish. However, the most sympathetic historians of Punch agree that this image of Mr
Punch fiercely defending the poor and underprivileged soon became an illusion masking the
reality as Punch moved increasingly to the right in the nineteenth century.** From about the 1860s
when the cartoons became the most important element in the paper it was more likely that the
poor would be presented as brutish or bestial targets and pomposity would be found in the
pretensions of the lower-middle class. The success of London Punch was unprecedented and it
became the model for graphic humour in Europe and Australia until the last decade of the
nineteenth century, at least. Punch epotimised the impeccable expression of bourgeois or
conservative middle-class ideology in England.*® Whatever shifts were made in its political
alignment or targets, the attitudes and values it espoused were relentlessly middle-class. The
leading cartoonists for Punch may have been apathetic about party politics, but even so their
middle-class social orientation was blatantly obvious in their choice of themes, and the attitudes
they expressed. The fact that London Punch'’s chief cartoonist for almost the last forty years of
the nineteenth-century, John Tenniel, was knighted in 1893 speaks for itself against any radical

position for the Punch cartoonist.

The myth of Mr Punch, the biting, apolitical jester had been founded on the reality of Punch’s
radical beginnings, the precedent of Le Charivari and the tradition of Gillray and Cruikshank,
but the metaphor was carried over to represent later cartoonists without any foundation. So
powerful was the coalition of influence and the impact of Punch that its legacy remains today in
the accepted image of the cartoonist as savage defender of justice and the actual practice of
mainstream cartooning as soft-target satire. This was born out in a recent survey of the self-

perception of Australia’s leading political cartoonists.?
A Contemporary Perspective on Satire

The contemporary survey of graphic satire, by Patti Miller, was prompted by the censorship of
a Michael Leunig cartoon by the editor of 7/he Age in Melbourne, Michael Gawenda.” Although
this incident or the issue of censorship of cartoons is the pretext for the article by Miller, she uses
this to develop a broader investigation into how cartoonists see themselves in relation to society.
Comments by most of Australia’s leading contemporary cartoonists (Michael Leunig, Phil
Somerville, Kathy Wilcox, Bruce Petty, Alan Moir, Lindsay Foyle and Bill Leak) are included
in the article.
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All agree that the cartoonist’s primary role is to be funny. In terms of their ideological
positioning, there is also surprising concordance among  cartoonists interviewed. Cartoonists
do not see themselves as politically affiliated but operating as lone fighters against injustice,
complacency, hypocrisy and pomposity.”” Good cartoonists have no allegiances, only convictions,
claims Phil Somerville. Also adding that he has "a hyper-sense of injustice in the world and
drawing a cartoon is a way of expressing my anger and hopefully at the same time making other
people angry about it".** Miller summarizes the cartoonists role, in a sentence which also supplies
the title for her article:

Political cartooning is about making people laugh, but its purpose is clearly satirical - the

censuring of behaviour and attitudes through the powerful force of ridicule, or ‘laughing

with knives’, as the Chinese ideogram for satire puts it.*’

All of the cartoonists interviewed by Miller work for mainstream media outlets although mention
is made of cartoons in radical or specialist publications. The implication that these are outside
of the orthodox or relevant ideological framework is not stated since it is taken as a given. Also
the emphasis on discussion of “taste” in the feature avoids direct confrontation with political or
ideological affiliation. Current taste or attitudes are put into very limited historical perspective
with some agreement that the boundaries of taste on such matters as sexually graphic humour are
wider now, or were so in the 1970s. And that feminism has significantly tempered the more
outrageous depictions of women in cartoons of the past. A summary of taboo topics for
cartoonists includes topical national or racial conflicts, gender politics, Aboriginal politics, the
church and religion generally. This hardly quantitative survey does in part accord with one of the
few recent statistical examinations of the contemporary cartoonists view of difficult or
contentious topics. Abortion, religion, gun control and race are cited by American cartoonists as
the most difficult topics to deal with.” The inclusion of abortion and gun control in this particular
analysis indicates the specificity of the United States situation or more particularly the size and
power of fundamentalist and gun lobby groups in America. It has been suggested that the smaller
population of Australia, when compared to the United States, and the consequent lack of
significant funding for religious and political lobbyists has created a greater degree of freedom

for the Australian cartoonist.”'

There may be little hard evidence as to the degree of freedom of Australian cartoonists but both
anecdotal evidence and academic research confirms that the freedom of American cartoonists has
been weakened by increased demand for political correctness, as noted by Anna Day.*> More
significantly, in her spirited assertion that Australian cartoonists have greater freedom than their

American colleagues, Anna Day contends that “this freedom seems to stem from the very nature
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of Australians, who have a nationalistic pride in Aussie larrikinism and a penchant for what is
called the tall poppy-chopping syndrome, of which cartoonists are the masters.”* Day also notes
the lengthy inter-influence or cross-fertilization between American and Australian cartoonists
adding that the satirical character of political cartooning here has a long history reaching back
to the mid-nineteenth century. Apart from emphasizing the need for more academic research on
the area, Day does not tap into this tradition as a possible source for the fearless lampooning and
unrestricted satirical savagery possible in Australian cartooning. Highlighting the freedom of
contemporary Australian cartoonists through examples of uncensored depiction of bondage and
nudity, as Day does, would seem to demand mention at least that one hundred years ago in the
Australian press Monte Scott commonly deployed such themes in his political cartoons with such
a degree provocation or combination of ferocity and salaciousness that no contemporary editor

would leave them uncensored.

When Joan Kerr conducted her 1999 survey of Australian Artists and Cartoonists she noted the
dearth of genuinely savage satirists in Australia and that “vicious Australian caricaturists are
actually quite rare.” Ironically, when Monte Scott is mentioned in Joan Kerr’s analysis, it is to
have him represent the antitheses of the metaphor of the cartoonist or caricaturist as butcher.

I have already presented an alternative, if not contradictory, reading of the photograph Joan Kerr
uses as evidence to place Scott, the cartoonist, among the ranks of disgruntled music-hall
performers. Scott did stage performances of lightning caricatures, but this is irrelevant to his role

as one of the most caustic cartoonists to have worked in Australia.

What is most significant about Scott’s cartoons of the 1890s is that they defy the claim by
contemporary satirists that cartoons must be above all funny, while enforcing the cartoonists’
fundamental satirical imperative. The acidity of Scott’s cartoons in the Brishane Boomerang and
Worker is not diluted by geniality. He had amply demonstrated in his Melbourne and Sydney
work that he could comfortably wear the jester’s suit of Mr Punch. But these productions of his
late career could not be more of a contrast to the smug, complacent mockery of London Punch

and indeed the jovial, social critique of many contemporary cartoons.

In the British satirical tradition before London Punch, levity played an insignificant role and
joviality is mostly missing from key political cartoons of the last hundred years in Britain. It fact,
it would appear that there is still a degree of nationalistic pride in the acerbic satirical quality of
British cartooning. So much so, that recently Tim Benson, the founder of the Political Cartoon
Society in London, was prompted to claim: “The quality and depth of political caricature in

Britain has a unique heritage which remains to this day far superior to that of the rest of the
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world.™ This was said in the context of Benson’s publication of his selection of the top ten
British cartoons from the past two hundred years in the journal History Today.*® Benson also
prefaced his selection with the observation: *“No other medium, written or visual, comes close
to capturing moments in history more than the great political cartoon.”’ He gave his definition
of what makes a great cartoon as:
where the cartoonist has combined outstanding draftsmanship with an ability to comment
on an event or situation in a vivid, perceptive and imaginative way. This can be done
either satirically or, for dramatic effect, poignantly. The composition is also essential for
case of interpretation and appreciation. The dynamics of composition can also help
heighten the cartoon's impact.*®
The definition is not generically applicable since the accompanying exemplars are required to
demonstrate the various characteristics of vividness, perceptivity or imagination. What is
unstated, but becomes obvious after reading Benson'’s justifications for each selection, is that he
was guided by two particular features that his ten political cartoons all share. First, other
cartoonists have regularly alluded to each of the selected examples, thus establishing their iconic
status; and second, there is documentary evidence of the political impact of each cartoon. For
example, in discussing the Philip Zec cartoon ***The Price of Petrol has increased by one penny’-
-Official™ published during World War Two, Benson notes:
Prime minister Winston Churchill was furious when the Daily Mirror published this
cartoon on the Government's decision to increase the price of petrol. Churchill believed
that the cartoon suggested that merchant seamen's lives had been put at stake to enhance
the profits of the petrol companies. In the House of Commons, Herbert Morrison, the
Home Secretary, called it a 'wicked cartoon' and 'worthy of Goebbels at his best'. The
Government considered closing down the Daily Mirror but eventually decided to let the

newspaper off with a severe reprimand.”

Interestingly, no contemporary cartoons are listed among Benson’s examples, although they
nevertheless demonstrate the power or impact of the political cartoon in the historical context.
Benson'’s claim that “John Tenniel's 'Dropping the Pilot' cartoon for Punch (1890) was the first
example of a cartoon to be alluded to by other cartoonists™ might hold true in a limited sense for
Britain but in the decade before this in Australia, cartoonists on the Bulletin regularly referred
to Scott’s Kiama Ghost cartoons from the late 1860s, as well as other examples.” These
instances are examined in depth in Chapter Six, but such allusion does not necessarily reinforce
the iconic or classic status of the original cartoon when the point of origin is obscured. Apart
from imitation by other cartoonists, Benson’s other measure of satirical quality, the political
impact of a particular cartoon, can also be applied to Scott’s work. Direct evidence of the impact
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of Scott’s political cartoons in the Worker during the 1890s is presented below.
Scott’s Political Cartoons

Cartoons are always difficult to retrospectively interpret, let alone judge, because they are so
intensely topical and contingent on the ideological configuration and expectation of their
audience. It is also usually impossible to find contemporaneous explanation or value judgements
of cartoons. Fortuitously, this is not the case with Monte Scott. On four occasions during the
years of Scott’s tenure as cartoonist, the Worker printed extensive compilations of previously
published cartoons. Two of these collections were summary political histories: Xmas Number 15
December 1894, “A Pictorial Political History of Queensland™ and 5 March 1904 “History in
Caricature™.*' The selection of Scott’s cartoons for these particular political narratives may well
have been primarily editorial choice, but since they were intended to highlight memorable points
in the struggle between capital and labour they offer no real indication of value outside of this
imperative. The other two anthologies are more revealing. One of these is a ten-cartoon
compilation “Pictures of the Past,” from the same March 1904 issue as the “History of
Caricature™ collection and the sub-caption “Some notable ‘Worker’ cartoons™ makes clear that
this selection is made on the individual merit of the cartoons.* These images can therefore be
taken as representative of contemporary value judgement of the press cartoon. But the collection
of Worker cartoons published in the special Christmas number on December 1895 are particularly
invaluable not only because of the judgement made in their selection but because many include
explanation of the content and ideological intention of the cartoon and in several cases comment
on its success. The twenty-two, mostly full-page cartoons selected from the previous two years

are almost all by Scott.*

Inmany Worker cartoons, as exemplified in this prime selection of 1895, when Scott represented
the broad abstraction of Socialism or the benefits of Unionism, his cartoons needed little
supporting explanation. One such example representing Unionism is “What the ‘Free’ Labourer
is Doing for Himself” which shows a “Free Labourer” up a tree chopping off his supporting
branch of “Unionism,” while fat “Capitalism™ stands behind the tree holding the rope of “low
wages™ that loops over a higher branch marked “freedom of contract™ to form a noose around the
Free Labourer’s neck.** Nevertheless, a full explanation was given beneath the cartoon when it
was reproduced in 1895. Only one cartoon in the 1895 selection deals directly with Socialism as
aspecific theme, although it also does target individual politicians. In “Opponents of Socialism,”
Scott creates a visual equivalent to the metaphor of “milking” the system by representing the
scene of a farmyard with a jolly group of the opponents of Socialism leaving with buckets full,
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having milked the State cow. [figure 4.1] All are generalized representatives or, mostly ugly,
personifications of squatters, sugar planters, dairymen and meat companies. They give a sideward
smile at the two scrawny political watch-dogs, one of whom is more interested in scratching his
fleas, while the other sniffs his backside. Since the dogs are conveniently wearing name tags on
their collars, the politicians Byrnes and Barlow must have been particularly offended by this
cartoon. Here again the Worker added what seems to be a superfluous extended explanatory
caption when the cartoon was reproduced in 1895, although it does identify the political dairy
farmers tending the supply of milk or “credit” from the “State” cow as Nelson and Tozer who are
only signified by their individual caricatures in the cartoon. This may not be one of his best
examples but the use of a familiar scenario and word play represents a particular type of cartoon

that Scott so effectively developed during his years on the Boomerang and Worker.

Scott’s skill at reducing specific Parliamentary issues or debates to common visual themes so that
they were instantly apprehended by his audience now makes many of his cartoons resistant to
interpretation. For example it would be very difficult if not impossible to decipher the cartoons
“Nelson’s Star Troupe or Somersaulters™ and “A Feast for the Crows™ without the explanatory
captions supplied in the 1895 Christmas number.* This is despite, or perhaps because of, the
familiar themes of circus and bush butcher that they respectively depict. “A Feast for the Crows”
is a particularly effective compression of a complex of issues related to the Mclllwraith
Government proposing a Five Shilling-an-Acre Land Bill in 1893. The Premier is shown as a
bush butcher stringing-up the beast of Queensland with the crows representing special interest
groups flocking in for the kill. Scott’s favourite target of the Q. N. Bank is the crow that pecks
out one of the beast’s eyes. [figure 4.2] This simplistically brutal scenario must have had
significant political impact since the Land Bill was dropped by the Government after the Worker
and Labour Party opposition, as noted in the extended caption.

This was not the only reporting by the Worker of a cartoon that had direct political impact. The
other was also singled out as “one of the most striking cartoons the Worker ever published”, a
claim that now makes all too obvious the temporal limits of a cartoon [figure 4.3]. Since the
distinctly humourless cartoon offers a now familiar class division, emphasized by an embedded
caption, the meaning of the cartoon is still clear but it would hardly rate for inclusion in any
contemporary anthology of great cartoons on aesthetic or historically significant grounds. To add
emphasis to this, it is worth noting that few cartoons selected by the Worker in its anthologies of
the most valuable would warrant special attention or even notice in any contemporary selection,
whatever the criteria. This particular cartoon highlighted the fact that the Queensland Minister

for Railways, Sir Thomas M’Ilwraith, when on sick leave in England, was drawing his salary of
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one thousand pounds a year while the average “John Smith” railway worker was paid six shillings
on sick pay. Scott’s crystallization of this seeming injustice into an image of class contrast and
discrimination also obviously had an direct impact, since the explanation of the cartoon mentions
the resulting scandal and the fact that M’Ilwraith’s sick pay was subsequently reduced to his
Minister’s salary of one hundred and fifty pounds. For the Worker, this cartoon put a specific
example into a broader ideological framework and its combative success was confirmed by its
influence on correcting the perceived injustice. Overlooking the primary signification, the cartoon
today seems less successful when its individual or secondary signifying elements are examined.
The Worker did highlight that the “contrast between the two ladies and the two gentlemen is most
striking.” And of course to achieve this contrast Scott was forced to exploit the established
iconographic conventions for representing the poor or lower middle-class; not so obvious in the
gentlemen but certainly in the ladies. The working-class woman is forced to do washing to
support her sick husband while the privileged wife luxuriates with book and fan. Unfortunately,
each conform to conventional class stereotypes, where beauty is the prerogative of the privileged
and the poor are inherently plain and frumpish. If the two women are isolated from the context
of the cartoon, the careful delineation of the features and form of the lady of leisure so contrasts
with the cursory treatment of the washing woman, it might lead to the conclusion that Scott’s
sympathy was with the ‘beautiful” people. At least, there is an inescapable irony in this seemingly
critical depiction of privileged beauty since Scott built thirty years of his career on such
depictions. Mahood once noted that Livingstone Hopkins never depicted a pretty woman. The
opposite statement could be made about Scott since he hardly ever depicted a generic female face

that was not vacuously sweet.

Apart from the M’Ilwraith sick pay issue, other cartoons selected by the Worker include specific
incidents which were conceptualized by Scott into the context of larger ideological issues of race
relations, nationalism and the dominance of capital. Scott had always been highly adept at
inventing complex or fanciful allegories, but this skill was particularly well applied when it came
to weaving specific incident into a broader tapestry of established belief or prejudice. Sometimes
little inventiveness was needed to exploit working-class anxiety. The comparison of a room-full
of displaced newspaper compositors and a single woman at a new lino-type machine needs only
the fat boss at his desk in the foreground to complete the cause and effect of blind capitalism.
[figure 4.4] What is not obvious at all from the cartoon, is that the Worker was not against the
introduction of the new machinery.*® As well the caption reveals the radical nature of the
Worker s socialism, encompassing as it does full state sponsorship of the workplace and offering

a hint of the utopia its editor, William Lane, would later attempt to establish in Paraguay.

101



The general formula Scott followed to create visual metaphors, to use the analogy of theatrical
production, was to set a scene that was familiar or strikingly melodramatic; the back yard or the
graveyard, for example, and people this with monstrous anthropomorphic hybrids, generic types
and personifications of human virtues or vices. The action was best if it depicted real or
threatened violence; hangings, bashings, stabbings and beheadings were standard fare. To bring
the scene into sharp topical focus he would add the caricatured features of target politicians to
the combatants. Outrage was naturally provoked when victims of real or threatened violence were
depicted as handsome, defenceless male workers but psychologically more potent was his
favourite victim, the beautiful young woman acting as personification for State, Nation or
political affiliation. Given in summary like this, it hardly does justice to the inventiveness with
which Scott applied his method. Perhaps too, it may suggest an attempt to ground his cartooning
in his interest in the theatre and this is not the intention, although he clearly took every
opportunity to reference theatrical and popular entertainments.

Removed from specific examples, general descriptions of Scott’s themes, metaphors and the
signifying elements used in his cartoons tends to overemphasize their banal, cliched and
psychologically shallow content. Many were, and remain, superficial and repetitious; many were
far from this. Taking an overview of the Worker’s 1904 selection of notable cartoons from the
past offers a contemporary insight into Scott’s particular twist on activating the familiar with
hybrid inventions. What made these cartoons “notable” or memorable was not mimetic
representation with explanatory caption. In fact only two might be described as illustrative in the
sense of reportage of emotionally charged or evocative familiar locations; namely, a prison cell
and the dining-room of a destitute working family. Two of the cartoons address Chinese
immigration. The first of these, as noted beneath, was “one of the first Worker cartoons”
(specifically the cover of the issue of 21 March 1891) and depicts a Chinese-headed spider
drawing a hapless worker into its web of influence. The second anti-Chinese cartoon, originally
the cover 25 July 1896, is a less metaphoric and therefore probably more disturbing construction.
It depicts an Anglo-Australian worker in the dock of a Queensland courtroom - a conventional
scene, except the judge, notaries and other officials are all Chinese and the signage is all in
Chinese calligraphy. In “A Dangerous Game,” originally the cover of 4 September 1894, Scott
evokes a bull-fighting scene in an open Queensland paddock, substituting a policeman for the
Spanish matador. The struggle of organized labour against the Mcllwraith Government’s ‘class
legislation” is literally represented as a David and Goliath battle in “Will he Down Him this
Time”, originally the cover 21 March 1896. Shakespear’s Julius Caesar becomes the reference
point for the assassination of the ‘worker” in “The Conspirators and their Foul Attempt” which
had been the cover 4 March 1893. On the cover of 18 July 1891, Scott even managed to visually
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realize the seemingly complex issues of Government officials faking break-ins and destroying
documents in *“How Official Documents are ‘Stolen’”. However, his most startling and original
invention, taken from the cover 24 April 1897, depicts the inner workings of Tozer, a Queensland
politician, by having him made transparent with a full-body x-ray created from a Rotgen Ray
machine directed by a young personification of the Worker.*” [figure 4.5] The tenth and final
cartoon from the selection “Imperialism™ (originally cover 3 March 1894) is one of Scott’s
cherished themes: an old-fashioned soldier representing the imperial army, goaded by a fat
capitalist, is slashing the throat of a female personification of ‘Australian Nationality’. [figure
4.6]

Scott’s Visual Sources

The Worker’s vehement opposition to imported Polynesian, Asian or Chinese labour often
expressed itself through claims for protection against contagion and disease. When a white boy
with leprosy was discovered in a Queensland school, his removal from the school becomes the
pretext for Scott to simply interpret the source of his infection as Chinese and Indian food sellers
at the school gate and represent the threat of leprosy posed by imported Chinese and South Sea
Island labour with apparitions hovering over the school ground.*® [figure 4.7] However, this
cartoon offers a convenient point to begin an examination of the sources of Scott’s iconography.
In this context, several of the individual iconographic elements in this cartoon are of particular
interest. The rondel representing the press is copied with significant variation from a Livingstone
Hopkins® Bulletin cartoon of 1889 and the Chinese fruit seller in the foreground is taken with very
slight adaption from another Bulletin cartoon, a front cover, by Phil May from 1887. [figures 4.8
& 4.9] What seems blatant plagiarism in taking May’s Chinaman is not so curious. Scott had
drawn numerous Chinese types of his own invention in his Boomerang cartoons, an entire
phalanx in one cover example in 1889, but these were monsters who could never convincingly
sell fruit.*” There was no established iconographic stereotype for the Chinese in Australia, only
varieties of Mongolian monsters.” Since here Scott needed a believable type his easy option was
to appropriate an established example, perhaps from his collected stockpile. It might be assumed
with some certainty that May’s Chinaman was kept as a prototype since virtually the same image
isreused ten years later in the Worker to represent a Chinaman selling fruit to a hospital.”' [figure

4.10]
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Characteristically, there are other borrowings in this Christmas number selection of Worker
cartoons. Two cartoons are acknowledged as being from other papers. One composite of two
cartoons which were originally reproduced as the front page July 6, 1895 is noted to be an
adaption (presumably by Scott) from “St. Louis Labour, an American reform journal of
considerable influence.”™ Another expressing “somewhat rough humour” and showing a
grotesque giant “middleman™ is said to have “been taken from some Melbourne publication
(probably Melbourne Punch).”* When originally published there was no acknowledgment of
their origin. Significantly, both cartoons are unsigned, although the former has a strong stylistic
affinity with Scott’s work.. It should not be automatically assumed, however, that these are by
Scott as in many cases, while working for the Boomerang and the Worker, when Scott took
designs from other cartoonists, he added an acknowledgment below his signature as for example
“after Matt Morgan™" or “after Tenniel” where John Tenniel’s characteristic signature is shown
in place of his name.” A front-page illustration “The Government Picnic” in 1895 includes
Scott’s signature above the original source of “S. Louis Labour™.* In another case, in 1888 he
added in bold script in place of a signature “from Melbourne Punch.”’ A front-page allegorical
cartoon from the Worker in 1900, no doubt by Scott, also has in place of a signature “From New
York *Puck’™ and an adaption of a Walter Crane design produced as a full-page Worker

illustration during the same year is likewise labelled as “Adapted from Walter Crane”. 5

In another of the selected Worker cartoons Scott reinterprets the Greek sculpture the Laocoon
reconfigured to represent a worker and his son and daughter. [figure 4.11] This particular drawing
is clearly an adaption of a similar use of the Laocoon on the front page of the New York Daily
Graphic (the paper Livingstone Hopkins had worked for).* [figure 4.12] Scott has substituted
adaughter for one of the sons but the overall conception and design so closely mirror the original
illustration, a wood engraving by Frank Bellew from 1874, that it is unquestionably based on it

or an intermediary source.

All of this leads to the inescapable conclusion that Monte Scott collected, kept, or had access to
awide range of graphic reference material both in terms of international scope and chronological
range and that he used it with and without acknowledgment. It may be too speculative to suggest

what this might reveal about Scott’s own and the Worker s attitude to cartooning but it does
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indicate a very pragmatic view of the cartoon as tool or collective instrument rather than

expression of an individual artist.*’

Not that the Worker did not value high art. In fact in the extended editorial comment on the
Laocoon cartoon there is added reverential and very specific art historical detail on the original
work.®" Scott made reference to canonical or popular paintings and sculpture in other Worker
cartoons as did cartoonists in other Labour papers in Australia and the United States,
demonstrating perhaps that knowledge of high-art images was not linked to class consciousness.
It was quite common in middle-brow nineteenth-century publications for cartoonists to add to the
satirical impact by incorporating targets for caricature as substitute subjects in well-known
paintings. The practice is still alive as with Bill Leak’s use of Delacroix’s Liberty Leading the
People quoted in Millar’s analysis of recent cartooning. London Punch often used the ploy and

it is not surprising that Scott followed the tradition in his Punch work in Melbourne and Sydney.

There is a second use of art historical reference among the Worker s selections which touches the
“taboo™ issue of religion. [figure 4.13] Seemingly derived from an engraving after Holbein or
Raphael, it shows the figure of Christ approached by Judas with his bag of thirty pieces of silver
above the caption “Who Would Get The Vote for Thrift? - Judas.” Much of the explanation is
given to defending the cartoon against an attack of blasphemy made on it in the Queensland
Parliament at the time the cartoon was first published. A brief summary of the issue that
prompted it is added in this reprint although it is nowhere near as informative as in the original
publication. In that case the cartoon on the front page was surrounded by a full account of the

debate over voting rights being tied to property ownership.

The Audience for Scott’s Images

This editorial selection by the Worker does not necessarily indicate the cartoons that Scott himself
may have valued. The evidence in a number of cartoons outside of the 1895 Christmas selection
does offer limited insight. If we examine the content of Scott’s own cartoon images, it would

appear that it was quite common in working class or lower-middle households to have full-page
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and double-page spreads from the illustrated papers displayed, framed or pinned to their walls.*®
Such a practice it would seem also extended from the city or suburban house to the bush hut
where it is claimed the walls were sometimes papered with pages from the illustrated press. Peter
Carey used such an scenario in his recent novel on Ned Kelly to explain the potential American
ironclad source for Kelly’s armour.* I have found no visual evidence for such papering but an
illustration (a coloured engraving from 1873) of a digger’s hut in the Hlustrated Sydney News
does show the wall well covered with framed and pinned illustrations.** The group of diggers in
the hut are also shown reading a weekly paper, which the News says was the only sort that
penetrated remote regions.*® Monte Scott took up a similar theme in a later full-page engraving
in the same paper with “Life in the Bush - Arrival of the Mail-Bag” [figure 4.14].%” Here, the mail
and illustrated papers have just arrived and the station staff are gathered round a copy of, not
unexpectedly, the /llustrated Sydney News. Pinned to the wall of the slab-hut is a coloured
supplement from the same paper and the mailman points out some aspect of the Garden Palace
in Sydney ready for the upcoming International Exhibition. This product positioning in the
picture is not only self-promotion by the Sydney News, since the cover of the issue being read in
the illustration foretells the image on the paper’s next October issue, depicting the interior nave
of the Garden Palace.®® The accompanying text makes the point clear, they are all reading about
and imagining their trip to the International Exhibition, or as the paper put it: “and we can only
heartily wish them a pleasant trip when the time comes for them to see in grand reality the

wonders which the illustrated paper so graphically describes for their imagination.” *

The demographic of the Worker audience can be generally circumscribed to artisans, shearers,
miners, factory, shop and farm workers, mechanics and manual labourers.”” The radical
Boomerang was aimed at a similar audience. A few illustrations by Scott in both the Boomerang
and Worker demonstrate that he believed some of his cover cartoons and full-page illustrations
were destined for the walls of both the bush hut and the living and dining rooms of this emerging
middle-class audience. It is impossible to know if it was based on experience or expectation, but
on two occasions at least Scott illustrated one of his own earlier front-page cartoons pinned to
the wall of a bush hut in 1889.”" [figure 4.15] Admittedly, one of these stands as a reminder that
he had forewarned the coming of the “Yellow Rogue,” as a Chinese murderer comes through the

door of a sleeping worker’s hut. When Scott used this same work to decorate the wall of a
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“Imperialist’s™ living room in a later full-page cartoon it is not presented as a newspaper cover
but as a framed picture.” [figure 4.16] This may well have been a work that Scott valued. If so,
Scott was not alone in his judgment, since this work is singled out for particular praise by
Mahood in her survey of nineteenth-century cartoons.” Scott created countless hybrids, but this
example combines his usual zoomorphism with an imaginative application of the limited
signifying elements for orientalism, particularly the pig-tail. The Chinese or Japanese fan was
usually just a decorative addition in cartoons but the pig-tail defined the Chinaman. This
obligatory signifier on the Chinaman in Australian cartoons may have distantly evoked a simian
ancestry for “John™ but it was made necessary for racial identity because of the lack of an agreed
physiognomic type, as noted above.” Fun with the pig-tail by cartoonists was usually limited to
giving ita vigorous and usually malevolent wrenching, with few cartoons making the imaginative
leap of an example in an early edition of the Bulletin where “Ah Chow” finds his pig-tail makes
an excellent stock whip.” At least, on one occasion the Chinaman’s “tail” did prove a source of

envy for two fashion-conscious Melbourne ladies.”

In December 1888, Scott has two of his published cartoons neatly decorating the wall of a
workers dining room; the subjects of which again give further context to the cartoon.” [figure
4.17] By contrast in October 1888, when he depicts the interior of the dining room of the
“National Party” he places on the wall framed prints of shallow Victorian painting, “The Light
O’Love™ and “Titania.”” [figure 4.18] Pointedly, these are Just the sorts of subjects Scott made
his own in the Sydney illustrated press in the 1860s and 70s. In what must be one of Scott’s only
funny punch-lines, he adds below the maiden caressing the donkey-headed figure in “Titania” a
caption which also acts for the action in the cartoon by sweeping over the head of the woman

attempting to save the Chinaman hiding under the table. It reads “No Accounting for Taste.”

The sum of the above examples reveals that in the last decades of the nineteenth century, while
working for the radical or socialist press, Scott delineated his anticipated target audience in
graphic form as a wage earner working in the city or country and living in a simple dwelling. This
is not unexpected, but what is surprising is his consistent fictive ploy to decorate the walls of
these dwellings with his cartoons. This is surely more than an ongoing dialogue with his audience

or a multiplication of the impact of the Labor message through repetition of the slogans. The
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works Scott selected for this twenty-year long conceit were his more impressive images, those
that he most valued as art as much as propaganda, or those that represented the art of ideolo gical
image making at its most potent. Given Scott’s history in the 1870s of playing the English dandy,
orat least the debonaire stage exponent of celebrity caricature, the inescapable self-consciousness
of presenting himself as the artiste decorator of the bush hut hints at an ironic intention in this
constant playful interchange of ideology as art in the art of ideology. There is a doubly ironic edge
to this since, although it is not possible to fathom the intention in Scott’s self-mocking or
depreciatory self-promotion of his image as the working Australian’s champion, it is this
implanted corrosive parody that eludes casual acquaintance with his cartoons today, but no doubt
contributed to their wide contemporary impact and appeal as expressing a characteristically
Australian spirit. In other words an appeal to an audience that saw the cartoons as acid slogans

underwritten by mocking dread of dogma and intimate knowledge of self interest.

In conclusion of this ideological survey it should be stressed that these politically charged
cartoons produced by Scott after 1890 chart a significant shift in Australian class attitudes. Mid-
nineteenth-century Australian society was fluid enough to create a large middle class and the
attitudes of this bourgeoisie toward capitalism were benign to say the least.” Scott produced a
full-page cartoon at the end of his long tenure on Sydney Punch appealing to this very same
audience and “Labour and Capital: A Perfect Combination” succinctly encapsulates the bourgeois
attitude to capitalism at that time. [figure 4.19] It has been observed that before 1890, Australian
society was predominately infused with the “ideology and acquisitive ethos™ of capitalism. * The
major economic slump in the 1890s resulted in a sharper polarization of social classes or the
acceleration of class consciousness. Skilled labour made up one-third of the Australian workforce
and when industrial action by trade unions was blocked by a government supported by capital,
unions turned to political action with the formation of the Labor party. Australian unions were
distinctly different to the British variety and the Labor party also represented a distinctive brand
of socialism or a particular attitude to capital. This resulted in part from the unique mix in
Australia of skilled manufacturing, building, agricultural, pastoral and mining workers along with
unskilled labourers.*’ Monte Scott was able to give voice to this Australian brand of socialism
and the anti-capitalist formulation he created could not be in greater contrast to the bourgeois

attitudes he expressed in Sydney Punch. [figure 4.20] Capitalism is the demonic evil and the
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diminutive, youthful “Labour in Politics™ with the fire hose of “Socialism” is the only hope for
the worker skewered by “Freedom of Contract” over the hell of “Industrial Competition™. It
should not be assumed, however, that Scott’s shift toward the demonizing of Capitalism was as
a result of his move from Sydney Punch to the Worker since two years before his idealistic
rendition of “Labour and Capital” in Punch, Scott had produced “Commercial Morality!”
reminding his Sydney readers of the demon that lurked behind the mask of benign Capital.*?
[figure 4.21]

This particular 1881 cartoon may well mark a turning point in Scott’s political thinking but
certainly it denotes the beginning of his shift from mild-mannered comic to savage satirist—from
jester to butcher. The cartoon also signifies the end of the most successful phase of Scott’s career
as a public artist. The next brief chapter examines Scott’s work during the decade of the 1870s.
Emphasis is given to a comparative stylistic analysis of his cartoon work in relation to his
contemporaries, a number of whom have escaped historical record. It is important to outline a
biographical sketch of Scott during the 1870s or to at least establish his status and celebrity in
Sydney during this period as a foundation to Chapter Six which presents a comprehensive

examination of Scott’s significant role in the making of Henry Parkes.
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Endnotes - Chapter Four

1. Albert Métin, (Russell Ward, trans.) Socialism Without Doctrine, Sydney: Alternative
Publishing Co-operative Ltd., 1977 p. 68. The French sociologist (and later Minister for
Labour in France) Albert Métin visited Australia in 1899 on a six-month study tour. His book
was originally published in France in 1901 as Le Socialisme sans Doctrines. Métin singles
out the Worker cartoons for extended mention in his study, also noting that “in printed
imagery the revolt of the workers is bodied forth in violent forms.” (p. 68) Mahood also notes
Métin’s assessment of the Queensland press (Loaded Line, p.235)

2. Mahood, (Loaded Line) p. 238.

3. Ibid.

4. Richard Godfrey, English Caricature 1620 to the Present: caricaturists and satirists, their
art, their purpose and influence, London: Victoria and Albert Museum, 1984, p. 23.

5. Frank S. Greenop, History of Magazine Publishing in Australia, Sydney: K. G. Murray
Publishing Co., 1947 p. 151.

6. The importance and influence of London Punch needs no reiteration. However, the breadth
of influence of the /llustrated London News was very significant. The following is taken from
H. R. Fox Bourne, English Newspapers: chapters in the history of journalism, 2vols.,
London: Chatto and Windus, 1887 (vol. 2)
[llustrated London News was first published 14 May 1842 in sixteen three-column
folio pages. The first numbers contained about twelve small pictures, humorous
sketches and drawings of fashion or costumes. (p119) Its price was sixpence.
Circulation in 1843 when a year old was 25,000 (p. 124) In 1855 it reached 110,000.
By 1860 it had almost a monopoly in pictorial journalism. Although at that date there
were ten principal weeklies, each with one or more rivals, Herbert Ingram (who died
in 1860) and his successors were able to either crush or control nearly all formidable
rivals throughout six or seven and twenty years, the most important of these being The
llustrated Times, with the exception, perhaps, of The Queen. The first of its rivals
that the The lllustrated London News could not suppress was The Graphic, started in
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CHAPTER FIVE
“Scott of Punch”: the Sydney Years

During the 1870s Sydney was at the centre of a boom economy in the colony of New South
Wales, experiencing great prosperity and rapid population growth, with Sydney alone reaching
200,000 by 1880. Throughout this decade, Monte Scott was one of the most highly visible artists
in Sydney. His cartoons and caricatures dominated Sydney Punch and his illustrations and large
chromolithographs were regularly published as supplements to the llfustrated Sydney News and
Sydney Mail. In 1877 Gibbs, Shallard and Company published a series of his fine lithographs of
Sydney figures prominent in business, government, law and the church. Such was his celebrity
as “Scott of Punch” that in mid-decade he appeared in his own theatrical performance producing
caricatures on stage. Throughout the decade he continued to paint portraits and scenes of bush
life for public exhibition and his paintings featured in the Metropolitan Intercolonial Exhibition
in Sydney at the beginning of the decade and the International Exhibition in the Garden Palace
at the end. This chapter will clarify Scott’s role at Sydney Punch and the Sydney Mail along with
his involvement working on the murals for the Garden Palace. Because of the density of visual
evidence available for this decade, this chapter also includes a stylistic analysis of Scott’s graphic
work to establish the unique characteristics of his approach and his relationship to, and influence
on, other graphic artists working at Sydney Punch.

