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Abstract 

 

Animals were integral to conceptions of human identity and society in the long 

eighteenth century. English satirists employed human-animal associations in their undermining 

and subversion of authority, and wielded animal symbolism as a tool for both praise and 

vilification. Progressively, these associations formed processes of human debasement and animal 

elevation that blurred the traditional distinctions between species, and allowed for Animal 

Ascension. This study of animals in eighteenth-century satire draws upon both literary and visual 

sources to investigate how these satirists engaged with a rich foundational ‘Animal Vocabulary,’ 

contemporary theories and debates surrounding animal faculties and human exceptionalism, and 

their own personal relationship with other species. The first chapter shall introduce the 

Scriblerians, their peers, and the nature of satire as it was understood in England at this time. The 

second chapter will expand upon the traditions and genres that predated the works studied, and 

how these influenced the Scriblerians. The third chapter investigates human debasement through 

individual attacks, social regulation and geopolitics. The fourth chapter turns to animal elevation 

as a powerful didactic tool supported by a developing admiration for animalkind. The fifth 

chapter considers how the distinctions between humans and animals were the subject of vigorous 

debates, and explores how animal elevation was compounded by satirical inversion. Finally, the 

chapter also discusses theories of decivilization and presents a short case study of the North 

American colonies held by Britain during the eighteenth century, in order to demonstrate that 

European colonial fears were often hinged upon animal practice and observation.  
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Chapter 1  

Introduction 

 

“All is allegory… Each creature is key to all other creatures” 
J. M. Coetzee, Elizabeth Costello1 

 

Animals have long remained some of history’s most active yet silent actors. ‘Animal history’ 

has made significant strides towards demonstrating the agency of animals, so as to not simply 

leave them as bystanders in our inherently anthropocentric reading of events.2 Donna Landry is 

correct in at least considering the similarity between the case of the French peasants to whom 

Marx referred in pronouncing “They cannot represent themselves, they must be represented,” 

and the plight of animals in human historiography. 3 Since the latter part of the twentieth century, 

many notable historians have endeavoured to illustrate the centrality of animals to the 

comprehension, critique and crafting of human society during the long eighteenth century (1700-

1820). Of these, the writings of Keith Thomas have provided some of the most enduringly 

relevant connections and paradigms for studying human-animal relations in England. In Man and 

                                                
 
1 J.M. Coetzee, Elizabeth Costello (New York: Vintage, 2003), 455.  
2 The insecurity in approaching animal history as a human writer has prompted much theorization and restraint 
among historians. Erica Fudge remarks how her attempt to read historical events containing animals “revealed a 
struggle over the nature of being human itself,” and that her study was thus “not so much about animals as about the 
ways in which humans define themselves as human in the fact of the animal.” See: Erica Fudge, Perceiving 
Animals: Humans and Beasts in Early Modern English Culture (New York: St. Martin’s Press, 2000), 1. This 
mentation is reminiscent of the reflections of postmodernist thinkers such as Jacques Derrida, who in his 1997 
address at the Cérisy conference, posthumously organized and translated in The Animal That Therefore I Am (2002, 
2008), was preoccupied with questioning the basis for human exceptionalism. Early modern theories and debates in 
this vein will be considered in Chapter 5.  
3 Donna Landry, “The Bloody Shouldered Arabian and Early Modern English Culture,” Criticism 46, no. 1 (2004), 
41. 
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the Natural World: Changing Attitudes in England 1500-1800 (1983), Thomas outlines countless 

currents that compounded the dissociation of human civilization from nature, and the animal 

practices that evolved as a result. He further elaborates upon English and Christian enmity 

towards paganism and nature worship in Religion and the Decline of Magic: Studies in Popular 

Beliefs in Sixteenth and Seventeenth Century England (1971), while more recently reaffirming 

how civil behaviour was often framed through a consideration of animalism in In Pursuit of 

Civility: Manners and Civilization in Early Modern England (2018). Simultaneously, the 

allegorical uses of animals in English society, and their relevance to the complex network of 

domestic and imperial concerns, were presented in Harriet Ritvo’s The Animal Estate (1987), 

followed by numerous works that positioned animals centerstage in human social history and 

detailed the progression of animal advocacy, such as in Noble Cows and Hybrid Zebras: Essays 

on Animals in History (2010). The themes put forth by Thomas and Ritvo, among others, have 

also been extensively researched by Erica Fudge and Virginia DeJohn Anderson in the past two 

decades. Fudge has approached human-animal dissociation in Perceiving Animals (1999), which 

provides an analysis of human dominance over the natural world and the philosophical 

underpinnings of anthropocentrism, as well as in Brutal Reasoning: Animals, Rationality, and 

Humanity in Early Modern England (2006).4 Anderson, meanwhile, has widened the 

geographical scope to consider how metropolitan attitudes towards animals translated in the 

                                                
 
4 Fudge, along with Susan Wiseman and Ruth Gilbert, also co-edited the volume At the Borders of the Human: 
Beasts, Bodies and Natural Philosophy in the Early Modern Period (1999), which explores similar themes. For a 
study specializing in the manifestation of these currents in literature, see Bruce Thomas Boehrer’s Animal 
Characters: Nonhuman Beings in Early Modern Literature (2010). Boehrer’s work has furthermore elaborated upon 
the human/animal divide and stressed the importance of this understanding to the realm of literary criticism, see 
‘Animal Studies and the Deconstruction of Character’ (2009). He also investigates animal-metaphors in English 
drama in Shakespeare Among the Animals (2002). For a study of how the distinctions between ‘man and beast’ were 
blurred in Europe (thus problematizing anthropocentrism leading into the early modern period), Joyce Salisbury’s 
The Beast Within: Animals in the Middle Ages (2010).  
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colonial sphere – see Creatures of Empire: How Domestic Animals Transformed Early America 

(2004). Finally, this paper is also in debt to the conceptual and moral approaches of various 

philosophers and sociologists who have studied and presented patterns in human-animal 

behaviour, including the works of Norbert Elias (i.e. The Civilizing Process, 1939) and Peter 

Singer (i.e. Animal Liberation, 1975). This paper seeks to contribute to this existing animal 

historiography, as well as to the study of the tradition of satire itself, by exploring the uses, 

intentions and consequences of human-animal associations in early modern England.5 It 

proposes that the eighteenth-century English satirists both consciously and unknowingly 

contributed to a paradigm labelled ‘Animal Ascension,’ the latter characterized by two 

intertwined concepts: animal elevation and human debasement. It will demonstrate how through 

a series of associations, these satirists blurred or undermined the distinctions, ranks, and 

hierarchies that separated humankind from animalkind. Of secondary interest to this paper are 

contemporary conceptions of civility and sociability, and how these instructed the human-animal 

hierarchies considered. 

 

                                                
 
5 Many of the individuals and themes herein investigated have been previously studied by scholars interested in the 
representation and impact of animals. So too has the body of satirical literature and imagery been explored from 
various angles. While this paper aims to provide original commentaries of the primary sources used, it does 
interweave within its analysis the interpretations of various scholars. Among those works which best helped guided 
this analysis are: Ronald Paulson, Satire and the Novel in Eighteenth-Century England (1967); Pat Rogers, 
Documenting Eighteenth Century Satire: Pope, Swift, Gay, and Arbuthnot in Historical Context (1938); Diana 
Donald, The Age of Caricature: Satirical Prints in the Reign of George III (1997); M. Dorothy George, Hogarth to 
Cruikshank: Social Change in Graphic Satire (1967); A. M. Broadley, Napoleon in Caricature 1795-1821 (1911); 
James Davery and Richard Johns, Broadsides: Caricature and the Navy 1756-1815 (2012); Tamara L. Hunt, 
Defining John Bull: Political Caricature and National Identity in Late Georgian England (2003); Matthew J. 
Kinservik, Disciplining Satire: the Censorship of Satiric Comedy on the Eighteenth-Century London Stage (1967); 
Markman Ellis, Eighteenth-Century Coffee-House Culture (2006); Ashley Marshall, The Practice of Satire in 
England, 1658-1770 (2013).  
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To briefly clarify on the designations employed to suggest the temporal scope of study; ‘long 

eighteenth century’ refers to the period from roughly 1700-1820, while ‘early modern’ is 

generally used to recall the continued influence of the traditions discussed in the Animal 

Vocabulary (Chapter 2).6 Initially, the year 1714 seemed an appropriate point of departure, as it 

represented: (1) the formal establishment of the Scriblerus Club; (2) an informal bookmark 

separating Alexander Pope’s early and mid-eighteenth century works, i.e. his Pastorals, An 

Essay on Criticism, The Rape of the Lock and Windsor Forest (all pre-1714), from The Dunciad 

(1727), An Essay on Man (1734) and Epistle to Dr. Arbuthnot (1735); and (3) the year of the 

Hanoverian Succession that saw George I ascend to the throne. However, the pre-1714 works of 

Pope, as well as Jonathan Swift and others, which are crucial to this paper’s core investigation, 

made it impossible to settle on that date.7 Thus, the long eighteenth century has been chosen to 

better encompass the principal currents and relevant tangents to which the figures studied 

contributed; as well as allude to the difficulty in confining what Bob Harris has labeled “a series 

of unifying patterns and themes from what is often portrayed as, and what can easily seem, a 

very fragmented and confusing period in British political history.”8 As long-developing 

                                                
 
6 ‘Early Modern’ has been broadly used to encompass a swath of history from the close of the fifteenth century to 
the turn of the nineteenth. However, ‘early modern England’ or ‘early modern English’ are titles that prompt 
elaborate yet subtle explanations from historians, the latter often relative to the topic in question. Terttu Nevalainen, 
for instance, notes that studies of the English language have often distinguished between “Early and Late Modern 
English with 1700 as a dividing line,” while Michael Braddick divides his study of the Early Modern English state 
by identifying 1550 to 1640 as ‘the growth of the English state’ and post-1640 as the ‘partially differentiate state.’ 
See: Nevalainen, An Introduction to Early Modern English (Edinburgh: Edinburgh University Press, 2006), 1. Also: 
Braddick, The Early Modern English State and the Question of Differentiation, from 1550 to 1700 (1996).   
7 Very few works of interest preceded the onset of the eighteenth century, while those that did are referenced in the 
‘Animal Vocabulary’ explored in Chapter 2. 
8 Bob Harris, Politics and the Nation: Britain in the Mid-Eighteenth Century (Oxford: Oxford University Press, 
2002), 10.  The historiographic reasoning that has given shape to the long eighteenth century has been condensed by 
Daniel M. Abramson as generally being interested in “consumer and financial revolutions” and an “expanding 
domestic marketplace for goods, services, and credit,” as well as the “rise of consumption among the general 
middling sort” and the challenging to traditional landed interests by a London elite. Abramson further quotes 
Kathleen Wilson whose study of the period revolves around “issues of bureaucracy, urbanization, self-perception, 
and progress,” while also allowing that certain “conservative, traditional” qualities of British character did not 



 5 

traditions inspired incipient styles that ultimately bourgeoned into disciplines and movements, 

the figures of the first half of the eighteenth century (i.e. the Scriblerians, William Hogarth, 

Joseph Addison) are adjoined to their unofficial successors (i.e. James Gillray, Thomas 

Rowlandson, George Stubbs) by paying close attention to the various incarnations and evolutions 

of satirical human-animal associations. Resolving to conclude the investigation in 1820 was also 

difficult; though what immediately became clear was that extending it past 1822 would be 

impossible. The passing of the “Cruel Treatment of Cattle Act” that year unlatched a barrage of 

ideas and events in the history of animal rights that this paper could not adequately fasten, i.e. the 

founding of the SPCA in 1824, the works of Lewis Gompertz, the “Cruelty to Animals Act” of 

1835 and subsequent acts throughout the next three decades (though some topics related to 

animal rights will be considered in Chapter 4).9 Thus, culminating in 1820 is intended to 

reinforce the distinction between the process of ‘Animal Ascension’ being here studied within 

the confines of eighteenth-century satire, and the more tangible and established angles in animal 

rights historiography; in other words, by not anachronistically assuming that the views, beliefs, 

and advocacy of some eighteenth-century satirists were bound to lead to the legislative and 

political changes that began to take place in England in the nineteenth century.10 

                                                
 
change all that much. Of course, the period has also traditionally been studied with great attention paid to the 
geopolitical conflicts of Europe, and England’s varied successes in that regard. See: Abramson, Daniel M. 
Abramson, “History: The Long Eighteenth Century,” Journal of the Society of Architectural Historians 46, no. 4 
(2005), 419-420.  
9 For a history of the Animal Rights movement and the development of animal protection laws, see: James Turner, 
Reckoning with the Beast: Animals, Pain, and Humanity in the Victorian Mind (1980); Hilda Kean, Animal Rights: 
Political and Social Change in Britain since 1800 (1998). For more on Animal Rights theory, see: Mary Midgley, 
Beast and Man: The Roots of Human Nature (1978) and Animals and Why They Matter (1983), as well as the works 
of Peter Singer and Tom Regan.  
10 It is also appropriate that 1820 should coincide with the end of the reign of George III, the last Hanoverian 
monarch who is investigated in this paper for his role as the subject of satire; also, that many of the major social and 
geopolitical events that formed a backdrop to the satires and caricatures explored did not surpass 1820, i.e. the 
Napoleonic Wars which ended in 1815. Furthermore, almost all of the artists investigated in this paper did not live 
past 1815, with the notable exception of Thomas Rowlandson who lived until 1827 (though his output after 1820 
was relatively minimal). Finally, satire itself changed quite dramatically after the long eighteenth century (post-
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Of the host of authors and artists whose satirical commentaries and styles will be studied, this 

paper in anchored by an analysis of the output of the Scriblerus Club: a short-lived eighteenth-

century grouping that included Alexander Pope, Jonathan Swift, Dr. John Arbuthnot, John Gay, 

Thomas Parnell, and to a lesser degree Henry St. John (1st Viscount Bolingbroke).11 The Club 

was initiated in 1714, and gradually disbanded by the 1740s. Swift offers some clues as to its 

inspiration and intention in a letter to Pope in September of 1723: “I have often endeavoured to 

establish a friendship among all men of genius, and would fain have it done. They are seldom 

above three or four contemporaries, and, if they could be united, would drive the world before 

them.”12 Pope and Swift were to produce the most extensive collection of works that employed 

animal associations to the ends of Animal Ascension, and so will be foremost among the 

Scriblerians investigated here.13 The Scriblerians, as both conduits of contemporary knowledge 

and propagators of their own convictions, characterized early eighteenth-century English satire. 