1870 was a year of mixed fortune for Monte Scott. He was declared bankrupt in June 1870,
although the reasons are difficult to fathom. It may have been as a result of the demise of his
ambitious business venture managing a photographic studio in George Street or the squandering
of his considerable income from the previous few years through a problem with gambling.' He
nevertheless completed the large painting “A Day’s Picnic on Clarke Island™ (now in the Mitchell
Library collection) which was shown in the Exhibition Building in Prince Alfred Park as part of
the Intercolonial Exhibition in August, 1870.% Scott continued to do occasional work at Gibbs and
Shallard offices during 1870 (where both //lustrated Sydney News and Sydney Punch were printed
and published) as demonstrated by the fact that he produced a number of large supplements for
the lllustrated Sydney News during that period.” However, he ceased to work for Sydney Punch.
Whether this was a contributing cause of his bankruptcy, or a result of it, is impossible to know.
For the full year of 1870 only three works are contributed by Scott.* Since none of the few 1870
contributions by Scott are on topical issues, these could easily have been unused items on hand
in the Gibbs and Shallard offices.

The artist who took over the role of Sydney Punch cartoonist from Scott was Percy Oscar Tanner.

118



His first appearance in Sydney Punch was the year before in the issue of 4 September 1869 with
a full-page cartoon appears signed “P Tanner.” The drawing, a critique of the admissions policy
of the Sydney Infirmary, is stolid or static in a style modeled on John Tenniel or more probably
Tom Carrington of Melbourne Punch. Tanner becomes the significant and mostly singular

contributing cartoonist for the issues from 23 October 1869 to January 1871.

When Scott does return to cartooning on Punch at the beginning of 1871, Percy Tanner remains
an occasional contributor, including full-page drawings. Tanner’s work is worthy of extended
mention since he does not appear in any of the standard reference works to nineteenth-century
Australian art history, including Joan Kerr’s definitive Dictionary. This may partly result from
the fact that he mostly signed his work with a cryptogram made up of an intertwined “P” and “T>,
with the “T” resembling a “C”. He had actually modeled this on Tenniel’s signature monogram
where the “P” closely resembling the flourish of Tenniel’s “J” and just as often he signed his
work with a single “T” very much in imitation of Tenniel. In one elaborate double-page pen
lithograph he used the ploy of having his signature carved into a tree as “P T” with the date 1870.
Whatever his aspirations, Tanner was no colonial Tenniel, and his work is also inferior to Scott’s
both in inventiveness and the vitality or fluency of line. He did, however, produce a considerable
amount of work during the year he worked on Punch, and many illustrations were double-page

with added colour.

As if to emphasize the margin in drawing skill between himself and Tanner, Scott seems to take
particular care with his contributions (and clearly delineated monogram) after his return to Punch
in 1871 and by early 1872 is producing some of his most finely drawn chalk lithographs for both
his small cartoons and double-page spreads. Tanner’s last signed cartoon in Sydney Punch
appears to be in the issue of 28 October 1871 and certainly by January 1872 Monte Scott has
reestablished himself as the premier cartoonist in Sydney and not only does he become the almost
exclusive contributor to Punch, but prominently monograms both his large and,

uncharacteristically, all his smaller cartoons.

In January 1872 Percy Tanner left Sydney for New Guinea. On route, he was drowned when the
ship Maria foundered off the coast of Queensland. So presumably the only historical
documentation of the death of the artist Percy Oscar Oswald Tanner is recorded in the pages of
Sydney Punch with two verses enclosed in the usual black Memoriam frame.’ That this was two
months after his death (the ship sank on 26 January 1872) is probably because an enquiry was
then opened into the unseaworthy state of the Maria. In the same issue as the “In Memoriam™

notice for Tanner, Scott produced double-page tinted lithograph “Fait Justitia” calling for justice
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to be done for Tanner and those lost on the Maria. Two issues after the this Punch published an
acid critique of the inquiry into the Maria sinking. A verse titled “Too Late™ describes the ship
owners as “monsters” concerned only with profit, and suggests the wardens on the inquiry panel
were:

Those who pretend the public good to seek,

Yet prove obstructive, negligent, and weak.°
Scott produced a double-page illustration for “Too Late” in which he contrasted a chalk
lithograph of the desperate souls during the sinking of the Brig Maria with a lithographic pen
drawing of the “Wardens appointed on the 3" April, 1872." Since the Wardens are shown sitting,
relaxed, staring into space or idling away time in conversation it is unsurprising that Scott did not

sign the drawing.

Scott, if not the editorial staff at Punch, must have had a very personal investment in this
investigation. This is because it appears Tanner was in fact en route to New Guinea on
assignment. In a cruel twist of fate, the day after Tanner’s drowning, no doubt before word
reached Sydney, Punch published a cartoon of Tanner being pulled from the water after falling
in during embarkation for New Guinea.” [figure 5.1] The caption of the cartoon reads: “Our
Special Artist as he appeared on the occasion of his embarkation for New Guinea™. On the facing
page, an accompanying poem titled “Our Artist in Water Colour” describes Tanner’s “slip” from
the plank to the ship and ends each of the two stanzas with “our Artist in Water,” the punning
cleverness of which was transformed by his drowning into a particularly heartless joke: especially
since the poem included the lines,

We mourn when we think of the ghost

Of this sweet, irreproachable swell, sirs.

He shipped - so he did - with intent

To play with the poor picaninny.,... *

Tanner’s last full page of cartoonlets before his departure was to be a foretaste of the rich themes
he doubtlessly hoped to find in New Guinea. Captioned “New Guinea Colonization Scheme™ the
page contains variations on the usual racist scenarios of cannibalism, ugliness, violence and
primitivity.” The same issue (23 December 1871 p. 40) included a poem “Old Jack and the New
Guinea Spec.”that was motivated by Mr Robertson’s remark that the promoters of the New
Guinea colonization scheme could not expect help from the NSW Ministry “other than their
earnest prayers.”'” [figure 5.2]

It is worth dwelling briefly on this page of small drawings by Tanner, as it represents a particular
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generic comic style adopted by most cartoonists working on Sydney Punch and indeed later in
the Sydney Bulletin. Without the signature on the bag carried by the figure top right it would be
almost impossible to stylistically attribute this work to Tanner or Scott. So ubiquitous was the
style that if the work were not dated it could well be by Tom Durkin or even Livingstone Hopkins
from the Bulletin of the 1890s. When Hopkins later deployed his updated version of this primitive
comic style he excused the unprofessional look by labeling the works as being by “Hop’s
Understudy”, thus separating it from his editorial cartoons."" This consciously artless comic style
was reserved for small joke blocks, decorative embellishments and colophons where the vitality
of the comic impact depended in part on the crudity of the drawing and the exaggeration of
physiognomic features and gestures. The English variant of this comic tradition is heavily
dependant on the work of Isaac Cruikshank (1764 - 1811) and most particularly his son George
Cruikshank (1792 - 1878) who from the 1820s turned increasingly from caricature to publication
of his own grotesque comic drawings and visual puns. John Doyle (1797 - 1868) also played a
significant role in shifting the register of caricature in Britain from the vicious, vulgar satire
favoured by Gillray to the polite, good-humoured political comment that would be the hallmark
of Punch humour. It was also his son Richard Doyle (1824 - 1883), who worked with John Leech
(1817 - 1864) on Punch during its formative years, who helped established the ubiquitous style
of whimsical parody of life and social customs using tight angular figures. In Scott’s work, as
well as with other colonial comic artists working in the 1860s and 1870s it is possible to easily
detect the influence of both Cruikshank’s small rotund figures and Doyle’s spritely, angular
limbed demons and whimsical fancies. As the son of an artist growing up in England in the 1830s
and 40s Scott would have no doubt been very familiar with the work of Leech and Doyle through
their work in Punch, as well as the illustrations in Cruikshank’s publications. Australian born

artists also had access to Cruikshank’s work as his Comic Almanacks circulated in the colonies. '

But the most direct influence on both Scott and young colonial artists such as Percy Tanner was
no doubt John Leech, who had in turn been taught to etch by George Cruikshank. Scott
acknowledged his debt to John Leech soon after he started working on Melbourne Punch, in
1861, when he started a series of joke blocks to chronicle the adventures of Mr Briggs in
Australia."”” “Mr Briggs™ had been created in England by Leech and has been described as the
“first great comic character since Rowlandson’s Dr Syntax.”"* The colonial audience had access
to Leech’s work in imported copies of London Punch but his comic illustrations circulated more
widely in various popular publications, especially 7he Comic History of England and The Comic
History of Rome." In imitation of these volumes Sydney Punch published its own ‘The Comic
History of Australia” from October 1868 through to January 1872.'° The bulk of the illustrations
were supplied by Percy Tanner but after Scott returned to working on Sydney Punch in 1871 it
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appears they shared the duties of being the Comic History’s illustrator “Walker Chalks, R.A.”.
So generic are the illustrations that without signatures, and most are not signed, it is difficult to
know which ones are the work of Scott or Tanner. The lack of signatures indicates the status of
these grotesqueries in the scheme of the commercial illustrator. A similar situation applied at the
end of the decade when Scott was sharing the cartoons in Sydney Punch with Alfred Clint during
the creation of “The Unprotected Female™ series of grotesque comic adventures. None of the
comic compilations are signed and although they are all linked by the same uncultivated tone only
the most subtle stylistic variations and theme selections differentiate those by Scott from the

examples by Clint."”

The ploy used by Scott and the other artists working on Sydney Punch to establish a distinct
division between rude sketches and political cartoons obviously owed a great deal to the same
approach taken by John Leech in London Punch. Leech was a significant influence on shaping
Monte Scott’s style. The stylistic delineation of figures, especially women, the types and
scenarios Leech created throughout his published work all find distinct echoes in Scott’s
drawings for Melbourne and Svdney Punch. Perhaps Scott modeled himself on Leech in more
than stylistic terms since Leech was a rare example of a comic artist who was elevated to the
ranks of a gentleman artist. He was so described by Dickens, praised by Thackeray and Ruskin
and widely admired by artists outside of the popular graphic arts.'® Such was his fame in the
nineteenth century that long after Leech’s death, William Powell Frith published the two volume
study John Leech: his life and work (1891)." It was said of Leech that a “gentleness and thorough
gentlemanliness pervades all his works,” but this gentleness was not the least soft or sentimental,
it was claimed, since Leech was a sporting man who rode and fished.” It was said he was “a
public-spirited man; a keen, hearty, earnest politician, with strong convictions, a Liberal
deserving the name.™' He was seen to be always on the right side, whether or not it was the
popular one. One of the two photographs of Leech that survived after his death showed him as
“a perfect English gentleman™ and if indeed Scott did affect the costume and manner of an
English gentleman during his early years working for Sydney Punch then John Leech would

surely have been his model.

When younger Australian-born artists came to work on Sydney Punch in the 1870s it may not be
surprising that they did not share Scott’s enthusiasm for Leech’s style or philosophy. Artists such
as William Macleod followed the lead of Thomas Carrington in Melbourne Punch and modelled
their style on the more contemporary John Tennniel (1820 - 1914) who had taken over as chief
cartoonist on London Punch after the death of Leech in 1864.” It must be said that Tenniel

retained the sense of decorum and dignity that had characterised Leech’s work on Punch but his
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style was much more fluid and open. The twenty-five year old William Macleod, replaced Scott
as the cartoonist on Sydney Punch from April 1875 to December of that year. Evidence in the
paper suggests this was a planned departure by Scott and probably resulted from outside
commitment to his stage act, promoted through a cartoon in the issue of 5 March 1875 as a
“Phantasmagoria of Celebrities” in his new studio at the Victoria Theatre on Monday evenings.
The tone of a verse, headed “Scott?.....What?!!.” in the following issue of March 12, makes in
clear there can have been no acrimony over his departure, since it makes direct reference to the
previous cartoon and in reference to Punch includes the lines “the cartoon’s very good, An artist
there you’ve got™.** In a bumper issue just before his departure, Scott produced two double-page
spreads which unashamedly make tribute to Punch in the guise of celebrating the Intercolonial
Exhibition of 1875 and most unusually for Scott, he signed both of these with his full name
“Montagu Scott”.*” Even more uncommonly, he used this full signature on a half-page chalk
lithograph in the same issue.”® All of which suggests he was casting off the mantle of Monte
Scott, the cartoonist.

William Macleod takes over as illustrator in the issue of 16 April 1875 although none of his work
in this issue, including the full-page cartoon, is signed. In the following issue of April 30,
Macleod begins to add his signature “W.M.” and from May 21, he modifies this to “W.M.°L”.
Most significantly, on 14 May, Macleod produces a full page cartoon making reference to Scott’s
stage act at the Victoria Theatre.”” The scene shows a domesticated version of Mr Punch as artist,
and therefore clearly references Scott, although the sarcastic context is hardly an unambiguous
promotion of Scott’s performance. In fact, the implication in the suggestion that advertising drop
curtains could be used between acts at the Opera, to highlight the contrast between the sublime
and the ridiculous, subverts the worthiness of Scott’s new enterprise. Macleod’s first double-page
cartoon appears in the issue of 28 May 1875 and it is backed on one half, as are a number of his
subsequent full and double-page spreads; suggesting, perhaps, that he did not have the same
status as Scott to demand an unbacked presentation of his work.”® Many of his caricatures,

especially those of Parkes, are closely modelled on Scott’s creations, as are his scenarios.

Throughout his nine-month tenure, Macleod favoured chalk over pen to produce his lithographs
asthis clearly suited his use of dense, almost tonal line (robust touch or ‘fat’ vital line, as Mahood
described it)*. The boldness of his line, which may have resulted from his early work as a
designer of stained glass at John Falconer, Sydney, was not the only feature that distinguished
Macleod’s drawing style, as he tended to bring the figures closer to the edges of the page which
had the effect of filling the picture plane.” In his half-blocks he almost always cropped the
figures so that the key players filled the frame, thus giving emphasis to his skill with portraiture.
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Such was his reliance on facial physiognomy, that Macleod almost never used nuances of gesture
or animated postures in his cartoons. His figures have a solid, weighty quality which is often
static or wooden. It is not usually noted how closely his full-page cartoons followed the style of
London Punch of the late1860s; or indeed the colonial variant in Tom Carrington at Melbourne

Punch. Certainly, his style was much closer to Tenniel than to Scott.’

From 5 November 1875, Sydney Punch introduced an innovative ploy to continue an illustration
over various issues by printing one part of “The Coming Treasurer” each week, beginning at the
lower legs and feet and ending with his hat on 10 December 1875.* Each illustration fills a page
and although unsigned, they are undoubtedly by Macleod. During this sequence, on 3 December,
Alfred Clint’s first signed cartoon appears as a full-page opposite an unsigned half-block by
Macleod.” In the next issue of 10 December, Clint produces the half-page while Macleod draws
the full-page cartoon; both with added signatures.** Macleod’s contributions end abruptly with
the cartoons in the issue of 10 December. On 17 December two small Monte Scott cartoons
appear along with a double-page pen lithograph by Alfred Clint. In the next issue, Scott again
takes control, as only his monogram appears on all the cartoons, large and small.

Clint had worked as a scene-painter in Sydney from 1869 and his appearance in Sydney Punch
in December 1875 marks his return from Adelaide where he had moved in 1873 to work as a
cartoonist on the Lantern and Mirror. Mahood states that Clint left his job on the Adelaide
Lantern to take up the cartooning work on Sydney Punch, although this may simply be a natural
supposition taking account of his disappearance from the pages of the Lantern and appearance
in Sydney Punch immediately after.”” If this were so, it might be assumed that Macleod’s
departure from Punch was planned. However, the return of Monte Scott at the same time
complicates any such assumption. It may well have been that Scott always planned a return, or
more probably that he negotiated a return to his post as chief cartoonist if his workload was
reduced through employment of a support cartoonist; or, in other words, “a lieutenant™ as
Mahood described Clint. Macleod does begin work on the Sydney Mail after his departure, but
since Scott had earlier managed to simultaneously produce the illustrations for the Mail and
continue his position as chief cartoonist at Sydney Punch, there is no secure logic in assuming

Macleod’s departure from Punch was a voluntary one.*

It should be noted that throughout this decade when Scott, Percy Tanner, William Macleod and
Alfred Clint worked on Sydney Punch there were other occasional contributing artists such as
Henry Wise and George Lacey. In fact, Henry Wise was one of the most regular and longest

serving occasional contributors to Sydney Punch, although the only signature on his cartoons was
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the initials H.W. It is only possible to link the name to signature because one of his contributions
to the Punch Staff Papers published in Sydney in 1872 carries his “H. W.” initials and the
captioned attribution to “Henry Wise™.*” His status on Sydney Punch is difficult to assess since
the introduction to the Staff Papers makes it clear that the book only contains work by paid
professional staff. What is more, Wise is credited among the illustrators on the title page along
with Scott, among others. Given the limited themes and ability of this artist, Wise was obviously
never a threat to the regular cartoonists, Scott or Clint. But the uninspiring and unchanging style
of their work does raise the question of their regular inclusion in Punch. There is absolutely no
information on Wise and he is not included in Joan Kerr’s Dictionary. The very rigid rectilinear
style of the cartoons, where the backgrounds are often drawn with a ruler and the hatching is so
regular that it resembles the parallel lines produced by an engraving machine, could indicate that
the artist may have been an engraver by trade. The other evidence for the supposition that Henry
Wise may have been an engraver employed at Punch is firstly an instance (16 May 1868 p. 195)
where a full-page cartoon which, both in style and theme, is obviously produced by Scott is
signed only with “H. W.” perhaps following the occasions where Scott left the engraver Mason’s
“M” or Jackson’s monogram as the only signature on a work. Several years after this (28 March
1872 p. 176) another cartoon, certainly by Scott, or after one of his drawings, is only signed
“H.W.” In a third case, seven years after the first instance, a large illustration to the Preface of
Volume Thirteen, 1 January 1876, is signed only with the initials “H W” even though the drawing
is obviously by Alfred Clint, who had just then joined Sydney Punch. As with the examples by
Scott, this is the only instance of this, although the addition of an engraver’s monogram would
seem odd for this, and the 1872 example by Scott, since both Clint’s and Scott’s illustrations are
pen lithographs. Maybe Henry Wise was simply part of the circle of both Scott and Clint and in
these two instances they were illustrating designs suggested by or developed from the work of
Wise. Obviously much more work is needed to establish biographical detail on Wise and his role
at Punch. But since he was one of the longest serving contributors to Sydney Punch this void is

yet another indication of the lack of attention given popular imagery in historical research.

Unquestionably, the situation that developed after Clint’s arrival in 1875 proved the most
amenable to Scott because he no longer took any extended breaks, as he had done in 1870 and
1875. This must have been an ideal situation for Scott, given his many outside interests, as he
also had greater choice of subject matter while maintaining his senior role. His dominant position
in the partnership he develops with Clint, which lasts to the final demise of Punch in 1884, is
clearly demonstrated by the number of full-page cartoons he commands during the period. His
two extended vacations suggest he found his role as singular major contributor overtaxing, and

it may have been that the death of Percy Tanner thwarted plans for him to share the role of
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support cartoonist for Scott. It appears few commentators have noticed that throughout 1873,
George Lacey (c.1817 - 1878) becomes such a significant contributor to Punch that he can
justifiably be seen as secondary resident cartoonist.”® He contributes a half or quarter-block to
almost every issue of the new series Volume 1, from March until July of 1873. Lacey’s cartoons
include an eight-image series on scenes of “Bush Life” and it is not beyond the realm of
possibility that two unsigned full-page cartoons during that year are also by him.* Since all of
Lacey’s contributions are lithographs, most boldly drawn with chalk, we can safely assume that
he was working in the Gibbs and Shallard offices during 1873, rather than at one of his country
teaching posts.” Nevertheless his impressively detailed chromolithograph “Customs of the
Aboriginals of New South Wales: Punishment” that was published in the lllustrated Sydney News
of May 1874 appears to have been drawn on the lithographic stone by Scott and only based on
Lacey’s drawing. [figure 5.3] As already noted, the lithographic artist’s studio of both Punch and
lllustrated Sydney News was located in the Gibbs and Shallard premises.

The reason that Lacey did not continue as Scott’s lieutenant is obvious enough in his published
work. He showed no predilection for caricature or political comment and his particular skill in
drawing animals and bush life duplicated Scott’s talents. As well, his robust, even racy humour,
was close to Scott but may well have tended to go beyond the pale: especially considering his
unpublished water-colour in the Mitchell Library “A Dream: the Effects of Lobster-Salad, the
Morning after the Ball” (reproduced in Kerr DAA p. 443) which was obviously intended as a
supplement to Punch or, less likely, the lllustrated Sydney News.*'

At this point it is important to clarify Scott’s other role during 1871 and 1872 working on the
Sydney Mail. William Moore notes that the weekly Sydney Mail published illustrations from
March 1871 and its first double-page supplement was a view of the “Great Zig Zag Lithgow
Valley Railway”, published in the issue of May 1871.* Further, he claims this was by Montagu
Scott, the first artist employed on the Sydney Mail. However, Moore’s claims appear misinformed
on almost all counts, and clarification of this demonstrates that Moore did not consult the primary
documents of the papers themselves. A loose supplement portrait of Queen Victoria was issued
with the Sydney Mail, 7 January 1871 and in March of that year, as a supplement, a wood
engraving of the “General Post Office, Sydney”. The signature on this work is not Scott’s and nor
is the May 1871 supplement of the *“Zig Zag” drawn by Montagu Scott. The engraving by S. T.
Leigh and Company is after a photograph by John Degotardi (1823 - 1883)* and apart from the
fact that there is no signature on the work, its style and subject matter are most uncharacteristic
of Scott. The July supplement illustrating “St. Mary’s Cathedral, Sydney” is “from the

accomplished and experienced pencil of Mr. W. W. Wardell, of Victoria.™*
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Moore’s source may well have been the John Fairfax and Sons Centenary publication of 1931
which was almost certainly written from the actual newspaper archives.* In this account two
qualified assertions or speculations and one error become unequivocal statements in Moore’s
summary. The Fairfax Centenary volume does not state the “Zig Zag™ was the first supplement
but “one local scene that appeared at an early date™ (the Post Office was the first local subject
published the month before), although the statement that the Zig Zag engraving is * from a
drawing by Montagu Scott™ is clearly incorrect since, as noted, the engraving is captioned “after
a photograph by Degotardi”. What is more, the Centenary publication does not quote any
documentary evidence apart from the published illustrations when it goes on to say Montagu
Scott “appears to have been the first artist employed by the proprietors.” Presumably, this is
because the first in-text portrait illustration in the Mail, 14 October 1871 is by Scott, as are a
handful of following portraits and other illustrations.

The first supplement that is undoubtedly by Scott is a pen lithograph printed by Gibbs and
Shallard (the premises at which he worked) in the issue for 2 September 1871. Before this date
there are no signed illustrations of any sort by Scott although several prize animal portraits, such
as the bull “Duke of York™ (1 July 1871, p. 549 - the first in-text illustration in the Mail) might
possibly be drawn by him, although this is unlikely. These smaller engravings, and other later
examples in 1871 and 1872 are only signed with a single “W”. This could be the mark of the
engraver C. Winter who advertized his services in the Sydney Mail during this period in the late
seventies.*® But supporting the case that Scott does not contribute work to the Sydney Mail until
September 1871 is the fact that when Scott’s smaller engraved portraits of people and animals
appear after this date, and when he shares his monogram with an engraver’s initial on the work,
itis the “M” of the Mason brothers, or in one case, specifically “E M” Edward Mason (1847 -
1923).*” What can be definitively said, is that Scott’s first monogrammed illustration is the
engraved portrait of Anthony Trollope, already noted as the first in-text portrait, which appears
on 14 October 1871 (p. 1041) and his first signed double-page supplement “From Middle Head
Battery” appears on 25 November 1871. Here, his signature is his usual monogram as used in
Sydney Punch but with the “S” acting as initial capital to the full surname.

A close perusal of the issues for July 1871, when illustrations regularly begin to appear, through
to December 1872 does not support the conclusion that Scott was employed as an artist on the
Sydney Mail. That he was a contributor, there is no doubt, but for that entire period he produced
only twelve in-text illustrations and six supplements. The Mail could hardly have gotten value
for money if Scott was paid as a resident artist. Besides, there were contributions by other artists

during this period and Scott’s tally is below or equal to the average number he made per year as
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an occasional contributor to the Jllustrated Sydney News during the 1870s. One of Scott’s most
impressive supplements was an allegorical commemoration of the International Telegraph. In this
November 1872 supplement he represented the linking of Australia with the four corners of the
Globe: Asia, Africa, America and Europe. Each of these were based on existing sculptural groups
but he also developed his own personification of Australia (which he prominently signed). The
Sydney Mail waxed lyrical on his representations of the other groupings but was very cool about
Scott’s Australian grouping, and after a description of the figures and animals, suggested: “This
group, admittedly open to criticism, does not bear the stamp of authority as those with whom it
is associated, but our endeavour has been accomplished by representing our adopted land in its
true and prospective light.”** It would be most unusual, indeed, to find any criticism of the work
of a resident artist in the pages of the paper on which they were employed. Putting all of this
together with the above analysis demonstrating Scott was at his most prolific and conscientious
working for Sydney Punch in 1872 it is possible to resolve in the negative the speculation that
Scott “appears to be,” or was, the first artist employed by the Sydney Mail. For the year 1873
there are about 78 illustrations in the Sydney Mail. This number includes supplements but does
not include scientific images and diagrams, agricultural implements and maps. Only one of these
78 images appears to be signed by Scott with an indistinct “M S” although many of the other
illustrations are signed by other artists, including European artists, since the Mail regularly took
illustrations from other sources such as the London Graphic.* Monte Scott may have been the
first significant contributor to the Mail, in the first twelve months after illustrations were added,

but his interest abated quickly and his contact with the Sydney Mail was relatively brief.

The culminating event for the decade of the 1870s in Sydney was the Great Sydney Exhibition
of 1879-80 and the crowning glory of the colony’s achievements was the Garden Palace which
housed the exhibition. Scott was involved in the decoration of the dome of the Garden Palace but
the extent of his contribution is contentious. In Donald Ellsmore’s comprehensive account of the
decoration of the Garden Palace he contends that the principal decorator of the building, John
Lyon (1839 - 1916), “engaged artists of his acquaintance for the large allegorical representations
of Europe, Asia, Africa and America - which occupied prime positions in the four facets of the
drum of the crossing of the nave and transept, under the dome - reserving for himself the painting
of twelve oval panels of figures representing the trades and industries, to occupy the lower frieze
in the crossing.”® Ellsmore goes on to present brief biographical accounts of the four artists
employed to paint the allegorical panels.’’ The allegorical representations of Europe, Asia, Africa
and America were respectively painted by Giulio Anivitti, Montagu Scott, William Macleod and
Nikolai Habbe. Ellsmore also suggests that Habbe, as the senior painter, probably assisted Lyon

in the planning and supervision of the paintings. That this is fanciful speculation is revealed with
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an appended statement that the supervision “may have involved keeping a tight rein on the
youthful exuberance of Macleod and Anivitti”(both these artists were then in their twenties). For
Ellsmore’s entire account of the painting of the allegorical panels he does not reference a single
source or quote any documentary evidence. Most importantly he does not mention or explain the
contemporary claim made in the /llustrated Sydney News: “The design and colouring of each
picture is excellent, and reflects the greatest credit on the artist, Mr. Montagu Scott, and Messrs.

Lyon and Cottier, who have so successfully filled in and coloured his designs.”

Obviously the lllustrated Sydney News account elides the contribution of the other artists but
certainly it would seem to suggest that Scott was the senior artist overseeing the scheme. This
however is not the only evidence for such an assumption. What Ellsmore failed to mention, or
perhaps notice, is that the individual decorative allegories closely follow the allegorical figure
groupings Scott produced in his, already mentioned, massive fold-out supplement to the Sydney
Mail on 23 November 1872, in which he celebrated the linking of Australia to the four corners
of the globe. In Scott’s 1872 scheme there were of course five groups representing the continents
of Asia, Africa, Europe, America and Australia. With only four facets to be decorated, the five
had to be reduced to four and this explains why Asia and Australia were amalgamated. This
combination would appear to have been simple expedience rather than ideological or insightful
projection of an Asian future for Australia. The resulting allegory of Asia is literally a
combination of the features in Scott’s original schemes for Asia and Australia, with some
elements copied almost directly with the Australian Gold-Digger given prominence in each case.
The very fact that Scott’s painting is such a synthesis of pre-existing designs suggests a role in
conception of the work. Given the haste with which the painted schemes for the Garden Palace
had to be completed and the need to have a stylistic consistency across the four painted allegories
the logic that Lyon would adopt an existing schematic layout is compelling, especially
considering the individual paintings were to be completed offsite in the artist’s studios, as
Ellsmore notes. Since it was Scott’s basic allegorical designs that were to form the model it is

difficult to imagine that anyone but Scott would have been appointed to supervise the paintings.

Monte Scott must have felt little excitement at the opening of the Garden Palace on 17 September
1879 since the day before he had attended his wife’s funeral. But, as is unfailingly the case, there
is nothing in Scott’s published work to indicate his grief or indeed any other aspect of his
personal or family life. His cartoons in Sydney Punch continue as before and, although Alfred
Clint produced the large Sydney Punch illustration of the opening of the Garden Palace, after the
opening Scott takes up the theme of the Sydney Exhibition in many of his editorial cartoons,
usually to attack critics of the building or Exhibition.™ During the period the Exhibition was
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open, it closed on 20 April 1880, Scott not only produced many cartoons in Sydney Punch but
also illustrations for the /llustrated Sydney News, as he had done during the construction of the
building. As already mentioned, an illustration of Scott’s mural was also reproduced in the
Nllustrated Sydney News but he does not feature or allude to this work in his many other
illustrations. This denial of personal reference in his published work does on the surface seem
at odds with the facts that Sydney Punch had suggested that in Sydney Scott was know as “Scott
of Punch™ and he appeared as a celebrity caricaturist on both the Sydney and Melbourne stage
during the decade.™ In his Melbourne appearances the year before the opening of the Garden
Palace he was billed as the “greatest caricaturist of the age.” In the early twentieth century when
graphic artists such as Harry Furness did stage acts based on lightening caricatures they usually
accompanied the drawing with joke-telling raillery. Humour was not Scott’s forte and his
published caricatures served the primary basis of his political cartoons. It might be assumed,
therefore, that any banter associated with his virtuoso stage-drawing would have related to
anecdotes about the targets of his caricature. More than likely the emphasis of Scott’s stage
performance was on the speed and flourish of the act of drawing itself. The sureness and rapidity
of Scott’s drawing skill is indicated by the fact that he was the artist most often called on by the
[llustrated Sydney News when instant dramatic or solemn panoramic illustrations were required
to capture topical events such flood, fire or funeral. If the Freeman Brothers' photograph of Scott
drawing a large portrait of Henry Parkes (reproduced in Chapter One, figure 1.4) was meant as
a publicity photograph for his stage act then the dapper costume would reinforce the view that
his stage act was principally Scott playing the role of a dilettante artiste. However stylishly Scott
presented himself, his inventive skill was no doubt the attraction. His celebrity in the 1870s was
not based on the strength or particularities of his personality but was the same transient fame as
that of Edward Trickett of New South Wales whose image commanded several of Scott’s full-
page supplements in the Hllustrated Sydney News in 1876 when he won the world sculling
championship on the Thames in London. No doubt Trickett became a national figure in the 1870s
because he demonstrated the superior prowess of an Australian competing against Britain. Scott’s
celebrity during the same decade must have also resulted from the adulation of a colonial
audience seeking a spirit of independent expression that could nevertheless match the proficiency
of the practitioners of the British comic tradition. This might have been confirmed by the
appellation “Scott of Punch” but such an assessment only had currency during this period when

colonial identity was inextricably tied to British models.
Scott’s reputation in the 1870s as a multi-skilled artiste and Sydney’s satirical jester gave him

particular influence in the sphere of New South Wales politics. The following chapter reveals

how Scott exerted his muscle as a guardian of an independent Australian spirit. The thematic of

130



the chapter is Scott’s king-maker role in shaping public perception of Henry Parkes. Significantly,
the chapter also unpicks the operational aspects of Scott’s cartooning and caricature skills as it

details their application.
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Endnotes - Chapter Five

1. Date of sequestration for Scott’s bankruptcy was 14/06/1870, New South Wales Archives
[file: 10059]. A number of sources have noted Scott’s bankruptcy in June 1870, including
Suzanne Edgar in Geoffrey Serle and Russel Ward eds. Australian Dictionary of Biography
Melbourne: Melbourne Univ. Press, 1976 V. 6 p. 95. Scott’s photographic studio “The
Sydney and Melbourne Fine Art and Photographic Company,” in the old premises of Freeman
Bros, 392 George Street, Sydney was first advertised in /llustrated Sydney News 16 May 1867
p.175. (The old premises were available, since by February 1867, Freeman Bros. had moved
to a larger premises at 141 Castlereagh Street North, operating as Freeman & Prout. See,
Illustrated Sydney News 16 February 1867 p. 128.) The possibility of Scott’s gambling losses
are explored in greater depth in Chapter Seven.

2. The painting was illustrated in the lllustrated Sydney News (6 September 1870 p. 44) and
highly praised in the same paper (p. 43). The support from the News is not surprising
considering Scott was producing most of their large supplements at this time and went on to
do so for the rest of the decade. The reaction to Scott’s contribution to the Sydney
Intercolonial Exhibition by the Sydney Mail and Herald was far less complementary. (See,
Mahood/Kerr Dictionary of Australian Artists, p. 705.)

3. For example: lllustrated Sydney News, 8 June 1870 p. 409 and cover; 3 August
(supplement) pp. 24 & 25; 26 October (supplement) pp. 72 & 73; 6 November (supplement)
pp. 40 & 41, 24 November p. 84. Even though Sydney Punch was printed and published from
Gibbs and Shallard it should be noted that the Punch Office during the 1870s was three
blocks down in the next street up from Pitt Street, close to the corner of King and Castlereagh
Streets. These are both marked on the detailed map of Sydney published by /llustrated Sydney
News as a Special Supplement December 1876.

4. The 1870 works by Scott are: 29 January, a quarter block; a most impressive double-page,
coloured pen lithograph, 23 April and 22 October, half block; although the unsigned double-
page spread, 3 December 1870, is undoubtedly by Scott and therefore signifies his return to
duties since his cartoons regularly begin to appear again from 7 January 1871.

5. “In Memoriam” Sydney Punch 28 March 1872 p. 168. Tanner’s birth date or age is not
mentioned, although it is noted that he was “young.” This was the second time that the sea
had claimed an artist from Sydney Punch. As Marguerite Mahood has noted, the first Punch
artist, the native-born Edward Jukes Greig, originally from Melbourne, “was drowned on 4
October 1864 in a sudden squall in Sydney Harbour at the age of twenty-five”. (Mahood LL.
p. 80.)

6. “Too Late” Sydney Punch 11 April 1872 p. 187; double-page illustration (pp. 190, 191)

7. The quarter-block cartoon is not signed and, although it could conceivably be by Tanner
himself, the fact that it is a chalk lithograph suggests that it is almost certainly by Scott.
Tanner almost exclusively favoured use of the pen for lithographs. Sydney Punch 27 January
1872 p. 84.

8. “Our Artist in Water Colours™ Sydney Punch 27 January 1872 p. 85.
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9. Sydney Punch 23 December 1871 p. 44.
10. This was contained in a footnote to the verse. Sydney Punch 23 December 1871 p. 40.

11. An example of a page of Hopkins’drawings signed with “Hop’s Understudy™: “A Nursery
Rhyme to Suit the Time” Bulletin 10 March 1900 cover.

12. A bound volume of Cruikshank’s Comic Almanack (1844 - 1853) purchased in
Launceston, Tasmania in 2002 have a nineteenth-century Sydney booksellers stamp inside the
contemporary binding.

13. The series of “Mr. Briggs in Australia” cartoons appear in Melbourne Punch from 20 June
1861 p. 116 through to 22 August 1861 p. 188. These are discussed in Chapter Two and two
examples are reproduced as figure 2.9 and figure 2.10.( John Leech’s immortal “Mr Briggs”
first made his appearance in London Punch in 1849)

14. Mark Bryant and Simon Heneage, Dictionary of British Cartoonists and Caricaturists
1730 - 1980, Aldershot, England: Scolar Press, 1994 p. 136.

15. Gilbert Abbott A’Beckett, (John Leech, Illustrator) The Comic History of England, (2
Vols. in 1), London: Bradbury, Evans and Co., n.d. c. 1848. Gilbert Abbott A’Beckett, (John
Leech, Illustrator) The Comic History of Rome, London: Bradbury, Evans and Co., n.d. c.
1852.

16. “The Comic History of Australia™ in Sydney Punch begins with “Chapter I, Introductory”
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CHAPTER SIX
Emblems, Animals and the Physiognomy of Henry Parkes

This chapter charts Monte Scott's graphic depictions of Henry Parkes (1815 - 1896). Scott's
images plot the entire scope of Parkes' political career from 1865 to 1896 and number over one
hundred examples. Among these are some of Scott's most impressive and inventive caricatures
and cartoons but the number has been limited in this discussion since a selection is presented
instead in the form of a pictorial essay as an appendix. This is not primarily a descriptive
chronicle of Scott's caricatures of Parkes but these are used instead as a pretext to examine the
nature of Scott's approach to caricature and the operations of graphic representation more
generally in the nineteenth century. The core thematic analysis highlights the physiognomic
paradigm that dominates all nineteenth-century representation and examines Scott's deployment
of older emblematic schemes where allegory and symbolic personifications played a significant

role.