Furthermore, though the formation of the Club implied a singular bond among its members, the 

                                                
 
1830s), as cartooning and magazine culture became increasingly established, i.e. England’s pioneering publication, 
Punch; or, The London Charivari, was established in 1841.  
11The Club was slightly too informal to be deemed a ‘society’ as was a popular designation at the time, while also 
too intentional to simply be a ‘circle’ of artists. It was rather the natural culmination of a fraternity that existed 
among certain men of letters, arts, science and politics that at times shared or combined their knowledge, i.e. the 
most well-known communal work to be produced by the Scriblerians was Memoirs of the Extraordinary Life, 
Works, and Discoveries of Martinus Scriblerus, written between 1713-1714 but not published until 1741. From now 
on the text shall be referred to with the shorthand ‘Memoirs.’ 
12 It is unclear to whom the letter is addressed. Charles Kerby-Miller notes it as Pope, however a volume of Swift’s 
letters positions it as a reply to Lord Bolingbroke. Regardless, it refers to the members of the Club. See: Jonathan 
Swift, The Works of Dr. Jonathan Swift, Volume 8 (Edinburgh: Printed for A. Donaldson, 1766), 41.   
13 The reasons for stressing the Club rather than simply investigating Pope and Swift individually are numerous. The 
Club captured certain characteristics of the age, from literary styles to political theory, and the close amity between 
its members, as well as the various gatherings and correspondences, makes it difficult to extract one from the other. 
For instance, Thomas Parnell, who is very little discussed in this paper, would grant Pope much time and energy in 
helping him with his translation of The Iliad (1715-1720) as well as the Latin translation of The Rape of the Lock 
(1712, 1714), see: Pat Rogers, Pope and the Destiny of the Stuarts: History, Politics, and Mythology in the Age of 
Queen Anne, p.65. Furthermore, in investigating Memoirs, which was written principally Dr. Arbuthnot and Pope 
and published by the latter, it is difficult to quantify the influence of each respective member. Thus, this paper 
considers Pope and Swift as part of a larger Scriblerian moment. 
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Scriblerians did not sequester themselves from their contemporaries (or the popular politics, 

ideas, and events of their age), whilst also drawing upon a canon of works left by their 

intellectual predecessors.14 Thus, this paper encompasses a vast array of works produced in the 

tradition of satire, by figures who variably contributed to the process of Animal Ascension, the 

latter notably being catalyzed by both literary and visual sources.15  

 

There are a number of reasons for not distinguishing greatly between the traditions of literary 

and graphic satire. Firstly, it is only together that these genres begin to adequately demonstrate 

the popularity and prevalence of human-animal associations in eighteenth century England, as 

works of visual satire helped democratize and popularize these associations to a larger public. As 

David Francis Taylor has noted, the literariness within early modern caricature invoked “age-old 

notion of pictures as the books of the poor and illiterate.”16 Additionally, authors and artists 

would themselves incorporate each other’s designs, be inspired by interdisciplinary 

interpretations and translations, and in many cases work alongside one another, as often 

demonstrated in illustrated editions of novels, romances, and histories.17 

                                                
 
14 Chapters 4 and 5 will also draw upon numerous early modern thinkers whose formulations laid a groundwork for 
dominant attitudes towards animals, including René Descartes and Michel de Montaigne. 
15 Satire was also never confined to England, and deference should be granted to the interconnectivity and 
transculturation present in its development. Some of the cultural exchanges within the ‘Animal Vocabulary’ that 
provided a foundation for eighteenth-century satire will be considered in Chapter 2.  
16 David Francis Taylor, The Politics of Parody: A Literary History of Caricature, 1760-1830 (New Haven: Yale 
University Press, 2018), 3. Taylor quotes an editor of James Gillray’s works from 1818, who lauded the artist’s 
portfolio as “a universal language,” and “a book that is read at a glance.” It is also important to keep in mind the 
rapid urbanization England witnessed during this time, which was compounded by a rapidly expanding publishing 
capacity. In turn, there occurred a bourgeoning of new spaces for the readership, dissemination and discussion of 
knowledge and affairs. This notably included the English coffeehouses (and chocolate-houses), where male patrons 
would engage in dialogue. For instance, a young Alexander Pope would sit with John Dryden, the first Poet Laureate 
of England, at Will’s Coffeehouse, see: Terry Lindvall, God Mocks: A History of Religious Satire from the Hebrew 
Prophets to Stephen Colbert (New York: New York University Press, 2015), 109. 
17 Translated editions of Aesop complete with innovative drawings will be considered in Chapter 2; Swift’s 
Gulliver’s Travels (1726) was illustrated in wonderful studies by the animal painter Sawrey Gilpin, see Chapter 5.   
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1.1. Classical Models & Augustan Satire 

 

The animal satire employed by the Scriblerians and their contemporaries was far from being 

novel. Rather it was the prevalence and inventiveness of this current within their works that 

made it a defining character of their age. As Geoffroy Atkinson noted in The Sentimental 

Revolution: French Writers 1690-1740 (1966), “what is important in the history of ideas is 

always their expression and frequency of expression by different authors, for the date of onset of 

ideas is impossible to find.”18 As such, eighteenth century satire drew heavily upon an existing 

plethora of human-animal associations. Before turning to these in detail, in Chapter 2, it is worth 

touching upon the lineage of satire itself.  

 

Many scholars have labelled some of the styles of the long eighteenth century as ‘Augustan,’ 

‘Neoclassical,’ or – for specifically the period from 1714 to roughly 1830 – ‘Georgian.’ The first 

two designations suggest the resurgent interested in the forms and ideas of Classical Antiquity – 

Augustan generally refers to literature, while Neoclassical is most often used in describing visual 

art. The relevance of the Greco-Roman thinkers to the Scriblerians has been well-explored, but 

should not be understated.19 Specifically within the realm of satire, the traditions of Horace and 

                                                
 
18 Norman S. Fiering, “Irresistible Compassion: An Aspect of Eighteenth-Century Sympathy and Humanitarianism,” 
Journal of the History of Ideas 37, no.2 (1976), 196. 
19There has been extensive secondary literature published on the influence of various classical texts upon the early 
modern authors and artists of England. In the period predating the Scriblerians, literary titans such as Dryden would 
already produce works “brimming with numerous classical allusions” in efforts to emulate and embody the ‘golden 
age’ of Rome. See: Lindvall, p.111. William C. Dowling considers the classical allusions of Augustan England, 
from the time of Dryden onwards. He notes that some scholars found “the meaning of the analogy between 
Restoration England and the Rome of Virgil and Horace and Livy lay in the shared experience of a return to sanity 
after civil war.” While also stressing that the “importance of the Roman analogy to a poetics of the verse epistle is 
that it assigns to poetry a specific moral agency within a fallen social reality,” and that it was upon this model that 
Augustan poetry attempted its “moral regeneration of English society.” See: William C. Dowling, The Epistolary 
Moment: The Poetics of the Eighteenth-Century Verse Epistle (Princeton: Princeton University Press, 1991), 53-54. 
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Juvenal held immense sway. Christopher Vilmar considers their respective legacies in echoing 

Samuel Johnson’s eighteenth-century critique of satire, writing of two ideas “that had been 

repeated so often in English criticism that they became synonymous with satire itself: Juvenalian 

satire was biting and indignant in its assault on wickedness, Horation smiling and detached in its 

ridicule of folly,” while “propriety demanded that both modes articulate corrective moral 

generalities.”20 This final remark hints at how both traditions encouraged didactic commentary, 

and by consequence processes of self-betterment and social regulation (which in turn would 

make them appropriate vehicles for deliberating upon both animals and civility). As Kenneth J. 

Reckford succinctly notes in discussing Pope’s Moral Essays and Imitations of Horace, the latter 

“recreates what he regards as Horace’s civilized and civilizing satire, polished in style, polite and 

ironic in manner, philosophical in thought, honest and independent in spirit: a much-needed foil 

to the clumsy litterateurs and dishonest courtiers and politicians of Pope’s own time, much as 

Maecenas and Augustus become foils to Walpole and King George II.”21 Similarly, in his 

preface to a translation of the Roman poet and satirist Juvenal, William Gifford – a successor to 

the Scriblerians – would ponder the “legitimate office of Satire,” and descry that it was “to hold 

up the vicious, as objects of reprobation and scorn, for the example of others, who may be 

deterred by their sufferings.”22 Thus, the Augustan satirists formulated their tactics and intentions 

in direct relation to these classic works, both recalling the formal literary genre of Roman Satura, 

                                                
 
20 Christopher Vilmar, “Johnson's Criticism of Satire and the Problem of the Scriblerians,” The Cambridge 
Quarterly 38, no. 1 (2009), 1-2. 
21 Kenneth J Reckford, “Horace through Johnson (II): The Prodigal Heir ‘A Short Song of Congratulations’: Horace, 
Johnson, and Satire,” Arion: A Journal of Humanities and the Classics 19, no. 1 (2011), 67. 
22 W. B. Carnochan, “Satire, Sublimity, and Sentiment: Theory and Practice in Post-Augustan Satire,” PMLA 85, no. 
2 (1970), 260. 
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as well as revitalizing the contemporary interest in the classical works of Virgil, Homer, Ovid, 

and numerous others.23  

 

The didacticism within satire, that would ultimately allow its practitioners to wield it as a 

tool of social regulation, was not welcomed with open arms, and was indeed often actively 

hampered. As a democratizing force that challenged all ranks of society, and one whose design 

and approach often bordered on the crude and obscene, satire was reproached and reprimanded 

during its development and popularization; before the period under study here, attempts had been 

made to censor satirical works, namely by government and monarchy.24 The Bishop’s Ban of 

1599 during the Elizabethan period was one such effort, under the direction of John Whitgift, 

then Archbishop of Canterbury, and Richard Bancroft, Bishop of London.25 Later, under the 

                                                
 
23 Pope is well-remembered for his translations of the Iliad and the Odyssey, and also for his constant allusions to 
Virgil. M. E. Grenander has also demonstrated how even subtle allusions in works such as The Rape of the Lock, 
contained significant connections to Virgil’s Aeneid, see: M. E. Grenander, “Pope, Virgil, and Belinda's Star-
Spangled Lock,” Modern Language Studies 10, no. 1 (1979), 26-31. William Frost has elaborated upon how 
eighteenth-century authors were also partaking in a symbolic dialogue with their more-recent predecessors, i.e. how 
Pope was echoing Dryden’s translation of Virgil, see: William Frost, “Dryden's Virgil,” Comparative Literature 36, 
no. 3 (1984), 193-208.  
24 Satire, in addition to being inherently disruptive, often provides an outlet for the subversion of dominant 
narratives and the humbling of power. This was understood by classical authors, as much as it was by the 
Scriblerians and even satirists of today. Jonathan Gray et al., in speaking of a post-9/11 America, would summarize 
that quality in satire, distinguishing it from the ‘limited’ narrative of the news, and stressing its importance to the 
modern state: “Instead, political comedy, satire, and parody all provide important narrative critiques that enable 
democratic discourse and deliberation. Satire’s lessons often enable people – as an audience, a community, a polity 
– to recognize the naked emperor and, through their laughter, begin to see realities that have been obscured. In that 
regard, satire provides a valuable means through which citizens can analyze and interrogate power and the realm of 
politics rather than remain simple subjects of it.” See: Satire TV: Politics and Comedy in the Post-Network Era 
(New York: New York University Press, 2009), 16-17. 
25 Richard A. McCabe highlights the agency of the Bishop’s themselves, i.e. independent of the government, while 
in problematizing interpretations of the Ban suggests that it was mainly a “clerical attempt to improve public 
morality by stemming the publication of pornography.” McCabe notes that the Ban’s primary target “despite the 
inclusion of one undoubtedly obscene work, Thomas Cutwood’s Caltha Poetarum, was neither eroticism nor 
lewdness but satire itself.” See: Richard A. McCabe, “Elizabethan Satire and the Bishops' Ban of 1599,” The 
Yearbook of English Studies 11 (1981), 189. Meanwhile, during the eighteenth century, the Licensing Act of 1737 
specifically targeted anti-government sentiment in theatre plays. P. J. Crean writes of how “Sir Robert Walpole was 
concerned to shield his ministry from the contemptuous satire of the dramatist,” notably after Henry Fielding 
produced a series of allegorical satires attacking Walpole at the Little Theater in the Haymarket. See: P. J. Crean, 
“The Stage Licensing Act of 1737,” Modern Philology 45, no. 3 (1938), 248-249.    
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reign of Charles II, Carolean satire was pre-emptively hampered by the Licensing Act of 1662, 

which targeted printing presses, created new regulatory positions (i.e. the Royalist propagandist 

Sir Robert L’Estrange was appointed both Surveyor of the Imprimery and Licenser of the Press), 

and restricted printing to London, York, and the universities of Oxford and Cambridge, while 