Henry Parkes' is undoubtedly the most recognizable caricature or indeed graphic portrait from
nineteenth-century Australia. One of the reasons for this is that he was the “politician that loomed
largest with the Bulletin and its cartoonists during the 1880s.” In fact, Dorothy Hopkins has
asked the question as to “what the Bulletin would have been without Parkes, and with equal
justification, what Parkes would have been without the Bulletin.”” This is, however, much less
than half the story since the vast majority of caricatural portraits of Parkes from the nineteenth
century are to be found in Sydney Punch and almost all of these are by Montagu Scott.
Marguerite Mahood has emphasized the frequency of Parkes' image in Sydney Punch, giving
statistical evidence of his dominance, along with the variations of the depictions, in the pages of
Punch during the three terms Parkes served as N.S.W. Premier during the 1870s.* Nevertheless
Mahood's focus on the 1870s tends to overshadow the additional fact that Parkes appears in full-
page cartoons in Sydney Punch as early as June 1866 and over forty full-page cartoons before
1870 feature Parkes as well as his appearance in numerous smaller blocks. Scott not only
produced the majority of the cartoon portraits and scenarios in Sydney Punch but also a number
of the caricatures of Parkes in the Bulletin in the 1880s; along with several in the Boomerang in
the late 1880s and the Brisbane Worker in the 1890s. As well there is the already mentioned large
lithographic portrait of Parkes published as a supplement to the ///ustrated Sydney News in 1874.
In early discussion of this portrait, mention was made of the Freeman Brothers' photograph in
which Scott poses with his portrait sketch of Parkes [reproduced in Chapter One as figure 1.4].
This linkage of Scott and Parkes in the photograph seems hardly coincidental given the number

of Parkes' appearances in Scott's cartoons in Sydney Punch. Such contemporary acknowledgment
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of Scott's role in creating Parkes' public image, if not the resulting contribution to Parkes'
popularity, may well have been sustained by Parkes himself. The attitude of Scott, or at least his
Sydney editor, toward Parkes can be deduced from the fact that on more than one occasion
Sydney Punch published a surrogate Valentine to Henry, the 1873 example taking the form of
amost elaborate double-page spread.’ Several pieces of evidence beg speculation on the degree
to which Scott and Parkes were acquainted. Obviously they met professionally, since Scott
photographed Parkes in 1867 when he was Colonial Secretary.® Also, Parkes' bold signature
appears on Scott's 1874 lllustrated News Portrait. It is possible Parkes signed the lithographic
stone or at least supplied his signature to be transferred to the stone as endorsement of the
portrait. [figure 6.1] But more significantly, it would seem unlikely that Scott would have been
given the unprecedented access he had to the Royal party during Prince Alfred's visit to Sydney
during 1868 without sanction from Parkes. That this was more than a formal ratification might
‘be indicated by the fact that he was given access to O'Farrell after the assassination attempt: or,
more particularly, the fact that a number of the photographs Scott took of O'Farrell found their
way into Parkes' personal collection.” Confirming his endorsement of Scott, it was Parkes who
commissioned Scott to paint the life-size portrait of Alfred, in April 1868, when the Prince had
recovered from his wound.® It is not inconceivable that Scott accompanied Parkes on one of his
infamous visits to O'Farrell's prison cell but whatever the conditions under which Scott met with
O'Farrell, the consequences of the meeting of politician and artist with the condemned Irish

assassin would haunt Parkes for the rest of his political life.

Even before the assassination attempt on Clontarf Beach, Parkes was suspicious of radical Irish
elements in New South Wales, but after the shooting he was convinced of the existence of a
Fenian conspiracy. The evidence of O'Farrell's background and perhaps a post-assassination
interview with him would suggest to an objective observer, such as Scott, that he was a mentally
disturbed or deluded individual. Certainly, Scott's drawn portrait of O'Farrell in the Hlustrated
Sydney News is sympathetically distanced from the well established prototype Fenian monsters
in London Punch as is his depictions of O'Farrell in his several renditions of the actual shooting,
however luridly dramatic the action. Henry Parkes’ assessment of the situation was very different
and he interpreted O'Farrell's ramblings as evidence of his links to a wider conspiracy. While
almost everyone, especially the hierarchy of the Catholic Church, tried to quell any sectarian
sentiments, Parkes fanned the flames, posting a massive thousand pound reward for information
about accomplices and by drafting a draconian Treason Felony Bill, which included a clause
making it a crime to refuse to toast the Queen on official occasions.” The Bill failed to get Royal
assent and no one came forward to claim the reward, but Parkes was undaunted, maintaining his
belief that O'Farrell was a Fenian agent.'” When the heat generated by the affair had started to
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fade, Henry Parkes gave a speech in his then electorate of Kiama in which he claimed to have
evidence that O'Farrell did not act alone and that in the stages of planning the attack another
conspirator had been murdered to keep him silent. No evidence was produced then or
subsequently by Parkes to support his allegation, which seems to have be conjured up in Parkes'
imagination from a fragment of scribble found during the search of O'Farrell's hotel-room after

his imprisonment."!

The public and press scepticism over Parkes' claim at Kiama was almost instant. It has been
claimed that Phil McCarroll, a Victorian satirist, in a series of poems mocking the speech
introduced the phrase the “Kiama Ghost” to refer to Parkes' allegation.'? This overlooks the role
of Sydney Punch and Monte Scott in the formulation of Parkes' Kiama spectre. Parkes gave his
Kiama speech on 24 August 1868 and it was published on Wednesday 26 August, too late
perhaps for inclusion as a topic in that weekly issue of Sydney Punch, published on Saturday 29
August."”” However, in the issue of the next week, 5 September 1868, Parkes' speech is the almost
singular topic of interest. Under the heading “Parkes’ Affidavits!!!” the evidence of a conspiracy
and murder alluded to in Parkes' speech at Kiama is reproduced in the form of three affidavits
by Larry Bugaboo, Timothy Blood and Bridget Blazes.'* These contain outrageous and in some
cases still provocatively amusing declarations, such as that Bugaboo was to assassinate not only
the Prince but also Parkes and Carruthers, the President of the Protestant League, and deliver the
bodies in a wheelbarrow to the drawing room of the Archbishop of Sydney ready to be shipped
to Rome, where it is also noted, Cardinal Antonelli is still on the banks of the Tiber anxiously
waiting for the ship to arrive to bless everything but the bodies. On the page following this item,
Sydney Punch presents the script for a play “The Fenian Fratricide: or, Bloody-Fingered ‘Enery,
the Avenger!!!™."” The play is set in Rome and the Illawarra District and a link is made with the
item on the previous page when in the first act a group of Cardinals enter the Vatican Library and
cry out A consignment of dead heretics from the antipodes, most Holy Father”. Naturally, Pope
Pius IX answers “Thanks! thanks! my children”.
In the second act, Parkes appears and admonishes the “Vain old man of Rome!™ :

“Thou hast thy palaces, and thy guards, and thy adoring millions. But thou hast never had

a daily paper, a seat in the Assembly, the glory of authorship nor the cheers of

Orangemen!™'*

This snide belittling of Parkes' editorship of the Empire, parliamentary career, publication of
poems and implied support for the Protestant cause is typical of the droll humour that follows.
At least five other minor items and poems that make up this September 5 issue directly refer or

allude to Parkes' Kiama speech and the mysterious murdered conspirator. Monte Scott's

139



contribution to the topic was a half-page engraving and a full-page cartoon. [figures 6.2 and 6.3]
The smaller block is used above an adaption from “Hamlet - Act 4, Scene 37 in which
Rosencrantz (an Irish constable) tells the King (a Police Inspector) “Where the dead body is
bestowed, my lord, we cannot get from him”. Parkes appears in the background as Hamlet with
grass caught in his crown and clinging to his hands and thus fulfilling the primary caption of the
cartoon “The Hamlet of Kiama: or, Mad as a March Hare”. During his years at Melbourne and
Sydney Punch, the majority of Scott's literary allusions come from Shakespeare. The situation
is much the same in London Punch and certainly so in the American illustrated weeklies to the
end of the century.'” But in the full-page cartoon on the Kiama speech Scott does not turn to
Shakespeare in one of his most inventive and powerfully theatrical scenarios. The cartoon is
captioned “Raising the Devil; or, The Modern Der Freischutz.” Scott's choice of Carl von
Weber's opera with its supernatural horror set in country scenery is an inspired choice given the
circumstances.'® Parkes is represented as the free shooter in the opera who asks the audience
“cant you wait a little?”, while he attempts to conjure up the devil by throwing a frog into the
witches” cauldron surrounded by a ring of “Empty Skulls.” In the shadows lurks the devil as
Fenian assassin with noose and chain around his neck. It is an image with distinct echoes of the
depictions of Scott's favorite gothic moment using the Witches of Macbeth, but it was uniquely
appropriate and its impact would reverberate through Australian graphic discourse associated
with Parkes for almost twenty years. Ironically, when the genealogy of this image reaches its
culminating point in Phil May's 1886 conjuring of the Kiama Ghost in the Bulletin [figure 6.4]
it is the modish stylishness of the drawing that gives it historical currency and elides both its
significant point of origin and meaning in Scott's image and Scott's role in establishing the
lineage of the Kiama Ghost."” Seeking artfulness in a comparison of these two renditions gives
absolute ascendancy to the May drawing but if discursive power and ideological impact are the
measure, then the Scott cartoon is immeasurably superior. This is of course the reason why the
Scott cartoon is forgotten and the comparison also offers an emblematic example of the
fundamental thesis 1 present for Scott's disappearance from historical discourse. The more
intensely topical and contingently relevant a popular artist's work was, the more deeply that work
was embedded in the specific historical moment. The opposite was the case with Phil May as it
has often been noted that he was “not interested in politics” and preferred to have the “whole

scene and idea laid out for him™ in order to create a stylish cartoon.”

After the devastating attack on Parkes of September 5, Punch did not relent in the following issue
with mention of the “Kiama Mystery™ but the September 12 edition was more concerned with
the Randwick Plate of that weekend. At the end of September, Parkes resigned from the New
South Wales Ministry and in the Sydney Punch issue of 26 September 1868 on the same page that
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noted his resignation Scott produced a quarter-block engraving captioned “No Answer? Then I'll
Enter.” [figure 6.5] The cartoon shows Parkes as Hamlet in the earlier cartoon of September 5
but this time he is on the battlements of the castle in moonlight and startled to see the ghost of
apugnacious Irishman. As so often happened in the pages of Sydney Punch, this cartoon assumes
a deep familiarity in its readers with earlier issues of the journal. In this case the sub-caption that
reads “Enter Murphy, Exit Parkes™ is a direct quote from the ending of Act IV in the “Fenian
Fratricide™ play published three weeks before in Punch. More significantly, it implies that the
Fenian ghost that Sydney Punch had conjured up in text and image contributed to Parkes’
departure from office. Parkes remained actively involved with political life in Sydney but in the
months after his resignation from the Martin ministry Scott made a radical change to his
depictions of Parkes' Kiama Ghost. This change demonstrates the sophistication of Scott's
understanding of popular image making in terms of the semiotics or mechanics of its
signification and the limits of its codification. The generic gothic apparition could be hybridized
with the established representation of the Irish Yahoo or Caliban but the result only partially
signified a phantom conjured up by Parkes to alarm the doubters of widespread Fenian
conspiracy. This is because many readers obviously believed in the existence of the Fenian
monster, as testified by the reception and endurance of Tenniel's Irish Caliban in London Punch.”'
Manning Clarke went so far as to claim that “men of the establishment in Sydney thought the
Irish Catholics so benighted and bereft of every advantage ... that nothing but the shade of a
Catholic's skin distinguished him from an Aborigine.”” Scott's solution was to most emphatically
denote Parkes' Kiama ghost as a harmless scarecrow, the only signifying elements of its

Hibernian fiction being the addition of pot-hat and clay pipe. [figure 6.6]

In other words, the iconographic sign of the Irish Caliban was replaced by the symbolic sign of
the scarecrow and its singular referent was Parkes' bizarre spectral obsessions with the Irish.
Once introduced, as it was in this full-page cartoon 12 December 1868, with full explanatory
context and caption, the scarecrow took on this interpretative power of a singular symbolic
association with Parkes' deluded scare tactics.” Scott's choice of a scarecrow was more potent
and specifically referential for a ghost in the nineteenth century since “bogey” and “scarecrow”
were synonymous.”® It can probably safely be deduced that a theatrical prop for a ghost or
bogeyman was a scarecrow-like construction as used here by Scott. Such a conclusion is arrived
at by taking as a guide a cartoon [figure 6.7] from London Judy of 1895, which used the same
theatrical prop for a bogey, and assuming that this cannot have been derived from Scott's 1868
creation.” It almost goes without saying that if the Kiama ghost was to be Parkes' regular
attribute, the repetition of the scarecrow required minimum investment of graphic labour

compared to the ghost of a vicious Paddy, who would also limit the scenarios in which he could
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appear. In fact, his second appearance in a double-page finely cut engraving in the Christmas
Number of Sydney Punch in 1868 perfectly demonstrates this, since “the Ghost” as jolly radish-
headed scarecrow with plum-pudding instead of pot-hat standing next to Parkes, only adds to the
jocose atmosphere of the occasion as it depreciates Parkes in more ways than simply by its larger
scale and the fact that Parkes carries a plate bearing a piglet on his head.” [figure 6.8]

In the issue of Sydney Punch following the Christmas Number (31 December) there is a small
unsigned cartoon captioned “Parkes' Christmas Sports. Alas! poor ghost!...” that shows Parkes
raising a stick to the scarecrow, the head of which is made from a vegetable stuck with five clay
pipes. More than likely produced by Scott this hastily drawn effort may indicate that the topic

was to become a stock space filler.”’

Nevertheless, in the firstissue of Punch in 1869, Scott used an interesting scenario which showed
the flexibility of Parkes' Kiama Ghost as symbolic scarecrow. Preparing for the elections of that
year, a group of politicians are playing “Political Snapdragon” and Parkes has successfully
plucked a raisin from the flaming brandy on the table. His expression of surprise is matched by

the expression on the steaming raisin's little scarecrow face.”® [figure 6.9]

This cartoon was one of the last by Scott to be engraved on wood as Sydney Punch converted to
lithography for the majority of its illustrations at the end of January 1869. The first pen lithograph
by Scott (although it is unsigned) to use the Kiama scarecrow is a lively cartoon from 6 February
in which Scott perhaps gives too much free reign to the rapidity of the new medium.?’ Later that
month he modifies this approach and takes much more care with a double-page pen lithograph
showing N.S.W. and Mr Punch welcoming Prince Alfred on his very low-key return visit. In the
foreground a very effete Henry Parkes clutching his scarecrow floats past in a puff of clouds.
The caption reads: “The Prince's Real Protector; or, Policeman Punch. 'Not' Parkes.””* [figure
6.10]

The distinct lack of interest by the press and public in the Prince during this second visit would
seem to suggest that historical amnesia quickly relieved the “colonial grief and shame” shown
after the 1868 assassination attempt on the honoured guest.’' Therefore that this one full-page
cartoon by Scott offering ceremonial welcome should so prominently impugn Parkes must have
been a bitter reminder for Parkes of his less than creditable behaviour in the period immediately
after the shooting, his subsequent near paranoid quest for evidence of a Fenian conspiracy and
his almost singular role in the execution of O'Farrell.”> The impact on Parkes may have prompted
a direct intercession to Sydney Punch, or to Scott, to bury the ghost.* If this were so, it would
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hardly be imaginable that it would be accepted without some expression of contrition. Whatever
transpired after publication of this humiliating cartoon, in the very next issue of 6 March 1869,
Sydney Punch inextricably decided to put the Kiama ghost to rest.* [figure 6.11] The unsigned
half-page cartoon shows Mr Punch and his pug observing the grave and headstone of the Kiama
ghost with Henry Parkes kneeling grave side, his funeral hat tossed on the other side of the grave.
The caption “Hic Jacket™ is repeated on the headstone below a crude representation of the
scarecrow head, confirming that here lies the Kiama Ghost, although it should be noted that the
drawing of Parkes is below Scott's usual accomplished renditions. Such cursory attempts were
not uncommon in Scott's smaller cartoons and rather than indicating lack of conviction or
commitment to the sentiments of the theme, it more than likely suggests a belated need to include
the cartoon in this issue. During the following months Scott goes on to caricature Parkes in a
number of full-page cartoons and true to the “Hic Jacket” declaration, the Kiama Ghost does not

appear in any form.

As already noted, Percy Tanner makes his first full-page contribution to Sydney Punch in the
issue of 4 September 1869 and by October of that year takes over all the illustrative work from
Scott. Two months into his tenure, Tanner recreates Scott's symbolic scarecrow version of the
Kiama ghost on an election sandwich board worn by Henry Parkes in a full-page cartoon titled
“Election Sandwiches”. This rapid invocation of Parkes' nemeses so soon after Scott's departure
might indicate that the pact to desist from its use was between Scott and Parkes rather than
between the editor and Parkes.

Two years after the appearance of the Kiama ghost, Sydney Punch acknowledges that “Mr Punch
has come to look on Kiama as an uncanny place; the butter of the land was well-nigh unsavory
to him; but its rankness is now cured, and he no longer dreads it as a form of oleaginous
treachery.™ This is from a report on a speech by the member John Smith and a small supporting
cartoon by Percy Tanner on the same page shows a naked “Caliban” scared off from Kiama. This
cartoon, seemingly absolving Parkes, is not the only such allusion to Parkes™ ghost in Sydney
Punch during the years following the Kiama speech. The other, a two-colour lithograph by Scott
in 1876, is the definitive instance of “Breaking the Spell” of Kiama over Parkes. As with the
cartoons that began the Kiama episode, the allusion here is to Shakespere, specifically 4
Midsummer Night’s Dream. Parkes is represented as the ass-headed Bottom and Kiama is
Titania. Kiama, as the queen of the fairies, states in the caption that she thought she was
enamored of the Ass but says “Oh! How mine eyes do loathe his visage now”.*® Throughout the
decade of the 1870s the scarecrow remains buried, with Monte Scott keeping references to the

Kiama ghost out of his cartoons. This remains so even when particular scenarios would seem to
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cry out for allusion to that devil of Kiama.*

When the Kiama ghost does again reappear it is through the pencil of William Macleod. No
commentator has noted how much Macleod's work, both in the period he worked on Sydney
Punch and in his early work at the Bulletin, depended on Monte Scott's output. He borrowed
many of Scott's hybrid creations, scenarios, metaphoric ploys and tropes. Perhaps this is why
Marguerite Mahood and Joan Kerr wrongly attributed Macleod's work in the Bulletin of 1880 to
Scott.** Perhaps this error is particularly understandable considering Macleod often did not sign
his early cartoons in the Bulletin. It is in one of these early unsigned cartoons by Macleod that
Scott's Kiama ghost reappears. [figure 6.12] In fact the cartoon caption announces the
“Reappearance of the Kiama Ghost” and Macleod draws Parkes startled awake in the dead of
night to find a satanic winged Paddy at his window.** It is unclear what prompted Macleod to
resurrect the ghost but he makes the apparition sufficiently stereotypical of the Irish Yahoo to
invoke Parkes more commonly accepted anti-Irish sentiments and fears of Catholic power rather
than the specific image of the phantom murdered conspirator that had originally brought the
graphic version of the Kiama ghost to life. Soon after Macleod’s resurrection of the Kiama ghost,
in September 1881, it would appear that Scott could not resist the temptation to both remind
Sydney readers of who had invented the emblematic spectre and to also demonstrate its lack of
contemporary potency. Scott produced a full-page cartoon in Sydney Punch that not only directly
quotes his own cartoon of Parkes and the bogey from more than ten years earlier, but also creates
a context that makes it clear that the bogey now holds no fears for Parkes, who is represented
laughing at the ghost, while the supporting verse notes that it is not “a shape from the mouldy
tomb” but “Foster, the ghost of the Council Hall”. *°

What Scott had so cleverly managed to do with his earlier manifestations of the Kiama ghost, but
particularly in the scarecrow variant, was to signify both the object of Parkes' creation and his
anti-Irish political scare mongering. Macleod's choice of a Parkes' nightmare scenario for the
appearance of the ghost may be generically amusing as a comic drawing but its signification is
ambiguous in that it is difficult to know if the intention is simply a recollection of his nightmare
political blunder in 1868, a reference to his fear of Irish Catholics, or indeed Parkes’ creation of
Irish ghosts to engender popular political advantage. Macleod's next use, a year later, of the
Kiama Ghost as Chinese-shaped clouds of smallpox over Sydney in a cartoon captioned
“Successor to the Kiama Ghost™ leaves it unclear if the threat is real or again a phantom
formation created with the intention to polarize sectarian or racial fear for political or policy
advantage.”' Another later use by Macleod of the Kiama ghost suggests that he had decided that

it made for a convenient pictorial scenario to feature Parkes.
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In 1882, at the time Henry Parkes had returned from a visit to Britain and America there was
intense pressure from the public to amend the existing Land Laws to restrain the rapidly
expanding holdings of wealthy or influential graziers. Parkes opted for softer amendments to the
Land Act to appease political and grazier interests. The result was a dissolution of the ministry
followed by a massive voter backlash in which the party was defeated and Parkes lost not only
his position as Premier but also his own seat of East Sydney. Macleod's cartoon interpretation of
the events in August 1882 uses the “Modern Kiama Ghost™ to illustrate the “Land Bill” which
looms from the night sky with pot hat and coffin although other Irish attributes are, perhaps not
unexpectedly, missing - given the emphasis on the Land Bill which is inscribed on the coffin and
carried in the ghost's hand. [figure 6.13] The reference in the subsidiary caption to “The Sick Man
with the Sheet Off” refers to Parkes being confined to a sickbed soon after his return to Sydney

(in September) and perhaps implies that this confinement is an escape from facing the issue.*

At the same time that Macleod was resorting to Scott's Kiama ghost to depict Parkes' dilemmas,
Monte Scott was producing full-page cartoons in Sydney Punch. They make a telling comparison
with those in the Bulletin. It certainly becomes clear why the Bulletin used Scott after the demise
of Sydney Punch in 1884 and imported Livingstone Hopkins and Phil May to enliven the visual
content of that paper. Scott's cartoons from May to October 1882 are so attuned to the nuances
of the developing political situation that any understanding or interpretation of them is
conditional on a detailed knowledge of the political context in which they were produced. Scott
had such an eye and ear for the momentary essence of public taste and opinion that not
surprisingly some of his references are beyond contemporary interpretation. However, during
Parkes' tour of England and the United States, Sydney Punch accurately charts and incites the
rising unrest in the electorate. In this period, and after Parkes' return in August 1882, Scott's
cartoons do not focus on the single issue of the Land Bill but encompass the disputed Licensing
Act, poor public transport, the North Shore Bridge and financial mismanagement. A particularly
personal element is introduced, constantly suggesting that Parkes' claims to statesmanship are
motivated by self-importance and his triumphalist tour of Britain part of his scheme of self
aggrandizement. What is more, his promotion of a cultural veneer for Sydney with public library
and art gallery was presented as evidence of his losing touch with the realities of public finances

and amenities and his image as a man of action is replaced by one of complacency and indolence.

Inthe week after the appearance of Macleod's Kiama ghost cartoon in the Bulletin, Scott produces
a full-page cartoon in Sydney Punch that in very literal terms sums up the perilous state of New
South Wales.* It includes reference to Parkes' illness, the fire in the Garden Palace, black clouds

of vice, bad laws, licencing abuses and land robbery but also sarcastically dismisses any comfort
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coming from the New South Wales Assembly. Much more impressive is “Too Thin,”a cartoon
by Scott from the second week in October in which he depicts Parkes as a stage Wizard of the
type that amused Sydney audiences from the 1850s onwards [figure 6.14].* Parkes as “Professor
of Legerdemain, Magic and Prestidigitation of Modern Times™ attempts a “startling and marrow-
freezing performance”throwing a silk handkerchief, elaborately embroidered with the words Art
Gallery, Public Library, Magnificence and Speed, over a pile of “rubbish and skulls, the result
ofalengthened succession of mulls.” Mr Punch of course can see through the silk rag, as he notes
in the accompanying poem.* Apart from its topicality, what particularly distinguishes Scott's
cartoon from Macleod's use of the Kiama ghost scenario is that the very presence of the sculls and

bones effectively recalls the infamous missing Kiama body without specific text reference to it.

The above comparisons of Scott's work with that of Phil May and William Macleod in the
Bulletin are intended to highlight the particular quality of Scott's graphic approach rather than to
counter the universal claim that the graphic art in the Bulletin was superior to that in Sydney
Punch. It is also to emphasize the point that the Bulletin style evolved over a period of years and
the arrival of Hopkins and May at the Bulletin did not result in an immediate and total eclipse of
Scott and his claimed anachronistic style. In opposition to the accepted history, I have already
suggested that Scott was directly involved in the technological revolution in printing at the
Bulletin in the mid 1880s. In addition, until 1886 at least, Hopkins and May were both to more
or less degrees dependant on Scott's legacy for subjects, scenarios and on occasions, style.
Hopkins was, however, much more attuned to the new iconographic register of racial and ethnic
type. This is best demonstrated with a comparison of a Livingstone Hopkins cartoon from 1900
[figure 6.15] which follows the same basic scheme or scenario of one by Monte Scott from
1868.% [figure 6.16]

Given the depth and range of his graphic skills Scott could adapt to almost any style and the work
he produced in Sydney Punch in 1883 before and after Livingstone Hopkins' arrival shows how
readily he could mimic the coarse open style and dramatic distortions of American illustration.
His cartoons in this period alternate between his classical, dense pictorial style and his use of
dramatic singular motifs on white grounds. Many cartoons are more a medley of the two styles
such as the “The Orator Bold” where Scott's well rehearsed ploy of creating human-headed
animal hybrids and making spoken phrases literally visual are used to devastating effect to
provoke the mixture of hubris and remorse the public must have felt over Parkes removal as
Premier. This is not to suggest that Hop is the singular source for, or influence on, Scott's
“modern style,” which he affects long before Hop's arrival. Besides, Hopkins' early work in the

Bulletin during 1883 is fairly undistinguished. It could be argued that it is in fact the early
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interaction between Scott and Hopkins that helps shape the powerful “cynical ugliness™ of much
of Hop's later work.*” It should also be stressed that Sydney Punch in 1883 can hardly be seen as
the ideal showcase for presenting Scott's work in competition with the Bulletin. The declining
fortunes of the journal are patently obvious during the course of that year. However hard Scott
tried to produce a beguiling full-page or double-page editorial cartoon (all pen lithographs) there
was obviously not enough money to pay for any subsidiary cartoons, as these are almost all
reprints of earlier engravings, with many of the blocks showing the signs of splitting from
overuse.*® This is also the case for some of the full-page cartoons where old wood-blocks are used
and the quantity if not quality of the writing diminishes rapidly as the year progresses, with more
and more open space between the blocks of text. Scott's lieutenant, Alfred Clint, had been let go
at the beginning of 1883, as his work does not appear at all during the year. By August, secondary
cartoons or blocks all but disappear and from September to December 1883 it would appear that
only Scott's cartoons were keeping the paper afloat. And no doubt as a consequence of this, some
of the few advertisements Punch was attracting are crammed outside the framing border on the
page with Scott's cartoon - gone the days when Scott could demand a free, unbacked sheet for his

full-page cartoon.

Soon after Hopkins started work on the Bulletin, the ailing Sydney Punch snidely noted the rising
popularity of its rival and also took a dig at Hopkins, suggesting he was not worth the money,
being an artist “who could dab in so much ink and so little wit into a small space.” In many of
Hop's early cartoons there was indeed a good deal of ink. His “Shade of Nelson: ‘Am I Thus
Degraded? A Warden of Felons?”’from 18 August 1883 is a densely cross-hatched example.
[figure 6.17] However this cartoon is reproduced here to compare with Monte Scott's cartoon on
exactly the same theme from 11 August 1883. [figure 6.18] Hop's cartoon can also be seen as
aresponse to Scott's work which was published the week before. The contrast between the two
works could hardly be more dramatic. But it is possible to offer a foil to this pairing of Sydney
cartoonists since this is a rare circumstance when Melbourne's leading cartoonist Tom Carrington
also produced a Melbourne Punch cartoon on the same theme at the same time, 16 August 1883.
[figure 6.19]

The content of, or context for, these cartoons is the transportation to Australia of several of the
Irishmen involved in the so called Phoenix Park murders . Eight Fenian assassins were originally
tried in Dublin by the British authorities for the murder of Lord Cavendish and Mr. Burke but
three who had turned informer, as part of their reward, were given passage to Australia.”” On 11
August, 1883, the Sydney Mail reported their arrival at Adelaide, where they were refused

permission to disembark. Victoria and New South Wales followed suit and the Queensland
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Premier announced he would not accept the informers in his state.’’

Looking at the cartoon depictions it is clear that Scott's is the most eccentric and descriptive of
the three; even allowing for the fact that the other two are engravings. It might be also said that
this three-way comparison demonstrates that Scott was the only one of these artists who was not
strictly or exclusively an illustrator. Both Hopkins and Carrington were trained, professional
illustrators. Carrington unashamedly modeled his style on John Tenniel and his cartoon is so
stylistically close to the work by his source that, except for the theme, it could well be an
illustration from London Punch.® A line from the London Telegraph suggesting that the
informers be landed “quietly on some island in the Pacific” is the trigger for Carrington's
particular scenario representing the two leading Victorian politicians as native chiefs rejecting
the Commodore of the Nelson and his ship's boat loaded with three stereotyped Fenians.™

Three informers, Smith, Kavanagh and Hanlon, were known to be on board the Nelson and Scott
depicts the three being offered to N.S.W. by John Bull. It is possible, with some difficulty, to
identify at least one of the three individuals in Scott's cartoon; namely, Laurence Hanlon at back
right. However, as detailed elsewhere, Scott's drawing does not succeed at representing an instant
likeness nor do the three informers instantly register as vicious Irish types.** This is because
Scott's drawing was caught between two irreconcilable demands since it was hardly possible to
produce both a caricature of an individual and the representative of a type in the one
physiognomy. As one racial scientist noted, "type' is "this form which exists everywhere, and is

nowhere to be found".”

On the other hand, Hop has no qualms about representing the vicious Fenian stereotype: he revels
in it as the cartoon demonstrates.” This propensity or skill by Hopkins to exploit established
types and stereotypes was to become the very basis of his success illustrating for the Bulletin. On
very rare occasions, Scott did depict the prognathic, anthropoid Irishman’’ but he showed little
inclination to deploy generic types unless they were of his own invention. This held true for the
Chinese where he created his own metaphoric and monstrous types but less so for Blacks where
he was most dependent on stereotypes. That aside, it certainly appears that Scott took particular
care to avoid the Irish Caliban.

However, the difference between these two cartoons by Scott and Hopkins, and what makes the
Scott work appear anachronistic, illustrates a significant symbolic shift in graphic discourse.
Caricatural physiognomy had always been and remained an important element in comic art but
the old or established vocabulary of emblematic forms, personifications, literary allegory,

theatrical and high-art allusions was being transformed by the foundation of a fixed physiognomic
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hierarchy of racial and social stereotypes. Even the word-plays and puns considered so amusing
by Victorian comic artists increasingly became tied to racial, ethnic or social reference. Once a
range of types was firmly established by the 1880s the imperative for fabrication of a comic
scenario was replaced by emphasis on stylistic invention. It would be misleading to take this as
amove from the complex to the simple, for the shift, as indicated in the comparison of the Scott
and Hopkins' works, was more an ideological adjustment to a new audience where cultivated
dissension was replaced by callow conviction. As shown earlier, Scott would certainly later in
the Boomerang and Brisbane Worker adapt to the new audience that the Bulletin was already
attracting in 1883 but it took him some time to come to terms with Hop's stock-in-trade
stereotypes of “nigger,” “Chow” and “Jew”. Scott's generation of graphic artists (including
Carrington) seem to have inherited a distaste for jingoism from their models in London Punch
and preferred instead the “humanistic reproachful cartoon™ in matters of patriotic nationalism.
Not so the case with Hopkins; as Mahood noted, “he was untrammeled by either colonial or

British nationalism.”®

In this particular cartoon scenario, Hop makes no reference to John Bull or Miss New South
Wales but gives singular emphasis to the three hideous anthropoid Irishman. “Nelson,” the name
of the ship carrying the informers supplies the thematic scaffold for the cartoon. A lot of the
distinction between Scott and Hop's approach had to do with the rapidity of interpretation offered
by the use of stereotype as opposed to emblematic personifications. Fictive graphic racial or
ethnic types, varieties or species, could be adapted although once created they were particularly
resilient. The investment of European racial science and social Darwinism in the formation of
representational types from the 1860s onward most promptly payed off in popular graphic or
comic art. This is not suggesting that Scott's classical beauty personifying N.S.W. and Hop's brute
apes signifying Irish Fenians are not unrelated at the fundamental or epistemological level. For
the discursive power of racial science was itself built on the classical ideal of physiognomy and
normative measure was the farthest point from brute animality. In addition both Scott's John Bull
and Hop's Irish Calibans require the same use of, admittedly very different, attributes and

emblems to activate them.

In constructing symbolic sign systems built on allegorical figures and emblematic
personifications, metaphor and metonymy played a crucial role but nevertheless such a system
of signification required an informed or literate viewer. The very idea of a coded conceptual
allegory develops in Renaissance emblematic writing.”” Even so, in early modern thought the

image stock of emblems was not strictly limited to production from the theoretical matrix of an
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emblem book or related iconologies or symbologies. And even after the demise of the English
emblem book early in the eighteenth century the encoding of certain emblems and allegories was
maintained until the last decades of the nineteenth-century at least: examples being, Justice,
Cupid, the Four Horsemen, Grim Reaper, Hell and the Devil, the latter two from the sub-category
of religious emblems or iconologies. The Christian emblematic or symbolic tradition continued
well into the nineteenth century in high art and the popularity of books such as Mrs. Jameson's
two volume Sacred and Legendary Art, giving exemplary models and instructions for
representing everything religious from angels and St. Omobuono to the Four Greek Fathers,
confirms the perpetuation of the tradition.®” Comic artists in the nineteenth century, however,

operated within a distinctly secular domain which in many ways they helped to define.

Monte Scott, for example, in his fifty years of work did not produce a religious image in anything
other than a satirical context. Even his fifty or so Christmas allegories are emphatically secular.
Since the primary emblem tradition was established outside of the religious iconologies, it is
tempting to see the satirical print of the eighteenth and early nineteenth century and the cartoon
from later in the century as evolved forms of the emblem. Traditionally, an emblem had three
parts: a ‘lemma’ or motto, a picture, and a following explanatory text and therefore many cartoons
and satirical prints would seem to fit the definition®'. However, even in the Renaissance this
definition was not limited to emblems, and besides many cartoons lack the usual moral reflection
or imperative found in the classic emblem.® It was of course always possible within the limited
readership of a popular journal to create a range of emblematic signs as Scott's Kiama scarecrow
demonstrates. Nevertheless Scott's approach is directly and fundamentally linked to the
emblematic tradition. Scott's favoured ploy to create allegorical and emblematic schemes, usually
using pretty women and assorted animals for a wide range of political, social and popular
concepts, fits neatly into what John Manning has defined as the quintessentially emblematic:
“detaching an image from one sphere of existence (...the private, the amorous, the personal) and
attaching it to another(the political, the official, the public)™®.

Scott's most impressive allegorical schemes created during his years in Sydney are usually found
outside the context of Sydney Punch. This is not unexpected since working for the lllustrated
Sydney News or the Sydney Mail Scott was relieved of the satirical demand of the political
allegory or the cartoonist's imperative to be funny. A typical example is his 1870 “Allegorical
Representation of the Progress of New South Wales Since the Foundation of the Colony in 1788”
[figure 6.20].* Even considering that it celebrates the annual Agricultural Society of New South
Wales exhibition, the scheme presented very much evokes the British romantic perception of

Australia as pastoral paradise since the products of field and flock dominate the design. The apex
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of this scheme is a female personification, and a classically dressed female N.S.W. rides a bull
in another elaborate “Allegorical Picture™ on a similar theme in 1873.%° A more handsome Miss
N.S.W. flies the “Free Trade” flag (in support of Henry Parkes' policies, no doubt) in an 1874
decorative scheme where she is flanked by a bull and ram ridden by winged cherubs or putti.*
Scott's decorative emblematic schemes did not always have this singular pastoral or agricultural
focus, however. An example is Scott's massive fold-out supplement to the Sydney Mail on 23
November 1872 in which he “Commemorates the Inauguration of International Telegraphic
Communication”. [figure 6.21] This impossibly abstract concept is reduced to an allegorical
scheme that has at the centre a vignette containing the emblem of a semi-naked female rising
from the waves surrounded by flames and lightening bolts. The lines that radiate from this ellipse
separate the continents of Asia, Africa, Europe, America and Australia. Scott copies established
allegorical figure groups to represent the other continents but invents his own group for Australia.
As outlined in Chapter Five, it would appear that this scheme impressed the colonial audience
as seven years later it became the basis for the decorations inside the dome of the Garden Palace
for the Great Sydney Exhibition of 1879-80.

Given Scott's huge investment in emblematic personifications of Australia and the colonial states
it does seem ironic that it was Hop's 'Little Boy from Manly' that became the emblematic
representation of N.S.W. and later, young Australia.”” The explanation by Hop that he “found
Minerva difficult to acclimatize™ is simply part of the Bulletin and Hop's self-mythologizing.®®
In the twenty years before this, Monte Scott had produced countless variations on personifications
of New South Wales and Australia. Some of these were boys in the guise of young Australia and
by no means were Scott's personifications all classical females but included stockmen and
Aborigines. As early as 1864, in Melbourne Punch, Scott had represented a group of boys and
girls as “Young Australia at the Pantomime™.®” Even before this, in 1858, in the same journal
Chevalier had drawn a cheeky street-Bedouin as “Young Australia.”” Also, several issues before
the appearance of the ‘Little Boy from Manly' the Bulletin had reproduced a cartoon featuring a
boy as “Young Australia” and this is not by Hopkins or Scott.” More significantly in the context
of this discussion, Scott had depicted Henry Parkes as a young Australian teaching Queen
Victoria to suck eggs.” [figure 6.22] The seeds for Young Australia had been cultivated long
before Hop’s Little Boy appeared.

The reasons that Hop's “Little Boy”image took hold were due to external factors mostly beyond
the artist's control. First, in all symbolic contexts, especially art and literature, there was from the
beginning of the nineteenth century a distinct move away from allegorical personifications. These

emblematic schema had held sway from the thirteenth century across Europe, where human
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attributes were projected onto objects, abstract concepts, vices and virtues. The resulting
iconology, which was dominated by female personifications, was seen to represent the grammar
of a universal language. During the nineteenth-century, in graphic or illustrative discourse this
allegorical or emblematic tradition was gradually replaced, or more correctly absorbed, into a
physiognomic paradigm where personifications, attributes, costumes and contexts became far less
important, with the human form and features seen as essentially and universally encoded.
Significantly, it has also been noted that in the English-speaking world in the nineteenth century
it is predominately the female icon or feminine personifications, of science and philosophy for

example, that first vanish.”

In other words, the Classical female personifications such as Minerva were becoming an
anachronism by the time Livingstone Hopkins comes to work for the Bulletin so it was perhaps
inevitable that Australia would be engendered as male, even despite some interest in the local
type favoured by Scott of the Australian Girl.”* For it was certain that given the rejection of old
world Classical abstractions and the pervasiveness of racial science that future personifications
would be based on identifiable local types or individuals. The symbolic image of Parkes currently
appears on our currency as does the stereotype of the Indigenous male as Aboriginal warrior but

at the end of the nineteenth century these were hardly sustainable emblematic national symbols.

The second and more important reason to dismiss Hop's retrospective claim that he replaced
Minerva by inventing the “Little Boy™ is that, unlike with the emblem tradition where the
significance of a particular icon was delineated by learned texts, such as Cesare Ripa's Iconologia
(Rome, 1593), in the popular press it is the public who dictates the popularity of any given image
at any historical moment. Joan Kerr has noted the popular appeal of a particular cartoon was so
dependant on the whim or capricious selectivity of the public that the cartoonist published and
hoped to “hit the jackpot with the public”.” In the 1880s in Australia this public was specifically
the new and massively expanded reading public from the middle and working class.”® The
circulation of 2,000 for Sydney Punch and the cultivated readership of the expensive lllustrated
Sydney News suggested a far too limited field to plant the seed of an iconic popular image. The
20,000 to 80,000 circulation of the Bulletin and Scott's later audience in the Worker (24,000
circulation) were entirely different propositions. Just when an emblematic or iconic
representation would strike a chord with this massive Australian wage-earning public could not
be predicted with certainty but certainly there was no doubt about what the ideological thrust of
such an image would be. The matrix of secularist, nationalist, anti-capitalist, isolationist and
racist ideology that Scott presented in its most distilled form during his years at the Brisbane
Worker during the 1890s and at the beginning of the twentieth century has already been
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established.

What at least can be said from the above is that Livingstone Hopkins was attuned to the
anachronistic nature of the Classical female icon at the end of the nineteenth century. Scott,
however, did not reject the female icon and, although he sometimes sought to “acclimatize™ her
through adaption, he more often attempted her replacement with a local substitute beauty.
Admittedly, this mostly appears to be the same process since many of Scott's later female
personifications in the Boomerang and Worker look very much like his female allegorical figures
in Sydney Punch.”” To contemporary eyes at least, it appears that the established female icons
have often been adapted to new nationalist, secular or modern context simply by discarding the
classical costume and attributes and substituting contemporary dress. Nevertheless, throughout
the late decades of the nineteenth century Scott was one of the few artists working in Australia
that could still conjure up an impressive allegorical scheme. And Scott showed that the complex
emblematic decorative schemes he so often created were adaptable to almost any ideological,
technological or scientific concepts. Even so, Scott's allegorical schemes were subsidiary
considerations compared to the deeper and more universally applicable sign system of
physiognomy that dominates graphic art throughout the nineteenth century.

The iconographic sign system of physiognomy had by 1800 incorporated the older
representational or emblematic systems, including the Humours and Passions, to become the
dominant representational paradigm. As has often been noted, the nineteenth-century
physiognomic paradigm encompasses all levels of private and public discourse and manifests
itself across a wide variety of institutional structures, practices and forms. Since human
pathology, sexuality, criminality, social and racial status were key points of discursive focus it
is not surprising that many nineteenth-century artists have been described by Mary Cowling as
anthropologists.” In the graphic arts at least all nineteenth-century comic artists were
physiognomists since they operated in a climate where individual physiognomy was semiotically
encoded as the singular site of reference for human identity, including; character, status,
sexuality, race and occupation.

The persuasive nature of this physiognomic paradigm in popular graphic art is obvious enough
in the vocabulary of types, class and race that dominates the popular press in nineteenth-century
Australia. But such was the depth of enthusiasm for physiognomic conventions late in the century
that in 1895 the Bulletin could interest its readers with a photograph of “N.S.W. Ex-Premier
Parkes' hand.”” Nevertheless, an earlier study comprehensively charted the mechanisms by which

the institutionalized forms of physiognomy, racial science and social Darwinism, manifested
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themselves in popular illustration in the Australian nineteenth-century press.* More recently
demonstrated, is the influence of Johann Caspar Lavater's contribution to the popularity of
physiognomy in the nineteenth-century with particular attention given to the mechanism by which
physiognomy infiltrated graphic art at the most axiomatic level of the drawing manual.*' All of
this is generic evidence that Monte Scott was a physiognomist in the broad sense that he absorbed
through his training a fundamental physiognomic understanding and he operated in a
representational system where physiognomic signification was the primary form of codification.

More than likely Monte Scott, like the majority of the middle-class or educated public in
nineteenth-century Australia, believed that phrenology was a pseudo-science. Even though
Sydney Punch did carry advertisements for consulting phrenologists it also published parodies
of the practice.*” Certainly, during his long career Scott produced several cartoons emphasizing
the ludicrous aspects of phrenology.*’ Physiognomy was another matter and on several occasions
the lllustrated Sydney News wrote favourably on physiognomy for its middle-brow audience. In
an article “Something About Faces™ in 1874, the paper noted that a “skilled physiognomist may
often determine the character approximately by the countenances of men” but also stressed the
influence of photography on refining the art, especially in judging the influence of time on a face,
stating: “In this age of photographs, almost anyone is able to make such comparisons, and note
how the various circumstances and trials of life carve their impress upon the features.”® Later
the Jllustrated Sydney News gave more determined support to physiognomy as a science when
on 15 November 1887 it published “The Practical Use of Physiognomy™. Significantly, the author
of this article claims that an ample number of books on the subject will be found in “our public
circulating libraries.” Specifically recommended as such an example is S. R. Wells “New
Physiognomy™.** This particular book is in reality more a phrenology manual and despite the
‘new' in the title it is in fact a synthesis of material drawn from the archives of the Fowler and
Wells phrenology publishing empire.* It was common by the 1870s to conflate phrenology and
physiognomy, with the latter becoming a less doctrinaire version of the former and one would
expect that Scott would have treated the formal study of physiognomy with the same disdain he
appears to have shown towards phrenology. Nevertheless such was the deep-rooted potency of
the nineteenth-century physiognomic paradigm, that Scott was no doubt like his fellow beings
described in the /llustrated Sydney News' article as “unconscious physiognomists™. Ernst
Gombrich has suggested that this unconscious reading of physiognomic signs was not at all
confined to the nineteenth century, claiming that “physiognomic perception™ is a global and

immediate expression characterizing human interpretation of a face or gesture.*’

In 1878 the lllustrated Sydney News published an analysis of the facial expression of the horse,
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the article was illustrated with various examples derived from Lavater and although these are
unsigned they could well be by Scott.* This indicates that this nineteenth-century obsession with
physiognomy also extended to the non-human animal kingdom; but also serves as a reminder that
the horse was an omnipresence in the nineteenth-century, where equestrian traffic-jams and the
odor of dung and horse urine characterized daily life in large cities such as Sydney. Between 1860
and 1900 the number of horses in Australia increased at a slightly faster rate than the number of
humans, as noted by Beverley Kingston.* Not surprisingly, the horse figured prominently in
Scott's cartoons and illustrations and not only because of its ubiquity but also because its
association with the circus, equestrian entertainments and thoroughbred racing gave it great
symbolic and aesthetic power. Horses for riding or driving became the centre of public life from
both a pragmatic and symbolic point of view. * Henry Parkes could be represented as a symbolic
coachman or a rider but also as the horse carrying a female personification of New South Wales,

not unexpectedly in a circus arena.” [figure 6.23 ]

Admittedly, the horse had figured in early English emblem books - examples being: Pegasus,
symbolizing the poet's insight, and the human/horse hybrid, the Centaur, combining strength and
wisdom.” But in the eighteenth century in pre-industrial Europe the horse became the most
significant social, practical and symbolic animal. “Buffon put the horse first in his magisterial
survey of animal species, just after he had dealt with ‘man'.”* Thomas Bewick's important source
book for graphic artists, 4 General History of Quadrupeds, published first in 1790, also begins
with an extended treatment of the horse and George Stubb's lavish publication in 1766 of the
Anatomy of the Horse had erased the distinction between aesthetic and scientific paradigms of
picturing as Alex Potts has pointed out.” As he also noted, Stubb's scientific illustrations
contributed to a reconfiguring of the ideological conceptions of the social and the natural. The
physiognomy and anatomy of the horse deserved equally serious attention as did that of the
human body. As a result of this eighteenth-century investment in natural history study or
classification, animal painting underwent a major shift in status into the nineteenth century when
this once lowly specialization became “a vehicle for grand narrative and allegorical

compositions.”™

Scott's training as an animal painter coincided with this rise of animal history painting and the
distinctive late eighteenth and early nineteenth-century tradition of animal portraiture. That Scott
inherited the animal portrait tradition with its dual aspects of description and social setting is
made obvious in an example from the llustrated Sydney News of 1869 [figure 6.24].” In many
ways this depiction is closer to eighteenth-century natural history illustrations, especially in terms

of the domestic animal's relationship to the social order, being visual signs of their owners, who
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are listed below each animal. Certainly, in the case of the horses and cattle, the animals are
presented with a “rhetoric of dignity” normally appropriate for human sitters.”” Comparing this
collection of prize animals with another grouping of horses depicted twenty years later in the
Brisbane Boomerang creates a telling contrast and shows the considerable evolution of Scott's
graphic illustration over this period.” [figure 6.25] The earlier work is wood-engraved and
foilows the standard European format for prize livestock of profile portrait, whereas the later
example is a process-engraving taken directly from Scott's drawing presented in a much more
informal layout with overlapping vignettes. The individual horses are not emblems of their
owners as they were in 1869, but representatives of the characteristics of a particular breed. The
more fundamental and metaphoric aspect of the horse as representative of ‘wild nature' is
reinforced with the inclusion of human handlers and viewers in the scheme and reinforced in the

supporting illustration on the previous page of the journal.”’[figure 6.26]

The European farming animals that had been introduced into Australia were of course used in
most of Scott's decorative allegories to express the boundless productivity of the Antipodes, but
until the selective breeding of the Australian stock horse and the Merino sheep, no individual
agrarian or domestic animal could hold sway as a national symbol. On a few rare occasions Scott
did use the horse in national allegories. A most impressive example from 1899 represents
patriotic sentiment as a mare protecting the foal of “‘state owned railways” from a pack of “private

syndicate” dingos.'” [figure 6.27 ]

Nevertheless, the horse was but one of many symbolic animals that were very much part of the
older emblematic traditions and during the eighteenth century these became part of a wider
symbolic vocabulary. By the end of the eighteenth-century in England, the dual conventions for
representing Britain not only as the female personification of Britannia but also as the British lion
were well established. Whereas female personifications of nature, the arts, virtues and vices had
dominated the emblematic tradition before the eighteenth century, it was during that century that
the use of animals as metaphors for countries starts to form into a more or less fixed

' Monte Scott exploited and expanded these established conventions for

vocabulary. '’
representation of nationality and associated abstractions. During the 1860s Scott experimented
with a number of symbolic animals for Australia. In one early cartoon Scott attempted a young
lion for Australia, or Victoria at least, partnered with England represented by the dual convention
of both Britannia and the British Lion.'” But with rising nationalist spirit in Australia the
certainty of a native animal as emblem was assured. Perhaps his use of the emu as a contender
for singular emblematic status was doomed the moment it was matched against the American

Eagle in his image from 1869 [figure 6.28 ].'® In future scenarios, the emu would almost always
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be accompanied by his equally exotic but more impressive indigenous companion, the kangaroo.
Scott had begun to use the kangaroo as a symbolic representation of Australian soon after his
arrival on Melbourne Punch at the end of the 1850s and it becomes his most consistent animal
emblem for national representation. Most often Scott's kangaroos, at least until the Worker years
of his production, seem to have been based on the anatomy and physiognomy of the more
ubiquitous wallaby species: suggesting that Scott's early emblematic creations were based on
observation, whereas his emblematic Australian kangaroos in the Worker follow the standard
handsome, large-tailed version found in the Bulletin. This adds reinforcement to the view that the
evolution of Scott's graphic approach through the last fifty years of the nineteenth century as a
move from individual physiognomic observation to representation of type and stereotype. Even
so, into the twentieth century, Scott could demonstrate that given a dramatically descriptive
scenario there was no need for a stylized or schematic representation of the emblematic animals
of lion and kangaroo. This example from 1900 representing the enlistment of Australia by Britain
during the Boer war is as naturalistic as it is shockingly metaphoric.'™ [figure 6.29] That Scott's
emblematic inventions were mostly based on actual observation would explain the fact that the
kookaburra does not figure greatly in his characteristically Australian menagerie until it had
become a common symbol in general graphic discourse latter in the nineteenth century. Also, that
most significant twentieth-century emblematic animal, the koala bear, hardly ever appears at all

in Scott's work in any context.

Scott's training and practice as an animal painter found most common expression in his numerous
portraits of prize livestock, especially horses. The three examples already discussed [figures 6.24,
6.25 & 6.26] are enough to demonstrate his consummate skill. Given such accomplishment,
however, his urge to anthropomorphize animals in his emblematic or caricatural constructions
seems unsurprising. But Scott was also reflecting a general physiognomic tendency in the
nineteenth century where anthropomorphism and zoomorphism were part of the socio-scientific
urge to, on the one hand, show the relationship between humans and animals, and on the other,
to emphasize the distance between them. The nexus between human and animal was at the heart
of the physiognomic paradigm and written into both racial science and graphic discourse by
Lavater and Camper at the beginning of the nineteenth-century and given essential significance,

or discursive power, through evolutionary theory after Darwin.'”

After mid-century wild animals, and none more so than the anthropoid ape, were not simply
sensational manifestations of the exotic but also objects of spectacular and contentious
knowledge. As the circus and zoo became increasingly important sites of entertainment and

edification during the century Scott's cartoon scenarios and emblematic schemes correspondingly
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exploit these subjects.'” Scott's use of anthropomorphism extends well beyond emblematic
schema, however, and many of the hybrids he created were often highly original and influential.
Monstrous hybrids and other fabulous animals always held great symbolic force in western
graphic discourse and their evolution from the fanciful Plinian races through medieval bestiaries
and carnival grotesqueries to the complex rhetorical tropes in Renaissance emblems has been well
charted.'”’” After the absorption of Darwinian evolutionary thought into racial and natural science
the tradition of the monstrous hybrid of human and animal took on particular potency. In creating
his hybrids, Scott favoured the use of familiar domestic animals especially the dog. This implied
a double semiotic of kinship through familial association and metaphoric denotation as a
distinctly different species.'” Scott was hardly alone in the use of a human-headed dog to
represent politicians as this conceit was common across comic art in England and America and
becomes the standard tactic well into the twentieth century in the Bulletin."” It should also be said
that some of his creations were so eccentrically specific that they defied translation or
transcription to other purposes. Again these points can be illuminated by selecting from Scott's

anthropomorphic creations featuring Parkes.

After the publication of Darwin's Origin of Species in 1859, simianization became the ground
zero for brutish representation in caricature. Interestingly, on only three occasions did Scott resort
to the simian option for Parkes and then he avoids the potent anthropoid reference. In one of
these, Parkes is represented as but one of a number of politicians in the Macquarie Street
Menagerie, although the other features Parkes prominently as a mischievous monkey.''’ Also,
Scott rarely resorted to the dog body for representing Parkes, but his cartoon from 1867 comes
close in that Parkes, as a promoter of non-sectarian public education, is shown as the “Wolf in
the Fold™ of Catholic education. [figure 6.30] Even as a prize bull he makes an impressive
specimen. [figure 6.31] But after his most humiliating defeat at the end of 1882 when he lost both
his premiership and seat in the Assembly Scott uses a comment by another parliamentarian that
Parkes was like a fish with its tail cut off to create a startling hybrid in a scene which combines
the mixture of vengeful retribution with the contrition of regret that many must have felt at his

demise. [figure 6.32]

Whatever residue remains today of the nineteenth-century obsession with physiognomy there is
no doubt that the bio-technological paradigm of scientific codes, robotic and digital surrogates

"' Since comic art has far less a significant

that governs identity today has not entirely taken hold.
place in the popular press today any comparison with the nineteenth-century to test the trans-
historical nature of Gombrich's claims for an innate physiognomic perception would be spurious.

There is however a subtle but significant difference between contemporary political caricature
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and caricatures by Scott of politicians such as Henry Parkes. We take it for granted today that the
cartoonists role in dealing with politicians and other target subjects is to first create a stock
caricatural image of the scapegoat or more correctly a caricatural sign or cipher since these
representations are more symbolic than mimetically iconic. What is more, they are symbolic of
both the artist and the target victim. For example, a contemporary cartoon featuring John Howard
is not usually read as just a caricature of Howard but as specifically Nicholson's Howard or Leak's
Howard. Particular potent or powerful examples will be copied by other comic artists but
generally they still retain their authorial association such as Petty's Whitlam or Pickering's
Hawke'"”. The success in creating such individual types is totally dependent on the artist’s skill
with caricature in the limited terms as already defined in Chapter One. The more emphatically
individual a person’s features or the more singularly prominent a physiognomic feature or
attribute (Billy McMahon's ears or Bob Hawke's eyebrows, the most memorable recent examples)
the easier the caricaturist’s task, it would seem. From the birth of the newspaper cartoon in the
nineteenth century, politicians have been well aware of the mechanics of caricature. Mahood
notes George Reid's story that he made his own image for the cartoonists by purposefully
adopting the distinguishing characteristic of a single eyeglass for his otherwise undistinguished

round face.'"?

However, the gift to the caricaturist of a politician's prominent nose or whatever conspicuous
physiognomic distinguishing feature, is accepted with equal measure by all, making a signature
caricature difficult for the cartoonist. This of course was the case with Henry Parkes. His rugged
features were framed by a mane of hair and dense beard and his prominent forehead, deep-set
eyes and flat upturned nose bore a striking resemblance to the classic physiognomy of the
Australian Aboriginal male. Every cartoonist in the nineteenth century more or less used the
exaggeration of Parkes' nose as a defining caricatural feature - usually creating a snubbed twist
to emphasize or expose the nostrils. Scott sometimes used this ploy in his rushed small blocks
but it was Macleod's primary stratagem in depicting Parkes. For the decades of the sixties and
seventies, Parkes dominates politics in New South Wales and correspondingly the pages of
Sydney Punch - in some years, as Mahood has noted, he occupied more than fifty percent of the
cartoon space in his own colony.''* What is particularly interesting is that Scott was the main
contributor to this vast output of images and he never exploited the Aboriginal affinity in Parkes'
physiognomy. This is not neglecting the claim by Mahood that in 1866 Parkes was elevated by
Sydney Punch to be Australia's “Patron Saint, St. Bungaree™.'” [figure 6.33] The reference here
is to a Monte Scott cartoon which shows, not Henry Parkes, but John Robertson in “Aboriginal
guise complete with spear and kangaroo standing on a pedestal™.'"® Mahood is not alone in

misreading this image, as Jonathan King also reproduces the cartoon as representing Henry
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Parkes.''” Perhaps this mistake is understandable, given that the cartoon has no sub-caption or
supporting text. Yet the readers of Sydney Punch could hardly have made the same error however
close the physiognomies of Parkes and Robertson were. Scott had drawn both Parkes and
Robertson many times in 1865 and 1866 before this Bungaree cartoon appeared and indeed on
17 February 1866 had drawn each on Valentine cards in the same two-page spread, with a
descriptive index.'"® Besides this, Scott was not risking misidentification by relying on the Punch
readers' familiarity with Robertson's features alone since Scott had already set the scene the year
before when he presented Robertson as an Aborigine in his “Appropriate Costume].| for a Fancy
Dress Ball”.""” The caricature is labeled “Mr. Robertson, as an Aboriginal”. Once again this
example demonstrates that Scott considered his work in Sydney Punch was an ongoing dialogue
with a particular group of readers and it was not uncommon for him to make reference to an
earlier cartoon sometimes, as in this case, a year or more apart.'*’ Therefore, once Scott had made
the choice to anoint Robertson as Bungaree the title would remain his signifying character forever
after in Sydney Punch. And so it was, as almost ten years later Robertson as Bungaree fronts the

cover of the New Series Volume II 1874, arm-in-arm with Mr Punch.'”!

The extended focus on this point, however, is to both emphasize that Scott did not exploit Parkes'
Aboriginal resemblance and to demonstrate how much more subtle and complex the
physiognomic register was prior to the 1880s. For a number of reasons, Scott did not take the
satirical option of an Aboriginal Parkes, but most important was probably the very fact that there
was a resemblance connection. Aborigines were commonly used as emblematic Australians and
when whites were depicted as “Blackfellows™ in nationalist or political contexts the potency came
from the intended mixture of sublimated pride and overt mockery as found in the Bungaree
example. Before 1880, Scott did depict other politicians as Aborigines but their Aboriginality was
only ever signified by skin colour and costume, as he did with Robertson —thus ensuring the
safety of a satirical reading.'** Parkes represented as “King Billy” or Bungaree would have struck
at a deeper much more unpalatable interpretation for the cultured readers of Sydney Punch;
namely, that there was a racial correspondence, or more disturbing still, ancestral connection
between Parkes and the indigenous race. It almost goes without saying that Scott's sensitivities
to these issues were also governed by the fact that he probably admired Parkes. Their
acquaintance has already been established. Certainly, the vast majority of Scott's cartoons present
Parkes in a most positive light in both his form and the context in which he appears. Even when
the scenario of a cartoon is meant to be critical, Parkes' is nonetheless presented as an imposing

or impressively tragic figure.

When the Bulletin artists started to depict Parkes at the end of his long career they were no doubt
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unaware that the emblematic Aboriginal statesman was reserved for Robertson. Certainly they
were not encumbered by sympathetic sentiment towards Parkes or indeed the sensitivities of their
audience. Hop's daughter, Dorothy Hopkin's, put it in the most indomitable language of the
1920s:
Both May and Hop scored heavily off Sir Henry Parkes. ... The transformation from the
statesman to an Australian aboriginal was a simple matter for both artists. Whether Sir
Henry enjoyed being thus portrayed, history does not record; but if the franchise had then
been extended to the Australian gin, Sir Henry would undoubtedly have scored many
votes.'”
It is not necessary to dwell on these particular representations of Parkes in the Bulletin but
looking at a Hop drawing of Parkes' profile from 1885 (even despite being dressed in a Japanese
costume) the Aboriginal allusion is so blatant that it leaves one mystified as to how Mahood and
King could have ever confused Scott's Aboriginal masquerade as Parkes.'” Nevertheless it is not
necessary to go back twenty years to compare caricatures of Parkes by Hopkins and Scott, or May
and Scott for that matter, since Scott produces several large Bulletin cartoons featuring Parkes
in 1885. These generally feature Scott's ploy of drawing his mass of hair swept to a high forward
peak but in the most impressive full-page single caricature, Parkes wears the top hat that Hop and
May would make a particular distinctive attribute, along with the stylization of his features
including hair and beard. The aim of Hop and May's stylization was to increase the Aboriginal
physiognomic reference but also part of the modern cartooning tendency, as noted above, to
establish autographic signification. The degree to which Scott's caricatures of Parkes approach
a portrait likeness also measures their anachronistic dissimilarity from the contemporary Bulletin
examples by Phil May, for example. When Mahood says that Scott was not a gifted caricaturist
it is in this modern sense of reductive exaggeration - the style that was being appropriated by
Sydney Punch in 1877 from Vanity Fair, containing the work of “Ape” (Carlo Pellegrini) and
“Spy” (Leslie Ward), and fully developed by mass circulation papers such as the Bulletin at the
very time Scott's caricatures of Parkes appear in that paper and the same approach that would
make David Low a household name in the early decades of the twentieth century. '*

“King Working Man” may have been one of Scott's targets in his Sydney Punch years but at the
Bulletin Scott quickly adapted to the language of his (or her) cynical, dismissive vocabulary: as
his depictions of generic Aboriginal and South Sea Island types demonstrate.'*® But when it came
to individual caricature, such as the case with Parkes, he was slow to let go of his descriptive
portrait approach. And even much later in the Worker when he developed easy fluency with
generic types from “Capitalists™ to “Coolies™ his most secure reference point for caricature was

always in the individual portrait. Meaning was defined in his cartoons more by emblematic or
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metaphoric costume and scenarios and there is the clear sense that individuals depicted, and

especially so with Parkes, are simply playing a role in a masquerade.

While working at the Brisbane Boomerang after 1887, Monte Scott did on a number of occasions
create cartoons featuring Henry Parkes. As might be expected the context for his appearance is
federation and free trade.'?” To the discriminating eye, however, these caricatures are distinctly
Scott's version of Parkes and do not mimic the stylized hair and beard of Phil May's and Hop's
creations. This is not said to somehow privilege Scott's originality of approach. I have already
stressed that across all of his comic work he never fully adopted the flat non-tonal or free-flowing
style of Hop or May; just as I have indicated the way these two Bulletin artists borrowed from
Scott in their cartoon creations. What this indicates is the exchange of symbolic devices between
popular cartoonists who were operating in a visual domain inscribed by types and stereotypes
with a vocabulary that could only be expanded through collective concurrence of practitioners
and audience. The issue of originality only operated therefore at the stylistic level. A final
example of a late representation of Parkes by Scott in the Boomerang amplifies this point.[figure
6.34] The caricature of Parkes' face is, as expected, characteristically Scott's portrait-based
version, but Parkes is presented as the “Old Man,”a type that Hop and May had made popular in
the Bulletin. This type of the old man with anachronistic dress, battered hat and umbrella would
had been familiar to Hop from the American comic press. The image has echoes of the American
minstrel or Jim Crow stereotype but during Hop's years working in New York, a similiar old man
image had become part of the standard vocabulary for representing prohibition, having been
invented by Joseph Keppler as early as 1869 and still current in comic discourse in America as
late as 1920.'%® Besides this, every cartoonist in the English-speaking world during the 1870s and
1880s knew the “bizarre and battered stove-pipe hat and outrageous umbrella” as the stock
“degraded symbols of disreputability” '*’since they were the hallmarks of the “First Comics
Superstar,” Ally Sloper.'

It might logically seem that Hop simply adapted the American type to an Australian context for
Parkes as misguided free-trader or federationist with his Aboriginal reference to Parkes' features,
thus evoking the established local type of King Billy that reached back to representations of
Bungaree. But this is not the case, as the Sydney audience were already familiar with this
particular representation of Parkes. Hop, and indeed Phil May, had adapted this old black-face
minstrel type from Scott.

Black-face minstrel shows toured Australia from at least the 1850s and in 1874, during the visit

to Sydney of Billy Emerson's Minstrels, Scott had taken their popularity as a cue to represent
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Henry Parkes as “Billy Emerson Cato Junius Brown Parkes™ on the hustings and thumping a table
with his anachronistic umbrella prop. His stilted oratory, his pose and dress mimic the
characteristic American black-face minstrel variety of the Jim Crow stereotype.'*' Scott had used
this same costume to represent a group of black-face politicians in Sydney Punch as early as
1865."** What is more the ploy of representing government luminaries as a “Political Jim Crow”
was used in England in the 1860s, with John Proctor (1836 - ¢.1898) so representing William
Gladstone in Will-o'-the-Wisp in 1868."* Scott had already introduced the idea of Parkes as a
tragic old ham actor in August of 1874 and after the appearance of the minstrel image the hybrid
of tragedian and minstrel becomes a regular emblematic costume for Parkes. In March 1875 when
Scott depicts Parkes as a very black Othello the mocking, plantation accent of the language in the
caption makes his American minstrel origins clear; not to mention his “actor” companion

Michael Lloyd describing him in an aside as a “confounded Nigger”.'**

Looking at a caricature of Parkes by Scott in the Bulletin such as the full-page example already
discussed from 31 December 1885 it may not be readily obvious but it has evolved from these
earlier reference points. The versions of Parkes by Hop and May produced in the late 1880s also
take their cue from Scott's creation. Scott's later variant, as illustrated in [figure 6.34] from the
Boomerang, in turn accepts back from the Bulletin artists the certainty of this singular
codification for Parkes. He does not adopt any Aboriginal reference point, however; and although
he is obviously not squeamish about using the masquerade of a black sage to represent Parkes he
opts instead to use the twist of head, body gesture and placement of the hands to emphatically
invoke the comic type of burlesque black-face which is far closer to the American stereotype of
Jim Crow than it is to King Billy. This trend was a mirror of the situation with racial caricature
in America in both popular entertainment and graphic discourse, where in the late nineteenth
century the droll problematics of the currency and counterfeit of the mid-century black-face
minstrel hardened into fixed “categories of identity according to a reassuring logic of racial
essentialism.”™"** Nevertheless, by the end of the 1880s Scott had no other option than to signify
Parkes with the now established mixture of comic-tragic minstrel. The difference between his
approach in Sydney Punch and later in the Bulletin, Boomerang or Worker marks a fundamental

shift in the nature of popular graphic communication.

In the 1870s when, almost weekly it seems, Scott prepared his cartoon of Parkes there was one
certainty on which he could depend and that was that his Sydney audience was familiar with
Parkes as a physical entity - they had almost all seen and heard Parkes speak. Unlike observers
today, this audience could easily distinguish between John Robertson and Henry Parkes in

caricatural portraits despite the similarities of their appearance and dress.'*® Because they
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identified Parkes’ physiognomic features, all Monte Scott had to do in each cartoon was to
conjure up a new role for Parkes to play - one that would encapsulate the mood, political
sentiment and fixation of the audience at that historical moment. To attempt to stabilize a type
or character for Parkes would have defeated the purpose of tapping the most relevant literary
allusion, metaphoric scenario or classical emblematic scheme. Parkes could be, as the scenario
warranted, at different times: the petulant school mistress, or the insolent school boy; the scourge
of the sectarian Bishop, or the Bishop himself; the nursing mother or the baby nursed; Hercules
or a Little Bow Peep."”” Parkes' portrait likeness was the singular key to the trope or meaning of
the cartoon's connivance. Emblematic attributes were not only unnecessary but potentially
confused the issue, as Scott's scarecrow for the Kiama ghost demonstrates. The easiest path to
topicality was to tap the audience's passions of the moment and, in the context of urban Sydney,
these were usually theatrical or literary sensations, but just as likely the faddish spectacle of
popular entertainments. When a visiting Minstrel show or thespian Wizard captivated the
attention of Scott and his Sydney audience, Parkes would almost certainly assume the same
satirical role in Sydney Punch. A few weeks after the opening of the successful popular drama
“Struck Oil!” in the newly renovated Queen's Theatre in Sydney, Scott presents Henry Parkes as
a carpet-bagger in “Struck Coal”."”* When Blondin, “the hero of Niagara™ thrilled Sydney
audiences with his spectacular tight-rope and fireworks act, it goes without saying that Parkes

becomes “Our” Blondin in a Scott double-page extravaganza in Sydney Punch."

Looking at the appended pictorial essay of a range of Scott's cartoons featuring Parkes, this
becomes most obvious, such is their immense variety. Almost all are from Sydney Punch and an
overview leaves the distinct impression of Henry Parkes as a persuasive individual personality
playing an infinite number of roles. When Scott moved to the national forum of the Bulletin and
Worker, not to mention the Brisbane audience of the Boomerang, no actual familiarity with
Parkes could be assumed for the reader. Nor it would seem was knowledge from familiarity with
Parkes common to the artists working on the major national papers. For example, Livingstone
Hopkins only met Parkes long after he had been drawing cartoon caricatures of him.'*
Significantly, it seems most artists knew Parkes' features from Scott's twenty-year chronicle of
representations of him. However, in the 1880s, because Parkes could not be defined by his
likeness alone, Scott and other artists did not have the flexibility to evoke his association with
established types and emblems and Parkes himself became an emblematic type. That this type
happened to be one of the roles he played in Scott's constructions was determined by the
accidental conjunction of circumstances outlined above, without suggesting there is any other
determinate in history. Most importantly, the process of the transformation of Parkes to a type

did not extend the graphic vocabulary of his representation, since the creation of types is
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relentlessly reductive.

This complex evolution of the image of Parkes in the popular press demonstrates the breadth or
scope of the lexicon of graphic types in nineteenth-century comic art but it also indicates a more
profound point to do with originality and authorship in such a domain. Graphic artists in the
nineteenth century came to believe that they were dealing with a corpus of truth at the individual
level of physiognomic likeness and the broader related sphere of racial and social type. A graphic
artist could be stylistically or individualistically inventive but once a type was accepted by the
public it belonged by necessity to every artist since only adaptation was possible. Just as in the
earlier emblematic tradition, codification was only possible through consensus except that under
the ruling physiognomic paradigm the chaos of individual difference was already subject to
absolute categorization of discursive knowledge especially scientific racism. That Monte Scott
invested more than any other artist in the creation of Henry Parkes' image is irrelevant to the fact
that the hybrid form proved the most resilient and therefore survived in the Bulletin into the
twentieth century. At one level this explains why Scott's contribution is forgotten but his
approach is only invisible to contemporary eyes unaccustomed to his signification through a
peculiarly nineteenth-century mode, which combined meaningful physiognomic likeness with
emblematic and metaphoric codification almost totally dependant on reference to popular culture,
theatrical and literary allusion. To hermeneutically reenact the sentiments and attitudes towards
Henry Parkes expressed in Scott's cartoons tells as much or more about the audience for those
images than about Scott as a historical subject. Scott's currency was not what he saw and knew
but what his audience would see and know. What appears to be Scott's sympathy for Parkes in
the images he created may simply be Scott's awareness of such a sympathy in his audience. If this

were s0, we can at least say he gave most emphatic confirmation to those sentiments.
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CHAPTER SEVEN

Scott’s Demons

Monte Scott’s contribution to the 1872 Sydney publication of Punch Staff Papers was an
illustration depicting a ghostly graveyard scene and two other drawings of young women; one
a pretty girl and the second a stylish female equestrian. These images encapsulate the
fundamental themes or obsessions that run throughout Scott’s career, the gothic horror scene
used to represent the full range of allegorical possibilities for disease, contamination and
immorality and the beautiful woman as personification of nationalistic aspirations, virtues and
all manner of abstract concepts. He relished the combination of the two with the beautiful woman
entrapped in a nightmare scenario or as hapless victim of bestial violence. The theatrical devil
and witch were his stock-in-trade and one of the iconographic types he invented was “Justitia”
the epitome of ugliness. This chapter and the following one take a longitudinal view of Scott’s
images selected from across all the publications he worked for. The aim is not so much to
establish the identifiable elements of Scott’s autograph style, although his characteristic stylistic
signature is by necessity outlined. The focus is on his consistent themes, theatrical demons to
represent vice, corruption and disease, pestilence and war, along with dramatic scenes of life in
the bush. Particularly, the consistency and variations in application of these themes are used to

construct a reading of Scott’s changing attitudes across his long career.