“all imported books had to be brought into the kingdom through the port of London.”26 The 

lapsing of the act in 1695 (after having first lapsed in 1679 but renewed in 1685) has been 

remarked by Leah Orr as bringing to a close pre-publication censorship and terminating 

restrictions on the printing presses; consequently the period from roughly 1690 to 1730 

witnessed the creation of an increasingly diverse and democratized space.27 Official attempts at 

censorship were less common by the eighteenth century, but the stage had been set for continued 

animosity between ‘radicals’ and their regulators. The flourishing of satire was therefore 

intertwined with the democratizing of public space and political dialogue – i.e. it stipulated 

audience involvement and notably knowledge. Satirical commentary would be essentially 

meaningless if its debasement could only be appreciated by those it ridiculed. As Arthur Bartlett 

Maurice and Frederic Taber Cooper note in considering how caricature (i.e. graphic satire) 

awaited advancements in printing and the dissemination of knowledge, a “successful 

political cartoon presupposes a certain average degree of intelligence in a nation, an awakened 

                                                
 
26 Raymond Astbury, “The Renewal of the Licensing Act in 1693 and Its Lapse in 1695,” The Library s5-XXXIII, 
no. 4 (1978), 296. The full title of the act was: The Act for preventing abuses in printing seditious, treasonable and 
unlicensed books and pamphlets, and for regulating of printing and printing-presses, it was a major attempt at 
censorship that targeted works during prepublication. 
27 Leah Orr, Novel Ventures: Fiction and Print Culture in England, 1690-1730 (Charlottesville: University of 
Virginia Press, 2017). While 1695 surely marked an important change of attitude towards systemic censorship, 
Robert D. Hume has noted that while “the de facto abolition of preemptive censorship in 1695 was of course hailed 
by Thomas Babington Macauay as emancipating English literature from the control of the government,” in reality 
“books could always be prosecuted for sedition or obscenity, and they were.” He also notes, however, that “plenty of 
libelous and indecent material got printed.” See: Robert D. Hume, “‘Satire’ in the Reign of Charles II,” Modern 
Philology 102, no. 3 (2005), 340-341. 
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civic conscience, a sense of responsibility for the nation's welfare. The cleverest cartoonist would 

waste his time appealing to a nation of feudal vassals; he could not expect to influence a people 

to whom the ballot box was closed.”28 Caricature, and the same can generally be held true for all 

satire, “flourishes best in an atmosphere of democracy,” for “there is an eternal incompatibility 

between its audacious irreverence and the doctrine of the divine right of kings.”29 This 

irreverence, championed by the Scriblerians and their peers, soon became a defining product and 

quality of their age; as M. Dorothy George notes, the English tradition of taking advantage of a 

license to satirize was “one of the ways in which England was unique – it was of course a 

manifestation of Liberty.”30 

 

The essence of satire, regardless of form or function, was disruption. It sought to draw 

attention to the absurd, the debased, or the otherwise-condemnable actions and qualities of its 

victims. If the subject was treated not as a victim but rather a prodigy or hero, their qualities 

would be exaggerated while their enemies would often instead receive the offense. Satire’s 

fundamental didacticism and audience involvement frequently sought to make its subject into an 

emblematic reprobate or the object of group disapproval. Pope would write in Epistle to 

Augustus (First Epistle, Second Book within Imitations of Horace, 1733-38), and in context of 

defending against attacks towards the genre, “Hence Satire rose, that just the medium hit,/ And 

heals with morals what it hurts with Wit.”31 Consequently, as the following satirical works are 

                                                
 
28 Arthur Bartlett Maurice & Frederic Taber Cooper, The History of the Nineteenth Century in Caricature (London: 
Grant Richards, 1904), 1-3. 
29 Ibid. 
30 Mary Dorothy George, Hogarth to Cruikshank: Social Change in Graphic Satire (London: Penguin, 1967), 59. 
31 Alexander Pope, The Poetical Works of Alexander Pope, ed. Adolphus William Ward (London: Macmillan and 
Co, 1911), 312. Thomas E. Maresca writes that “Satire attacks vice only to redeem the vicious; it virtuously 
preserves the golden mean between hypocritical flattery and pernicious libel,” see: Thomas E. Maresca, “Pope's 
Defense of Satire: The First Satire of the Second Book of Horace, Imitated,” ELH 31, no. 4 (1964), 367.  
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explored, the human-animal associations within them will be considered for their ability to 

instruct, moralize, and civilize.
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Chapter 2  

The Animal Vocabulary 

While classical satire provided a grammar for the early modern authors and artists, 

numerous other genres and traditions fostered a rich Animal Vocabulary. This vocabulary was 

composed of human-animal associations that had progressively evolved in the Western canon, 

namely from classical antiquity to the early modern period. While the prodigious variety of these 

associations is immeasurable, certain patterns, forms and styles became discernible in the 

cultural patchwork of both Europe and England. The eighteenth-century satirists continued to 

develop the Animal Vocabulary in novel ways, in direct relation to the contemporary issues of 

their time, whilst also consistently returning to the latter’s classical origins as they scrutinized 

their society through the lens of Augustan humanism.1 This chapter shall outline some of the 

traditions within the Animal Vocabulary that laid a foundation, and provided a continual source 

of inspiration, for the Scriblerians and their peers; specifically of interest to this paper are 

examples of animals informing humanity.  

 

 

 

 

                                                
 
1 Louis Kampf, in investigating the origins of literary history in eighteenth-century England, alluded to these 
intertwined currents by recalling a pertinent quote from Marx: “the tradition of all the dead generations weighs like a 
nightmare on the brain of the living. And just when they seem engaged in revolutionizing themselves and things, in 
creating something that has never yet existed, precisely in such periods of revolutionary crisis they anxiously 
conjure up the spirits of the past to their service and borrow from them names, battle cries and costumes in order to 
present the new scene of world history in this borrowed language.” See: Louis Kampf, “The Humanist Tradition in 
Eighteenth-Century England. And Today,” New Literary History 3, no. 1 (1971), 157-158. 
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 2.1. Learning from Beasts: Anthropomorphism & Animal Allegory 

 

In 1704, a decade before the founding of the Scriblerus Club, Jonathan Swift published 

his satire A Tale of a Tub, to which was adjoined the shorter satire The Battle of the Books. The 

humorous scene, which details a personified skirmish of ‘ancient’ vs. ‘modern’ books in St. 

James Library, is complete with some prominent animal spectators – namely a spider and a bee.2 

“Upon the highest corner of a large window,” writes Swift, dwelt a wealthy spider, fortified in 

his mansion, having long lived in peace. As he is disturbed by the fracas, he ventures out and 

begins conversing with the bee. Their conversation generally echoes the events taking place 

below, offering commentary tinged with species-specific allusions, i.e. the spider references his 

web-building, shouting at the bee “Do you think I have nothing else to do but to mend and repair 

after you?”3 The bee retorts, citing its peaceful pollination in contrast to the ‘poison’ within the 

spider’s chest. The ensuing scene involves numerous anthropomorphized characters, while also 

employing animal allusions within its moral allegories, thus recalling many of the timeworn 

tenets and uses of animal-association.  

 

The kinship between anthropomorphism and animal allegory is one of the oldest and 

most consistent manifestations of animals informing humanity. Perhaps its most prominent 

incarnation was the perpetually popular tradition of fables. Animals have been integral to fables 

for millennia, across a huge number of cultures, and have been studied and catalogued 

                                                
 
2 Swift through his association with William Temple at the time of publication, was writing in context of an ongoing 
debate, i.e. the ‘quarrel of the Ancients and the Moderns.’  
3 Jonathan Swift, The Works of the Rev. Jonathan Swift, D. D., Arranged by Thomas Sheridan, A M, ed. John 
Nichols (London: Nichols and Son, 1801), 222.  
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thoroughly.4 Morton W. Bloomfield and Charles W. Dunn have considered the prevalence of 

‘animal narratives’ and stories that inevitably reflect “the close connection between animal and 

human life,” noting that within these ‘narratives’ there can be identified a more narrow definition 

of fables, referring to “those relatively short tales told for the most part about animals who are 

given human characteristics and which are specific about the lesson they inculcate”, which “are 

rarer but are found in various cultures.”5 It would consequently be misleading to treat the subject 

of fables with the bias of Eurocentrism or by confining its geography in ignorance of the 

transcultural nature of oral traditions and folklore. Matthew Reilly has admirably sought to 

remind modern readers of the ‘Scriblerian mode of Orientalist imitation’ present in the works of 

Pope and others.6 Reilly notes Pope’s borrowing from “an emergent field of Orientalist 

translation,” and “the bildungsroman Hayy Ibn Yaqzān (Alive, son of Awake),” as he proposes 

that he “offered a revelatory burlesque patterned on the Orientalist sources of key images in his 

philosophical and satirical poetry.”7 Pope himself would write to Joseph Spence in 1735: “After 

reading the Persian Tales, (and I had been reading Dryden’s Fables just before them) I had some 

thought of writing a Persian fable; in which I should have given a full loose to description and 

                                                
 
4 Various ‘indexes’ have catalogued fables for scholarly purposes, such as the Perry Index which focuses on Aesop, 
or the ATU (Aarne-Thompson-Uther Index) of folktales.  
5 Morton W. Bloomfield and Charles W Dunn, The Role of the Poet in Early Societies (Cambridge: D. S. Brewer, 
1989), 133-34. 
6 Matthew Reilly, “Byron’s Babel: Scriblerian Orientalism and the Romantic-Era ‘Pope Controversy,’” Modern 
Philology 113, no. 2 (2015). See also: Srinivas Aravamudan, Enlightenment Orientalism: Resisting the Rise of the 
Novel (2011). 
7 Ibid. Reilly further expands upon the presence of orientalism in the works of the Scriblerians generally. He 
remarks upon how this was evidenced through the Memoirs, and that the “Arabic-to-English translator of Hayy Ibn 
Yaqzān was an acquaintance of his [Pope’s] fellow Scriblerians, serving as Robert Harley’s librarian and as Henry 
St. John’s diplomatic translator prior to a 1711 election to Adams Professor of Arabic at Cambridge,” p.231. 
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imagination. It would have been a very wild thing, if I had executed it; but might not have been 

unentertaining.”8  

 

Unfortunately, adequately addressing the transcultural nature of each fable would surpass 

the confines of this paper. Suffice, for the time being, to say that an interculturalist approach 

acknowledges the fluidity and transferability of fables through various cultures, and has been 

well-understood by scholars for some time. This was famously demonstrated by the nineteenth-

century orientalist Max Müller who would elaborate upon intercultural connections in his lecture 

and article, ‘On the Migration of Fables.’9 Firstly he touches upon the European tradition, 

working his way from colloquial English proverbs, i.e. “Count not your chickens before they be 

hatched,” backwards through La Fontaine, Socrates and Aesop.10 He then importantly stresses 

the potential non-European origins of animal narratives in proposing that “Sanskrit literature is 

very rich in fables and stories; no other literature can vie with it in that respect; nay, it is 

extremely likely that fables, in particular animal fables, had their principal source in India.”11 

While the presence of non-European animal stories and fables within the popular English canon 

of literature during the early modern period can be quite easily discerned, quantifying their 

influence upon the English imagination is more difficult. Translations of foreign texts were 

plentiful, and as they grew in number so too did the interest in studying them crystalize into 

formal vocations and fields – the early modern orientalism in England created such posts as the 

                                                
 
8 Reilly, “Byron’s Babel,” 224. He is drawing from an exchange in 1735 between Pope and Joseph Spence, 
originally noted and preserved by the latter in Observations, Anecdotes and Characters of Books and Men (London: 
John Russel Smith, 1858).  
9 The lecture was delivered on June 3, 1870 at the Royal Institution. 
10 Max Müller, “On the Migration of Fables,” The Contemporary Review 14 (1870), 573. 
11 Ibid. 
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Sir Thomas Adam’s Professor of Arabic position at Cambridge (original funding given by Sir 

Thomas Adams, 1st Baronet, 1586-1668).12 Journeys by Europeans, notably missionaries, to 

foreign lands would further compound popular interest. T. C. Fan has noted how the rediscovery 

of China in the sixteenth and seventeenth centuries led to a magnification of interest in that 

culture, which yielded some fascinating by-products such as Chinese fables being the subject of 

controversy during religious debates and criticism of Walpole (including an animal fable 

concerning a rat).13 There remained a prodigious presence of animal allegory within many of 

these stories, such as in Simon Ockley’s English translation of Ibn Tufail’s Hayy ibn Yaqdhan, as 

The Improvement of Human Reason: Exhibited in the Life of Hai Ebn Yokdhan (1708).14 The 

sixteenth century had already seen early translations of the Jataka Tales and the Panchatantra by 

Italians, and once imported to Europe these tales would continue to travel between nations – 

Robin Healey, for instance, notes how Sir Thomas North translated Anton Francesco Doni’s La 

moral filosofia into English in 1552, as The Fables of Bidpai. The former ‘original’ work was, 

Healey notes, an amalgamation of Persian, Arabic, Hebrew, Latin, and Spanish sources, and was 

                                                
 
12 Mordechai Feingold has noted the extensive history of those who held the position through the seventeenth and 
eighteenth centuries in “Learning Arabic in Early Modern England,” in The Teaching and Learning of Arabic in 
Early Modern Europe, ed. Jan Loop et al. (Leiden: Brill, 2017), 47-55. 
13 T. C. Fan, “Chinese Fables and Anti-Walpole Journalism,” The Review of English Studies 25, no. 98 (1949), 144. 
The contemporary interest in China had been significantly propelled by Father J. B. DuHalde’s Description de la 
Chine (1736) that was translated into English in 1738, as well as reports by a growing number of missionaries 
voyaging to that land. There was also a significant interest in Confucianism, i.e. The Morals of Confucius (1691), 
which led to numerous moral essays and allegories from China disseminating into seventeenth and eighteenth-
century English political discourse. Furthermore, standards of civility and refinement promoted in China, notably 
through the examinations and recruitments for government positions, were championed by Englishmen. Edmund 
Leites gives the example of Eustace Budgell who, in Letter to Cleomenes (1731), wrote that merit should be basis 
for every official posting in the Commonwealth and that “this glorious Maxim I most strictly follow’d and observ’d 
in the Largest, the most Populous, and the best Govern’d Empire in all the World: I mean in China,” see: Edmund 
Leites, “Confucianism in Eighteenth-Century England: Natural Morality and Social Reform,” Philosophy East and 
West 28, no. 2 (1978), 148. 
14 The work is a twelfth-century philosophical novel that has much to say regarding the benefit of animal 
observation, and how a study of animal life unearths similarities between species. It culminates in a sort of 
universalist philosophy detailing how all beings belong to a single soul or ‘Animal spirit’. Such theorizations will 
later be seen to be present in the works of Pope and early modern thinkers. Other notable works included Antoine 
Galland’s first (and very popular) European translation of The One Thousand and One Nights (1704, 1717). 
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itself a translation of Giovanni di Capua’s Directorium humanae vitae (1265). Lastly, this 

thirteenth century work in turn was an adaptation of the Indian Panchatantra “by way of a 

Hebrew version of the eleventh century.”15 Thus, the lineages of animal fables should be 

generally understood as a series of revisions within a transcultural labyrinth of exchanges.  