Corruption, hypocrisy, injustice, vice, war and pestilence are the enduring targets of the
cartoonist as they were in the nineteenth century. Sardonic and satirical popular graphic art
requires a knowing audience, and an artist attuned to current passions and moods of the audience,
as already stressed. But some fears touch a more primal or universal emotional register and this
is why the majority of the examples of Scott's cartoons reproduced in recent anthologies and
histories are his gothic horror allegories of disease contamination, immorality and filth. In one
spectacular instance Jonathan King used a double-page lithograph by Scott, with the addition of
a little modernizing colour, as the rear dust-jacket image for his social history of Australia in
cartoons. [figure 7.1] Unlike the front cover image, also with added colour, of the most famous
cartoon in Australian history —Stan Cross's 1933 “For gorsake stop laughing - this is serious!”—
the Scott can hardly have been chosen for its familiarity. The theme, however, is a very familiar
one “The Fiend - Drink; or, Death on the Pale Horse™ and the forbidding landscape littered with
drunken bodies is appropriately labeled “Perdition”. As impressive as Scott's “Fiend” was he was
not alone among nineteenth-century illustrators in dramatizing the demon drink. Nor does he give

this devil the consistent attention throughout his career as he does that other demon vice of
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gambling.
The Demon Drink

The obviously still imposing “Death on the Pale Horse™ was the only illustration by Scott
published in Sydney Punch during 1870 or during almost a year of unexplained absence from his
job as chief cartoonist. This is probably not significant, tempting as it might be to use the demon
drink to explain Scott's two disappearances from Sydney Punch during the 1870s; if not his
financial difficulties and bankruptcy. In 1873 the I/lustrated Sydney News published a large
lithographic copy of George Cruikshank's (1792 - 1878) “The Worship of Bacchus™and the
accompanying text gives a long descriptive analysis that extends to quoting various authorities
to highlight the corrupting influence of intemperance on all aspects of individual and societal
life." It was claimed that in England seventy million pounds per year was sacrificed to Bacchus
with the resultant neglect of institutions and collapse of families. Obviously, drink was a social
problem in England, usually expressed as fear of drunken violence and social disintegration.
Importantly, as has recently been noted, “the temperance movement was not the extremist,
minority, quirky movement of our popular imagination™. That temperance was a mass movement
is demonstrated by the success of George Cruikshank's other major temperance work “The
Bottle™. In this series of eight prints, Cruikshank looked back to the morality prints of Hogarth
and depicted the progressive decline of a once hardworking mechanic due to addiction to the
bottle. The series was a sensational success selling 100,000 copies during the first few weeks of
publication in 1847.> Many cheap editions followed and the National Temperance Society in
London went on to print the images on all manner of items such as plates and cups making them
among the most familiar images of the mid-nineteenth century. Scott worked for the llustrated
Sydney News when Cruikshank's huge lithographic Bacchus print was produced and a
comparison with the original shows that it is in fact a close adaption of the original. Cruikshank's
large published print of the painting is an engraving and the Sydney lithograph on stone would
no doubt have been produced by a local artist and the style, of the central figure group at least,
bears a striking resemblance to Scott's work. In fact, of the artists working for the lllustrated
Sydney News in 1873, such as Sam Calvert or George Lacey, who were capable of such a
complex lithographic drawing, only Monte Scott fits the stylistic signature.

If Scott had a problem with drink it would conveniently explain some of his slipshod work but
the logic of such a prodigious output as Scott's both explains the rushed examples and denies any
indolence resulting from a serious addiction to alcohol. His second absence has already been

explained by his attempt at theatrical performance. Besides this, over his career Scott does not
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consistently rail against drink as the reformed alcoholic, George Cruikshank, did.
The Demon Vice of Gambling

On 20 March 1880 Scott produced a large chalk lithograph titled “‘Five to Two Bar One'; or, 'On
the Road to Ruin "™ as a supplement to the /llustrated Sydney News. [figure 7.2] As the
accompanying text stated: “There is little need to explain the remarkably powerful picture in
which our artist has so boldly and mercilessly satirized one of the greatest evils of our age - the
love of betting.”As was also noted “there is naught objectionable in horse-racing by itself,” but
“it is the gambling system that surrounds the turf which constitutes the real evil.”* The view
expressed by the //lustrated Sydney News, that horse-racing was a worthy sport corrupted by the
betting ring, where the majority of bookmakers were rogues and knaves, was also Scott's view,
or at least the view he publically and most emphatically expressed throughout his fifty-year long
career. This image is particularly revealing, considering that Scott had drawn exactly the same
scenario almost ten years before as a double-page lithograph titled “Fleeced™ in Sydney Punch.’
[figure 7.3] Comparison of the two images reveals that, although it might not have seemed
possible, the second version is made even more dramatic than the first, with the horses hooves
lifted higher and the contrasts of light and dark in the night scene more spectacular. The demon
bookmaker is made more fiendish and, confirming Scott’s eye for fashion, the seductive pick-
pocket is now more tightly corseted in a striped dress where the bodice flows to below the waist-

line. Clearly Scott invested a good deal of effort in revitalizing the image.

Even before the first version of “The Road to Ruin™ Scott had mounted a spirited attack in
Sydney Punch on the evils of gambling. [figure 7.4] In a full-page cartoon “That Noble Animal,
the Horse™ Scott chronicled in twelve vignettes the usual steps to ruin for the visitor to the races.
He also added informing text and interestingly included “Excitement,” wedged between “Misery
and Gambling.” In the same month as this cartoon, May 1868, Scott reduced “The New South
Wales Turf Fiend™ to a winged Satan. [figure 7.5] Almost thirty years later, in a full-page cartoon
in the Worker Scott still had the devil in the “Judge’s Box™ to declare “Horse Racing™ as the
winner in the gambling stakes ahead of gambling in mining shares, stocks and land. ° [figure 7.6]
Scott made no secret of his belief that the devil manifested himself at the racetrack in the form
of the bookmaker. In one such example he exploited the Sydney Melbourne rivalry by depicting
a clutch of satanic bookmakers arriving in Sydney from Victoria.” [figure 7.7]

Scott must have spent a good deal of his time at racetracks and racing stables given the countless

racehorses he illustrated and painted over his lifetime. In the last decade of his life Scott regularly
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illustrated racehorses for the Sydney Referee and Arrow. He was called on to illustrate Melbourne
Cup winners and other champions for the front page, such as the 1899 winner of the V.R.C.
Derby and Melbourne Cup. [figure 7.8] In the late 1890s Scott must have been regarded as a
celebrity by the racing or sporting fraternity in Sydney as the Referee promoted particular
illustrations with the caption “Specially drawn for the Referee by Monte Scott”. ® Throughout his
career Scott was a keen observer of the race-day itself, producing numerous descriptive
illustrations of particular racing events and cartoon scenarios using horse racing. Soon after his
dark, metaphoric condemnation of gambling “The Road to Ruin™, Scott produced a full-page
layout in the same paper of “Cup Day Sketches at Randwick™ in which he evokes the glamour
of the event with the thoroughbred and silver trophy given centre stage with the winner and loser
a minor aside to the surrounding pomp and circumstance of the event itself.” Working on the
Boomerang Scott also produced straight reportage of race days emphasizing the glamour of the
event. One example “At the Eagle Farm Races™ includes figures representing “Rank, Wealth and
Beauty™ as defining attributes of the crowd at the event.'” [figure 7.9] Scott’s ambivalence toward
the horse races can be summed up in two different illustrations he produced of race trophies. In
April 1872 the Sydney Mail reproduced an engraving of Scott’s illustration of the gold Sydney
Cup [figure 7.10]. The cup was manufactured in Sydney and although it is almost grotesquely
ornate, including a Roman helmet for a lid, Scott has taken great pains to accurately and
anachronistically draw the decorative detail and reflective surface of the cup.'' By contrast,
Scott’s 1868 Sydney Punch illustration of “Punch’s Randwick Plate™ is a course open drawing
of a sliver plate filling the page to create a tondo which depicted a bookmaker and a destitute or
disgruntled punter. The decorations around the rim of the plate depict various scenes including

Chinese gambling and, inexplicably, a black minstrel group.'* [figure 7.11]

Considering Scott’s penchant for depicting horses and his predilection for the glamour and
“excitement” of the racetrack, his career-long diatribe against bookmakers demands some
conclusion. It does seem difficult to explain Scott’s bankruptcy in early 1870 when in the
preceding few years he had made significant if not staggering amounts of money. This included
the well documented 250 guineas for Prince Alfred’s portrait (1867), commissions for numerous
other portraits, painted and photographic; including, from 1866 to 1868, life-size painted portraits
of Archbishop Polding, John Sutherland, Captain Francis Hixson, Bishop Goold and the Earl of
Belmore. In 1866 and 1867 he was principal artist at Edwin Dalton’s photographic firm and from
1867 to 1870 managed his own fine art and photographic company. Added to this was his full-
time salary from Sydney Punch and his regular illustrations and supplements for the lllustrated
Sydney News, which paid the not insubstantial sum of 10 pound apiece. Without quoting any
direct evidence, Marguerite Mahood has explained Scott’s bankruptcy on his lack of business
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acumen. The evidence from his countless images might offer a more logical explanation for
Scott’s financial woes which resulted in two bankruptcies. Scott’s keen interest in horse racing
cannot be refuted but it would appear that his view of the racetrack was from the perspective of
a punter. When Scott railed against gambling his focus was rarely on the effects of the vice, as
Cruikshank had done with his campaign against drink. Scott’s primary target was the bookmaker;
almost exclusively the gambler’s most despised adversary. As well, the very emblem Scott
consistently used to denote the denizens of race-day vice, the tabulating book, bespeaks of a
knowledgeable gambler. Scott intimately understood breeding and quality in horses, as his keenly
observed images show, but this may well have led to the delusion that he could also pick a

winner on race day.

Itisalso tempting to suggest that Scott’s interest in gambling may have extended beyond the race
track. For among his few illustrative excursions into the mechanics of the business world are an
informed depiction and a scathing critique of the speculation on futures and shares in Sydney in
the early 1870s. Scott’s “High Change” produced for the Sydney Mail in 1972 does seem an odd
choice for a large supplement and needed a long description to explain the activity conducted in
the Sydney exchange." The next year he followed this with a double-page depiction in Sydney
Punch of the “Sydney Frankenstein™ making calls on investors with empty cash-boxes who had
gambled on various spurious schemes and companies.'* Nevertheless, Scott’s particular
obsession with race-track gambling is revealed in a series of large illustrations he produced for
the Bulletin in 1884. The complexity of these cartoons alone denies any editorial directive in their
construction and they are no doubt Scott’s invention. In 1884 the New South Wales legislature
had proposed re-activating antiquated laws to control dubious sweepstakes and lottery scams. In
amost striking illustration in April 1884, Scott placed the betting book beneath the “Turf Spider”
that draws an endless procession of middle-class punters into its net."” [figure 7.12] This would
seem to be a declaration in support of control over gambling, especially since two weeks later
Scott produced “The Lottery Question - where the Police DO interfere” usin g the scenario of a
flower girl being arrested for the raffle of a flower for twenty times its value. Yet in the Bulletin
issue of the following week Scott’s large cartoon “Confounded Sweeps - We mean Lotteries” he
demonstrates the unintended and unacceptable application of antiquated laws on lottery-
gambling. In the back of an archaic police yard he shows police brutalizing well-dressed and
respectable business men for engaging in speculative enterprises. These include a stock broker,
promoters and a valuer. The conclusion from this is clear enough, the betting book epitomized

the evil of gambling and was not to be compared to the speculation of the business leger.
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King Disease

The common fear and reality of disease in nineteenth-century Australia was naturally an abiding
theme for cartoonists and if contemporary statistical studies are taken as a guide it would seem
that fear and death are fundamental themes in the cartoonists arsenal of emotional symbolism,
whatever the motivation of the imagery.'® Monte Scott’s preoccupation with, and treatment of,
plagues, pestilence and contamination is hardly unique, conforming to trans-historical and trans-
national impulses among cartoonists. Even so, the seemingly banal but vital issues of clean water,
sewage and drainage in the rapidly developing Australian cities were given formidable substance
through Scott’s demonic creations. In Melbourne in 1864, his cartoon “Melbourne Drainage”
depicted “King Fever” coming to take away the dead children of a young mother.'” But it was
Scott’s campaign for a clean water supply in Sydney in the 1860s and 70s that distinguishes his
contribution to this theme. The persistency, intensity and variety of his cartoons on “Sydney
Water” set him apart from all other graphic artists working in nineteenth-century New South
Wales and suggest Scott’s interest was driven by sustained interest in progressive social change.
His images of water-borne death and disease could be mawkishly predictable such as the 1873
“The Water Cure or Kill?”'® or surprisingly inventive as in “A Glass of (Sydney) Water”
representing disease in its more modern microscopic manifestation.' [figures 7.13 and 7.14] The
printing of this latter 1874 full-page image in colour, no doubt added to its novel impact. In this
process of realizing visual formulations of pathological fear it would appear that Scott was
singularly responsible, in the Australian context at least, for the creation of the microscopic

image of disease.

Scott also created a synthesis of the microbe and monster forms for disease in “The Revels of
King Disease™ from 1875. [figure 7.15] In 1874 Scott even managed to depict the disease-bearing
microbes mutating into a salaried hydraulic engineer and Government committee members. This
was in a cartoon critique of Henry Parkes adopting the usual Government ploy of the
appointment of a committee to solve a municipal problem.”® Scott did not settle on the monster
and microbe hybrid as a stock iconographic type, however. It seems that when he wanted to
maximize dramatic impact Scott understood the limitations of the unspectacular germ and on the
front page of the Boomerang Brisbane in 1889, although he drew a cut-away view of an unclean
water-tank in a Queensland school yard, he also added the established emblematic form of
“Death™ on top of the tank. Nevertheless, Scott’s particular hybrid manifestations of plague or
pollution often strayed from the established gothic horror scenarios and allegories, being
peculiarly Scott’s invention. There is nothing in London Punch to match Scott’s biomorphic

creations representing contagious disease, perhaps because there was not the same devastating
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outbreaks of smallpox and cholera epidemics in London during the late nineteenth century. No
doubt his types exerted some influence on later Australian black and white artists, such as Claude

Marquet, who also developed ghoulish hybrid monsters to represent contagion.”'
Disaster and Danger in the Bush

During the 1870s the lllustrated Sydney News had a policy to give “especial prominence to
subjects illustrative of Australian life or scenery, embellished with that attractive colouring which
Art, aided by the peculiar resources of our establishment, enables us to present to our readers.””
The Hlustrated London News had published large colour supplements from as early as the 1860s
but the polychrome supplements produced in Sydney were mostly, as the News proclaimed,
peculiarly Australian subjects. Not unexpectedly, these supplements, predominantly by Scott,
represented sport, leisure, bush life, Aborigines, disasters and bushrangers. Apart from horse
racing, the principal sports depicted were cricket and rowing. When Edward Trickett of New
South Wales won the world sculling championship on the Thames in London in 1876 the event
rated two colour supplements by Scott in succeeding issues of the lllustrated Sydney News.” One
of these depicted the event and the other a portrait of the world champion. The same pattern
followed with depictions of international and inter-colonial cricket matches where the event was
illustrated in panoramic format, featuring the spectators in all their finery, and individual portraits

of the cricketers.*

The publishing demand for the spectacular as well as the topical and sporting meant that Scott
produced his share of disasters on land and sea. He also made a significant contribution to that
quintessentially Australian theme of bushranging. The “bushranging cult” was born in part from
the colonial weakness for heroics and reached its apotheosis in Edward Kelly.” Although Scott’s
contributions in Sydney Punch to the Kelly drama were too far from the action to have lasting
documentary value they no doubt helped to ferment the Kelly craze in New South Wales.*
Samuel Thomas Gill had produced individual watercolours of bushranging in the 1850s and
Samuel Calvert had engraved some small illustrations in //lustrated Melbourne Post in the 1860s
but Scott’s large colour lithographs from 1869 and 1874 must be the first major popular
publications on the theme. [figures 7.16 and 7.17] However descriptive and anachronistically
dramatic they now appear, Scott’s pioneering images must have made some impact on Australian
consciousness. Almost ten years after the latter bushranging scene by Scott the llustrated Sydney
News again produced a supplement titled “Bailed Up”, this time based on a painting by C. H.
Hunt that had won the Illustrated Sydney News Art Competition for 1882.”” The paper noted that

the scene depicted was now a rare event but nevertheless evoked the romance of the theme by
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referring to “Captain Moonlight and other notorious knights of the road.”® No doubt this
iconography had some influence on the later success of Tom Roberts’ iconic “Bailed Up”
(1895), if not William Strutt’s “Bushrangers on St Kilda Road” (1886). Such influence is a moot
point, however, for the disappearance of Scott’s images from Australian historical discourse is
precisely because of their parochialism. The sorts of illustrations considered characteristically
Australian subjects during the 1860s and 1870s emphasized the exotic nature of antipodean life.
Customs of the Aborigines, kangaroo hunts, bushranging and scenes of gold mining and frontier
life were common fare. Scott favoured scenes of human drama in the bush almost always
activated by lively horses and wild cattle. In fact most of Scott’s genre paintings and illustrative
scenes from these decades relate specifically to the Australian context. Paintings such as the
Death of Kennedy, Aborigines discovering the Body of Wills, Out on the Plains: the Last Match,
A Station on Fire and the Sleeping Scout along with his many illustrations of bush life are as self-
consciously Australian as they are emphatically provincial. This is not to say that Scott’s
illustrative style was monolithic as he often adapted a style to the theme, especially for his large
colour supplements. He also adapted his technique to the particular demands of wood engraving,
lithographic or process engraving. That his illustrative approach was always tied to observed
reality can be demonstrated by comparing two large supplements he produced on the same theme,
the shooting of a scrub bull, but separated by a gap of fifteen years.* [figures 7.18 and 7.19] The
first of the illustrations, from 18735, is set in Mallee scrub and the second set in the open forest
of Queensland. The specificity of place is evident in each image, but the second image reveals
the development of a lighter framed Australian stock horse, a more sinewy- muscled scrub bull

and overall a more evolved or recognizably Australian scene.

As well as bushranging and bush themes, Scott also played an appreciable role in establishing
bush fire and flood as iconic disaster images in nineteenth-century Australia. The nemeses of
bush fire was presented by Scott in 1875 as characteristically “An Australian Scourge” [figure
7.20]. He also used the theme as a basis for several of his paintings and large illustrations. When
he depicted “The Flood on the Hawkesburyin the llustrated Sydney News in 1867 Scott created
an apocalyptic scene of biblical proportions, but for a large supplement for the same paper in
1873, “A Flood in New South Wales,” he more directly evoked the flood of scripture with a
Moses figure guiding a boat of survivors. [figures 7.21 and 7.22] Such biblical symbolism is

quite rare in Scott’s output although it does raise the issue of his attitude to religion.
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Satan

The Satan of Scott’s imagination was entirely the secular or stage variant of the devil. Scott was
consistently non-sectarian when it came to religious issues. During the 1860s and 1870s in
Victoria and New South Wales debate raged over denominational control over education for at
this time religion was inextricably linked with education, as Mahood has noted.*® The double-
page supplement to Sydney Punch in September 1874, captioned “Secular, Compulsory, Free!,”
might be considered Scott’s manifesto image on the education theme, representing the most
consistent attitude that he expressed in his cartoons.”' Two years before this particular work Scott
had produced a more impressive lithograph for Sydney Punch suggesting that sectarian
intervention in education only conjured up the devil of bigotry.** [figure 7.23] The Protestant and
Catholic denominations are represented as the devil’s offspring presenting him with the “Proofs”
of their sectarian dogmatism in their respective papers the Standard and Freeman'’s Journal. That
this was an expression of Scott’s personal attitude can hardly be doubted since over thirty years
later when Holman Hunt’s Light of the World had toured Australia, creating sensational interest
in the painting, Scott produced his own inverted version “The Blight of the World™.** Scott’s
satanic caller is “Sectarianism” dressed as a priest carrying the lamp of “Bigotry” and the door
at which he knocks is of a “State School” not a cottage as in Hunt’s painting. [figure 7.24]
Admittedly, during the early years of the state-aid debate, Scott’s attitude was not always
expressed this emphatically. When in 1866 Henry Parkes first announced he would no longer
give state aid to church schools Scott produced a cartoon suggesting the removal of state aid
would disadvantage less well-endowed country church schools.** The concern expressed in this
two part cartoon is really outside the state-aid issue since it highlights that voluntary, paid
education maintains the nexus between wealth and privilege. Over twenty years later in the
Brisbane Boomerang, Scott produced a full-page cartoon making the same point in relation to
university education. “That’s not the University We Want!” shows a group of tradesmen being
excluded from a university where young gentlemen holding bags of money queue at the cashiers’
window at the entrance.” However several months into the debate on state aid in 1866, Scott
tackled the “The Momentous Question™ with a cartoon suggesting that the denominational
quarreling should be put aside for the benefit of the child needing to be educated.’® By the middle
of the next year, August 1867, Scott depicts Parkes as “The Modern Hercules Cleansing the
Augean Stable” with his education reforms removing Ignorance, Incompetency and Dirt from the
school system.”” [figure 7.25] In spite of this, it would seem Scott or Punch still had some
sympathy for Catholic schools as a few weeks before this cartoon Scott had drawn Parkes as the
“Wolf in the Fold™ terrorizing the two nuns and their young charges. ** [See, figure 6.30]
Significantly perhaps, Punch’s pug dog is attempting to protect the sisters and a large heart is the

only decoration emblazoned on his coat.

186



This is not the only evidence that might lead to the assumption that Scott was baptized a
Catholic. It is unlikely that someone outside the faith would have been given the two substantial
commissions for St Mary’s Cathedral as Scott was. His large portrait of Bishop Goold and his
12 x 8 foot portrait of Archbishop Polding were not the only time he worked for the Catholic
Church.* He seems to have had almost exclusive access to the Archbishop Polding throughout
his career, producing photographic and illustrative studies for the popular press. On Polding’s
death in March 1877 Scott created a massive document of his funeral ceremony as a supplement
to the /llustrated Sydney News and a full-page eulogistic cartoon in Sydney Punch - one of the
few cartoons in twenty years that he signed with his monogram extended into his full surname.*
The logic of this visual evidence would seem to contradict the assumption that he was an
Anglican based on the recorded information from Mahood and other sources that Scott is buried
“in St Jude’s Anglican Cemetery.” In fact, Scott is not buried in the St Jude’s Anglican Cemetery
but in the Waverley Cemetery. He is buried in an unmarked grave and, although there was no
church service for his funeral, the plot is in what was the Church of England allotment of the
Cemetery. Even so, this does not help definitively settle Scott’s denomination.*' This is because,
the plot in which Scott is buried was purchased by him in 1879 on the death of his first wife
Amy. It can only reasonably be assumed that at least Amy Ann Scott was Church of England.

War

Over his fifty-year career Monte Scott hardly produced a single representation of mortal combat
between white settlers and Aborigines. This is despite the fact that he lived through almost the
entire history of the frontier wars in Queensland during which thousands of Aborigines were
killed.*” During the late 1880s while Scott worked in Brisbane for the Boomerang his
contemporary illustrators on Queensland Punch and Figaro regularly depicted Aborigines
attacking settlers or spearing stock, along with stockmen shooting Aborigines.* Significantly,
in the cases of white murder of Aborigines, the images were generically historical or illustrations
to fictional accounts, although in at least one example the image is a documentary illustration.*
When Scott depicted threatening Aborigines they were allegorical warriors, invariably defending
“Australian” values of justice and truth, and his few scenes of Aboriginal violence, produced

before he moved to Queensland, depict internal tribal conflicts or savage rituals. ¥

The reasons Scott did not frame the frontier conflicts as war and adopted the Aboriginal warrior
as the knight defender of a “fair go,’ related to Scott’s particular conception of war. If Scott ever
considered the blood of Aborigines spilt during the advance of European settlement it would

have been a cause for shame as this was battle without honour. In the decades after Scott arrived

187



in Australia he took every opportunity to depict the pageantry, armoury and ceremonies of the
military and to paint the portraits of the British officer class. Often there is a fine gap between
his straight illustrations of military types and his political or allegorical cartoons of medieval or
Arthurian knights. Yet in the last decades of the nineteenth century when feelings for Australian
nationalism shifted from conflict between remote imperial power and colonial independence to
a war between labour and capital, Scott retained the concept of the warrior knight as the selfless
standard bearer of timeless values and chivalrous defender of women and children.* [figure 7.
26] The result was a particularly Australian conception of war, probably best expressed through

Beverley Kingston’s assessment of Henry Lawson’s attitude in the 1890s:

Lawson’s romantic feeling for war was almost medieval in its belief in chivalry, fealty,
honour, and its assumption about the trappings and rituals. A contemporary critic

discerned something more primitive, however, in the yearning for blood.*’

Blood was the tragic measure of the significance of war or more specifically, the blood of men,
as Scott recorded on his “Cost of War” memorial of 1896.* Not only did Scott give prime
singularity to the death of soldiers but also reinforced their chivalrous loss by adding the pitiful
grieving widow and daughter. The selection of wars listed by Scott is clearly meant to represent
an international brotherhood of soldiers and ranges from the Crimean War, and Franco-German
War, to the American Civil War. In chronological range the list appears to be limited to wars
fought during Scott’s lifetime.

Lamentable war may have been but Scott was not a pacifist. Violent retribution was the soldiers’
prerogative as Scott made clear in his comments on the first war to involve Australian soldiers,
the conflict in New Zealand between Maori forces and British soldiers, supported by settler
volunteers. ** [figure 7.27] In this particular war, Scott emphasized the unnatural savagery of the
Maori with his dramatic inversion of Joan of Arc’s burning at the stake by showing a British
soldier being “roasted” by a wild bare-breasted and tattooed Maori female.” [figure 7.28] The
only female warrior that Scott could countenance was one in an allegorical role. His most
awesome example being “New South Wales™ with breast bared, hang-rope in hand and sword
of justice strapped on her back dragging O’Farrell, the failed assassin, to his death.”' Justice is
an armed female in many of Scott’s allegories for the battleground is the emblematic site where

the dialectic between good and evil is played out.*

When the multimillionaires Cecil Rhodes and Albert Biet engineered the conflict between Britain
and the Boer Republic of Transvaal in the late 1890s war must have seemed inevitable. In April
1899 Monte Scott produced a cartoon prophesy in the Worker of the coming storm and the
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patriotic calls that would blast forth from the capitalists driving the eruption. The grotesque,
mountainous face of “Mt Fatman in Eruption™ spews “Patriotism, One People, One Destiny,
Crimson Thread, Glorious Country, Nationality” and “Great Resources,” as well as “Flap
Doodle™. The British appeal to colonial patriotism and bonds to Empire obviously inspired many
colonials since when war was declared in October 1899 many young Australians rushed to
volunteer. The Queensland Government were so certain that war would eventuate that it had in
fact already, in July, offered troops to Britain. Scott had of course declared his hand even before
this with his “Mt Fatman in Eruption” but within days of the declaration of the war, Scott
summed up the nature of the conflict on the front page of the Worker. Watched over by a
capitalist in a buggy, an imperial officer as “The Swaggering Swashbuckler” is shown coercing

the kangaroo for four shillings a day to join them in the Transvaal. [figure 7.29]

The Worker was against the war in the Transvaal but the editorial comment has nothing of the
intensity or stridency of Scott’s anti-war cartoons that were to follow. In the initial year of the
War, when Scott was at his most acerbic, the unions and Labor party were in fact ambivalent and
only adopted a policy of total opposition in the latter phases of the War. Before the First
Queensland Mounted Infantry were dispatched to the Transvaal, Scott depicted the dog of
Jingoism in a futile chase for rats with a tin tied to its tail representing the 32,000 pounds it cost
to send the Queensland colonial troops.™ [figure 7.30] That Scott would choose this image for
his attack on the sham call to the “crimson thread of kinship™ that Henry Parkes said ran through
all Australians is particularly revealing, since its iconography demonstrates how real Scott’s links
to England were and all the more emphasizes his stand against the Boer War as a declaration of
independence. The origin of this image is a drawing by John Leech published in London Punch
when Scott was eight years old. [figure 7.31] This does not necessarily mean that Scott saw it at
that time but it was nevertheless familiar enough for Scott to adapt it to a full-page cartoon in
Melbourne Punch in 1861 soon after his arrival in Australia. [figure 7.32] Thirty years on, it is
clear that Scott had broken his stylistic dependence on Leech but his choice of the same scenario
acknowledges that he retained Leech’s “gentlemanly” imperative to make a stand on the side of

justice - what was right, rather than popular.

Four days after the first Queensland contingent departed Scott graced the cover of the Worker
with a skull entwined with the snake of Human Greed and garland of Mock Patriotism. [figure
7.33] The ensemble sits on the book of History. Inside this issue Scott also produced a full-page
caricature of Lieutenant Colonel Percy Ricardo, the Commander of the Queensland force.
Ricardo is contrasted with the “Man with the Hoe” who the Colonel berates in the caption as
wanting to grow pumpkins rather than wishing to fight for the honour of regiment and flag.
[figure 7.34] The parody of Ricardo as a blustering pretender would prove to be prophetic
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considering his incompetent leading of the First Contingent in Africa and the controversies that
embroiled him, including accusations of cowardice. On the cover of the first issue of the Worker
for January 1900 Scott depicted the Reaper to remind his readers what the year would bring for
the troops in the Transvaal.** [figure 7.35] After a second contingent was sent from Queensland
on 13 January 1900, Scott contrasted a member of the Bush Contingent with an itinerant bush
worker. [figure 7.36] The contrast between the two has been represented with a two-faced
capitalist dressing a swagman as a soldier on the one hand while his other face scorns the worker.
The two part sub-caption reads: “*A Dingo of Civilisation’ when he fights his own battle,” and
““A Hero’ when he fights Fatman’s™.

As Federation approached in January 1901 it became obvious that Australia would become a
nation while the colonies were at war. Scott first suggested the result would be the Imperial Lion
swallowing up Australian Nationality [figure 6.29] but several months later he speculated that
Federation would be “A Critical Moment™ when the Kangaroo might shoulder the rifle of
Independence and make its own decision about the Lion of Imperialism crushing the defenceless
Boer of the Transvaal Republic. [figure 7.37] This image must have been close to seditious since
it implies pro-Boer sentiments. Although the Kangaroo is armed, he is clearly not a soldier and,
coupled with the fear in the Lion’s eyes, the implication is that the Kangaroo might dispatch the

Lion.

Such blatant anti-British expression must have been especially magnified in the over-heated
climate of the patriotic rally to Empire during the Boer War. It has been noted that the “few who
dared to question involvement became victims of patriotic scorn™.** In the graphic arts, the few
who questioned the war can be reduced to Scott alone, supported by an occasional spiritless effort
by the artists at the Bulletin.*® Despite the fact that the Bulletin was one of the few other papers
not stridently pro-war, there are few cartoons in that paper, or elsewhere in the Australian press
for that matter, to rival Scott’s singular venomous campaign against the Boer War.”” The cost of
such a stand is depicted by Scott in his “Statue of Liberty” cartoon of March 1900 [see figure
3.29]. In the base-panels of the monument, Scott depicts mob violence towards an individual
male who dared to exercise the right of Free Speech. That his opposition to the War was at least
in part a personal stand is made evident by the fact that for most of the cartoons he produced
Scott added his full signature “Monte Scott” rather than his usual “M. S.” It is impossible to
know at what point during his life in Australia, Scott identified himself as an Australian, but his
Boer War campaign absolutely defines his severing with any identification as British. As noted
above, throughout his career Scott’s cartoons are redolent with militaristic imagery and
masculine chivalry but for Scott the Boer War was clearly not a just war and the evils of
capitalism and imperialist power that created the war would make victims of both Boer and
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Australian bushman soldiers alike. Whether Scott’s singular stand can be framed as that of a true
Australian patriot is a moot point but it must have taken considerable courage allowing that
Australians did not begin to turn against the war until towards the end when publicity was given
to the burning of farm houses, confiscation of stock and the concentration camps set up by the
British. As unsettling as Scott’s editorial cartoons must have been for the families of the
Queensland Bushman sent to fight, they must have equally dissuaded some young Australians
from enlisting and therefore potentially saved lives. Scott’s opposition to the War may have well
struck a cord with some young men since his was not a pacifist stance and he continually exposed
the exploitation of real patriotism by foreign vested interests. There seems little doubt that
Scott’s cartoons contributed to the ultimate Australian disillusionment with the War and when
the last Queensland contingent returned home in May 1902 the welcome was less than
enthusiastic. Most importantly, Scott’s pro-Australian and rabid anti-British cartoons make a
mockery of his later historical re-construction as a ‘gad-sir’ English dandy.

Scott’s celebration of the proclamation of Peace in June 1902 shows the only winner as the fat
capitalist with the Boer and Britisher now in yoke as they pass the devastated landscape of the
battlefield. [figure 7.38] The contrast could not be greater between this image and the double-
page cartoon Scott had produced twenty years earlier to celebrate the proclamation of Peace at
the end of the Franco-Prussian War in 1871.°® [figure 7.39] Scott’s female personification of
Peace in Sydney Punch needed no armour or weapons as she only required her commanding
presence and an olive branch to drive off the demons of war and famine. Times had changed.
Scott had changed too but not in his attitude to war. The real battle was yet to come and it would
be an honourable struggle as Scott made clear in this 1906 image, since it was Australian
Nationality that needed defending. [figure 7.40] As this image demonstrates, the Boer War had

at least given Scott the iconic form of the Australian soldier.

This is not to say that Scott abandoned female personifications to represent the battle of good
over evil. Scott had spent the last half of the nineteenth-century adapting the European
emblematic lexicon to Australian circumstances and after 1900 he continued to use the
vocabulary although with a distinctly modern twist. During the 1880s and 1890s Scott had
established Nationality and indeed Federation as a young, identifiably Australian woman. With
this female personification Scott created a particular confluence between patriotic defence of the
ideals of a new republic and chivalrous defence of its women. When the global war between
capital and labour was added to the equation at the end of the nineteenth century Scott could
evoke Liberty in her French manifestation to further enhance the feminine embodiment of
national ideals. After Federation, Scott did not adopt the Little Boy from Manly as Young

Australia as Bulletin artists had done but retained the young woman as Australia. Only as a
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woman could Australia embody the masculine ideals of honour and militaristic notions of
chivalry - a real and ideal entity. The next chapter will explore in greater depth the lineage of
Scott’s female personifications by placing them in the broader context of his representation of

women.
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CHAPTER EIGHT
Scott’s Women

For over twenty years, beginning in the 1860s in the Melbourne and Sydney popular and comic
press, Monte Scott produced thousands of images of seemingly vacuous, pretty women. This
chapter charts the iconographic origins of both this sweet English type and also her antithesis of
the old hag in the work of John Leech. As well, Scott’s conception of feminine beauty is placed
in the broader context of nineteenth-century classical exemplars and the British model of London
Punch. In acknowledgement of the massive amount of comic material Scott produced on female
fashion themes, a brief excursion is included into his comic discourse on high fashion and the
politics of dress. However, the primary aim of this chapter is to draw together Scott’s impulse
to create emblematic female types and personifications, first elaborated in Chapter Six, and his
almost medieval conception of war as outlined in Chapter Seven. For the fifty-year evolution of
Scott’s women from pretty English maidens to statuesque, independent, handsome Australian
Girls can only be explained against his construction of a hyper-masculine defender of such a

women.

Marguerite Mahood remarked that Monte Scott’s cartoons of the sixties were filled with
handsome females with large eyes, well marked brows and wooden expressions striking
appropriate posses in noble allegories and she further noted a particular drawing of pretty girls
in striped dresses, frilled petticoats and elastic-sided boots was typical of Scott’s work in the
seventies. ' What is not mentioned by Mahood is the origin of Scott’s pretty girls and handsome
women in the types created by John Leech in London Punch and other comic publications. So
pervasive was the contemporary admiration for Leech, it is doubtful if any comic artist could
have escaped his stylistic influence in the 1860s at least. Even so, Scott took a particular interest
in using Leech as inspiration and stylistic source, as already noted. For Scott’s generation
(admittedly mostly the males), Leech had created the epitome of feminine beauty, as difficult as
it is to imagine this today. In the 1882 it was claimed: “Of all art satirists none have such a
pervading sense and power of girlish and ripe womanly beauty as Leech.”™ This seemingly
incredulous contention that mostly black and white woodcuts, some tiny in dimensions, could
inspire sublime sensual response was far from an isolated assessment. The analysis that follows
is of a small wood-engraved Leech illustration from Mr Sponge s Sporting Tour of 1853. [figure
8.1] Its original reproduced size was close to the size here and the commentator is the

enormously successful Victorian painter and Royal Academician, William Powell Frith.
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“If this drawing suffered in the hands of the wood-engraver, it must have been beyond
imagination beautiful, for, as it is, it shows us Leech in his full strength. Nothing, it
seems to me. could surpass the figure of Lucy, whose expression of loving fear for the

safety of the bold Sponge is shown to us in one of the prettiest faces conceivable.™

What so impressed Frith and many of his contemporaries was “Leech’s power of creating beauty
by a few pencil-marks.™ Despite their economy of means, or because of it, viewers such a Frith
could detect individual “strongly-marked personality” in Leech’s drawings - “in the figures no
less than in the heads.” In fact, Leech had created believable types and when it came to beauty
and feminine charm the type was seen to have been modelled on Leech’s own wife. Leech’s
contemporary, Dr John Brown noted: “His wife, ... was very beautiful; and the appearance of
those lovely English maidens we all so delight in, with their short foreheads, arch looks, and dark
laughing eyes, their innocence and esprit, dates from about his marriage. They are all, as it were,
after her, - her sisters; and as she grew more matronly, she may still be traced in her mature
comeliness and motherly charms.™ Such is the mechanism for the creation of types, or in this
case the representation of beauty, in comic and graphic illustration —the generic ideal is regarded
as real since its origin is claimed to be based on experience. The origin of Leech’s pretty maidens
only mattered to demonstrate their authenticity for once the type was established other artists
needed to look no further than Leech’s cartoons and illustrations as sources for pretty, charming
and comely women. That Monte Scott looked as closely as anyone can be easily demonstrated
by a perusal of Scott’s work in Melbourne in the 1860s and Sydney in the 1870s. The appended
comparative samples of female faces and figures from Leech and Scott should be sufficient to
establish the origin of Scott’s pretty girls and handsome women. [figure 8.2] It would seem that
Scott, like Frith, was enamoured of Leech’s image of Lucy as it would be highly improbable if
this image of a “Lucy” on horseback is not modelled on Leech’s illustration, especially
considering the original orientation of Scott’s drawing has been reversed by the process of wood-
engraving.’ [figure 8.3]

Scott’s devotion to Leech’s types was also motivated by the cartoonist’s necessity to use the
established emblematic constellation. They may not be readily identifiable today, but the types
that Leech created were clearly part of a widely recognized vocabulary. The example of the
migration of Leech’s “Mr Briggs™ to Victoria in the 1861 by Monte Scott has already been noted
and as late as 1888 Scott would use Leech’s “Mrs Threadneedle” in a cover cartoon.® John Leech
had also appropriated Dickens’ “Mrs Gamp” to represent the Morning Herald in London.” She
is shown in this example [figure 8.4] taking Mr Disraeli for a walk in 1852."° So familiar did she
become as the representative of conservative and protectionist editorial or press policies that

Scott could transport her directly to become the personification of the Sydney Morning Herald."
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[figure 8.5] Bulletin artists such as Livingstone Hopkins would maintain the personification in
form if not name until the end of the nineteenth century.'