 

None stood more prominently in the tradition of animal fables, as appreciated in early 

modern England, as Aesop.16 Aesop exerted huge influence over popular works in the genres of 

fables and fairy tales, such as the well-known Fables de La Fontaine (1668) and Charles 

Perrault’s Mother Goose (1697).17 These collections, upon translation, shaped the English 

popular imagination immensely – i.e. Perrault was translated by Robert Samber in Histories or 

Tales of Past Times (1729). Additionally, every few generations leading up to the eighteenth 

century, a new edition of Aesop was published, often complete with innovative illustrations that 

brought the anthropomorphized animals to life. William Barret’s edition, The Fables of Aesop 

(1639), was the first illustrated English translation to include woodcuts.18 Subsequently, John 

Ogilby’s gorgeous seventeenth-century editions of Aesop were published in 1651 with 

illustrations by the German artist Francis Cleyn, and again in 1665 with artworks by Wenceslaus 

                                                
 
15 Robin Healey, Italian Literature before 1900 in English Translation: An Annotated Bibliography 1929-2008 
(Toronto: University of Toronto Press, 2011), 833. 
16 David G. Hale notes that Aesop’s fables in Latin “were standard in the grammar-school curriculum, being the 
second book read after the distichs of Cato.” See: David G. Hale, “William Barret's ‘The Fables of Aesop,’” The 
Papers of the Bibliographical Society of America 64, no. 3 (1970), 283. 
17 Almost all nations and languages had their own collection of fables and tales, which shared many traits due to 
constant process of appropriation and adaption. For instance, Ignacy Krasicki, the Polish equivalent of La Fontaine, 
would write his Fables and Parables in 1779, demonstrating the enduring interest in the genre throughout the 
eighteenth century. There are also animal fables that have literary cycles than span numerous European national 
traditions, such as that of Reynard the Fox.  
18 Earlier English prose translations were already popular, though Barret’s Aesop was translated independently. 
William Caxton’s edition had been the standard from approximately 1484 to 1647, appearing in at least fourteen 
editions. See: David G. Hale, “William Barret's ‘The Fables of Aesop,’” 283. 
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Hollar.19 Both Ogilby’s version as well as that of Francis Barlow – the latter’s full title being 

Aesop's Fables, With His Life: In English, French, And Latin. Newly Translated. Illustrated with 

One Hundred and twelve Sculptures (1666) – were tinged by the political leanings of their 

respective authors.20 As Katherine Acheson has noted regarding the politicized and didactic 

undertones of the genre: “The political edge of the fables is particularly pronounced in the late 

seventeenth-century Aesops, which were published within a period of political conflict for an 

audience with an appetite for political analysis, allegory, and opinion.”21 Both Barlow and 

Ogilby, she notes, were politically involved – “Ogilby was a royalist polemicist, and Barlow 

published a set of prints supporting the Whig cause during the Polish Plot and its aftermath.”22 It 

is furthermore noteworthy that both Barlow and Ogilby would employ anthropomorphic animals 

in non-Aesopic artworks during their careers (Figure 1 & Figure 2).  

 

                                                
 
19 There was also a version by Sir Roger L’Estrange. 
20 Barlow will later be considered again for his ‘animal painting’ – having been noted as “the country’s most 
significant wildlife and sporting painter before George Stubbs,” see: Nathan Flis, “The Drawings of Francis Barlow: 
From Apprenticeship to ‘Aesop's Fables,’ 1648—66,” Master Drawings 49, no. 4, 479. Barlow’s Aesop would gain 
further popularity with subsequent editions and plates in 1678, 1679 and 1687. His realistic animal illustrations are 
noted by the Royal Academy as following in a tradition “already established by draughtsmen working in Britain – 
such as Marcus Gheeraerts the elder, Francis Cleyn and Wenceslas Hollar,” and subsequently Barlow would inspire 
a vast collection designs and publications, such as “E. Roger’s Fables (Amsterdam 1704), S. Croxall’s Fables 
(London 1722), Thomas Bewick’s Select Fables (1784) and Aesop’s Fables (1818), K Stockdale’s Aesop (1793), La 
Fontaine’s Recueil de fables (Paris 1799) and the Hundert Fabeln nach Aesop (Berlin 1830),” see: Francis Barlow, 
Æsop's Fables, With His Life: In English, French, And Latin (London: R. Newcomb, 1703), Royal Academy of Arts 
Collection. 
21 Katherine Acheson, “The Picture of Nature: Seventeenth-Century English Aesop's Fables,”Journal of Early 
Modern Cultural Studies 9, no. 2 (2009), 26. 
22 Ibid. 
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Figure 1. Francis Barlow, An ape in military attire, sitting astride a hog, confronts a baboon, 
also in military attire, who sits astride a bear, ca. 1679/1680, engraving. Wellcome Collection. 

 

 

Figure 2. John Ogilby, A battle between frogs and mice (Batrachomyomachia): a kite descends 
and kills the combatants, ca. 1668, etching. Wellcome Collection. 

 
Note: Here Ogilby depicts a scene from the Batrachomyomachia, an animal satire of the Iliad. 

 

The contemplation of human morality in animal narratives has been problematized by 

some recent scholars. Katherine Acheson notes, in drawing from the visual and cultural critiques 

of Martin Kemp and Erica Fudge respectively, that the two different readings produce a variance 

in regard to the ‘animalism’ of the animals depicted. A literary or cultural reading, ‘à-la-Fudge,’ 
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would find that “animal actors function as humans who lack that which constitutes the human: 

they are missing human moral capacity, human reason, and human social and political 

intelligence and experience.”23 Consequently such “allegorical figures have to be read beyond” 

their actions or speech – as the “verbal texts are about almost everything that it was presumed 

that humans are that animals are not.”24 Meanwhile, Kemp, through a visual reading, determines 

that it is much more evident that these illustrations do in fact “represent animals as animals, 

rather than as stand-ins for humans.”25 Problematizing a reading of animal fables in such a 

manner can be effective at determining the extent to which an early modern satirist intended the 

reader to engage with the animality of the characters and scene. For instance, in the Scriblerian 

Dr. Arbuthnot’s The History of John Bull (1712), while the characters are named ‘Bull’ ‘Frog’ 

and so forth (the French King is named Lewis Baboon), their animal designations leave only a 

thin veil of allusion; they do not, for instance, act with the same anthropomorphized tactility as 

Swift’s bee and spider in The Battle of the Books. However, Fudge’s determination also 

simplifies the initial decision to include animals rather than simply employ human subjects, and 

it also does not consider the larger effect of permeating social commentary with non-human 

actors. The analysis of most of the examples considered in this paper will find that the selection 

of animals, and more specifically certain species, was quite intentional, and consciously or not 

contributed to Animal Ascension.  

 

The English tradition of ‘beast fables’ would derive much from the Aesopic and ancient 

traditions. While there were foundational collections of didactic tales concerning human 

                                                
 
23 Ibid, p.27. 
24 Ibid, p.28. 
25 Ibid. 
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morality, such as Geoffrey Chaucer’s Canterbury Tales (1392), there were also distinguished 

stories that recruited animal companions for the human protagonist, namely the Arthurian poem 

or ‘knight’s tale’.26 Within such works animals would accompany, observe, or otherwise inform 

the human character, while the latter strove to be morally virtuous. The animal would thus 

occasionally symbolize certain virtues, such as the lion in Chrétien de Troyes’ Yvain, the Knight 

of the Lion (1180), who befriends the titular knight and acts as a manifestation of chivalric 

honour.27 Another noteworthy example is the late fifteenth-century short romance poem Sir 

Gowther, which draws heavily upon established folk traditions, and describes the sins and 

eventual penance of Gowther – a knight, later duke, and finally saint.28 Gowther is at one 

instance ordered by the Pope to eat only what had first been in the mouth of a dog. His morality 

is thus contingent on his animal companions, and his penance engages animal association to 

simultaneously humble and educate him regarding the chivalric virtues relating to control of the 

self, while warning against the Christian sin of gluttony.29 

 

                                                
 
26 The Canterbury Tales contain numerous beast fables, such as the manifestation of the Reynard the Fox literary 
cycle in The Nun’s Priest’s Tale.  
27 The nobility of the lion is contrasted with the qualities of the Yvain’s antagonist, a giant, who is described as a 
hybridized monstrosity exhibiting “great shaggy ears, just like an elephant’s,” the “eyes of a screech-owl,” the nose 
of a cat, and a “great gash of a mouth like a wolf’s.” See: Howard Needler, “The Animal Fable among Other 
Medieval Literary Genres,” New Literary History 22, no.2 (1991), 424.  
28 Principally that of the tale of Robert the Devil. The latter has been noted as “one of the most popular narratives in 
the Middle Ages,” see: Kari Sajavaara, “The Sixteenth-Century Versions of ‘Robert the Devil,’” Neuphilologische 
Mitteilungen 80, no. 4 (1979), 335. Sajavaara also condenses scholarship that bridges the tale of Robert to that of the 
Prodigal Son and the Golden-haired Youth.  
29 Emily Huber investigates the significance of Gowther’s redemption through his canine companions in great detail, 
considering it in relation to three cultural representations of dogs in the Middle Ages: “the folk type of the demonic 
hellhound, the secular and revered hunting hound of the nobility, and the figure of the holy greyhound,” finding that 
the “dogs of Gowther, and their relationship to Gowther as a dog, illustrate the contingency in medieval cultural 
imagination of human identity upon animal identity.” See: Emily Rebekah Huber, “Redeeming the Dog: Sir 
Gowther,” The Chaucer Review 50, no. 3 (2015), 284-286.  
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Gowther’s redemption hints at the effectiveness of animal tales in the moral instruction of 

humanity, and this merits a brief foray into the tradition of the Christian Parable. Simona Cohen 

has explored how animal allegory, prominently compounded by the use of bestiaries, was used 

by preachers and painters to transmit the teachings of Christianity during the middle ages.30 

Subsequently the pulpit became an extremely effective platform from which to disseminate 

knowledge laced with animal allegory, thus inadvertently reinforcing the impact of fables. It is 

not difficult to find the similarities between Gowther’s act of human debasement and Christian 

parables such as the Prodigal Son, wherein the nominal son awakens to his dereliction as a 

swineherd surrounded by pigs. Such moral devices employing animals would become a staple of 

the growing early modern animal vocabulary. Harding Craig identifies the Prodigal Son, in his 

study of morality plays and Elizabethan drama, as a ‘kindred minor species’ of play, within the 

larger canon of romantic drama.31 Craig additionally finds that “the doctrine of man’s salvation 

is the oldest and most clearly defined of all Christian doctrines, and is the oldest morality 

theme.”32 He notes five general qualities as identifiable symptoms of parables upon English 

morality plays, two of which are noteworthy in regards to animal companions: (ii) The hero is 

not a sole individual but a ‘symbol of humanity as a whole’ and (iii) The hero is often 

accompanied by “certain abstract domestic virtues.”33 Many of the eighteenth century English 

animal satires, especially in the graphic medium of caricature, will be seen to adhere to or exhibit 

                                                
 
30 Simona Cohen, Animals as Disguised Symbols in Renaissance Art (Leiden: Brill, 2008), 226-228. Cohen 
describes how “fictive bestiary creatures (…) were commonly employed as symbols of sin in medieval art, notably 
the hybrids” and how this gradually shifted to more of a realistic focus by the late Middle Ages to portraying the 
animals that “inhabited the village or the surrounding mountains and forests” – i.e. the tradition of depicting the 
Saligia sequence as various sinful attributes sat astride respective animals (i.e. Superbia on a lion, Luxuria on a boar 
or goat, etc.), 22.  
31 Hardin Craig, “Morality Plays and Elizabethan Drama,” Shakespeare Quarterly 1, no. 2 (1950), 71. Craig notes 
numerous plays in this vein, including Acolastus, The Disobedient Child, and The Glass of Government. 
32 Ibid, p.64.  
33 Ibid. 
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these strategies. This also begs an important question in regards to Acheson and Fudge’s remarks 

upon animal fables – would human actors be any more likely to perform in a believably ‘human 

manner’ than the anthropomorphized animals, or is it simply the nature of allegory to have 

physical form follow symbolic function? Meanwhile, Susan Snyder also considers the imagery 

of the Prodigal Son (Figure 3), finding references to the eponymous ‘type’ in Shakespeare’s King 

Lear (1606), wherein Cordelia speaks to her father of his degradation and suffering: “And wast 

thou fain, poor father,/ To hovel thee with swine and rogues forlorn,/ In short and musty 

straw?”34 Snyder explains that “Elizabethan audiences would be reminded of another foolish 

man who came down in the world and was finally reduced to living with swine and sharing their 

food.”35 She further proposes that the rise in usage of the Prodigal Son motif-story in the 

sixteenth century onwards was due in part to its moral appeal to Protestants (“the elevation of the 

repentant Prodigal over his righteous elder brother, suggesting the supremacy of faith over 

works”).36  

 

                                                
 
34 William Shakespeare, King Lear (Act IV. Scene vii, l. 32-38), ed. Rene Weis (London: Routledge, 2010), 299-
300. 
35 Susan Snyder, “King Lear and the Prodigal Son,” Shakespeare Quarterly 17, no. 4 (1996), 361. 
36 Ibid. 
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Figure 3. Albrecht Dürer, The Prodigal Son, ca. 1496, engraving. National Gallery of Art. 