Allegorical or emblematic figures, such as Mrs Gamp, extended the range of the cartoonist’s
lexicon since the accompanying connotations for the emblematic type could evolve over time.
Once the bonneted granny had been established as the Sydney Morning Herald the designation
as Mrs Gamp could be dropped - as indeed it was. The disreputable type could evolve to be a
different character or she could return to her origins in Martin Chuzzlewit as an opinionated
granny, with a drinking problem, as in the Scott example from Sydney Punch in 1879 [figure
8.6]." In the next decade the metamorphoses of the dowdy, bonneted granny into the
representation of all the conservative press, that Monte Scott had begun in Sydney Punch, would
be completed by cartoonists on the Bulletin and other more radical papers. What is more, the
range of embedded associations for the type meant that she could also represent the mass of
public opinion that such papers indulged, as in the example by Scott from 1881 [figure 8.7]."* She
would also become the basis for a new conception of Justitia that Scott developed in the 1890s,
as elaborated later in this chapter. Once a graphic type had captured the imagination of the public
it became timeless through transmogrification to contingent circumstances. Even Granny Gamp’s
bonnet and costume needed to adapt to the latest fashions, or at least in Granny’s case, to what
was recognizably unfashionable in each age. Cartoonists in the nineteenth century by necessity
were sharp-eyed followers of both male and female fashion. Naturally, this imperative was often
motivated by the desire to parody the latest fashion trend, especially for women. But there was
also the need to create satire using authentically familiar social or domestic scenarios. It was said,
for example, that John Leech’s cartoons and sketches “chronicle truly the dresses of the time”
and demonstrate the most subtle changes in women’s fashion in England - charting the coming
of the crinoline and the change of hairstyle from ringlets to fringes."

Scott too, was a keen follower of fashion as he demonstrates in his social satires and in his fair
share of high fashion parodies.'® Leech’s popular series of “Sevantgalism™ cartoons in London
Punch were keenly observed critiques of the social mores of the rising middle-class in England,
appealing directly to the readers of Punch by setting his satire against a mirror image of their
domestic interior. Scott took Leech’s lead and introduced his “Servantgalism in Victoria™ series
in Melbourne Punch in 1861 and these cartoons offer an accurate insight into the domestic
environs and dress of the aspiring colonial middle-class. Outside of the usual cartoonist’s topical
interest in the latest fashion, Scott also produced straight fashion illustration of the latest trends
from Paris or London in the Sydney press during the 1870s and 1880s.'” No doubt the knowledge
he so gained supplied grist for the mill of fashion parody. This could manifest itself as insider
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knowledge of the conspiratorial construction of the fashionable female body, as in this disclosure
of the padded brassiere. [figure 8.8] Following the trend in London Punch, the wearing of
crinolines or hoops created the opportunity for innumerable cartoons in the 1860s. This example
by Scott is given the added lubricious flavour of an actual incident with the reportage in the
caption locating the event in the observation platform above the tower of the Prahran Town
Hall."® [figure 8.9] The hapless victim of the crinoline incident also wears a veil which must have
been at the height of fashion in Melbourne in 1861, as indicated by this Scott drawing suggesting
that decoration on the black and white veils could reflect on white skin as a painless form of
tattooing."” [figure 8.10] Nevertheless, for Scott, high fashion and fashion burlesque could
comfortably run parallel paths. For example, the young high-fashion beauty in one of his social
satires in 1863 could be identified by her spoon bonnet in Melbourne Punch and six months later
in the same paper the wearer of a spoon bonnet could be lampooned as a fashion victim. % This
follows a similar pattern in London Punch although in the particular case of the spoon bonnet the
colonial women were obviously finely attuned to the latest fashions from Europe. It is not until
1865 that London Punch suggests the “Burial of the Spoon-Bonnet™ and in the same year John
Tenniel produced a version of Britannia as a fashionable mother wearing a spoon bonnet that
incongruously also incorporates part of her usual helmet.*' Perhaps this example reinforces the
point made by Margaret Maynard, that the idea of colonial women being out of step with
European fashion trends or that they simply wore gaudy imitations of English styles is part of the
myth of the social inferiority of the colonies.”” As Maynard has also articulated, part of this myth
was the belief that colonial middle-class women mindlessly continued to wear hot and
uncomfortable British fashions. The reality was that fashion conscious Australian ladies adapted
British trends to suit local circumstances of climate and class differences.” In 1862 Scott added
his voice to the need to adapt formal wear for both men and women to the summer heat of
Melbourne with a two-part cartoon contrasting dark, heavy evening wear with dress much lighter

in colour and cut.**

Scott seems to have understood the politics of dress and the role it played in signifying identity
and independence. This can be illustrated in the way he used women’s dress in two cartoons on
the issue of protection and free trade. [figure 8.11] In 1861 Scott depicted a young female
personification of Victoria forced, because of protectionist policy, to wear cast-off “apparel of
her papa™ while the other personified colonies dressed as they pleased as a result of free trade.”
Three decades later Scott produced a cartoon in the Boomerang taking the opposite position on
free trade since now local industry needed protection from “greedy foreigners.”* “Our Own Girl
of the Period” is a smartly dressed young Queensland woman being petitioned by “Mr Sly Free
Trade™ in the form of a travelling salesman pushing fashion accessories she clearly doesn’t need
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such as “frocks and shawls to gladden your eyes.” Regardless of the different political stance in
each cartoon they both imply that Australian women expressed their independence through
dress. Interestingly, in 1904 Scott would represent Protection as dowdy Tweedledum and Free
Trade as ugly Tweedledee, in the context of having a young Australia award the apple of victory
to a pretty Socialism in a modern “Judgement of Paris™.”” Except for the young male Australia,
all are dressed in classical costumes. Socialism was an issue of such importance that it obviously
transcended mundane arguments on free trade or protectionism and Scott chose a generic pretty
classical maiden to represent such a momentous abstraction rather than use individual or national
types as he had done in his earlier cartoons. Nevertheless, few cartoons directly engage dress and

the politics of national identity, since high-fashion was the cartoonist’s primary facetious source.

What made high fashion for females such a common target for nineteenth-century cartoonists was
the fundamental assumption that it was an assault on the true or natural beauty of the female
form. Natural beauty here meant classical beauty as the classical ideal of the Venus de Milo and
more specifically the Medici Venus were regarded as the ideal. A cartoonist in Punch in 1870
uses the demarcation between modern corsetted female and the “natural” naked female form as
the platform for an amusing contrast - the assumption being that the Venus de Milo represents
the norm.”® [figure 8.12] Six years after this London illustration, Monte Scott makes the same
point of comparison in Australia between classical beauty and modern fashion, although he uses
the more accepted point of reference for ideal feminine beauty in the nineteenth century, the
Venus di Medici.”” [figure 8.13] That Scott favoured the Venus as the preferable body type is
made clear by a comparison of his drawing of the Medici Venus and two of his fashionable
beauties from a drawing in the same year.” [figure 8.14] Despite their corsets and fashionable
ball gowns , the body form of both ladies conforms more closely to the Venus than to her more
extreme modern antithesis in the first example. For Scott the classical ideal embodied universal
ideals that could be transplanted to any climate. This is best exemplified in his changing
depictions of the contrast between the idyllic, sunny antipodes and a bleak, frozen England.
Throughout his career, or at least until the late 1880s, Scott regularly depicted two-part cartoons
demonstrating the contrast between utopian Australia and dystopian England - usually this was
as a decorative Christmas supplement, but not always. Invariably, the Australian scene depicted
a bush picnic, such as this early example from April 1861.%" [figure 8.15] Significantly the
centrepiece of the scene is a country girl serving drinks and the caption reads in part: “What a
Man May Suffer - In Victoria - In England. Respectively Dedicated to the Old Folks at Home.”
The beehive, haystacks and farm houses in the background could easily lead to the interpretation
of this as an English country picnic. Almost twenty years later, in another of these contrasting
promotions of Arcadian Australia, Scott contracts the representation of Australia to a classical
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maiden and now England is not “Home” but “There”.” [figure 8.16] Apart from the classical
woman, the only other indicators that this is Australia are the tropical fruits and palm fronds. In
representing the cultivated pleasures of a leisured life, Scott could abandon the representation of
the English country picnic but not the cultural ideal of the classical Venus. Admittedly, in the last
decades of the century Scott did, however, more commonly depict a taller, slimmer woman closer
to the fashionable type in English and particularly American illustration.** However, Scott’s later
depictions of the modern Australian woman are best exemplified in his Federation and Female

Suffrage cartoons, discussed later in this chapter.

Artists in the popular press in the nineteenth century generally followed the protocols of high art
in that depictions of the nude, male or female, was almost always in the context of classical
statuary or allusion, as with the representation of a semi-nude Australia just discussed. This also
extended to literary allusion where semi-draped females could be depicted in the guise of fairies
or mermaids, such as this example by Scott of a bevy of mermaids pulling a ship ashore in
1872.* [figure 8.17] The inspiration for Scott’s mermaids was probably a cartoon by Tenniel in
London Punch from 1865 that shows a group of mermaids swinging, sitting and pulling on the
trans-Atlantic cable, although Scott’s mermaids lack the curvaceous sensuality of Tenniel’s
women.”> When Tenniel had taken over as chief cartoonist on London Punch, after John Leech’s
death in 1865, his English beauties initially followed the type invented by Leech but he soon
developed a female with a more statuesque, angular physique and a full, almost square jaw line.
Scott’s mermaids differ from Tenniel’s because they adhere to the model of beauty represented
by Leech’s English maiden. It would not be until the end of the 1870s that Scott began to adapt
Tenniel’s more stylish type to the role of colonial beauty. The beauty of his classical females,
such as this Venus from 1874, [figure 8.18] are sensualized but not to the same degree as those
of his contemporaries in London Punch such as, for example, Linley Sambourne.*® It also should
be stressed that, even though Scott produced a good number of salacious images throughout his
career, in fifty years he did not depict a naked female in anything other than a classical context.
His many bare-breasted Aboriginal woman are always at least granted the modesty of a wrap or
skirt. He did depict a number of suggestive Aboriginal “Belles™ but, perhaps significantly in the
context of his model of classical beauty, Scott never took the option of an Aboriginal woman to

personify Australia although he regularly used the Aboriginal Warrior.*’

As explored in some depth in Chapter Six, Scott's favoured ploy in creating allegorical and
emblematic schemes was to build them around a centerpiece of a pretty women, usually in
classical costume. At different times throughout his career Scott exploited most of the established

emblematic females but Justice or Justitia was his most common emblematic personification to
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represent the power of good over evil. Scott’s depiction of Justitia in 1872 [figure 8.19] is typical
of similar emblematic personifications in London Punch but in the 1890s Scott developed an
“image of Justitia as a leering drunken hag in league with the police,” conservative, capitalist and
imperialist forces.”® Scott’s particular disreputable Justitia is often deployed in the Worker during
the second shearer’s strike in 1894, as noted by Mahood. However, the type was a hybrid Scott
produced from combining Justitia’s attributes, with the type of Mrs Gamp and the accepted
features of a witch. The evolution can be charted in Sydney Punch long before the shearer’s
strike. In 1873, in response to a suggestion that 20,000 copies of the Herald should be sent to
England to encourage interest in New South Wales, Scott turned Mrs Gamp into a witch on a
broomstick distributing a plague of Heralds over fleeing villagers in Britain. ** Ten years later
in response to an incident where the Herald escaped prosecution in a court case, Scott produced
“Fie-At Justitia” depicting the old woman Herald along with a bust of Justice with blindfold over
one eye only, knowingly tapping her nose with one finger and holding a scales without trays in
the other.*” This Justitia becomes the model for perverted or corrupted justice that Scott
increasingly uses through the 1890s. The subversive signification of substituting Justitia’s youth
and beauty for age and ugliness and her sword with a bottle, money bag or tap on the nose was
singularly simplistic in creating the representation of tainted justice. [figure 8.20] Even so,
Justitia did more than just grow older and uglier in her evolution, in Scott’s cartoons, away from
her European emblematic formulation as used in Sydney Punch, through to the Worker versions
at the end of the century. She also fully adapted to local conditions. This is nowhere better
illustrated than in this 1897 Scott cartoon where Justitia assists the Worker as farm boy to drown
the pups of the Nelson Government Ministry while their eyes are still closed. [figure 8.21] What
is particularly significant in this example is the acceptance that the hag Justitia does not only
represent disreputable justice but Justice —Australian Justice may be much more unattractive than

her British cousin but at least she is here on the side of the Australian Worker.

The polarity of good and evil as signified by youthful beauty and aged hag was a fundamental
opposition in graphic discourse but Scott always located a moral imperative in feminine beauty. "’
All of Scott’s innumerable allegories and emblematic constructions and personifications were
built around the positive multivalent associations of classical female beauty. These associations
of the female in classical costume could be modulated with the addition of particular attributes
such as helmet, sword, olive branch or scales of justice, to name a few. Such attributes were not
always traditional and at the end of the nineteenth century and into the twentieth Scott
increasingly acclimatized his emblematic women to specific Australian conditions and
institutional circumstances, as with the Justitia example. Scott even managed to personify

government control of services such as electricity and gas with a classical personification of
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Municipal Control holding a generator in one hand and electric light in the other.*

When required to personify the individual colonies in the 1860s and 70s Scott inevitably resorted
to a young woman in classical costume. Since these personifications share the same
characteristics of noble beauty and dignified bearing, they usually required an identifying legend
engraved on their crown or embroidered onto their gown. In the 1880s 1890s when Scott
increasingly represented Nationality or Federation in female form, a convenient label needed to
be added to her costume as this was now more commonly contemporary dress. In the 1880s the
idea of Federation was a contentious issue that was difficult for a cartoonist to visualize, for
although there was common anti-imperialist sentiment toward Britain the States also feared
further loss of independence if they relinquished their sovereign status. Scott did manage to
create some simple powerful metaphors to conceptualize the drive to Federation. One of Scott’s
pro-Federation cartoons has a school room scene where the beautiful schoolmistress of
“Nationality” instructs the various State leaders.*’ [figure 8.22] Pinned to the wall is an earlier
full-page Federation cartoon where this time “Nationalism™ is a handsome young male carrying
the beautiful “Queensland™ across a flooded stream above the caption, “Many Waters Cannot
Quench Love.”™ This particular metaphoric representation is not, however, at all typical of
Scott’s Federation cartoons since Nationality was often a female in Scott’s metaphoric
inventions. It may offer a hint as to the motivation in having beautiful maidens as suitable victims
for chivalrous male rescue but rarely was Nationality depicted as a helpless beauty in Scott’s
constructions- on the contrary. As well as the clever schoolmistress, she is represented as: the
helms woman who will steer the good ship “Queensland” into the teeth of the “Imperialist” storm
that has wrecked the ships “Victoria™ “New South Wales™ and “Tasmania;™" [figure 8.23] the
solid, lucky housewife who will save her Queensland household from the sort of brutal
imperialist policy of the British in Ireland, *° or the cavalier beauty “Australia” slipping away
from her grotesque sleeping “Imperialist™ partner at a picnic to dance with the lively and
independent “France” and the crafty “Yankee.”" [figure 8.24] Surely his most unnerving
invention was a cover in February 1889 in which “Nationality” is a woman about to hatch from
a giant “Federation” egg.*® [figure 8.25] Despite the caption, it appears she doesn’t need the help
from the different State leaders with their various implements and manages to punch her leg
through the shell to kick away “Imperialism.” No doubt the psychological impulse for the
creation of this cartoon is related to the familiar woman bursting from a party cake in a thousand
cartoons from the 1920s and 30s, and presumably it looked less silly in the nineteenth century.
However naive these inventions seem today they have nothing comparable to the crass metaphors
that Livingstone Hopkins would develop in his Federation cartoons of the late 1890s. His literal

depiction of Queensland as the “nigger in the woodpile™ is particularly obnoxious. It is therefore
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surprising that none of Scott’s Federation cartoons saw the light of day in any of the billion dollar
Government sponsored Federation projects during 2001.* If anyone could make Federation

“sexy” Scott could.

Scott’s use of strong female personifications for Federation or Nationality may have only given
symbolic agency to Australian women but his role in the female suffrage movement at both
Federal and State level was much more explicit in the representation of female empowerment.
In contrast to his pretty, young emblematic Federation or Nationality women, Scott was
surprisingly inclusive of age and class in his many cartoons supporting the suffragette movement
in Queensland. On different occasions, he depicted older women, working women and
housewives. [figures 8.26 - 8.31] In fact he seems to have taken particular care not to create a
generic type to represent Female Franchise or Female Suffrage. It is not necessary to highlight
the important role Scott’s cartoons played in the success of the suffragette movement in
Queensland since his work has recently been given belated recognition. In December 2004 the
State Library of Queensland established an online exhibition as part of their Digital Library
Internet site to celebrate the 2005 centenary of women's suffrage in Queensland.”® Queensland
women finally gained the right to vote on 26 January 1905. This was after several years of
agitation by Queensland Women’s Electoral League, the Labor Party and intense press agitation
by the Worker. Almost all the pro-suffrage cartoons reproduced on the State Library digital
exhibition are by Monte Scott. > These by no means represent all the cartoons Scott produced
on the theme but since they range in date from 1894 to 1904 they do demonstrate his dedication
to the cause and the examples from August 1900 to December 1904 are a representative sample
of his four-year intensive campaign for the female franchise in Queensland. Scott also
campaigned for and celebrated the female franchise in the Federal elections. What is evident
looking across the range of Scott’s cartoons is not only the usual variety of scenarios he
developed but the range of representative women he chose to depict. Most are young and middle-
class but they by no means all fit these categories. All were white women - racial purity was part
of the female franchise platform - but Scott’s inclusiveness was indicative of his understanding

of the difference between the symbolic economy and lived experience.

Nevertheless, Scott’s own identity is solely embedded in the symbolic register where the
masculine role was always defined in a chivalric relationship to the feminine. In Scott’s domain,
the combination of beauty, righteousness and dignity that defined the potency of the warrior
queen or princess was always dependant on the power of the knight gallant. This is why the most
enduring trope in Scott’s cartoons is the attack on the beautiful maiden. Importantly, the women

in these seemingly banal scenarios did not conform to the usual premise of females as hapless,
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natural victims but were sovereign embodiments of goodness and justice. Naturally enough, these
victims were invariably comely beauties to give potency to masculine outrage and inspire the
knightly call to arms. It seems that whenever there was an external or political threat that could
be construed as a battle between good and evil Monte Scott conjured up the captured, tortured,
molested or threatened princess. This could manifest itself through direct reference to the
medieval origin of such chivalry. Such an example from 1889 has Thomas Mcllwraith
represented as a monk in a medieval execution scene in which Boyd Morehead wields the axe
of Imperial Veto to decapitate White Queensland.” [figure 8.32] This murder of Australian
independence was prompted by the Imperial Government veto of the Chinese Restriction Bill
proposed by the Queensland Government. Scott produced a number of angry cartoons on this
same theme which indicate “the intensity of colonial resentment of Colonial Office interference
with Australian legislation.™ Another example set in a decidedly modern scenario on the
verandah of a Queensland house also taps xenophobic fears with a marauding gang of Chinese
thugs streaming up the stairs to be confronted by a young, modish woman who reaches for a gun.
[figure 8.33] The secretary of state for the colonies, Policeman Kuntsford, rather than offering
to help, pushes his bayoneted rifle, representing Veto, through the verandah railings to threaten
the woman. The caption reads: “Look here, young woman, if you do anything so un-British as
shooting, I'll push my bayonet through you.”* Although this woman is under threat she is not
a delicate damsel in distress but represents one of Scott’s many feminine personifications of
Nationality who were handy with whip or gun when it mattered.’® On the other hand, another of
Scott’s cartoons represents a defenceless mother of the baby White Queensland about to be
brutally battered with the hammer of Samuel Griffith’s broken promises on foreign labour.*®
[figure 8.34] Without doubt, Scott’s most dramatic violation of femininity by the forces of evil
is his “Queensland and the Vampire”. The outrage that prompted this cartoon was the
Government propping up the ailing, privately-owned Queensland National Bank, whose debts
amounted to 47,000 pounds, with a two million sterling injection “sucked” from Queenslanders.*’
[figure 8.35] Something of the impact this image must have had can be judged by the fact that
Scott would refer to it several times in later cartoons, in one case four years after it appeared.®
This was not the only time that Scott added an extra salacious touch to the threatened White
Australia. [figure 8.36] In this example a Kanaka prepares to whip a semi-naked woman while
her children look on.” The absence of any potential saviour in all of these images assumes a red-

blooded masculine viewer who will be fired with indignation to act.
The militaristic impulse for retribution that these images engender is not softened by their

recourse to medieval savagery and brutality but instead they seem to tap a deeper primitive urge
for redemption through “violent encounters and blood”.*” After Federation, Scott produced a
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number of cartoons that make explicit the assumption that Australian independence would
ultimately only be won through military force.®" [figure 8.37] This particular cartoon that calls
“Workers Pick up the Gun!” perfectly summarizes the end point of the evolution of Scott’s
values of gentlemanly honour from their medieval origins to the modern militaristic chivalry that
would later in the First War prove so outdated, but for Australians so redemptive. As noted,
Scott’s stand against the Boer War was not the result of pacifism but his belief in the battlefield
as the contest between the forces of good and evil. When this image of the call to arms to protect
the fighting Australian Girl is allied with images such as “On Guard!”from 1906 [figure 7. 40]
Scott’s intention is clear enough: the more strong and independent a typical Australian women
was, the greater was the necessary ability and independence of her masculine defender. The
foundations of this myth of real Australian women born from sun and bush and measured against
the same masculine bush mythology of horseman and digger has been well critiqued, but what
the evolution of Scott’s Australian woman illuminates is the significant role his images played
in the transmogrification of European myths of knights, valour, brotherhood and honour into their
modern Australian militaristic formation as myths of light horseman, mateship and national

independence.

Despite the huge number of female representations Scott produced he did not create a powerful
visual stereotype of the Australian Girl as Charles Dana Gibson had done with his “Typical
American Girl” in the United States.” This is not surprising considering that in Scott’s long
campaign for female suffrage he never focussed on a single type but depicted a range of women
across age and class, as described above. Also his classical female personifications were generic
pretty women but they inevitably represented abstractions such as Socialism or Nationalism. But
equally important is the fact that no graphic artist in Australia had the mass exposure available
to an American artist such as Gibson. From her first appearance in 1890, the Gibson Girl
appeared in numerous American popular periodicals such as Life, various Harper s magazines
and the Ladies’ Home Journal, with a circulation of a million in 1903. Norman Lindsay’s
voluptuous female fantasies would reach a large Australian audience through the Bulletin in the
first decade of the twentieth century but this was nothing to rival the American audience.
Nevertheless, unlike Lindsay, whose women were modelled directly on those of the German
graphic artist Heinrich Kley, Scott did develop a unique Australian Girl.** She was handsome but
not unfailingly beautiful like the Gibson Girl. She also lacked the towering hair, slightly uptilted
nose and alluring dark lips of the American Girl. The Australian and American types did however
share some characteristics. Both were smartly dressed, sporting and adventurous. Long before
the appearance of the Gibson Girl, Scott had created the image of the Australian woman riding

horses and bicycles, although Scott’s women were less athletic when it came to other sports. The
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New Woman was a fearless type but in the Australian variant this was not so much a self-
assurance with social mixing as more a practical confidence befitting a girl brought up in the
bush. One example from 1899 epitomizes Scott’s Australian Woman [figure 8.38].%* Even though
her features reflect her origins in the many English girls Scott had drawn forty years before, she
was obviously not the squeamish and delicate English type that could be found sheltering from
a mouse in Punch cartoons from the middle of the century. She could easily smell a political rat
and sort him out herself.

As outlined in Chapter Six, Scott’s approach was largely dependent on caricature, emblematic
personifications, attributes and allegories, as he never fully embraces the physiognomic lexicon
that dominated graphic discourse by the end of the nineteenth century. By necessity, he exploited
the established racial types but showed little interest in signifying social types outside of
attributes, scenarios and individual caricature. When the players in his graphic dramas were not
identified through caricatured likeness they were only defined through their role and actions. This
created a particular problem with the development of a national physiognomic type. At least it
did for Scott when it came to the Australian woman. He could dream up countless scenarios for
his cartoons and imagine the extremes of ugliness but when it came to beauty he was transfixed
by the soft, rounded, symmetrical features of the classical Venus. The fact that the women in
Scott’s cartoons were defined as much by their dress and actions as their looks in no way lessens
the impact that they had on their audience nor the contribution they made to developing a
national consciousness of independent female identity. Besides, the very plainness, homeliness,
directness and self-confidence (and indeed the racism) of Scott’s Australian woman found recent

resonance in the rise of Pauline Hanson in the late twentieth-century Australian political arena.

In the case of national masculine identity Scott’s use of attributes such as dress and dense facial
hair were much more successful in creating a singular type, although here too context or scenario
played a significant role. The image of the Australian Digger was well enough established by
mid-century for Scott to use it as the representative Australian type in his national allegories in
the Sydney Mail in 1872 and the Garden Palace mural of 1879. By the end of the 1870s Scott had
also fully developed the stereotype of the Australian Bushman that would become the model for
all graphic artists for the rest of the century.” [figure 8.39] He is shown in 1879, fittingly
threatening a whipping for an English aristocratic cricketer who, on returning to London after an
unsuccessful tour of Australia, had criticized the behaviour of the crowd at one of the games.
Like so much of Scott’s work this image today seems both confounding and anachronistic. When
it was published in the //lustrated Sydney News it must have been a perfect crystallization of
Australian sentiments and soon after Livingstone Hopkins arrived from the United States to work
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on the Bulletin he used this image of Australian Bushman as a model for a personification of
New South Wales and for countless other Australian Bushman types that he went on to produce.®
As indicated in the previous chapter, Scott’s Bushman had mutated during the Boer War into the
armed Digger [figure 7.40] who would become, after Scott’s death, the representative type of the
Australian warrior. As with so many of his visualizations such as the independent Australian
Girl, that disreputable hag of Australian justice, Justitia; and the rugged, independent Australian
statesman, epitomized in Henry Parkes, Scott’s armed Digger spread so deeply into Australian
visual culture and consciousness that the origins of the type were naturalized. This study has
demonstrated that it is possible to retrieve the seeds of these Australian myths in the images that
Monte Scott produced during his fifty years of popular image making. Even so, it is Australian
working men and women who are by far the most ubiquitous types populating Scott’s cartoons
during the last thirty years of his productive life. The fact that today these Anglo-Australians
almost escape notice as mythic types is a measure of Scott’s achievement in creating a collective

Australian identity.
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Punch 14 March 1868 p. 122; and, most prominently his “Sleeping Scout”from the lllustrated
Sydney News in 1873, illustrated as figure 1.23.

38. Mahood, Loaded Line, p. 237.
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39. “The Great Plague™ Sydney Punch 10 April 1873 pp. 84, 85.
40. “Fie-At Justitia™ Sydney Punch 11 August 1883 p. 345.

41. It should be noted that Scott also combined the Justitia hag with a hideous witch with
pendulous breasts to represent “MisGovernment™ on the cover of the Worker 4 July 1903.

42. “Municipal Control or Private Monopoly?” Worker 30 January 1897 cover.

43. Boomerang 17 August 1889 p. 11. This is actually the second scene of a two page cartoon
titled (p. 10) “Disorder - as things are” and (p. 11)“Order - as things will be.” In the first
school room of “Imperialism™ naturally enough the ranting male teacher in Union Jack shirt
has lost control of his charges.

44. Boomerang 27 July 1889 p. 11.
45. Boomerang 6 April 1889 p. 10.
46. Boomerang 1 June 1889 cover.
47. Boomerang 6 July 1889 cover.
48. Boomerang 16 February 1889 cover.

49. The Federal Government contribution of a billion dollars towards the Federation
celebrations included building projects as well as events, exhibitions and publications.

50. The Digital Library of the Queensland State Library can be accessed at:
http://www.pictureqld.slq.qld.gov.au (as at 5 May 2005). The ten cartoons reproduced on this
site are the first major recognition of Scott’s work in the public domain and are therefore
significant. Their accessibility will no doubt result in much wider distribution of his work,
since the process has already begun it seems. The journal of the National Tertiary Education
Union recently reproduced one of these cartoons and Scott’s authorship is credited. Advocate
(Vol. 12 no. 1) April 2005 p. 14.

51. Ten of the twelve cartoons reproduced are by Scott. In all cases Scott’s authorship has
been acknowledged although in a number of cases this was only after email contact with the
Library pointing out that leaving the Creator field as “unknown” made little sense when the
cartoon was signed “M Scott” or “M.S.”

52. “Death to the Traitor!” Boomerang 29 June 1889 cover.
53. Mahood, Loaded Line, p.212.

54. “Imperialism Vetoes the Restriction Bill” Boomerang 6 April 1889 cover. This cartoon is
also discussed by Mahood (p. 212).

55.In 1888 Scott has a similar handsome Queensland woman take the whip of No Coercion
to a British Governor on the verandah of her house. “Queensland Settles It” Boomerang 24
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November 1888 cover. Examples of strong female personifications of Nationality employing
whip or gun are: “Which is the Brute?” Boomerang 21 September 1889 cover - showing an
athletic Nationality administering a whipping to the dog of British control of Australian dock
contracts; “The New Judgement of Solomon™ Boomerang 5 October 1889 pp. 10, 11 - shows
Nationality armed with a whip thrashing Solomon’s court and saving the baby of Western
Australia from its fate; - shows a stylishly dressed woman shooting a Kanaka thug at point-
blank range.

56. “The Queensland Deeming™ Worker 2 April 1892 cover.

57. *Queensland and the Vampire” Worker 28 January 1893 cover.

58. “The Vampire Again” Worker 6 February 1897 cover.

59. “The Real Policy of the Government” Worker 1 February 1902 cover.

60. Beverley Kingston, The Oxford History of Australia 1860 - 1900 (Vol. 3) Melbourne:
Melbourne Univ. Press, 1988 p. 305.

61. “Workers! Pick Up the Gun!™ Worker 10 October 1908 cover. The call to arms here is
nonetheless potent because it is only metaphoric.

62. For a critical history of the development of the Gibson Girl see, Carolyn Kitch, The Girl
on the Magazine Cover: the origins of visual stereotypes in American mass media Chapel
Hill and London: University of North Carolina Press 2001 pp. 37 - 55.

63. Lindsay’s dependence on Heinrich Kley is rarely discussed although Lindsay himself
acknowledged his admiration for Kley’s work. See, Vane Lindesay, “The Comic Art of
Norman Lindsay™ Overland no. 30 Spring 1964 (pp. 35 - 40) p. 36.

64. “A Political Rat,” Worker 25 November 1899 cover.

65. “The Libels of Lord Harris and Mr Hadow - ‘The Whipped Cur Will Yelp’” Hlustrated
Sydney News 14 June 1879 p. 8.

66. “The “Roll-Call Replica’ - What is Art?” Bulletin 8 August 1885 p. 10.
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CONCLUSION

Without any other evidence apart from his cartoons Marguerite Mahood made the assessment that
Monte Scott “loved Australia and never left it.”' Scott’s devotion to Australia can hardly be
doubted given the scope and variety of Australian scenes he depicted and the intensity of the
Nationalist sentiments he espoused. What distinguishes the contribution of Monte Scott to
Australian visual culture is his success at creating a vernacular language for a colonial audience
with aspirations towards independence. More importantly, he distilled the egalitarian essence from
patrician traditions of honour to formulate the Australian ethos of a “fair go”. His break from the
stylistic bonds of British comic illustration was gradual, almost imperceptible, as he dedicated
himself to local themes, types and scenes. He would never reject the values of the gentleman
satirist embodied in his great exemplar of John Leech even though his late work incorporated
more of alternative American stylistic influences. What Leech represented for Scott and other
artists of his generation trained in England was satire without “Bohemian taint or raffish turn”.?

As one of Leech’s contemporaries said of him:

What he draws he has seen. What he asks you to live in and laugh at and with, he has
laughed at and lived in. It is his wholesomeness, and, to use the right word, this goodness,
that makes Leech more than a drawer of funny pictures, more even than a great artist. It
makes him a teacher and an example of virtue in its widest sense, from that of manliness
to the sweet devotion of woman, and the loving, open mouth and eyes of parvula on your

knee.’

Leech was not regarded as a funny man but serious and melancholic by nature. He was a true
gentleman in the sense that “there was nothing that was so great a mark of the gentleness of his
nature as his steady abstinence from personality.”™ Because he followed in this same tradition is
the reason why Scott’s personality never emerged from the mass of political satire surveyed in this
study. Scott was not a “gad sir” English dandy in any sense but he saw himself as an Australian
gentleman who had the same keen scent as Leech for “everything in the shape of personality”. In
this, the cartoonist was like the theatre actor, subsuming all personality to become the character
in the drama. It is not surprising that Scott, like Leech, was an amateur actor, as was Scott’s great
American contemporary, Joseph Keppler (1838 - 1894)." The same transformations through
artifice and image were required on stage and page for the audience to be moved by the
identification of their own sentiments. What Montagu Scott was like as a person matters little, but
the Monte Scott constructed from the hundreds of images examined in this study was

fundamentally and singularly Australian.
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Scott’s devotion to literary allegory and classical emblem was unwavering so that the actors and
animal life in the comic dramas and political satires he created often appear now as odd hybrids,
in scenarios played out against painted backdrops that are only vaguely familiar. Ifthe panoramic
image of Australia he created is not instantly recognizable today it is precisely because it was so
specifically attuned to the parochial expectation of his audience. When Scott arrived in Australia
there was no doubt in any colonial mind that Anglo-European history was the source of culture
and the Antipodes represented the wild, exotic and savage. For more than two decades Scott
produced images to demonstrate that European sophistication and civilization could flourish,
embellished by alien forms and egalitarian spirit. But sooner or later, as Paul de Serville has
observed, every colonist had to answer the question: where was home? ° No doubt the birth of
Scott’s three children in Melbourne in the 1860s and the death of their mother in Sydney in 1879
were defining moments for Scott in formulating the answer to that question, but the images he
produced indicate a more complex evolution of his identity as an Australian.” In the 1860s and
into the next decade Scott expressed the same dual patriotism of many of his colonial
contemporaries.® Britain was the source of culture as indicated by Scott’s continued use of themes
and types from London Punch and his almost total dependence on the European emblematic
tradition. His sycophantic adulation of Prince Alfred in 1868 is evidence enough of his belief in
the bonds of Empire between England and the colonies. In the 1870s Scott’s world view
contracted to New South Wales since it was then large and prosperous enough to imagine Sydney
as an independent global city. In Henry Parkes, Scott found a statesman equal to the vision of a
new nationalism. Parkes’ humanitarianism and egalitarianism must have parallelled Scott’s own

as there is no doubt that Parkes’ enduring fame is due to Scott’s efforts as an image maker.

Scott’s insular Australian outlook is ironically one of the reasons for the lack of recognition his
work has received. He never fully embraced the international linear design styles that emanated
from Europe at the end of the nineteenth-century, nor the deterministic racialism that governed
all illustration by 1900. Scott never quite reached the end point in the development of the
universal vocabulary of the nineteenth-century physiognomic paradigm. Norman Lindsay was
recognized as the greatest Australian illustrator for almost the first forty years of the twentieth
century even though his comic style was almost totally dependent on Heinrich Kley and European
sources. The mantle for the originators of the great Australian black-and-white tradition was
awarded to Lindsay’s predecessors, Phil May and Livingstone Hopkins, who had transported their
stylistic idioms from Britain and the United States respectively. This is despite the fact that by
1900, Monte Scott had developed his most impressive and important work. It was almost
exclusively the expression of Australian attitudes, admittedly radical, often socialist, attitudes.

What so impressed the French observer Metin about Scott’s cartoons of the 1890s was their
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exceptional, even unique, ideological stridency. But the disappearance of his work from both this
black-and-white tradition and high art is only partly due to its ideological specificity. It is
anachronistically parochial primarily because of Scott’s refusal to adopt an international accent.
Scott’s cartoons imagined an Australia that was genuinely independent and isolationist but the
emphasis on bush life by necessity relegated culture to the distant global sources of high-art
sanctioned by antiquity. Hundreds of Scott’s classical allegories reinforced this view however
much he incorporated local flora and fauna. They disclose the paradoxical demand of representing
a socially unique identity using exogenetic cultural emblems and codes. As well, Scott’s own
attempts at incorporating bush life and leisure into the high-art of painting were dismissed as
parochial in the 1880s. By that time it was accepted by Australians that the value of culture could
only be measured against prevailing international trends. It is not by chance that the first national
school of painting is designated as Australian Impressionism. Australian bush mythology would
not be fully incorporated into a uniquely Australian cultural identity until the end of the twentieth
century and then it would only happen via identification of Aboriginal art as a foundational source.

Such was the separation of the political and social from the cultural in the early twentieth century
that in 1934 William Moore could lavishly praise Norman Lindsay as the first great Australian
illustrator, yet less than ten years later Lindsay was being published in an international survey as
a representative British illustrator, confirming his stylistic dependence on Europe.’ Despite this,
in a compounding travesty of historical construction, Moore dismissed Scott’s emphatically
Australian, and therefore obviously embarrassing, work by condemning Scott to the role of a ‘gad
sir!” Englishman. No Australian reader of the Bulletin in 1886 or Brisbane Boomerang in the late
1880s or the Worker during the 1890s would ever have accepted the description of Scott as an
English gentleman. His cartoons reveal the crude vernacular of independent nationalism expressed
with the vehement passion of a true believer rather than the detached cynicism of his
contemporaries such a Livingstone Hopkins or the cool stylishness of Phil May.

Why did Scott so ardently embrace the socialist creed during the last twenty years of his life? It
may have been that like his British contemporary Walter Crane (whose work Scott knew and
copied with acknowledgement in the Worker) he read William Morris or Karl Marx and was
converted to become a worker’s champion. He certainly read extracts and summaries of both
these writers along with Darwin and many other influential nineteenth-century thinkers, who were
regularly published in the Boomerang and Worker during the years he worked on those papers.
If he was influenced by these writers it goes some way to explaining why the socialist polemic
Scottespoused became so entangled with nationalism, for Scott’s vision for a socialist utopia was
firmly rooted in Australia. The Justitia in Scott’s Australia would be deadly in her retribution but
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this would have a brutal domestic edge, like granny on the farm drowning the excess pups before
their eyes opened. Political power for workers would be achieved when matters of honour and
abuses of privilege were settled with blood. In Scott’s construction, it was Australian bushmen
and workers with guns and bayonets that would right the wrongs.

The development of Scott’s Australian ideology of ‘a fair go for all’ had originated in the codes
of aristocratic gentlemen so it is not surprising that he initially accepted the concept of Australia
asacolonial dominion of Empire. His development of an independent and stridently nationalistic
Australia progressed from a rejection of the abuses of remote imperial power to a contemptuous
attack on blind capitalist greed. Both his targets were intimately connected as his last fighting
cover cartoon for the Worker implies, with the English aristocrat remotely controlling the
Australian economy through syndicated investments. [figure 1.2] The savage edge to Scott’s
promotion of an independent and egalitarian Australia was personal. Scott was never a privileged
English gentleman, instead he was always a journeyman artisan - a worker, who until his death
lived from the skill of his hand. In the early 1900s there must have been few who understood
better than Scott that the dream of an Australian paradise for working men and women had not
yet been fully achieved. If the evidence of Scott’s massive and relentless output illustrates nothing
else it is testament to how hard he worked for so little return. Sitting at home in his late sixties
hard at work painting portraits of racehorses and drawing his regular monotonous illustrations
for the Referee and Arrow it is little wonder that his political contributions to the cover of the
Worker during this period have such a biting satirical edge. It is surprising, however, that they also
remained so idealistic and optimistic in outlook. In the domain of graphic discourse like most
popular visual culture it is the message not the messenger that matters. The fame of racehorse
painters and cartoonists is inherently temporal so the fact that his prodigious output all came to
nothing is not unlike the fate of most other workers, although dying bankrupt and being buried
in an unmarked grave probably had little to do with the economy of his career choice. Even so,
it might be appropriate to say he deserved better; but Scott was a punter and he knew you can’t
avoid bad luck.
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esp. pp. 229 - 233.
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Appendix I
Melbourne Punch

[O] = signed [*] = unsigned [?] = no clear stylistic affinity with Scott’s work. [F] = full-page

cartoon.[x2] = two-part cartoon.

Bracketed title is additional descriptive information or description for untitled cartoon.

1 Equal to Either Fate O
2 (Fashion)*
3 Domestic Manners in Melbourne O
4 Our Exports O
5 Volunteer Camping O
6 (Governess in the Bush)O
7 Ireland’s Difficulty O
8 Punch’s lllustrations to the Drama*
9 Peace Preservers O
10 Progressive Development O
11 The Horrors of War (?)
12 A True Chip of the Old Block O
13 Rather Pointed O
14 Grand Historic Picture of the Late Campaign*
15 Heales’ Rat Trap*
16 (Volunteers)*
17 Domestic Harmony*
18 “Episcopus in Partibus —."*
19 Chaff at the Bar*
20 Punch’s Summary For Europe O
21 Nurse Evans Takes Charge of a Poor Little Foundling*
22 Sporting Friend’s Advice*
23 On His Last Legs O
24 An Outlet for the Surplusage O
25 End of the Cricketing Season O
26 The Last Straw*
27 (Colonial Capitalist)*
28 A Model for Volunteers*
29 Dignity and Impudence*
30 Question of the Day (Fashion) *

Feb. 19, 1857 p. 28
Mar. 7, 1861 p. 48

Mar. 14, 1861 p. 4
Mar. 14, 1861 p. 5 (F)
Mar. 14, 1861 p. 8
Mar. 21, 1861 p. 12 (x2)
Mar. 21, 1861 p. 13 (F)
Mar. 28, 1861 p. 20
Mar. 28, 1861 p. 21 (F)
Mar. 28, 1861 p. 24
April 4, 1861 p. 28
April 4, 1861 p. 29 (F)
April 4, 1861 p. 32
April 11, 1861 p. 36
April 11, 1861 p. 37 (F)
April 11, 1861 p. 40
April 18, 1861 p. 44
April 18, 1861 p. 45 (F)
April 18, 1861 p. 48
April 25, 1861 pp. 52, 53 (FF)
April 25, 1861 p. 56
May 2, 1861 p. 60

May 2, 1861 p. 61 (F)
May 2, 1861 p. 64

May 9, 1861 p. 68

May 9, 1861 p. 69 (F)
May 9, 1861 p. 72

May 16, 1861 p. 76
May 16, 1861 p. 77 (F)
May 16, 1861 p. 80

31 Hlustrated Summary for the Mail - Antipodean Contrasts OMay 23, 1861 pp84, 85 (FF)

32 The Last Appeal O

33 The Barber of Civil (Castlemaine)*
34 The Legislative Smithy*

35 Case of Real Distress*

36 Legislative Recreation®

37 The “Frightful Example"*

38 A4 Rising Man*

39 Artistic Difficulty (photography)*
40 “Gape, Sinner, and Swallow!"*
41 Hlustrations of Shakspere*

42 Mr. Briggs in Australia - No. 1.*
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May 23, 1861 p. 88
May 30, 1861 p. 92
May 30, 1861 p. 93 (F)
May 30, 1861 p. 96
May 30, 1861 p. 100
June 6, 1861 p. 101 (F)
June 6, 1861 p. 104
June 13, 1861 p. 108
June 13, 1861 p. 109 (F)
June 13, 1861 p. 112
June 20, 1861 p. 116



43 The Trump Card O

44 (English Gent)*

45 Mpr. Briggs in Australia - No. 2. *
46 The First Lesson O

47 An Australian Gin Palace*

June 20, 1861 p. 117 (F)
June 20, 1861 p. 120
June 27, 1861 p. 124
June 27, 1861 p. 125 (F)
June 27, 1861 p. 128

48 Mr. Briggs in Australia - No. 3. *
49 Desperate Suicide*

50 One Kind of Emigration Agent*
51 Mr. Briggs in Australia - No. 4.*
52 Amateur Theatricals O

53 (Cornstalk and Assisted Immigrant)*
54 Mpr. Briggs in Australia - No. 5.*
55 Closed for Repairs*

56 lllustrations to Shakspere*

57 Lively Peep into the Future*

58 Up to Trap*

59 (Society)*

July 4, 1861 p. 132
July 4, 1861 p. 133
July 4, 1861 p. 136
July 11, 1861 p. 140
July 11, 1861 p.

July 11, 1861 p. 144

July 11, 1861 p.
July 18, 1861 p.
July 18, 1861 p.
July 25, 1861 p.
July 25, 1861 p.
July 25, 1861 p.

141 (F)

148
149 (F)
152
156
157 (F)
160

60 lllustrated Literature* Aug. 1, 1861 p. 164 (x10)
61 The Will of the Wisp O Aug. 1, 1861 p. 165 (F)
62 (Volunteers)* Aug. 1, 1861 p. 168

63 Mr. Briggs in Australia - No. 6.* Aug. 8, 1861 p. 172

64 Half and Half* [incorrectly left as Aug. 1]  Aug. 8, 1861 p. 173

65 One of the Signs of the Times* Aug. 8, 1861 p. 176

66 Mr. Briggs in Australia - No. 7.* Aug. 15, 1861 p. 180

67 Frankenstein and the Monster O Aug. 15, 1861 p. 181 (F)
68 (photography)* Aug. 15, 1861 p. 184

69 Mr. C. Newly Arrived in Melbourne O Aug. 22, 1861 p. 188

70 Mr Brooke on his Last Legs O Aug. 22, 1861 p. 189 (F)
71 (Society - Fashion)* Aug. 22, 1861 p. 192

72 An Indisputable Lunatic (?) Aug. 29, 1861 p. 196

73 A Misfir* Aug. 29, 1861 p. 197 (F)
74 A Stretcher* Aug. 29, 1861 p. 200

75 (Society - Women - New Chum)O Sept. 5, 1861 p. 204

76 Morgiana and the Forty Thieves* Sept. 5, 1861 p. 205 (F)
77 Colonial Destitution* Sept. 5, 1861 p. 208

78 Aladdin, or Ye Wonderful Lamp* Sept. 12, 1861 p. 212

79 Finance A La Mode* Sept. 12, 1861 p. 213
80 Sketches in the House* Sept. 12, 1861 p. 216

81 Sketches in the House* Sept. 19, 1861 p. 217

82 Free Selection and Deferred Payments* Sept. 19, 1861 p. 220

83 The Rotten Rope* Sept. 19, 1861 p. 221 (F)
84 Sketches in the House* Sept. 26, 1861 p. 225

85 Precocious Propriety* Sept. 26, 1861 p. 226

86 Circumstances Alter Cases O Sept. 26, 1861 p. 228

87 Disturbing Effect of the Late News* Sept. 26, 1861 p. 232

88 “The Maid of All Work™™*
89 The Next Fashion in Ladies Dresses*
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Sept. 26, 1861 p. 229 (F)
Oct. 3, 1861 p. 236



90 Sketches in the House* Oct. 3, 1861 p. 239

91 The First Lesson in Political Economy* Oct. 3, 1861 p. 240
92 Aunt Sally* Oct. 3, 1861 p. 237 (F)
93 Sketches in the House* Oct. 10, 1861 p. 241
94 (billiards)* Oct. 10, 1861 p. 244
95 4 Facr* Oct. 10, 1861 p. 248
96 Touters on Tramp* Oct. 10, 1861 p. 245 (F)
97 Servantgalism in Victoria* Oct. 17, 1861 p. 252
98 The Ministerial Sum Total* Oct. 17, 1861 p. 253 (F)
99 Sketches in the House* Oct. 17, 1861 p. 254
100 The Future Army of Independence* (Aborigines) Oct. 17, 1861 p. 256
101 Tallow and Bones* Oct. 24, 1861 p. 260 (x2)
102 Coriolanus Relents* Oct. 24, 1861 p. 261 (F)
103 A Taste for Sweets* Oct. 24, 1861 p. 264
104 Mistimed Rail-Awry* Oct. 31, 1861 p. 268
105 Leporello’s Black List* Oct. 31, 1861 p. 269 (F)
106 Comfort Versus Propriety* Oct. 31, 1861 p. 272
107 Sketches in the House* Nov. 7, 1861 p. 273
108 In Memoriam* (Burke and Wills) Nov. 7, 1861 p. 276
109 4 Taut Stay in a Stiff Breeze* Nov. 7, 1861 p. 276
110 Dead Sea Apples* Nov. 7, 1861 p. 277 (F)
111 (photography studio)* Nov. 14, 1861 p. 284
112 End of the Mushroom Season O [wrongly dated Nov. 15] Nov. 14, 1861 p. 285 (F)
113 Member for Sale* Nov. 14, 1861 p. 288
114 (Fashion)* Nov. 21, 1861 p. 292
115 The Last Resort* Nov. 21, 1861 p. 293 (F)
116 What They Must Come To* Nov. 21, 1861 p. 296
117 Illustrations to Shakspere* Nov. 28, 1861 p. 300
118 Unmasking a Sham* Nov. 28, 1861 p. 301 (F)
119 A Change for All(?) Nov. 28, 1861 p. 304
120 Sketches in the House* Dec.5, 1861 p. 305
121 4 Fact* Dec.5, 1861 p. 308
122 Knot in His Line* Dec.5, 1861 p. 309 (F)
123 The Decencies of the Prevailing Fashion* Dec.5, 1861 p. 312
124 The Newest Fashions in Veils* Dec.12, 1861 p. 316
125 Time to Move On* Dec.12, 1861 p. 317 (F)
126 Cheap Lodgings* Dec.12, 1861 p. 320
127 Scene: The Entrance to the Botanical Gardens* Dec.19, 1861 p. 324
128 Moonstruck* Dec.19, 1861 p. 325 (F)
129 4 Game Law Wanted* Dec.19, 1861 p. 328
130 Antipodean Contrasts, Christmas in the Two Hemispheres ODec. 26, 1861 pp. 332, 33 (FF)
131 The Height of Embarrassment™ (fashion) Dec.26, 1861 p. 336
132 Sportive Sally of the Youthful Intellect* Jan. 2, 1862 p. 340
133 Well Bowled, Old Boy!'* Jan. 2, 1862 p. 341 (F)
134 (mosquitoes and Mac Tavish)* Jan. 2, 1862 p. 344
135 Ye Grand Finale of Ye National Festival(?) Jan. 9, 1862 p. 348
136 Dirty Dick* Jan. 9, 1862 p. 349 (F)
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137 High Tragedy and Low Comedy*

138 4 Refrigerator*

139 Beware of the Bull*

140 Economy Before Elegance*

141 The Retort Courteous*

142 Colonial Economy*

143 Evening Dress O

144 (Hansom Cabby)*

145 Britannia’s Warning to Columbia*
146 Abridging The Interval*

147 Revenge is Sweet*

148 Shocking Contingency*

149 The Siamese Twins O

150 What it Must Come to if the Heat Continues*
151 (Early visitor)*

152 Illogical but True*

153 Sir Pertinax Macsycophant*

154 A Brilliant Thought*

155 The Eleven - With Spears and Pond O
156 Daring Attempt to Break Open the Cabinet (?)
157 (sewing machine)*

158 The Temple of Repose* (public library)
159 Crusty, Though “Drawn from the Wood™*
160 The New Shaving Shop*

161 Atrocious Insult*

162 Free Selection,- After Survey*

163 The Foe('s) Paw*

164 Scene: The Railway Pier, Sandridge*
165 (brawl - police strike)*

166 The Rival Conveyances*

167 Superfluous Politeness*

168 The Line of Beauty*

169 “All Serene!”*

170 Picking Her Up*

171 Ocular Demonstration of the Fact*
172 Clergywomen*

173 A Lesson in Geography*

174 An Unpromising Pupil*

175 “Are We Not Men and Brothers? "*
176 Another Case of Sticking-Up!*

177 Preparing for the Worst*

178 “An Article for Frazer™*

179 Inclemency of the Season*

180 Ye Bowman in Ye Vestibule*

181 “Dilly, Dilly, Come and be Killed? "*
182 Incidents of the Encampment*

183 The Reward of Virtue*

Jan. 9, 1862 p. 352

Jan. 16, 1862 p. 356
Jan. 16, 1862 p. 357 (F)
Jan. 16, 1862 p. 360
Jan. 23, 1862 p. 361
Jan. 23, 1862 p. 364
Jan. 23, 1862 p. 365 (F)
Jan. 23, 1862 p. 368
Jan. 30, 1862 p. 4

Jan. 30, 1862 p. 5 (F)
Jan. 30, 1862 p. 8

Feb. 6, 1862 p. 12

Feb. 6, 1862 p. 13 (F)
Feb. 6, 1862 p. 16

Feb. 13,1862 p. 17
Feb. 13, 1862 p. 20
Feb. 13, 1862 p. 21 (F)
Feb. 13, 1862 p. 24
Feb. 20, 1862 p. 28
Feb. 20, 1862 p. 29 (F)
Feb. 20, 1862 p. 32
Feb. 27, 1862 p. 33
Feb. 27, 1862 p. 36
Feb. 27, 1862 p. 37 (F)
Feb. 27, 1862 p. 40
Mar. 6, 1862 p. 44

Mar. 6, 1862 p. 45 (F)
Mar. 6, 1862 p. 48

Mar. 13, 1862 p. 52
Mar. 13, 1862 p. 53 (F)
Mar. 13, 1862 p. 56
Mar. 20, 1862 p. 60
Mar. 20, 1862 p. 61 (F)
Mar. 20, 1862 p. 64
Mar. 27, 1862 p. 68
Mar. 27, 1862 p. 69 (F)
Mar. 27, 1862 p. 72
April 3, 1862 p. 76
April 3, 1862 p. 77 (F)
April 3, 1862 p. 80
April 10, 1862 p. 81
April 10, 1862 p. 85 (F)
April 10, 1862 p. 88
April 17, 1862 p. 92
April 17, 1862 p. 93 (F)
April 24, 1862 p. 100 (x5)
April 24, 1862 p. 101 (F)



184 The Last Man*

185 The Parliamentary Prisoner*

186 (cab driver to lady)*

187 (men’s fashion) (?)

188 A Sketch at the Theatre (?)

189 The Bedouin of the Press*

190 (young Australian)*

191 The Buck-Jumper O

192 (new chum bushman)*

193 Speak the Truth and Shame What 's-His-Name*
194 A “Standing Advertisement” for the Melbourne.. Railway*
195 The Mountebank Nuisance O

196 (women and fox-hunting)*

197 Another Collision*

198 A Fast Man Meets With a Faster*
199 Pretty Horsebreaker (?7)

200 The Early Closing Move(meant)*
201 Great Sell for Great Swell*

202 The Bourke Street Problem*

203 Mr. Mantalini and the Machine*
204 A Candidate for the Travellers ™
205 Bagged for the Recess*

206 The Pawnbroking Phenomenon (?)
207 The End of the Campaign O

208 Frith and Froth*

209 Fitzroy-al Taste*

210 Materfamilias arrives in Australia*
211 Legislators at Home*

212 The Right Head on the Right Shoulders*
213 The Head Flunkey O

214 Scraps from Point Ormond*

215 Timor of Melbourne O

216 [several months of Chevalier for large and Small cartoons -

217 A Spreading Difficulty*

218 Making Both Ends Meet*

219 A Portrait from the Life*

220 Punch’s Pictorial Mythology*
221 The Knight and his Squire*
222 A Knock-Down Argument O
223 (photography)*

224 Feeling Remark*

225 Dreadful Collision*

226 Great Swell Getting Up in Hobson's Bay*
227 The New Toll*

228 Diligence and Simplicity*

229 Domestic Infelicity*

230 It Never Rains but it Pours*
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May 1, 1862 p. 108
May 1, 1862 p. 109 (F)
May 1, 1862 p. 112
May 8, 1862 p. 113
May 8, 1862 p. 116
May 8, 1862 p. 117 (F)
May 8, 1862 p. 120
May 15, 1862 p. 125 (F)
May 15, 1862 p. 128
May 22, 1862 p. 129
May 22, 1862 p. 132
May 22, 1862 p. 133 (F)
May 29, 1862 p. 140
May 29, 1862 p. 141 (F)
June 5, 1862 p. 145
June 5, 1862 p. 148
June 5, 1862 p. 149 (F)
June 5, 1862 p. 152
June 12, 1862 p. 153
June 12, 1862 p. 157 (F)
June 19, 1862 p. 164
June 19, 1862 p. 165 (F)
June 26, 1862 p. 169
June 26, 1862 p. 174 (F)
June 26, 1862 p. 176
July 3, 1862 p. 177

July 3, 1862 p. 180

July 3, 1862 p. 181 (F)
July 10, 1862 p. 188
July 10, 1862 p. 189 (F)
July 17, 1862 p. 196
July 17, 1862 p. 197 (F)
no Scott]

Dec. 4, 1862 p. 148
Dec. 4, 1862 p. 149 (F)
Dec. 11, 1862 p. 157 (F)
Dec. 18, 1862 p. 164
Dec. 18, 1862 p. 165 (F)
Dec. 25, 1862 p. 173
Jan. 1, 1863 p. 177

Jan. 1, 1863 p. 180

Jan. 1, 1863 p. 181 (F)
Jan. 8, 1863 p. 188

Jan. 8, 1863 p. 189 (F)
Jan. 15, 1863 p. 193
Jan. 15, 1863 p. 196
Jan. 15, 1863 p. 197 (F)



231 Dundreary Talk at the Yan Yean*

232 Romance* (Du Chaillu)

233 Reality* (monkey)

234 Civil Service Changes*

235 The Hero of Camperdown*

236 Progress of Improvement*

237 Nearer and Dearer*

238 “Short’s Your Friend, not Codlin"DO
239 (Barmaid)*

240 A Pleasant Surprise*

241 “Woodman Spare that Tree "*

242 (theatre)*

243 On the Thirteenth of February*

244 Mr Duffy Disposes of the Bubbles of the Age*
245 Horrors of War*

246 A Change of Fashion*

247 Welcome to an Old Friend O

248 Garotting*

249 Presence of Mind*

250 A Contrast in 1863* (London/Melbourne)
251 Turning the Tables on Mr. Bull O

252 What Comes of Reading English Papers* (phrenology)
253 What May Happen to a Pensive Man*
254 A Cool ldea*

255 The People’s Member*

256 Pastoral Party with the Tall Horse*
257 Authentic Portrait of “James Gibbins, Waiter "*
258 The Flower Show*

259 Strange Discovery at Dalhousie O

260 Suspicious Incident*

261 A Combined Business*

262 Richard Coeur De Lion O

263 Full Explanation*

264 The Crinoline Movement*

265 Rather Unlucky* (photography)

266 The Leader of the Opposition*

267 Crinoline in Difficulties O

268 Something Like Obedience O

269 A Natural Mistake O

270 Daring Attempt at Garotting O

271 Sauce to his Mear*

272 Too Familiar by Half-(and-Half)*

273 Jockey-Lore Classics* (Canova Venus)
274 The Next Batch of Immigrants* (Irish)
275 The Latest Case of Fish Poisoning*
276 Railway Sketches - No. 1*

277 A Late Grant O
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Jan. 15, 1863 p. 200
Jan. 22, 1863 p. 202
Jan. 22, 1863 p. 203
Jan. 22, 1863 p. 204
Jan. 22, 1863 p. 205 (F)
Jan. 29, 1863 p. 209
Jan. 29, 1863 p. 212
Jan. 29, 1863 p. 213 (F)
Feb. 5, 1863 p. 217
Feb. 5, 1863 p. 220
Feb. 5, 1863 p. 221 (F)
Feb. 12, 1863 p. 225
Feb. 12, 1863 p. 228
Feb. 12, 1863 p. 229 (F)
Feb. 19, 1863 p. 233
Feb. 19, 1863 p. 236
Feb. 19, 1863 p. 237 (F)
Feb. 19, 1863 p. 240
Feb. 26, 1863 p. 241
Feb. 26, 1863 p. 244
Feb. 26, 1863 p. 245 (F)
Feb. 26, 1863 p. 248
Mar. 5, 1863 p. 249
Mar. 5, 1863 p. 252
Mar. 5, 1863 p. 253 (F)
Mar. 5, 1863 p. 256
Mar. 12, 1863 p. 257
Mar. 12, 1863 p. 260
Mar. 12, 1863 p. 261 (F)
Mar. 12, 1863 p. 264
Mar. 19, 1863 p. 268
Mar. 19, 1863 p. 269 (F)
Mar. 19, 1863 p. 272
Mar. 26, 1863 p. 273
Mar. 26, 1863 p. 276
Mar. 26, 1863 p. 277 (F)
Mar. 26, 1863 p. 280
April 2, 1863 p. 281
April 2, 1863 p. 284
April 2, 1863 p. 285 (F)
April 2, 1863 p. 288
April 9, 1863 p. 289
April 9, 1863 p. 292
April 9, 1863 p. 293 (F)
April 16, 1863 p. 298
April 16, 1863 p. 300
April 16, 1863 p. 301 (F)



278 Dundreary in Victoria O

April 23, 1863 p. 305

279 (Captain Grey) “Main” link between Britain and Colonies* April 23, 1863 p. 308

280 A Photograph (Just Received) from Great Exhibition*

281 Political Discussion in the Bush*
282 Native Pride - No. 2*

283 “Ball Travestie ™

284 “A Rat! A Rat!” O

285 Railway Sketches, No. 2.*

286 Parliamentary Portraits*

287 The Sevant-Girl’s Progress*
288 Graceful Mark of Attention O
289 Railway Sketches- No. 1II*

290 Railway Sketches- No. IV*

291 A Keen Contest O

292 Defective Intelligence O

293 Railway Sketches, No. 5*

294 Mr. Punch’s Editorial Sanctum*
295 The Melbourne (Pill) Boxer*
296 Nice Discrimination*

297 Business-like Loyalty* (fashion)
298 The Sort to Catch Gardiner*
299 The Royal Marriage Present*

300 In Honor of the Continued Reign of Victoria*

301 Railway Sketches - No. 6*

302 The Chairman of the Police Committee....

303 Unheard-of Audacity O

304 A Sketch at the Levee*

305 The Great Race for the Pensions O
306 An Inter-Colonial High Art Question O
307 A Special Mercy*

308 Unexpected Interruption*®

309 A4 Party Question*

310 Something from Sydney*

311 An Experimental Shell O

312 Liberty of the Press*

313 Our American Cousin*

314 An Irish Exodus*

315 Two Great Questions™®

(]

316 Apropos of the Police Committee’s Report O

317 Those Lazy Servants*

318 The Reel M'Cullochgorum*
319 Native Sentiment*

320 Railway Sketches, No. 7.*
321 Progress of Acclimatisation®
322 The “Argus” Puzzle*

323 A4 Foe to Photography*

324 (Press photography)*
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April 23, 1863 p. 309 (F)
April 23, 1863 p. 312
April 30, 1863 p. 313
April 30, 1863 p. 316
April 30, 1863 p. 317 (F)
April 30, 1863 p. 320
May 7, 1863 p. 321
May 7, 1863 p. 324
May 7, 1863 p. 325
May 7, 1863 p. 328
May 14, 1863 p. 332
May 14, 1863 p. 333 (F)
May 14, 1863 p. 336
May 21, 1863 p. 337
May 21, 1863 p. 340
May 21, 1863 p. 341 (F)
May 21, 1863 p. 344
May 28, 1863 p. 345
May 28, 1863 p. 348
May 28, 1863 p. 349 (F)
June 4, 1863 p. 353
June 4, 1863 p. 356
June 4, 1863 p. 357 (F)
June 11, 1863 p. 361
June 11, 1863 p. 364
June 11, 1863 p. 365 (F)
June 11, 1863 p. 368
June 18, 1863 p. 369
June 18, 1863 p. 372
June 18, 1863 p. 373 (F)
June 25, 1863 p. 380
June 25, 1863 p. 381 (F)
June 25, 1863 p. 384
July 2, 1863 p. 4 (x2)
July 2, 1863 p. 5 (F)
July 2, 1863 p. 8

July 9, 1863 p. 10

July 9, 1863 p. 12

July 9, 1863 p. 13 (F)
July 16, 1863 p. 17

July 16, 1863 p. 18

July 16, 1863 p. 20

July 16, 1863 p. 21 (F)
July 16, 1863 p. 24

July 23, 1863 p. 25



325 The Chief Commissionership O

326 The Council’s Council*

327 A “Cut” at the Café O

328 Mr. Sullivan Denouncing “Stump” Oratory*
329 Register! Register!! Register !!! O

330 4 Narrow Escape O

331 Fancy Dress*

332 (plant/flower shop)*

333 His Worship's Fancy Dress Ball*

334 Re-Assembling of Parliament*

335 Professor H—d Dressing for the Ball*

336 Too Late*

337 The Ararat Bull in Murphy’s China Shop O
338 The Spoon Bonnet Spoonier than Ever*

339 The Mayor's Ball*

340 Our State Pensioners*

341 Railway Sketches, No. 8*

342 An Irresistible Offer*

343 Slightly Rakish*

344 The Melbourne Gog and Magog O [signature reversed]
345 Fancy Dress and Fancy “Fare™*

346 “A Slight Sell "* (Aborigines)

347 The Fancy Dress Ball*

348 The Whirligig of Time*

349 Two Sides to a Question*

350 Mr. Frazer’s Cart De Visite*

351 Nor A-Light-"Un*

352 Mr. Easiman’s Nursery*

INBPLCH

354 May the Evening's Amusement...*

355 “Ready for the Fray, Sir"*

356 Perambulatory*

357 The First Official Act of the New Governor*
358 Cabby, - Very! (?) [seems to be earlier Chevalier]
359 An Unexpected Fire*

July 23, 1863 p. 28
July 23, 1863 p. 29 (F)
July 23, 1863 p. 32
July 30, 1863 p. 33
July 30, 1863 p. 36
July 30, 1863 p. 37 (F)
July 30, 1863 p. 40
Aug. 6, 1863 p. 43
Aug. 6, 1863 p. 44 (x3)
Aug. 6, 1863 p. 45 (F)
Aug. 13, 1863 p. 49
Aug. 13, 1863 p. 52
Aug. 13, 1863 p. 53 (F)
Aug. 20, 1863 p. 57
Aug. 20, 1863 p. 60 (x3)
Aug. 20, 1863 p. 61 (F)
Aug. 20, 1863 p. 64
Aug. 27, 1863 p. 65
Aug. 27, 1863 p. 68
Aug. 27, 1863 p. 69 (F)
Aug. 27,1863 p. 72
Sept. 3, 1863 p. 73
Sept. 3, 1863 p. 76
Sept. 3, 1863 p. 77 (F)
Sept. 3, 1863 p. 80
Sept. 10, 1863 p. 81
Sept. 10, 1863 p. 82
Sept. 10, 1863 p. 84
Sept. 10, 1863 p. 85 (F)
Sept. 10, 1863 p. 88
Sept. 17, 1863 p. 89
Sept. 17, 1863 p. 92
Sept. 17, 1863 p. 93 (F)
Sept. 17, 1863 p. 96
Sept. 24, 1863 p. 97

360 Australia’s Present to England. Eng..’s Proffered ReturnOSept. 24, 1863 p. 100

361 A Chinese Puzzle*

362 (aviary)*

363 Fancy Ball Sketch*

364 The Mayor's Ball - The Return Ball*
365 The Great Race*

366 Pardonable Confusion*

367 Spirited Character from the Fancy Ball*
368 Gallant Capture of the New South Wales Police*
369 Provident Proceedings*

370 Sullivan, Since the Bendigo Banquet*
371 The Labor Question*

228

Sept. 24, 1863 p. 101 (F)
Sept. 24, 1863 p. 104
Oct. 1, 1863 p. 105
Oct. 1, 1863 p. 108 (x2)
Oct. 1, 1863 p. 109 (F)
Oct. 8, 1863 p. 113

Oct. 8, 1863 p. 115
Oct. 8, 1863 p. 116
Oct. 8, 1863 p. 117 (F)
Oct. 8, 1863 p. 120
Oct. 15, 1863 p. 121



372 The Cricketing Epidemic*
373 The Rival “Gamesters”*
374 Making the Best of It*

375 The Divorce Movement*
376 The New Zealand Difficulty*

377 Bushranging Vagaries in New South Wales*

378 The Coming Man*

379 Colonial Servitude*

380 Two of a Trade, &c.*

381 A Party Difference*

382 Caught a Tartar*®

383 One Good Turn Deserves Another O
384 Scene at Riverside Villa*

385 The New Zealand Difficulty - No. 2*
386 Very Surprising*

387 Guy Fawk-ner O

388 A Victorian Beef-Eater*

389 Something in That*

390 (food poisoning)*

391 “Monsieur Tonson Come Again!"*
392 “The Police are in Hot Pursuit’™*
393 The New Zealand Difficulty No. 3*

394 The Mudgee Mail Arrives at it Destination (!)*

395 Chancun A Son Gout O

396 Fancy Dress* (Man and Monkey)
397 A Dream of Acclimatisation™®

398 Mr Punch’s Nomadic Artist*

Oct. 15, 1863 p.
Oct. 15, 1863 p.
Oct. 15, 1863 p.
Oct. 15, 1863 p.
Oct. 22, 1863 p.
Oct. 22, 1863 p. 132
Oct. 22, 1863 p.
Oct. 22, 1863 p.
Oct. 29, 1863 p.
Oct. 29, 1863 p.
Oct. 29, 1863 p.
Oct. 29, 1863 p.
Oct. 29, 1863 p.

124
125 (F)
127
128
129

133 (F)
136
138
137 (x2)
140
141 (F)
144

Nov. 5, 1863 p. 145
Nov. 5, 1863 p. 148
Nov. 5, 1863 p. 149 (F)
Nov. 5, 1863 p. 152
Nov. 5, 1863 p. 153

Nov. 12, 1863 p.
Nov. 12, 1863 p.
Nov. 12, 1863 p.
Nov. 19, 1863 p.
Nov. 19, 1863 p.
Nov. 19, 1863 p.
Nov. 19, 1863 p.
Nov. 26, 1863 p.
Nov. 26, 1863 p.

399 The Only Victorian Institution which England SupportsO  Nov. 26, 1863 p.
400 Horrible Profanity in Presbyterian’s Cottage on.. Sunday* Nov. 26, 1863 p.
Dec. 3, 1863 p. 177

401 A Lively Bathing Place*

402 A Police Court Contrast *

403 The Latest New Zealand Difficulty*
404 Latest from England*

405 Those Young Vagabonds*

406 Another Railway Sketch*

407 Waiting for the Verdict*

408 Very Like a Whale*

409 Woes of a Juryman*

410 (Female voter)*

411 Slight Mistake*

412 St. Jones of Victoria*

413 A Toast, A Toast!*

414 What's in a Name*

415 Street Sweepers Extraordinary* (fashion)

416 Old Christmas Greets Victoria's Governors*

417 Natural Repugnance*
418 Approaching a Station™
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Dec. 3, 1863 pp.

156
157 (F)
160
161
164
165 (F)
168
169
172 (x2)
173 (F)
176

180,81 (FF)

Dec. 3, 1863 p. 184
Dec. 10, 1863 p. 185

Dec. 10, 1863 p.
Dec. 10, 1863 p.
Dec. 10, 1863 p.
Dec. 10, 1863 p.
Dec. 17, 1863 p.
Dec. 17, 1863 p.
Dec. 17, 1863 p.
Dec. 17, 1863 p.
Dec. 24, 1863 p.
Dec. 24, 1863 p.
Dec. 24, 1863 p.
Dec. 24, 1863 p.
Dec. 24, 1863 p.
Dec. 31, 1863 p.