2.2. The Animal Within: Hybrids, Monsters & the Supernatural  

 

While companionship and observation in fables had associated two separate sentient 

beings together through an allegorical narrative, the manifestation of the Animal Vocabulary in 

eighteenth-century satire also relied upon a tradition of human-animal associations that did not 

required such didactic elucidation. Instead, in order to remain accessible and quotidian, satire 

(especially caricature) would adopt more explicit stylistic devices and symbols, which would 

even at times even border on crude in their approach. Similar to fables, the traditions of 

therianthropy (i.e. shapeshifting) and theriocephaly (i.e. an anthropomorphic animal-headed 

human or hybrid) spanned numerous cultures and possess an incalculable lineage. In Europe, 

such depictions were often intended to shock audiences, and are frequently found in descriptions 

of pagan cultures, hellscapes, as well as the supernatural. The pagan association is unsurprising 
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given the prevalence of hybridity in, for instance, Egyptian and Hindu religions as well as Greco-

Roman mythology which was abundant in both tales of gods turning into beasts (i.e. Zeus 

transforming into an eagle in the tale of Ganymede), and animal-headed figures (i.e. the 

Minotaur).37 The tradition of medieval hellscapes, alternatively, developed as European 

theologians, artists, and writers began showcasing the physical texture of hell – including its 

sounds, smells, and of course methods of torture. Hybridized demons and monstrous beings often 

adorned these hellish landscapes, and provided counterpoints to the composure and splendor of 

heaven. An example of this dichotomy can be seen in the Flemish artist Maarten de Vos’s 1583 

engraving of fallen angels being subdued by the archangel Michael, wherein the formers visages 

are those of pained animals, including a dog, a bull, and a boar (Figure 4).38 Hybridized animals 

also appeared in many bestiaries, often described as monstrous or unnatural.39 

                                                
 
37 Once again both these traditions appear prominently outside of Europe; notable examples can be found in Hindu 
and Egyptian religions, which would have been familiar to English audiences by the eighteenth century. See: “Those 
powers the critics, who may boast the odds/ O’er Nile, with all its wilderness of gods,” in Swift’s To Mr. Congreve 
(November, 1693), see: Jonathan Swift, The Works of the Rev. Jonathan Swift, D. D., Arranged by Thomas 
Sheridan, A M, Vol. 18, ed. John Nichols (London: Nichols and Son, 1801), 407. 
38 Similarly, many popular scenes depicting demons, such as those showing the Temptation of St. Anthony, would 
portray the demons with animal features. Charles D. Cuttler has considered the influence and appeal of animal-
motifs on the demons and creatures depicted by Jerome (Hieronymus) Bosch in his Temptation of St. Anthony 
(1501), and the various contemporary meanings visual animal metaphors conveyed. See: Charles D. Cuttler, “The 
Lisbon Temptation of St. Anthony by Jerome Bosch,” The Art Bulletin 39, no. 2 (1957), 113-114. Hybridized 
demons, composed of various animal parts, also formed a crucial visual component of such eighteenth century 
works of demonology as Compendium rarissimum totius Artis Magicae sistematisatae per celeberrimos Artis hujus 
Magistros (1775). 
39 While their amateur and exaggerated study issues many falsities, the visual tradition of bestiaries provided a 
wonderful collection of artistic illustrations, often reproduced and used as models by subsequent artists. Leonardo 
Da Vinci kept a bestiary that contained eighty-seven creatures, see: Simona Cohen, 25. Meanwhile Gesner’s 
Historia animalium (1551) was complete with water-colour studies by Hans Weiditz, as well as prints copied from 
Durer’s studio in Nuremberg, including his famous rhinoceros, see: Simona Cohen, 32. Gesner’s oft-reprinted text 
(1604, 1617-20, 1669) would be translated and expanded upon by Edward Topsell in his infamous The History of 
Four-Footed Beasts (London 1607, 1658). Bestiaries also lent a fragile but nonetheless significant authority to the 
pre-conceptions that informed Eurocentric readings of ‘the other’ – this could manifest in depictions of monstrous 
beings in far-off lands, or in the spawn of unholy relations between humans and animals. Alexa Wright’s recent 
scholarship on the subject of monsters provides a condensed reading of Foucault and Georges Canguilhem’s theories 
on the topic. She notes how there arose a significant understanding and visualization of “the monster as the result of 
a transgression of the laws prohibiting bestiality,” and that this connotation – prevalent in the Judeo-Christian 
tradition – employed monstrous human-animal hybrids as warnings against breaches in civil or religious laws, codes 
or norms. Later, the sexual implications of hybridity and human-animal association will be alluded to in discussing 
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Figure 4. R. Sadeler, after M. de Vos, Fallen angels with animalized characteristics tumble from 
heaven under the sword of Michael, ca. 1583, engraving. Wellcome Collection. 

 
 

The ‘supernatural’ manifestations of hybridity would famously associate certain beings, 

such as witches, with animals and animal practices; in turn, these supernatural beings would help 

give shape to the ‘otherness’ that satirists would employ to ridicule their victims.40 In the 

Malleus Maleficarum (i.e. ‘Hammer of Witches,’ 1487), it is noted how witches commit animal 

                                                
 
certain satires, i.e. the caricatures of simians (see Chapter 4). Meanwhile, Wright’s argument concerning the laws 
that elucidated the divergences between humans and animals notes that the very existence of the latter “indicates a 
profound anxiety about the potential contamination of human identity by primitive, animal characteristics,” and is 
particularly relevant to the colonial anxieties hinged upon animality that will be discussed in Chapter 6. See: Alexa 
Wright, “MONSTROUS STRANGERS AT THE EDGE OF THE WORLD: The Monstrous Races,” The Monster 
Theory Reader, ed. Jeffrey Andrew Weinstock (Minneapolis: University of Minnesota Press, 2020), 182-183. 
40 As David Francis Taylor remarks, “The literary texts that were most ripe for political parody were therefore those 
especially conducive to typological reading, those that readily operated as allegories.” Myths, Taylor writes, 
“resonate with and serve to codify the realities of life precisely because their stories and characters are not 
recognizably lifelike, and in this respect it’s to be expected that the texts most parodied by eighteenth-century 
graphic satirists are fantastical, offering a repertoire of characters that caricaturists could easily recast in their 
allegories of the moment: ghosts, witches, monsters, magicians, angels, demons, giants, dwarves, shapeshifters,” 
see: Taylor, The Politics of Parody, 17-18.  
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(as well as human) sacrifice, and are closely associated with such species as snakes.41 The power 

of shapeshifting is also alluded to, being described as the ability of a human to transform into an 

animal, which is noted to be more of a demonic illusion than permanent reality: “that the 

transmutations of men into brute animals, said to be done by the art of devils, are not actual but 

only apparent,” suggesting that a hellish energy contaminates the victim’s sensory perception.42 

The perception of witches in early modern England also included the latter’s animal companions, 

themselves supernatural incarnations of devils. Namely, the figure of the witch’s ‘familiar’ was 

very popular in England and Scotland, and has been noted by Emma Wilby as being “used in the 

period to both denote the witch’s demonic spirit,” but also “in a more general sense, personal 

healing spirits, often defined as fairies.”43 A familiar was very often depicted as either ‘a devil’ 

or ‘the Devil’ in human or animal form (Figure 5).44 These witch-animal associations 

consequently provided a vocabulary for early modern artists and authors, and can be observed in 

sources that depict such occult individuals. For instance, in the Jacobean play The Witch of 

                                                
 
41 Drawing from the writings of St. Augustine, the text reads: “Also the power of witches is more apparent in 
serpents, as it is said, than in other animals, because through the means of a serpent the devil tempted woman.” See: 
Heinrich Kramer and James Sprenger, The Malleus Maleficarum, trans. Montague Summers (New York: Cosimon 
Classics, 2007), 48. The Hammer of Witches provided European audiences with a sort of encyclopedic manual that 
condensed and further pollinated a vast array of folk beliefs and theological insights. It was published in at least 28 
Latin editions between 1486 and 1669, remaining one of the most influential works on the subject for centuries.  
42 Ibid, 62. 
43 Emma Wilby “The Witch's Familiar and the Fairy in Early Modern England and Scotland,” Folklore 11, no. 2 
(2000), 284.  Keith Thomas also notes that “The image of the witch was made up of different elements, some of 
which, like the peculiarly English belief in animal familiars, remain largely unaccounted for.” See: Keith Thomas, 
Religion and the Decline of Magic: Studies in Popular Beliefs in Sixteenth and Seventeenth Century England 
(London: Penguin, 2012), 578.  
44 Emma Wilby, 284-87. Wilby writes that the ‘fairy animal’ to be most commonly found in English and Scottish 
sources was, up until the nineteenth century, the dog. However, it was believed a devil or demonic spirit could 
shapeshift into almost any form. Meanwhile, in the Malleus it is noted that witches may be able to create ‘imperfect 
animals’ themselves: “For Blessed Albertus in his book On Animals, where he examines whether devils, or let us 
even say witches, can really make animals, says that they can, with God’s permission, make imperfect animals,” 
Malleus, see: Kramer and Sprenger, 64. 
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Edmonton (1621), by William Rowley, Thomas Dekker and John Ford, a black devil-dog 

appears and speaks to Elizabeth Sawyer (Sawy):  

 

Dog: Ho! Have I found thee cursing? Now thou art mine own. 

Sawy: Thine? What art thou? 

Dog: He thou has so often importun’d to appear to thee, the Devil.45  

 

 

Figure 5. Anonymous, Witchcraft: a white-faced witch meeting a black-faced witch with a great 
beast, ca. 1720, woodcut. Wellcome Collection. 

 

In addition to witchcraft, supernatural hybridity could be found in numerous folktales 

across England, Ireland and Scotland during the early modern period. This is important to bear in 

mind whilst attempting to historicize the reaction of eighteenth-century readers and viewers of 

satire. A popular Irish example was The Tragedy of the Children of Lir, which Hiroko Ikeda 

notes likely developed its early modern form by the sixteenth century, with numerous 

                                                
 
45 Thomas Dekker et al., The Witch of Edmonton, ed. Peter Corbin and Douglas Sedge (Manchester: Manchester 
University Press, 1999), 56.  
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manuscripts published in the eighteenth and nineteenth centuries.46 The story also notably 

associates hybridity with paganism, as it ends with St. Patrick’s ‘purer faith’ releasing the 

children from their “curse of pagan magic.”47 Paganism did not, however, become extinct in 

England, but rather creolized and enmeshed itself into the cultural fabric. By the eighteenth 

century depictions of hybridized creatures were common, especially in the genres of satire and 

caricature, where they often alluded to various mythologies. William Hogarth, for instance, 

produced a notable assortment of such hybrids (Figure 6), as has been comprehensively noted by 

Piers Beirne, that included “winged angels, centaurs, devils, dragons, elves, fauns, gargoyles, 

Gorgons, griffins, satyrs, sirens, sphinxes, troglodytes, unicorns, and zephyrs.”48 

 

 

Figure 6. William Hogarth, Strolling Actresses Dressing in a Barn, ca. 1738, engraving. The 
Metropolitan Museum of Art. 

                                                
 
46 Hiroko Ikeda, “Beyond the Borders of Ireland: Ní Dhomhnaill, Jenkinson and ‘The Tragedy of the Children of 
Lir,’” Journal of Irish Studies 21 (2006), 49. The tale tells of the four children of King Lir – Fionnuala, Aodh, 
Fiachra and Conn – who are transformed by their spiteful stepmother Aoife into swans, by use of a magic wand. 
Cursed to spend nine hundred years in animal form, Ikeda crucially notes that the children retained the ability to 
“feel, think and speak like human beings,” thus demonstrating their hybridity. 
47 Ibid, 50. 
48 Piers Beirne “Hogarth's Animals,” Journal of Animal Ethics 3, no. 2 (2013), 135. 
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2.3. Physiognomy: Evaluating Animalism  

 

The final tradition within the ‘Animal Vocabulary’ here discussed is physiognomy, whose 

influence upon eighteenth century satirists, particularly those working in the visual tradition, was 

quite enormous. The practitioners of physiognomy attempted to divulge fundamental truths from 

the superficial faciality of their subjects.49 While physiognomy bears a passing aesthetic 

resemblance to theriocephaly, it did not simply seek to fuse distinct species together, nor did it 

suppose any supernatural involvement. The practice rather approached animality as a science, 

with clear methods used to glean and subsequently categorize its animal associations. It thus 

strove to investigate the complex interconnectivities between an individual’s appearance and 

their innermost qualities (or inherent inclinations). The study had been notably formalized in 

sixteenth-century Italy (though its roots stretched back even further), by Giambattista della Porta 

in his monumental De humana physiognomonia libri IIII (1586 – Figure 7).50  

 

                                                
 
49 Studies of ‘faciality’ often discuss physiognomic principles in historicizing artworks. See: Maria H. Loh, 
“Renaissance Faciality” (2009); Ethan Knapp, “Faces in the Crowd: Daciality and Ekphrasis in Late Medieval 
England” in The Art of Vision: Ekphrasis in Medieval Literature and Culture (2015).  
50 Graeme Tytler has touched upon the resurgence of physiognomy in the early modern period. He notes that the 
practice has “a long and illustrious history stretching back to classical antiquity as well as the ancient cultures of 
Egypt, Chaldea, Arabia, and China.” See: “Lavater and the Physiognomische Fragmente,” in Physiognomy in the 
European Novel: Faces and Fortunes (Princeton: Princeton University Press, 1982), 35. 
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Figure 7. Giambattista della Porta, Illustrations from De humana physiognomonia libri IIII, ca. 
1586, engravings. National Library of Medicine. 

 

The pictorial vocabulary of physiognomic design would compound a growing interest in 

showcasing both character and sense perception through faciality.51 In turn, these cosmetic 

evaluations became intertwined in an evolving language of civility that stressed moral and 

standardized presentation and comportment, examinable in depictions of innate sensibilities by 

eighteenth-century satirists (Figure 8 & Figure 9).  

 

                                                
 
51 For example, the increasingly tangible and physical depictions of hell, as previously discussed, subsequently 
required the portrayal of said realities through the sense perception of the figure. One of the foremost eighteenth 
century physiognomists, Johann Caspar Lavater, would produce such drawings, see: Four Faces of the Damned in 
Dante’s Hell (1791), Wellcome Collection.  
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Figure 8. Daniel Chodowiecki, Two men exhibiting postures which express their character: on 
the left a man of 'brutal sensibility', on the right, a miser, ca. 1789, drawing. Wellcome 

Collection. 
 

 

Figure 9. Thomas Holloway, Four Physiognomic Profiles, Clockwise from Top Left: A Timid 
Man, a Man of Good Taste, a Prudent Observer, and a Sensualist, ca. 1789, drawing. Wellcome 

Collection. 
 

Note: Chodowiecki was a German painter and engraver who was for a time head of the Berlin Academy of Art. 
Thomas Holloway was an English painter and engraver who later became a court engraver. They both were 

affiliated with Johann Caspar Lavater, particularly during the production of the latter’s Essays on Physiognomy 
(translated by Henry Hunter, 1789-98). 

 
The study of physiognomy had become quite popular during the early modern period, 

with practitioners such as the French artist Charles Le Brun giving lectures on comparative 

anatomy at the Royal Academy of Painting and Sculpture in Paris, in March of 1671. Le Brun 
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was a major influence upon subsequent students of the practice, and provided at least 250 

illustrations, accompanied by his own theorizations (notably relating to his study of facial 

‘geometry’). Le Brun focused in particular upon “The relation between the human physiognomy 

and that of the brute creation” and the human-animal associations present in his illustrations 

surpass even the traditional hallmarks of hybridity – they do not consider the human becoming 

the animal (i.e. by pagan magic or supernatural punishment), but instead the human as animal 

(Figure 10).  

 

         

Figure 10. Charles Le Brun, The relation between the human physiognomy and that of the brute 
creation, ca. 1671, drawings. Wellcome Collection. 

 

In eighteenth-century England, physiognomy was a well-established, if already slightly 

antiquated, practice. It had staunch critics, such as the German physicist Georg Christoph 

Lichtenberg, who was active in England and often satirized the practice. Those interested in 

pathognomy, the study of passions, would also find that an individual’s character was much more 
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fluid, relative to setting, and not eternally definitive. Adriana Bontea writes that despite the 

abundancy of publications, “physiognomy never entered the classical philosophical tradition,” as 

did other ‘theories of passions’ and rather remained of interest mainly to certain physicians and 

painters.52 Roy Porter also listed it as a ‘Marginalized Practice’53 in the Cambridge History of 

Science: Vol. 4, Eighteenth-Century Science (2003), but notes that it nonetheless retained an 

active readership due mainly to its resurgence through the works of Johann Caspar Lavater 

(Figure 11).54 Lavater’s major physiognomic works and translations were intended to discern 

“the character of humankind from the countenance and from its correct graphic representation.”55 

This principle and aesthetic of physiognomy would furthermore interest and inspire a much 

larger English tradition: caricature.  

 

                                                
 
52 Adriana Bontea, “Montaigne's ‘On Physiognomy,’” Renaissance Studies 22, no. 1 (2008), 41. 
53 The other practices include: animal magnetism, astrology, alchemy, and Hutchinsonianism. 
54 Roy Porter, The Cambridge History of Science: Volume 4, Eighteenth-Century Science (Cambridge: Cambridge 
University Press, 2017), 495-96. Lavater is noteworthy for a few reasons, i.e. he fuses theology with physiognomic 
strategies in order to better mankind, thus highlighting the didacticism present in the practice. Porter writes that 
through “formulating precise rules for studying bodies and faces” Lavater sought to allow for “instinctive 
perceptions of moral and intellectual attributes.”  
55 Joan K. Stemmler, “The Physiognomical Portraits of Johann Caspar Lavater,” The Art Bulletin 75, no. 1 (1993), 
151. Lavater would also expand physiognomic principles to include strategies such as “shadow-analysis,” see: 
Victor I. Stoichita, “Johann Caspar Lavater's ‘Essays on Physiognomy’ and the Hermeneutics of Shadow,” RES: 
Anthropology and Aesthetics, no. 31 (1997), 131-133. His popularity in England should not be underappreciated; 
when he died in 1801 The Scots Magazine would note that he had been “for many years, one of the most famous 
men in Europe,” see: John Graham, “Lavater's Physiognomy in England,” Journal of the History of Ideas 22, no. 4 
(1961), 561. His works would continue to be translated in the later part of the eighteenth century, with one 
translation by Henry Hunter even containing engravings by William Blake, see: Sibylle Erle, Blake, Lavater, and 
Physiognomy (Oxfordshire: Routledge, 2017). 
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Figure 11. Johann Caspar Lavater, Twelve stages in the sequence from the head of a frog to the 
head of a primitive man, ca.1797, coloured etching. Wellcome Collection. 

 

Physiognomy was popular and exceptional enough to be considered by the network of 

authors, artists, and commentators to which the Scriblerians were often attached. Joseph Addison 

and Richard Steele’s iconic publication The Spectator (1711-1712), which channeled throughout 

its volumes many of the topics of interest to eighteenth-century satirists, considered at length the 

subject of physiognomy – such as in Spectator, No. 86 (Friday, June 8, 1711) edited by Addison. 

At their core, Addison’s remarks consider the issue with surmising a person’s character through 

their outward appearance. He writes of having read some ‘ingenious’ authors consider how “Man 

hath in the Mould of his Face a remote Likeness to that of an Ox, a Sheep, a Lion, an Hog, or any 

other Creature,” and that the resemblance signifies the individual “is subject to those Passions 

which are predominant in the Creature that appears in his Countenance.”56 However, he not 

                                                
 
56 Joseph Addison and Richard Steele, The Spectator, in Three Volumes: Volume 1, ed. Henry Morley (1891). 
Addison provides many insightful questions in considering the topic at length, all of which unfortunately cannot be 
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subscribe to this belief himself, instead pronouncing that the conclusions of physiognomy are 

undermined by those who “apply themselves entirely to the cultivating of their Minds,” and 

subsequently decide upon their own defining characteristics. He writes, “I have seen many an 

amiable Piece of Deformity; and have observed a certain Cheerfulness in as bad a System of 

Features as ever was clapped together, which hath appeared more lovely than all the blooming 

Charms of an insolent Beauty,” and furthermore finds virtue all the more praiseworthy when 

“lodged in a Body that seems to have been prepared for the Reception of Vice.” Notably, even in 

rebuking physiognomic principles, Addison was not shy to admit to the classification of body 

types and beauty standards. Among the eighteenth-century satirists, who would readily draw 

upon an individual’s appearance in ridiculing or caricaturing them, placing such stress upon 

appearance formed a conundrum. Often the satirist, as perennial comedian, would find it 

impossible not to aim for the low-hanging fruit of superficial mockery, but simultaneously 

valued wit and intelligence over the frivolous and the fancy. Thus, in 1778, when Sir Joshua 

Reynolds presented the English wit Topham Beauclerk with a painting of Samuel Johnson, his 

close friend, Beauclerk had inscribed on the painting’s frame the following lines borrowed from 

Horace (Satire I.3): “he could be laughed at for the countrified way his toga hangs and the way 

his loose shoe barely stays on his foot – but he’s a good man, you couldn’t find a better; - but 

he’s your friend; - but a vast intellect lurks within this ill-kept body.”57 

 

                                                
 
addressed here. One such example is his inquiry regarding the influence of belief in one’s own physiognomic animal 
association upon an individual’s comportment. He takes the example of the Prince of Conde (Histoire du Louis de 
Bourbon II du Nom Prince de Condé, English translation by Nahum Tate in 1693) who is informed that his faciality 
was that of an eagle.  
57 Kenneth J. Reckford, “Horace through Johnson,” 65. 
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The contribution of physiognomy’s pictorial vocabulary to the tradition of English satire 

and specifically caricature was enormous. While the inspiration of the Dutch tradition on English 

caricature has been previously demonstrated, (i.e. its migration in the late-seventeenth century, 

and popularization through the Dutch caricatures of the Glorious Revolution), this paper finds 

that the human-animal associations present in the genre arguably drew more upon the Italian 

tradition of caricatura.58 Artists such as Thomas Rowlandson would mimic the comparative 

anatomy of della Porta (Figure 12), while also reproducing themes prominent in Italy, such as the 

works of Pier Leone Ghezzi (Figure 13).59 Whilst physiognomic design is most easily discernible 

in visual satire, its preoccupation with the inherent character of an individual evidenced in their 

outward appearance also provided a pillar for satire more generally. Taylor Corse, in considering 

how ‘tempers’ and ‘Stoic virtues’ were present in the writings and preoccupations of the 

Scriblerians (i.e. Pope and Swift), has provided an investigation into seventeenth and eighteenth-

century conceptions of countenance, and the influence of Cicero (a believer in physiognomy) and 

the Stoic tradition on English writers; he, for instance, finds a bridge between Cicero’s 

                                                
 
58 W. A. Coupe condenses the development of caricature in England as follows: “The printed picture as a didactic or 
polemical vehicle is almost as old as printing itself, and the English fathers of what we know as political caricature, 
from Townshend to Gillray, simply fused two distinct historical traditions, pouring, as it were, the new wine of 
Italian portrait caricature into the old bottle of the emblematic or symbolical print. The latter had had currency in 
Western Europe since the German Reformation and had recently been re-invigorated in England as a result of the 
Anglo-Dutch alliance, the Dutch in the late seventeenth century having cultivated the tradition in the course of their 
quarrels with France.” See: W. A. Coupe, “Observations on a Theory of Political Caricature,” Comparative Studies 
in Society and History 11, no. 1 (1969), 85.  
59 Dale R. Roylance notes, in an introduction to John C. Riely’s The Age of Horace Walpole in Caricature: an 
Exhibition of Satirical Prints and Drawings from the Collection of W.S. Lewis (New Haven: Yale University Press 
1973), the influences of both Dutch and Italian traditions upon caricature in England at this time. He writes, 
“Seventeenth-century Dutch satirical broadsides – themselves evolved from ‘emblem’ prints – had been brought 
over at the time of William III. These complex satires contributed the idea of a single-sheet combination of word 
and image,” meanwhile in Italy the tradition of caricatura, pioneered by Annibale Carracci, “transformed the 
portrait likeness of an individual by exaggerating isolated features and stressing deformity rather than carefully 
reproducing outward appearances.” Roylance further remarks the influence of Ghezzi in particular, the latter’s 
portfolio of ‘incisive designs’ having reached England through engravings of Arthur Pond who published them in 
London between 1736 and 1747; Ghezzi is remarked as bearing a significant inspiration on Sir Joshua Reynolds, 
Rowlandson, and Thomas Patch (who resided in Italy). Furthermore, Rowlandson would, as did many others, draw 
inspiration from Leonardo’s bestiaries and grotesques. 
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discussion of Socrates’ demeanour, and Pope’s observation to Bolingbroke that “You never 

change one muscle of your face.”60 Corse goes on to describe in detail numerous occasions upon 

which Scriblerian authors attempted to suggest a “correspondence between external and internal 

traits,” thus confirming the relevancy of physiognomic principles to satire (though the use of the 

latter should not be assumed to necessarily imply a total belief in the science of physiognomy).  

 

Each of the traditions within the Animal Vocabulary, here considered, associated humans 

with animals in the pursuit of their respective goals. Fables and parables hoped to moralize their 

audience by abstracting virtues and vices through non-humans; meanwhile, tales of hybrids and 

supernatural beings also strove to educate, though their didacticism often relied upon shock and 

wonderment, or concerned more esoteric beliefs; finally, physiognomy, in the vein of other 

pseudo-sciences, attempted to quantify animalism through standardized observation and study. 

All of these traditions would contribute to the styles and subjects of eighteenth-century satire. 

Some would allow authors and artists to reinforce their referential prose and quick-study 

drawings with easily discernible and widely understood depictions; others would more 

fundamentally inspire the manner in which those satirists channelled their beliefs and politics 

through animal characters.  

 

 

 

 

                                                
 
60 Referring to Bolingbroke’s (a friend to Pope) “apparent insensibility and insensitivity,” see: Taylor Corse, 
“Heaven’s ‘Last Best Work’: Pope’s ‘Epistle to a Lady,’” Studies in English Literature, 1500-1900 27, no. 3 (1987), 
421. 
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Figure 12. Thomas Rowlandson, Man’s head and sheep’s head, late eighteenth or early-
nineteenth century, Drawing. Princeton University Art Museum. 