186
188
189 (F)
192
193
194
196
197 (F)
201
202
204
205 (f)
208

4



419 Victorian Band-itti O

420 Progress of Acclimatisation®

421 Pugree-ly! (fashion)*

422 A Bright “Look-Out” for the Australian Cricketers O
423 The Bottle Trick*

424 The Favorite Ball of Melbourne Cricket Club*
425 A Suggestive Sketch*

426 Political Pantomine O

427 “At Home " and not “At Home "*

428 A Holiday Sketch* (fashion)

429 Social Science*

430 Young Australia at the Pantomine O

431 The New Zealand Poacher*

432 Awkward Rather!*

433 An lllustration of Shakespeare*

434 The New Zealand Difficulty*

435 Parliament Meets for Dispatch of Business*
436 A Cur-sory View of Life*

437 Flowers of the Forest*

438 (Civil Service)*

439 ......the British Lion Presents to the Australian Kangaroo*

440 Quadrupedal Sagacity*

441 “All the World's a Stage ™*

442 The Wizard or Williamstown*

443 Country Sketches, No 1*

444 Much of a Muchness* [first V4 cartoon at bottom right]
445 Going to “Blazes”(?)

446 The Long Deferred Task*

447 Country Sketches, No 2*

448 A Patent Safety* (fashion)

449 The Land Witches O

450 Knows All About Timber Growth*

451 Parliamentary Portraits*

452 .. “Saxby " Day..(fashion)*

453 Complimentary to an Old Friend O

454 A Lord of Creation*

455 Native Pride*

456 The Single-Bottle Bill in Full Operation*
457 A Really Useful Flood O

458 Another New Zealand Difficulty*

459 ..Governor, on Recent Visit to Chewton*
460 The Ministerial Labour of Sisyphus*
461 Shameful Adulteration*

462 Photographer’s Art*

463 A Facr*

464 Assisted Immigration*

465 The Tug of War*
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Dec. 31, 1863 p. 5 (F)
Jan. 7,1864 p. 9

Jan. 7, 1864 p. 12

Jan. 7, 1864 p. 13 (F)
Jan. 7, 1864 p. 16

Jan. 14, 1864 p. 17
Jan. 14, 1864 p. 20
Jan. 14, 1864 p. 21 (F)
Jan. 14, 1864 p. 23
Jan. 14, 1864 p. 24
Jan. 21, 1864 p. 25
Jan. 21, 1864 p. 28
Jan. 21, 1864 p. 29 (F)
Jan. 21, 1864 p. 32
Jan. 28, 1864 p. 33
Jan. 28, 1864 p. 36
Jan. 28, 1864 p. 37 (F)
Jan. 28, 1864 p. 40
Feb. 4, 1864 p. 42
Feb. 4, 1864 p. 44
Feb. 4, 1864 p. 45 (F)
Feb. 11, 1864 p. 49
Feb. 11, 1864 p. 52
Feb. 11, 1864 p. 53 (F)
Feb. 11, 1864 p. 56
Feb. 18, 1864 p. 57
Feb. 18, 1864 p. 60
Feb. 18, 1864 p. 61 (F)
Feb. 25, 1864 p. 65
Feb. 25, 1864 p. 66
Feb. 25, 1864 p. 69 (F)
Feb. 25, 1864 p. 72
Mar. 3, 1864 p. 73
Mar. 3, 1864 p. 76
Mar. 3, 1864 p. 77 (F)
Mar. 3, 1864 p. 80
Mar. 10, 1864 p. 81
Mar. 10, 1864 p. 84
Mar. 10, 1864 p. 85 (F)
Mar. 10, 1864 p. 88
Mar. 17, 1864 p. 92
Mar. 17, 1864 p. 93 (F)
Mar. 17, 1864 p. 96
Mar. 24, 1864 p. 98
Mar. 24, 1864 p. 100
Mar. 24, 1864 p. 101 (F)
Mar. 24, 1864 p. 104



466 Very Raw Recruits*

467 A Sketch on Prince’s Bridge*

468 An After-dinner Sketch at the Camp*

469 Post, Not Paid O

470 (volunteers)*

471 A Lucky Thing, Indeed!*

472 Shakspere Rescued from Oblivion*

473 Ingenious Method of Making Way Through a Crowd*
474 Fancy Sketch*

475 Look on This Picture - and on This O

476 The Same Old Grind O

477 Pleasing Evidence of Respect O

478 Another Sketch from the Camp *

479 How All England Eleven will be Compelled to Field..*
480 A Lump of Bronze (?) O

481 Pardonable Vanity O

482 The Volunteer Force as Some of Them Would Have It*
483 Legal Proceedings - Nice Accommodation!*

484 Parliamentary Privilege*

485 Wood's Pointer O

486 ..Honest Working Man on Gloomy Evening*

487 A Peep into the Future* (Chinese)

488 Scan. Mag. (7 - “G”)

489 A Sea-Side Sketch*

490 A “Train” of Ideas Lying, All Round*

491 Tit For Tat *

492 Illustrations to Shakspere*

493 Foe-Tographic*

494 Sunday Observance -etc O

495 The Attorney -General as Solicitor-General*

496 Punch’s Picture Gallery of the Mail*

497 Interesting Presentation at the Levee, May 24, 1867*
498 The End of the Comedy*

499 Design for a Statue to J. P. F. O

500 fllustrations to Shakspere*

501 Inestimable Estimates O

502 A4 Mild Request*

503 The Early Closing Movement O

504 A4 Collection of Coiffures*

505 Melbourne Drainage O

506 That Nasty Foreign Tobacco*

507 Highly Moral Scene Outside the Gaol (?)

508 Ministerial Policy O

509 A4 Suggestion to the Trustees of a ...Church in Collins St*
510 4 Colonial Contrast (NSW and Victoria) O

511 A Castlemaine “Sell ’*

512 Punch’s Free List*
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Mar. 31, 1864 p. 105
Mar. 31, 1864 p. 106
Mar. 31, 1864 p. 108
Mar. 31, 1864 p. 109 (F)
Mar. 31, 1864 p. 112
April 7, 1864 p. 113
April 7, 1864 p. 117 (F)
April 7, 1864 p. 120
April 14, 1864 p. 121
April 14, 1864 p. 124 (x2)
April 14, 1864 p. 125 (F)
April 14, 1864 p. 128
April 21, 1864 p. 130
April 21, 1864 p. 132
April 21, 1864 p. 133 (F)
April 21, 1864 p. 136
April 28, 1864 p. 137
April 28, 1864 p. 140
April 28, 1864 p. 141 (F)
April 28, 1864 p. 144
May 5, 1864 p. 145

May 5, 1864 p. 148

May 5, 1864 p. 149 (F)
May 5, 1864 p. 152

May 12, 1864 p. 153
May 12, 1864 p. 157 (F)
May 19, 1864 p. 161
May 19, 1864 p. 164
May 19, 1864 p. 165 (F)
May 19, 1864 p. 168

May 26, 1864 pp. 169,70 (x6)

May 26, 1864 p. 172
May 26, 1864 p. 173 (F)
June 2, 1864 p. 177
June 2, 1864 p. 180
June 2, 1864 p. 181 (F)
June 2, 1864 p. 184
June 9, 1864 p. 185
June 9, 1864 p. 188 (x12)
June 9, 1864 p. 189 (F)
June 9, 1864 p. 192
June 9, 1864 p. 196
June 16, 1864 p. 197 (F)
June 16, 1864 p. 200

June 23, 1864 pp. 204,5 (FF)

June 23, 1864 p. 208
June 30, 1864 p. 4



513 The Hungry Boys O
514 Bank Clerk in Full Dress *
515 Praiseworthy Caution *

516 Trying Position of a Highly Respectable Old Gentleman O

517 Geodetical*

518 The Victorian Act-Aeon O

519 It’s an 1l Wind That Blows No One Good*
520 Punch’s lllustrations to Shakspere O

521 “Vex Not the Ghost™ *

522 (Acclimatisation Dinner) (?)

523 Punch’s lllustrations to Shakspere O

524 Proper Precaution*

525 The New Zealand Difficulty*

526 A Suspicious Character *

527 Better than he Bargained For*

528 Great Meeting of Birds, Beasts, Fishes &c. *
529 Dr. Bull’s Scamps*

530 State of the Money Market*

531 May the Evening’s Amusement, &c. *
532 Highly Moral Contrast O

533 Something Like a Palace*

534 A Trifling Defect* (phrenology)

535 IHlustrations to Shakspere*

536 Ye Champion Playeth Ye Game of Billiards*
537 A Prime Minister O

538 A New Relation*

539 the “Road” to Wood’s Point*

540 There’s No Satisfying Some Folks*

541 Profitable Pastime*

542 Rocky Ahead!*

543 A Pleasant Prospect for Passengers O
544 Michie Informing his New Constituents O
545 A Chimney Ornament*

546 Beauty and the Beast*

547 The Coming Elections* (Chinese)

548 (Knife Sharpener - elections)*

549 A Penny Svings’ Bank Nuisnace*

550 (Banking Interest)*

551 Mr. Michie’s Bill*

552 The Cabinet Council*

553 Awful Attack Upon the British Lion O

554 McCulloch’s Newly Appointed Scotch Porter....

555 To the Olive-Branchless*
556 From the Monster Closing Establishment*
557 The Ministerial Ducrow*

558 The Australian Alpine Tourist (Captain Blowhard)*

559 Real Progress*

O
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June 30, 1864 p. 5 (F)
June 30, 1864 p. 7
July 7, 1864 p. 9

July 7, 1864 p. 12
July 7, 1864 p. 16
July 7, 1864 p. 13 (F)
July 14, 1864 p. 17

July 14, 1864 p. 20

July 14, 1864 p. 21 (F)
July 14, 1864 p. 24

July 21, 1864 p. 25

July 21, 1864 p. 28
July 21, 1864 p. 29 (F)
July 21, 1864 p. 32
July 28, 1864 p. 33
July 28, 1864 p. 36
July 28, 1864 p. 37 (F)
July 28, 1864 p. 40
July 28, 1864 p. 41
Aug. 4, 1864 p. 44
Aug. 4, 1864 p. 45 (F)
Aug. 4, 1864 p. 48
Aug. 11, 1864 p. 49
Aug. 11, 1864 p. 52
Aug. 11, 1864 p. 53 (F)
Aug. 18, 1864 p. 57
Aug. 18, 1864 p. 60
Aug. 18, 1864 p. 61 (F)
Aug. 18, 1864 p. 64
Aug. 25, 1864 p. 65
Aug. 25, 1864 p. 68
Aug. 25, 1864 p. 69 (F)
Aug. 25, 1864 p. 72
Sept. 1, 1864 p. 73
Sept. 1, 1864 p. 76
Sept. 1, 1864 p. 77 (F)
Sept. 1, 1864 p. 80
Sept. 8, 1864 p. 81
Sept. 8, 1864 p. 83
Sept. 8, 1864 p. 84
Sept. 8, 1864 p. 85 (F)
Sept. 8, 1864 p. 88
Sept. 15, 1864 p. 89
Sept. 15, 1864 p. 92
Sept. 15, 1864 p. 93 (F)

Sept. 22, 1864 p. pp. 99,100 (x6)

Sept. 22, 1864 p. 101 (F)



560 IHlustration from Shakspeare*

561 Little Poem*

562 Professor M’Culloch, The Wizard of the North.. O
563 (Newly-Arrived Snob)*

564 Designs For a Governor’s House*

565 Ma. Mama. Grand Ma.* (fashion)

566 Bartine O

567 The Australian Alpine Tourist (Captain Blowhard) O
568 The Real “Protection” Wanted D

569 The Bashful Anne Eliza Whose “No” Means “Yes” O
570 A Facr*

571 Absurd Mistake (Australasian newspaper)*

572 Poor Crews! O

573 Cur me queretis exanimas tuis? (Election)*

574 Cases for the Opinion of Council*

575 Charming Variety; or, Every Minister on his Own... O
576 Coming from the Races O

577 Punch’s Dream O

578 Melbourne Races - Last Day*
579 Collingwood Mining Company O
580 Popoff’s Second Visit or How We Intend to Take a Hint O
581 Robert’s Extraordinary Feat! *

582 Verses On a Gallant Sailor O

583 Divorce Jurisdiction*

584 Victory on Both Sides*

585 Another Matrimonial Difficulty*

586 Utile Et Dulce O [each signed]

587 (Wife beaters and adultery-condoners)*

588 The Knowing Thimble-Rigger (?)

589 A Change for the Better*

590 The Man of Leisure*

591 Highly Eligible*

592 A Sketch in the Suburbs*

593 (Victorian Fleet Commander & Great Gun)*
594 Probable Indignity*

595 “I'm off to Queensland’™*

596 The Head of the Department O

597 Captain Blowhard’s Adventures at Wood's Point -cont. *
598 Captain Blowhard’s Adventures at Wood'’s Point -cont. *
599 Holiday Time - Publishing Excitement* (Punch Office)
600 (Mr. Punch Taking a Little Enjoyment) O

601 Interesting Sketch in Survey Paddock *(Mr Punch)

602 First Class*

603 The Government Bait*

604 Thoughtless Remark™ (photographer)

605 Holiday Time*

606 The Daylesford Institution*

[numbered 15]
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Sept. 22, 1864 p. 104
Sept. 22, 1864 pp. 108, 111 (x9)
Sept. 29, 1864 p. 108 (F)
Sept. 29, 1864 p. 112
Oct. 6, 1864 p. 113 (x5)
Oct. 6, 1864 p. 116

Oct. 6, 1864 p. 117 (F)
Oct. 13, 1864 p. 124 (x5)
Oct. 13, 1864 p. 125 (F)
Oct. 20, 1864 p. 133 (F)
Oct. 20, 1864 p. 136
Oct. 27, 1864 p. 137
Oct. 27, 1864 p. 141 (F)
Oct. 27, 1864 p. 144
Nov. 3, 1864 p. 145
Nov. 3, 1864 p. 149 (F)
Nov. 10, 1864 p. 156
Nov. 10, 1864 p. 157 (F)
Nov. 10, 1864 p. 160
Nov. 17, 1864 p. 162
Nov. 17, 1864 p. 165 (F)
Nov. 17, 1864 p. 168
Nov. 24, 1864 p. 170

Nov. 24, 1864 p. 172

Nov. 24, 1864 p. 173 (F)
Nov. 24, 1864 p. 176
Dec. 1, 1864 p. 177 (x4)
Dec. 1, 1864 p. 180
Dec. 1, 1864 p. 181 (F)
Dec. 8, 1864 p. 188
Dec. 8, 1864 p. 189 (F)
Dec. 8, 1864 p. 192
Dec. 15, 1864 p. 193

Dec. 15, 1864 p. 196

Dec. 15, 1864 p. 197 (F)
Dec. 22, 1864 p. 201
Dec. 22, 1864 p. 205 (F)
Dec. 22, 1864 p. 208
Dec. 29, 1864 p. 1

Dec. 29, 1864 p. 4

Dec. 29, 1864 p. 5

Jan. 5, 1865 p. 9

Jan. 5, 1865 p. 12

Jan. 5, 1865 p. 13 (F)
Jan. 12, 1865 p. 17

Jan. 12, 1865 p. 20

Jan. 12, 1865 p. 21 (F)



607 Capt. Blowhard’s Adventures - continued™ Jan. 12, 1865 p. 23

608 Mutual Satisfaction* Jan. 12, 1865 p. 24
609 Mr. Punch’s Review of Everybody O Jan. 19, 1865 pp. 28,29 (FF)
610 Natural Apprehension* (Crinolines- fashion) Jan. 19, 1865 p. 32
611 Nurse Wanted O [last signed cartoon in Melb Punch] Jan. 26, 1865 p. 33
612 Verdon's Hotch-Potch * Jan. 26, 1865 p.37 (F)
613 Love Making in the Neighbourhood of St. Kilda Butts* Jan. 26, 1865 p.39

614 Painful Duty* Feb. 2, 1865 p.44

615 Political Drama* Feb. 2, 1865 p.45 (F)
616 Adventures of an Artist* Feb. 2, 1865 p.48

617 Rural Technicalities (7?) Feb. 9, 1865 p.49

618 The “Derby Day* Feb. 9, 1865 p.52

619 Perilous Performance - Nearing the Falls* Feb. 9, 1865 p.53 (F)
620 Adventures of an Artist in Search of the Picturesque No.2* Feb. 9, 1865 p.56

621 Piscatorial Anxieties (?) Feb. 16, 1865 p.60

622 Mangling the Bill (?7) Feb. 16, 1865 p.61 (F)
623 Adventures of an Artist in Search of the Picturesque No.3* Feb. 16, 1865 p.64

624 Oh, Snakes!* Feb. 23, 1865 p.68

625 King Francis Saves The Colony* Feb. 23, 1865 p.69 (F)
626 Adventures of an Artist in Search of the Picturesque No.4* Mar. 2, 1865 p.73

627 A Hint to the Upper House (?) Mar. 2, 1865 p. 77 (F)
628 The Ministry Stitching Their Own Shroud (?) Mar. 9, 1865 p. 85

629 Adventures of an Artist in Search of the Picturesque No.5* Mar. 9, 1865 p. 90

630 Beware of the Old Dog! * Mar. 16, 1865 p. 93 (F)
631 Under A Spell (?) Mar. 23, 1865 p. 101 (F)
632 La Sonnambula (?) Mar. 30, 1865 p. 109
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Appendix 11
The Australian Graphic Nov. 14, 1883 p. 3

The " Australian Graphic' Process of Engraving.

Admirable and numerous as have been the improvements made in the typographical and kindred
arts during the last half century, wonderful as are some of the results achieved in their
development by the combined potency of capital and technical skill, it is a singular fact that with
respect to the illustration of newspapers, the problem how to secure artistic effectiveness by
moderate expenditure of time and money has only recently been solved. A thousand inventors
have attempted its solution; a hundred processes of greater or less efficiency have been
originated; many old ones have been recast in the endeavor to adopt means of reproducing
drawings and sketches in a manner at once expeditious, economical and effective, to meet the
demands of the age. But though ephemeral success was secured here, and slight progress in the
direction of the desired goal made there, by one novel method or another, the art of wood
engraving retained its superiority over all other reproductive processes. Expensive though wood
engraving is, it lent itself to the necessities of illustrated journalism in a way that no other process
could do without a total sacrifice of the characteristics of the artists' drawing. But the art which
a Durer invented, a Bewick and Dalziel enriched, has at last had its position of supremacy
challenged, so far as its applicability for the purposes of the pictorial press is concerned. The
apparently conflicting conditions - how to secure efficiency at a small cost of time and labor -
under which those purposes have to be achieved, are met by the invention employed in the
preparation of THE AUSTRALIAN GRAPHIC, and it is this invention which we venture to
assert issues to the older art the challenge to which we have just referred. It was reserved for a
native of one of these colonies to discover a process which should remove the serious difficulties
to the development of pictorial journalism. In this fact-that the invention is an Australian one -
every intelligent Australian will, we think, find cause for congratulation. It marks a distinct and
progressive departure from the usual course followed by the inventive talent of the colonies. It
indicates that they are passing out of that stage of their existence, when the necessities of
colonising enterprise monopolise attention, when the hard fight with Nature and Nature’s forces
is all potent in its rule over man's energies. The achievements of the inventive mind are
expressions of age-spirit; if the age be strictly utilitarian, they are also; if they be proof of the
devotion of individuals to the arts which add beauty and refinement to life, the age will have
reaslised with more or less clearness that the moment has arrived, when some degree of national
thought my be transferred from the national pursuit of material things to national culture without
calamity resulting. And insomuch as the invention of Crocker's a process points out this
advancement of the Australians, does it deserve, and will, we are assured, meet with appreciation.
The inventor the process, Mr. Samuel Henry Crocker. formerly of Railton, Tasmania. but now
of Sydney, devoted himself for some years to considering how the pictorial press could be
supplied with a cheap, rapid and durable means of reproducing drawing. After careful study of
current methods, and almost incessant experiment, he at last resolved to take as the basis of anew
process the erosive action of fluoric acid on glass. Various metallic substances suggested
themselves to the inventor as the material to he engraved, but were rejected in favor of glass for
the reason that the fluoric acid has a vertical or deepening effect only on glass, while in the case
of metals, it has a lateral or undermining influence as well. And, in point of cost besides, glass has
a very great advantage over all other substances of being inexpensive. In testing the processes,
it was, of course necessary that a drawing should be made on the glass, and it was equally
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necessary that the ink used should resist the solvent action of the acid, a new ink was devised,
consisting of a compound of resin, wax, and lampblack. The properties of these substances,
however, are such that the resultant compound solidified, and it became necessary to design a pen
which should keep the composition ina sufficiently fluid state to permit of its free use in drawing.
An ingenious form of pen was accordingly employed, by which the ink is maintained as a fluid by
gas or an electric current, the heating communication being effected by means of a fine india-
rubber tube terminating in a burner underneath the nib of the pen. A “nib-full" of fluid ink is thus
always available, while communication with the gas bracket or battery is kept up. Drawing on
glass with a pen of this description is as easy as with a pencil on paper or wood. The finest lines,
and most graceful curves can be produced as readily as the touch and free-hand ability of the
artist permits, and as the ink dries on the glass immediately, lines can be crossed and re-crossed
to produce that delicate effect known to wood engravers as “cross-hatching," without the
slightest blurring at the intersections. The drawing completed, a first application of the acid is
made and the whole of the surface not covered by the design is etched to a uniform depth. Those
portions of the drawing which require only little relief are now “stopped off," and a second
application of acid is made to those parts where the depth is requisite, to prevent contact with
the printing roller. The acid and protecting substance was then washed off, and the process of
engraving is completed. To adapt the engraved plate to typographical purposes, it has to be
mounted on an iron block, the cementing being one of the registered features of the process.
Thus fixed, it is “type-high,” and ready for printing from. At first sight glass appears too brittle
a substance to pass through the printing machine, but experiment has proved the contrary, and
it was not found necessary to carry out the inventor's first intention to print from electrotypes
taken off the glass. Not only has experience proved that the risk of fracturing the glass in printing
is reduced to a minimum, but it has also shown that the glass has decided superiority over the
boxwood used by wood engravers, in that it is not affected by any variation of temperature. The
finer portions of a wood engraving are subject too to deterioration through the pressure and
damping involved in printing ; but the most delicate engraving on glass will appear as vivid and
exact at the last copy of a large impression as at the first.

The process, the modus operandi of which we have thus described, is, it will he apparent to all,
as expeditious as it is economical. for the fluoric acid is a more rapid, and therefore cheaper
operator than the skilled engraver. As regards the former feature of the process, it has to be
remarked that a drawing which by wood engraving takes days to prepare for the press, under the
new process can be got ready in as many hours. In the preparation of the present number of THE
AUSTRALIAN GRAPHIC it has not been thought necessary to consider speed of production as
of primary importance; but it may be stated that the illustration on our first page was engraved
and mounted ready for printing within four hours from the time the artist had completed his work.
Another cardinal advantage of Crocker's process is that under it the artist has no interpreter but
himself. In wood engraving the artist's conception is frequently modified

in the treatment it receives at the bands of the engraver. In THE AUSTRALIAN GRAPHIC
process, the suggestiveness of the artist’s work is faithfully retained, while, from the ease with
which lines drawn on the glass can be erased, any defects in the drawing may be remedied.
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APPENDIX III
The Physiognomy of Henry Parkes - a pictorial survey 1866 - 1885.

Monte Scott cartoons featuring Henry Parkes. (All reproductions from full or double-page images.

Examples to end of 1868 are wood-engravings; thereafter chalk or pen lithographs. Unless noted
otherwise, images are from Sydney Punch)
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THE POLITICAL MAZEPPA; or, ‘ Again he urges on Ex_wﬂd ea.reer:"_ L] - — | _:;1

16 June 1866
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Arrin 6, 1867.]

 SYDNEY PUNCH. 153

9 : |
EAVENLY ’ENERY;
OR, THE AFTER-DINNER ASTRONOMER.

NoOW, MY LITTLE DEARS, TAKE A PEEP INTO Fururrty THROUGH MY PATENT REvoLviNG Postal CoNFERENCE

TeLescorE.  “1 Do NOT MEAN TO SAY THAT YOU WILL SEE A NEW CONSTELLATION OF SIX STARS,” BUT
YOU WILL SEE—WHAT YoU WILL SEE.—Vide Parges’ RIvERINE DINNER SPEECH.

6 April 1867
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Juse15,1867)  SYDNEY PUNOCH. 27 |

The Fitz-Punch follows the example of the [75t>-Rov [ deputation.
74 )

(Toby WISHES THEY MAY oET IT!) |

15 June 1867

239



[ 3vxm 22, 1867, SYDNEY PUNCH. 35

qﬂ-:rﬁ;—’T

"X LACHLAN SWAMP

BOTANICAL SPECIMENS;
OR, “DISCRETION BETTER TEHAN VATLOUR.”

[Tms 15 WHAT WOULD DOUBTLESS MAVE BEEN SEEN ON THE LATE TRIP UP THE LACHLAN StREAM—IF a “LIvrie
THING,” CALLED DIFFIDENCE, HADN'T “ PREVENTED IT."]

i

22 June 1867
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SYDNEY PUNCII.

DrcexBER 7, 1867.)

e

20

i

POT AND “PAN"-COLONIAL MINISTERS.
' His Exeell liad made for selling all his farniture, * 2 * The kitchen and other portions of the place were furnished Ir'y His Excellency, and of |
course the Prince could not go into & house destitute of furniture. * * * The Government would have cist upon them the task of providing all the appliances necessary

to fit up the house."—Extract from Mr. Mariin's Specch, November 271h. |

7 Dec. 1867

SYDNEY PUNGIT:.

FesruARY 8, 1868.]

ST m |

THE MODERN INQUISITION; OR, THE PRINCES TORTURERS.

The Prince : HHRH, Grund Inquiriors: Messne Panx-s, Moun-v, a¥p Moz

8 Feb. 1868
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ArriL 25, 1868.] SYDNEY PUNCH. 171—]

“SPECIAL” SERVICE.
Mr. P—rk—3s: Now THEN, WHERE's MY “‘SPECIAL?" Railway Porter: Just coxg, Sir! Mr. P—rk—s: Goxz!

Rm‘hug Porter : YEs, S1e—Mx. B—R¥—3 T0OK IT, SIR—SAID IT WAS FOR THE GOOD OF THE COUNTRY, BIir—HIS DINNER GETTING
coLD, Sik. HAVE ANOTMER READY FOR YOU IN A BRACE oF TWo's, Sie. (Mr. P. looks unutlerable things.)

25 April 1868
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May 2, 1868.)

MR. PUNCH INVOKES THE AID OF SCIENCE TO DISCOVER

THE “NEW CRIME.”

Eminent Biologist : You SEE HE 15 IMPERYIOUS TO ALL FEELING, STICK AS MANY PINS A4S YOV LIKE INTO HIM, he
WILL STILL STICK WHERE HE IS,

2 May 1868
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r':..____
Juuy 11, 1868.] SYDNEY PUNCH. 59

2 -

HARRY AND BETSY; OR, ARCADES AMBO.

THE ABOVE BEAUTIFUL IDEA SUGGESTED ITSELF TO MR. PUNCH'S ARTIST WHEN HE REFLECTED THAT Messes. MamTIN,
WiLsoN, AND BYRNES HAVING CONE AWAY ON VARIOUS EXPEDITIONS, HARRY 18 LEFT ALOXE WITH ** Bersy.”
Oh that the desert were my dwelling place,
With one fair spirit for my ‘* minister.”— Byron.

“If I were young and disposed to a picnie I should like to have only one other with me, but then I should not mind
how rural the scene, or how remote.”—Parkes on Picnics.

11 July 1868
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147

SYDNEY PUNCH.

SeprEMBER 26, 1868.]

R, TOO EAGAR BY HALF.

0

THE MINISTERIAL SAMSON AGONISTES;

— Milton.

self

. Samson hath quit him

LikoSemson . . . . . . . . . .

26 Sept. 1868
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SYDNEY PUNCH.

Jurny 17, 1869.]

e

A POSER FOR PARKES; OR, NOTORIETY NOT RENOWN.

AMr. Henry Parie, upom persssl of the Englich papers, discovers to his iniense annopance that be has painsd Notoriety not Romeos.
Ny, Puwnch (looking in of windew): Hal Ha! Ma Piscss—] iLwars 7oLb TOU SOW T WOULD END.

17 July 1869

85

BYDNEY PUNCH.

Jury 81, 1869.]

-

 Ladiss on horssback jolned in ¥he proomsien, sod & besutiful bowqoet was prosmisd o Mr. Robertens by a party of * young gich "~
Me. PUNCH GIVES POKTRAITS OF “THE GIRIL™

ROBERTSON AND BEAUTY: OR, THE TAMWORTH GIRLS

et L

—Bugire, Tth Fals

31 July 1869
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MARCHING ON !/

e
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15 Feb. 1872
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She's mine, she's mine, my Valentine !
With my wheedling tongue I won her ;
She's eighty-five, but all alive,
In short, a perfect ' stunner,”
Let Forster fret and Martin whine,
T match for doth, my Valentine !

Siry G = !
=g .b»!{f.ﬁ'u.._g'\._,w_b.;” S o

THE PREMIERS VALENTINE.
13 Feb. 1873
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DICKERS DEFIANCE ! Or, THE CHAMPION OF THE COUNCIL.

20 Mar. 1873
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THE MINISTERIAL MILG!!

AL TO CARRYING £175,000 (LB.) ¥ NECESSARY. .
mw:?unrmeuw.wtmhfmmmem

25 July 1873
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Seniyr Partwer (lagwitar): WILL YOU ALLOW Mz. INNES, Mes. NEW SOUTH WALES, TO 8HOW YOU OUE CHOICE ASIOETMENT OF

NEW GOODS FOR THE SEASON®?

10 Oct. 1873



“SAINT” AQUARIUS.

“ AQUARIUS, THE WATER-BEAKER.—JANUARY. "—{MDENDILR

it was proposed, should consist of mnmemhun,thrmnfwhmnhd!hn_“_' by the G L, two elected by
the iydnu,,u\dhm"" the rat of the alities. And it was | d to ssk Pari t to
sanction the vote nmmmmmmmufmﬁmnﬁ hcanmthhtemﬂdbeubhmd."

6 Feb. 1874
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THE AUSTRALIAN SPHINX.

5 Dec. 1873

= - e e e AR e i P
THE MISCHIEVOUS MONHEYS!

-----

———

3 July 1874
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JACK IN THE BOX!

« IISORDERLY MEMBERS—THOSE WHO MOST FREQUENTLY °RISE TO ORDER. ™
—Punch’s Pariparsrutary Mesor.
“MR. SPEAEER S&LD THAT IT HAD NOW BECOME 50 COMMON TO USE LANGUAGE OF THIS SORT, THAT IT APPEARED TO HAVE ALMOST

SIGNIFICANCE HON. MEMBERS DID NOT SEEM TO BE AWARE OF THE KIND OF LANGUAGE THEY DsSEDR"
—Progeedings in Pariiameny.

13 Mar. 1874
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IS THERE A DEVIL?

Answer by veflective Student in Spiritualism: YES; AND OUR OWN ACTIONS ARE THE
SPIRITS WHICH HE CALLS UP TO THREATEN US WITH DESTRUCTION.

19 June 1874



o': ¥ -
i

8 May 1874

PN

\ POLITICAL POLO.

28 Aug. 1874
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“IKILLING TWO BIRDS WITH ONE STONE.”

2 Jan. 1874

& MAVE TON FASTEST TIME OF RBCONG GVEILAWD Foou MEannss vims T

Lo svoney I
2 i

=

THE COURIER OF ST. PETERSBURGH.

BY OUR RUSHING MINISTER.

—Dnily Pipers, September |20k

3

L

\

e ——————————— e

Tur meravcs o MGG MIES, ¥iicH WAE DONE. [NCLUMYE OF ALL JTUPEAGES, IN

18 Sept. 1874
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“OTR"Y BRLONDTN.

BEING UNABLE TO OBTAIN AN OPPORTUNITY IS THE NEIGHBOUEING COLONY FOR THE DISPLAY OF HIS BRILLIANT TALENTS, HE RETUNNS TO
SYDKEY, BUT FINDS MOBE ENCUMBRANCES IN HIS PATH THAX HE ANTICIPATED, BUT HAS TAKEN CAEE 10 PROVIDE
HIMSELF WITH A LOOPHOLE OF ESCAPE.

9 Jan. 1874
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MAN THE ILIFE BOAT!

PILOT PARKES : “THAT OLD TUB '"LL SWAMP, AS SUBE AS MY NAME IS PAREES; BUT IT °LL DO MY WORK
WELL ENOUGH FIEBT.”

24 July 1874
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A PLEAT FOUNDILING!?

Nursey P—rk—s: Ir'AvE A LITTLE BASH oX IT T0-DAY, BIR, AND DO SEEM 4 BIT FRETFOUL: BUT IT 'LL COME RoUND, Bim, BLESS YOU :
WE "EE A TAKIN' CARE ON IT.

Dr. M—rt—n : WELL, IF ANYTHING PARTICULAB 'S THE MATTEE, you can send for me: I gHALL Do QUITE 48 WELL As TEX orEER Docron.

Lcdlg Visitor {on the Committee to other Ditto ditto): I THINE, MY DEAR HE'D BETTEE TAKE CARE OF THE INTERESTING LITTLE DABLING ALTO-
GETHER : SHOULDN'T WONDER BUT THEAR "LL BE TROUBLE ABOUT IT.

2 Oct. 1874
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BOX 2N
=

THE POLITICAL AJAX DEFYING THE OPPOSITION :LIGHTNING !

——

11 Dec. 1874
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HUSTIINGS ORATORY.

Vide page 418.

18 Dec. 1874
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STRUCK COAILL!

PAUL PRY (the Modern): WHAT 'S THIS? BURNS GONE TO MELBOURNE! LAMBTON GONE TO MEL-
BOURNE!! CRACKNELL GONE TO MELBOURNE!!! OH, SOMETHING MUST BE UP! THERE °8 MISCHIEF AFOOT!
I MUST BE OFF, TOO, OR THEY 'LL Ul"iET ALL I 'VE BEEN DOING ABOUT THE MAILS, AND PERHAPS, SPOIL MY
LITTLE ILLAWARRA COAL MINING GAM TOFF TO MELBOURNE.

19 Mar. 1875



\x CAUGCGHT IIN HIS OWINI TRAFP. }1

21 Jan. 1876

he Po/ztzcaz’ Poucrr iinan.

*The Hon H. P—a has salonted 630 scrae of land, M"—Wr-w
Land laspector Garrett : Do TOU MNRINE WK Mlnﬂvlu’ Seloctor : Tes—{anide) DURDIG TRE BISwEN

25 Nov. 1876
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VERY QUIXOTIC!
DmQergﬁrnPahJ.—"bﬂym'mMmmMmhlmmm—m-ﬁh-mlwhlﬂlnﬂlﬂnmjmm
1t in doing good service bo take away so wicked & gunamtion.”
Suwema Pawza (Mr. J. Devier) —" What giants, master 1™
I, §.—* Oue may easily seo Uhat You sre nob versed in adventares. Tﬂmm:uﬂﬂmmm anide snd pray.” Bo saying, be rasbed em s busi as Rosinante

sould galiop, and sitacked, nud, runniog kis was broken lo shivers, it

17 May 1879
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FHEE TRADE v. PROTECTION. )
Coachman Parkes to David Buchanan : ** Now Dave, my boy, ont of the way thers, or you'll be run over. Yon Proteetion noves are about
the stupidest cusses out. None of your obstruction there.” (Vide page 17.)
A DITOITG D nwrmnly Cdunnd Cerde v N AT N -
AL BECHET B arrack street, nyvaneyv, N.bo.W. .

17 Jan. 1880



(Dredicared, without permission, Lo Sir H. Parkes, Autocrat of the Awstralion Colowiss). The Hoa. Bowie Wilsos, Chatrman at the Public Lectwrs Pistform Necting * Twovont
S B Pamuzs, vux Coioniar BECRETANY, Wik IN THE WRONO PLACE | HE OTONT TO BATE ey oy Rossi “— Report, Syduey Morwisg Nersid,

15 May 1880

v =

L PARKES AMONG THE BISHOPS.

Vids Dinmer to Dr. Poareem, 30A duguss. 1590, —= Sydmay Morwing Heraid.”

28 Aug. 1880
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AGAIN AT SCHOOL !

Young Lady Teacher: *‘Now, PLEASE, RAD THIS sENTENCR, ‘Roy with vax Hans axp Hosr wita s Hoospa, "™
Sir H. Parkes: * BUN WITH THE "ARE AND 'ONT WITH THE 'OUKDS."

Young Lady Teacher: “DEAR ME, BOW TIEESOME YOU ARE, SHALL | EYER BE ABLE TO MAKE YOU PRONOUNCE PROPEILY.”

12 Mar. 1881
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PUNCH’S PROTEST

Mr, Punch to Sir Hemry Parkes: " Rearvy, Bin Hawmy, vms mwriox or CHINESE MUST BE STOPPED.™
Sir Henry Parkes: **Bur THE "OUSR 18 HUP YOU KNOW, MY DEAR FELLOW,"
Mr. Punch : * Bur ux, 5o BoTs. THIS MUST BE BTOPLED, AND AT ONCE.”

23 April 1881
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M WITH YER !

I GUESS T

T0 YE' OLp Hoss!'—FH we OVER

STRANGER,

't

WAL

LATE YOU AINT GOT HALF A

KIinDRR TAKES

‘ SHAKE DOwN "

GIVE US A

‘Lot

BAD

"RAVTHER CALC

1882

4 Mar.
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You f/Zf,

Farkes’ Purlly, or Sirenre® and tha Spirit of the N.8.W. Elactoral Act.
HBovllon 45: All and ench of Lhe followlng aots stiall bo deesned and taken fo bo corrupl pructioes, (hat 1s to say :—
£) Hnolding oul 1o mny Firolor any promive or sxpeotation of profil advancoment or earichmont (v bimsell wr to any of his family or kimdred friends or
dependants In any shape in enler o inffcence his vole.

Bulletin 31 Dec. 1885

271




BIBLIOGRAPHY

Nineteenth-century Illustrated Periodicals
(These were examined in the years indicated)

Australian

Adelaide Punch 1868, 1869, 1878-1884.

Arrow: Sport and Play (Sydney) 1896 — 1908.
Australasian Skercher (Melbourne) 1878, 1880, 1881-89.
Australian Century (Sydney) 1888, 1890.

Australian Graphic (Sydney) 1883.

Australian Home Companion & llustrated Weekly 1856, 1857.
Australian Magazine 1899.

Australian Monthly 1868, 1869.

Australian News for Home Readers (Melbourne) 1862-1864.
Australian Pictorial Weekly (Melbourne) 1880.
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