 

 

Figure 13. Pier Leone Ghezzi, Caricature of Dr. James Hay as a bear leader, ca. 1689-1755, 
Drawing. The British Museum. 

 
Note: Both Rowlandson and Gehzzi, for instance, would caricature the ‘bear-leaders’ of early modern Europe. These 
were chaperones to young gentility during their tours of the continent. Ghezzi’s work notably depicts the adolescent 

charge as a young bear.
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Chapter 3  

A Society of Brutes 

 

“It remains to be shown how people, in the course of the civilizing process, have sought to 

suppress in themselves everything that they feel to be of an animalic character” 

Norbert Elias, The Civilizing Process (1939)1 

 

It shall be explored, in Chapter 4, how the Scriblerians and their contemporaries formed 

immensely strong bonds with animals, elevating the latter to new heights. Before turning to that 

phenomenon, it is important to stress the mirror process within Animal Ascension: human 

debasement. Investigating the latter helps demonstrate how animals were vehicles for the 

dissemination of didactic commentary within satire, and thus tools of social regulation. Human 

debasement begs the questions: why are people, conceivably created in God’s own image, 

appropriate subjects of such vile reprobation? Is man, as deemed by Swift, driven solely by a 

“brute impulse” and thus worthy of being ridiculed for differentiating himself from brute 

creation?2 It will thus be investigated how both human and animal behaviour could be subject to 

praise or criticism, derived chiefly from conceptions of civility and sociability. Though 

commentators were generally sensible and mindful of the relative faculties of each species, all 

species could nonetheless be judged, to an extent, upon their operation within, and use towards, 

human society. This would manifest in a preference for certain animal species over others, based 

                                                
 
1 Norbert Elias, The Civilizing Process (Oxford: Blackwell Publishing, 1939), 102. 
2 Christopher Vilmar discusses how Swift’s view was criticized by Johnson, “Johnson's Criticism of Satire and the 
Problem of the Scriblerians,” The Cambridge Quarterly 38, no. 1 (2009), 20. 
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in part upon such qualities as domesticity, grace, and organization; while, for humans, it could 

result in being vilified or otherwise depreciated to the rank of, or in fact below, animals. This 

chapter will thus consider how animals were central to articulating this human debasement, how 

the latter engaged the juxtaposition of civility and brutishness, and also how human cruelty 

towards animals was used in identifying brutishness. 

 

Firstly, it is important to establish the contemporary stress placed upon civility, and to 

demonstrate that its rather nebulous definition was one of the frail pillars supporting both the 

singularity of humankind (in relation to the rest of the natural world) and the supremacy of 

certain humans over others. Civilized society was, particularly within satirical commentary, often 

defined by its antitheses: brutishness, barbarity or wildness.3 This led to the development of 

standards and hierarchies of civility being crafted in contrast to an ever-present ‘other,’ unto 

which this lesser state was often affixed. 4 In describing the evolution of the concept of civilité, 

Nobert Elias found that in hurling such indignities, Western civilization crafted its identity.5 He 

                                                
 
3 Elias notes extensively throughout the book the ‘barbaric’ tendencies in contrast to civility, (i.e. p.ix). Keith 
Thomas, meanwhile, writes that “For the translators of the King James Bible, ‘civility’ distinguished humans from 
‘brute beasts led by sensuality,’” see: In Pursuit of Civility (Lebanon, NH: Brandeis University Press, 2018), 12; by 
the Elizabethan period, historians and scholars would associated both a state of ‘wild freedom’ and foreign peoples 
with the brutish and the savage, p.164. Thus, brutishness and barbarity could apply to animals, humans, groups (i.e. 
nations and races), as well as a prior states or stages of humanity. For an eighteenth-century example of the latter, 
see Sketches of the History of Man (1774) by Henry Home, Lord Kames. 
4 While there had been countless manuals and practices that had attempt to distill and define civilité, the concept 
remained indeterminate an prone to revision. As he considers Erasmus of Rotterdam’s De civilitate morum pueilium 
(On civility in ‘boys’ or ‘children’), published in 1530, and the vast number of translations and inspired works that 
followed, Elias demonstrates the ever-changing definition of civilité – noting how some of what Erasmus and others 
preached would itself later be considered ‘barbaric’ or ‘uncivilized,’ see: The Civilizing Process, 48-49. 
Furthermore, as Thomas notes, by the early modern period in England ‘civility’ was used both specifically to do 
with “polite behaviour and tactful accommodation to the feelings of others” (i.e. generally what Elias is interested 
in), but also in a significantly more fundamental sense to delineate the stages of human civilization see: In Pursuit of 
Civility, 86. Thomas remarks that when commentators spoke of Indigenous peoples or the Irish: “They had in mind a 
much larger process: emancipation from a state of barbarism and a transition to a ‘civilized’ way of life.” 
5 Defining humanity through contrast was a tried-and-true tactic that had been practiced in European philosophy and 
theology for centuries. In the visual arts, representations of the monstrous ‘other’ had served this purpose, often 
compounded with animal features. Bojana Kunst remarks upon the latter: “The monstrous was a kind of a public 
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begins his chronological study in the Middle Ages wherein, “The decisive antithesis expressing 

the self-image of the West […] was that between Christianity and paganism or, more exactly, 

between devout, Roman-Latin Christianity, on the one hand, and paganism and heresy, including 

Greeks and Eastern Christianity, on the other.” 6 As both animals, as brute creation, and 

humankind, as ‘wild’ or simply different, could be assigned a quality of ‘otherness,’ the 

eighteenth-century satirists would find associations between the two, taking aim at all types of 

individuals and all ranks of society (Figure 14). 

                                                
 
thing in the Baroque era, because revealing the monstrosity endemic to the field of the in-between (between man and 
animal, natural and artificial, man and woman, etc.) enabled early modern procedures of establishing humanness.” 
Kunst draws upon Giorgio Agamben’s The Open: Man and Animal (2003), which posits that “the privileged 
position of the human has always been strategically produced and ensured by the ‘anthropological machine’ of 
Western thought,” and thus ‘Homo sapiens’ as a classification is not so much an objectively defined species but 
rather an amalgam of logical presumptions that reinforce human uniqueness. Consequently, Kunst notes that the 
“monstrous can therefore be understood to be a consequence of a political/ontological apparatus of separation which 
may disclose to us the difference between human and non-human,” see: Bojana Kunst, “Restaging the Monstrous,” 
Anatomy Live: Performance and the Operating Theatre, ed. Maaike Bleeker (Amsterdam: Amsterdam University 
Press, 2008), 213-215.  
6 Elias, The Civilizing Process, 47. Elias has some fascinating if slightly tangential information on the relation of 
animals to the concept of civility. He notes how animals could through negative connotation instruct human 
behaviour, as when in a thirteenth-century manual it is noted, “I find it very bad manners whenever I see someone 
with food in his mouth and drinking at the same time, like an animal,” 74. Meanwhile, the transition from carving 
large meat carcasses at the table among upper class society to increasingly removing the action from view, was a 
major evolution from the Middle Ages to the Early Modern Period, 101-102. This relates to a larger trend wherein 
the “reminders that the meat dish has something to do with the killing of an animal are avoided to the utmost,” and 
violence is removed from the scenes of social life.   
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Figure 14. Charles Williams, John Glaisyer a Quaker anointing a dog with burning vitriol oil; 
implying a satirical attack on the Quaker movement, ca.1806, Coloured etching. Wellcome 

Collection.7 
 

 

3.1. Gotta Serve Somebody: Satirical Humbling & Individual Attacks  

 

“I am his Highness’s Dog at Kew; Pray tell me, Sir, whose Dog are you?”8 

 

Alexander Pope would engrave the above epigrammatic poem on the collar of a puppy he 

gifted to then heir-apparent to the throne – Frederick, Prince of Wales – in 1736. The intention of 

the poem was easily discernable, and was intended to humble anyone who read it. W. K. Thomas 

                                                
 
7 Note: In this example John Glaisyer and the Quaker movement are satirized as religious ‘others’ by use of animal 
association. The lettering below reads ‘The Last Stage of Cruelty’ – likely a reference to Hogarth’s The Four Stages 
of Cruelty (1751), which sought to moralize using animal associations. The speech balloons employ the adjectives 
‘poor’ to refer to the dog, and ‘cruel’ in labelling Galisyer. 
8 Alexander Pope, The Poetical Works of Alexander Pope, ed. Adolphus William Ward, 487. 
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has provided an amusing visualization of its usage as he imagines “a human courtier, bloated 

with his own importance, approaching Kew House,” then, after being greeted by a massive Great 

Dane and reading its collar, “at once his importance shrivels: his dependence on someone else 

has been recognized.”9 Employing an animal as a sort of ambassador to his own animal satire, to 

whom no comprehensible retort could be leveled, was likely Pope’s method of ensuring the 

humiliation of the reader all the more. Such human-animal associations, whose instruction was 

delivered by means of debasement, were increasingly common during the eighteenth century. 

Given that celebrity created easily identifiable targets whose debasement would prompt interest 

and readership, a large portion of satire was directed at the English leadership – i.e. monarchy 

and government. The Scriblerian John Gay’s popular ballad opera The Beggar’s Opera (1728) 

included satirical attacks directed not only at the upper-class aficionados of then-popular Italian 

operas, but namely Sir Robert Walpole (Prime Minister of Great Britain, 1721-1742) and 

accompanying politicians. Meanwhile, Pope satirized the sensibilities of upper class society in 

his mock-heroic poem The Rape of the Lock (1712, full ed. 1717).10 George III was frequently 

caricatured as the ‘Farmer King’ or ‘Farmer George,’ due in part to his agricultural pastime and 

appreciation for farm animals (Figure 15).11 Individual attacks against the King were significant 

enough to prompt George III to write to his son, the future-George IV, on his eighteenth 

birthday: “the misfortune is, that in other countries national pride makes the inhabitants wish to 

paint their Prince in the most favourable light, and consequently be silent upon any indiscretion; 

                                                
 
9 W. K. Thomas, “His Highness’ Dog at Kew,” College English 30, no. 7 (1969), 581. 
10 The poem is also noteworthy as it showcases Pope’s foundation in the classics. As an English author writing in the 
mock-heroic genre he is of course influenced by Butler’s Hudibras, while his Homeric references add to the bite of 
his satire of upper class squabbles. For more on Pope’s classical allusions in the poem, see: Kent Beyette, “OVID 
AND POPE'S ‘RAPE OF THE LOCK,’” CEA Critic 37, no. 2 (1975).  
11 Jeremy Black, George III: America’s Last King (New Haven: Yale University Press, 2006), 122, 137.  
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but here most persons, if not concerned in laying ungrounded blame, are ready to trumpet any 

speck they can find.”12 The Scriblerians and their contemporaries consistently employed animals 

in such attacks. Pope’s The Dunciad (1727) even had as its cover an illustration of an owl atop 

an ass laden with works of authors. 

 

 

Figure 15. Isaac Cruikshank, A visit to the Irish pig!! with reflections physical & moral, ca. 1799, 
Coloured etching. The British Museum. 

 

Note: Here George III is shown evaluating a pig, alongside Lord Chamberlain. The scene is an allusion to their 
inspection of Ireland, and contains such remarks as “hope he did not eat any of the Rebels!” The pig is also found to 

speak French, and replies “We-we-we.” 
 

In committing attacks, however, satirists were themselves well-positioned to receive 

criticism in return. Pope, perhaps anticipating this, would employ animal associations in 

discussing the role of a satirist in Epistle to Dr. Arbuthnot (1734), using the analogy of a spider: 

“No creature smarts so little as a fool” and “Who shames a Scribbler? break one cobweb thro’,/ 

He spins the slight, self-pleasing thread anew:/ Destroy his fib or sophistry, in vain,/ Thron’d in 

                                                
 
12 M. Dorothy George, Hogarth to Cruikshank, 59.  
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the centre of his thin designs,/ Proud of a vast extent of flimsy lines!”13 His enemies would also 

use animals to caricature him, such as a hybridized monkey-rat (Figure 16). Kathryn Shevelow 

has noted how Pope’s own anatomy became an unsurprising target of ridicule by his enemies (he 

was four feet and six inches tall only, with a spinal defect that gave him a humpedback), and that 

this, along with his vocation, informed the animal associations projected upon him. 14 Shevelow 

writes, “Those who felt the sting of his fierce satiric pen frequently characterized him as a spider 

or toad spitting venom, as both creatures were thought to do.”15  

 

 

Figure 16. Anonymous, His Holiness and his Prime Minister, ca.1729, etching. The British 
Museum. 

 
Note: The caricature draws upon Pope’s physical defects, and also turns his own writings against him in the text 

below. It was published following The Dunciad. 

                                                
 
13 Alexander Pope, The Poetical Works of Alexander Pope, ed. Adolphus William Ward, 273. 
14 Kathryn Shevelow, For the Love of Animals: The Rise of the Animal Protection Movement (New York: Henry 
Holt and Company, 2008). Shevelow also writes that: “Pope’s insistence upon an absolute division between humans 
and animals that, when bridged, creates monsters takes on a particular poignancy in light of the fact that, to many 
people, he was a monster himself.” 
15 Ibid.  
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Animals were thusly used to debase humans of all ranks, and satires that incorporated 

them often overtly sought to humble privilege or hubris. However, satire aimed at the elite could 

be, as J. M. Treadwell notes, in some cases mitigated by their fame (i.e. relatively saturated due 

to the volume of content published on the respective subject). This is an important variability to 

factor into our appreciation of the impact of an individual attack; considering Swift’s satires of 

eminent figures, Treadwell writes that the latter’s reputations would only be partially shaped as a 

result. “While Pope may have succeeded in imposing his version of Lord Hervey upon history,” 

Treadwell suggests, “Swift’s Wharton and even more his Marlborough, now exist only in the 

rhetorical world of Augustan humanism.”16 Thus, the most ‘effective’ satires took aim at those 

whose reputations were less solidified, oftentimes individuals of some fame or rank but middling 

power. Such was the case of the mintmaster William Wood, who was the victim of Swift’s 

Drapier’s Letters (1724-25).17 Swift had begun feuds with renowned individuals earlier in his 

career, for instance during the publishing of The Battle of the Books where, while working as a 

secretary for William Temple, his own views clashed with those of Richard Bentley.18 But unlike 

Bentley, Wood was not an intellectual armed with rhetoric, but a hardware manufacturer who 

had secured a controversial patent to produce coinage. While Wood was not a member of the 

nobility or government, he nonetheless represented the abuse of power and political corruption 

                                                
 
16 J. M. Treadwell, “Swift, William Wood, and the Factual Basis of Satire,” Journal of British Studies 15, no. 2 
(1976), 76. 
17 Swift here also demonstrates the power and influence of satire, through the wide popular appeal of his letters and 
the impact they had on the subsequent boycott and amendments to the patent. 
18 John F. Tinkler suggests that Bentley and Swift respectively belonged to the two sets of humanists argued by 
Anthony Grafton, who wrote that “One set of humanists seek to make the ancient world live again, assuming its 
undimmed relevance and unproblematic accessibility; another set seeks to put the ancient world back into its own 
time, admitting that its reconstruction is a difficult enterprise and that success may reveal the irrelevance of ancient 
experience and precept to modern problems.” See: John F. Tinkler, “The Splitting of Humanism: Bentley, Swift, and 
the English Battle of the Books,” Journal of the History of Ideas 49, no. 3 (1988), 453.  
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that bore down upon the common people of Ireland.19 Swift chose Wood not as a scapegoat but 

as a proxy for the institutions that supported him, namely the Crown and government. This may 

have been in efforts to “escape the charge of defying the royal supremacy or the authority vested 

in a minister of the crown,” though David Macaree remarks that even so “his goading at times 

almost provoked government into retaliation.”20 Pope acknowledged Swift’s defense of liberty in 

his Epistle to Augustus, “Let Ireland tell, how Wit upheld her cause,/ Her Trade supported, and 

supplied her Laws;/ And leave on Swift this grateful verse engrav’d:/ ‘The Rights a Court 

attack’d, a Poet sav’d.”21 Swift’s dissection of Wood included a poem, “Wood an Insect” (1725), 

which through animal association debased him to the rank of a “wood-louse” and a “wood-

worm.”22 Swift describes the habits of these creatures in great detail, all the while finding 

analogous correspondences in the actions of William Wood. For instance, after noting the biting 

and clawing of the wood-worm that sickens a household and that is eventually killed by a “kettle 

of scalding hot water,” he notes “Such a worm was Will Wood, when he scrath’d at the door/ Of 

a governing statesman or favourite whore,” before suggesting that “I think the best thing we can 

do is to scald him,/ For which operation there’s nothing more proper/ Than the liquor he deals in, 

his own melted copper;/ Unless, like the Dutch, you rather would boil/ This coiner of raps 

                                                
 
19 David Macaree notes that while A Modest Proposal (1729) is nowadays much more popular than the Drapier’s 
Letters and that “it may not be possible to rank the Letters above the Modest Proposal as sheer literature, for 
effective appeal to the hearts and minds of their intended readers there is no comparison between their constructive 
protest in the name of the people they helped to provide with a sense of nationhood,” see: David Macaree, “Reason 
and Passion Harmonized: The Drapier's Letters and the Language of Political Protest,” The Canadian Journal of 
Irish Studies 2, no. 2 (1976), 47.  
20 Ibid, 47-50. Macaree notes that the Letters “provided a culmination of Swiftian protest at London’s treatment of 
Ireland as a mere colony, its mixed population (…) lumped together as second-class subjects of London, incapable 
of managing their own affairs.” 
21 Alexander Pope, The Poetical Works of Alexander Pope, 31. 
22 Cecil A. Moore, English Poetry of the Eighteenth Century (New York: Henry Holt and Company, 1935), 104-105. 
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[Counterfeit halfpence] in a cauldron of oil.” Wood is left deserving only the “death of the 

maggot.”23 

 

3.2. Animal Neighbours: Everyday Associations & Social Regulation 

 

Harold Love has elaborated upon the means by which satire regulated social performance 

and civility on a more daily basis, distinguishing between two key forms in the traditiAon of 

English satire: town and court. Court satire was, he explains, of the court, i.e. courtly – “it is 

written for a court readership about court concerns of status, factional striving for power, and 

corporate style,” and further “arises from a sense of the special identity of the court as a 

community, and sets out to reinforce that community’s sense of exclusiveness.”24 Town satire, 

conversely, pertains more to a non-exclusive fashioning of social identity. It also drew on shared 

values, and might issue warnings and signage to help guide the future direction of the 

community. Compounding the distinction between the two sub-cultures were the new spaces 

wherein town satire was being enjoyed. Among its settings were parks, the Mall, coffee houses 

and chocolate houses, bookshops, and numerous other venues that formed what Love labels a 

“hedonistic social round.”25 Within this ‘round’ were published countless lampoons that employ 

animal associations, i.e. this excerpt from a stanzaic lampoon: “Mark a bold leading Coxcomb of 

the Town,/ And single out the Beast and hunt him down;/ Hang up his mangl’d Carcass on the 

Stage,/ To fright away the Vermin of the Age.” 26  

                                                
 
23 Ibid, 105. 
24 Harold Love, English Clandestine Satire, 1660-1702 (Oxford: Oxford University Press, 2004), 67. 
25 Ibid, 75. 
26 Ibid, 90. 
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Increasingly, the pictorial animal vocabulary became readily understood and more easily 

disseminated, especially once English commercial engraving grew steadily after the 1720s.27 The 

visual satirists investigated in this chapter, while not themselves members of the Scriblerus Club, 

should nonetheless be understood as working with contemporaneous subjects and styles 

resembling those of Pope, Swift, Gay and others.28 Works such as A Modest Proposal (1729) 

were paralleled by graphic satire that was also didactic in nature, such as William Hogarth’s 

influential prints Beer Street and Gin Lane (1751). Such engravings warned of a degradation of 

civility among certain classes, and were thus employed towards social regulation. Satirists 

working in this vein consistently employed animals in their commentary; produced in the same 

year as the Gin Act engravings, Hogarth’s The Four Stages of Cruelty (1751) bounded human 

morality and civility to animal practice (Figure 17). The four prints track the progression of Tom 

Nero, who begins his life’s journey violently torturing street animals, before ‘graduating’ to the 

abuse of livestock and finally human murder. In the final print, The Reward for Cruelty, Nero’s 

                                                
 
27 Marvin Carlson, “A Fresh Look at Hogarth's ‘Beggar's Opera,’” Educational Theatre Journal 27, no. 1 (1975), 
31. However, it is important not to overstate the scope of readership/viewership. Eirwen E. C. Nicholson has 
endeavored to identify the ‘public’ of eighteenth century prints, i.e. “those who bought and those who might 
otherwise have seen them,” see: “Consumers and Spectators: The Public of the Political Print in Eighteenth-Century 
England,” History 81, no. 261 (1996), 6. Nicholson presents an important counterpoint to prevailing 
conceptualizations of the vast readership of caricature, mainly since the formulations of M. D. George, writing that 
“the status of the eighteenth-century political print as historical evidence waits upon a more secure identification of 
its market and public,” 21. 
28 Caricaturists such as Gillray, Rowlandson, and Cruikshank have often been studied in relation to the Scriblerians. 
In his review of Vic Gatrell’s City of Laughter: Sex and Satire in Eighteenth-Century London (2006), Melvyn New 
calls these artists “visual Scriblerians” and remarks that “while Pope and Swift might have deplored the shift to 
visual mediums, they would have found these prints amusing and biting,” in The Scriblerian and the Kit-Cats 43, 
no. 1 (2010), 79. Jesse Molesworth has endeavoured to provide a concise investigation of “the extent of the 
Scriblerian inheritance in the practice of visual satire within eighteenth-century Britain, specifically viewed in the 
graphic works of William Hogarth and James Gillray,” see: Jesse Molesworth, “Graphic Satire: Hogarth and 
Gillray” in The Oxford Handbook of Eighteenth-Century Studies, ed. Paddy Bullard (Oxford: Oxford University 
Press, 2019). Molesworth notes, for instance, that Gillray “adapted the scatology of the Scriblerians into a complex 
visual grammar – now central to modern political caricature – wherein the lowness and porousness of the body 
serves as a metaphor for the insubstantiality of words and rhetoric,” 298. 
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dead body is dissected by anatomists while a knowing dog stares back at the viewer. Animal 

associations could thusly be readily crafted through the simple observation of social life.29 

 

       

Figure 17. William Hogarth, The First Stage of Cruelty & The Reward for Cruelty (The Four 
Stages of Cruelty), ca. 1751, etching. The Metropolitan Museum of Art. 

 

Piers Beirne has considered how Hogarth’s daily exposure to animals influenced his 

artwork, noting that in mid-eighteenth century London (specifically around the affluent Leicester 

Square), it “would have been a daily parade of horses and donkeys” while “dogs and even 

perhaps monkeys would have been walked and paraded by their owners or their owners’ 

servants.”30 The urban public could also view more diverse or exotic species in ‘animal shows’ at 

seasonal fairs (such as Bartholomew and Southwark) or in public spaces such as the Tower of 

London Menagerie (the Royal Menagerie), which included a “collection of the monarch’s 

                                                
 
29 Ethics and morality regarding animal treatment and practice will be further explored in Chapter 4. 
30 Piers Beirne, “Hogarth’s Animals,” 137. 
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animals – such as lions, elephants, a leopard, and a polar bear.”31 In the rural countryside, farm 

animals would dot the entire landscape. Keith Thomas notes that while “It is perfectly true that 

cattle, pigs, horses, sheep and poultry were not kept for sentimental reasons” (among farmers), it 

is nevertheless true that proximity to animals in early modern England was great – not only did 

the number of various animals (such as sheep) surpass the human population, but farming 

practices were also less ‘segregated’ and Thomas admits that “relations with domestic animals 

were more intimate than such bald facts might suggest.”32 Consequently, human-animal 

associations often formed around labour (Figure 18). 

 

 

Figure 18. James Ward, The Swineherd, ca. 1810, oil on canvas. Bristol Museum and Art 
Gallery. 

 

Associations based upon physical proximity to animals might seem so obvious as to have 

their significance overlooked. They remained nonetheless fundamental to the forming of social 

distinctions and the expression of civility, and thus it became that an individual could be 

                                                
 
31 Ibid, 135. 
32 Keith Thomas, Man and the Natural World, 93-94. 
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‘debased’ solely through a confirmation and reminder of their association with particular 

animals. For while it was not necessarily always the intention of the artist to do so, as many of 

them took a Romantic approach to rural living, animals had always helped reinforce social 

distinctions, and this was understood by the upper classes regard for the lower orders.33 As Keith 

Thomas notes, “The common people were usually regarded as living closer to nature and less in 

control of their animal passions; and it is true that the pressure to inhibit the expression of 

antisocial emotion was least intense on those whose main obligation was to engage in manual 

labor.”34 Similarly, animal labour formed or compounded racial associations (Figure 19). The 

case of black servants in England, for instance, would in its depiction position both the ‘racial 

other’ and ‘animal other’ in proximity to one another (both representations were likely intended 

to elicit themes of subservience and loyalty).35  

 

                                                
 
33 For rural romanticism, see in Thomas’ Man and the Natural World on the ‘cult of the countryside’ and the ‘Town’ 
vs. ‘Country’ question in the early modern period, 243-254. For a specific discussion of the artists’ relation to this 
duality, see 251. 
34 Keith Thomas, In Pursuit of Civility, 85. Thomas also subsequently makes a fascinating comparison between the 
perception of that condition among the lower orders by those of higher rank, and the perception of Native Americans 
by European travellers. Both English common people and North American Indigenous cultures did, as Thomas also 
remarks, have complex social codes of behaviour but it would be anachronistic to suppose that contemporary critics, 
thinkers, or for that matter satirists paid much attention to these.  
35 In urban London, by the eighteenth century, the number of African servants had grown significantly. The 
designation “St. Giles blackbirds” referred to the large community centered around St. Giles Circus. See O. R. 
Dathorne, The Black Mind: A History of African Literature (Minneapolis: University of Minnesota Press, 1974), 76. 
Racial associations will again be considered in Chapter 6 in discussing colonialism.  
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Figure 19. George Knapton, The Hon. John Spencer, his son the 1st Earl Spencer and their 
servant, Caesar Shaw, ca. 1744, oil on canvas. Private Collection, Althorp House, 

Northamptonshire, U.K. 
 

3.3. Animal Ambassadors: National Heroes & Foreign Villains  

 

While the satires of the English leadership and society evidenced the routine domestic 

contributions to human debasement, a vast collection of human-animal associations were 

reserved for the geopolitics of Europe. Nationality and patriotism were central currents within 

political satire especially, and helped compound the lauding of English champions and the 

vilification of foreigners. In 1606 Sir Thomas Palmer, an English politician and avid traveler, 

would published his An Essay of the Meanes how to make our Travailes, into forraine Countries, 

the more profitable and honourable – a guide for prospective travelers designed for “a 
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specifically English audience.”36 The guide reaffirmed the contemporary preoccupation with 

civility, as Palmer included in his advice considerations as to whether inhabitants of various 

regions might be expected to be “civil or barbarous” (contentions between Western powers in the 

early modern period resulted in a constant barrage of attacks leveled at each other’s civility).37 

Group debasement through animal association thus became extremely prevalent in the satires 

relating to the conflicts and geopolitics of Europe (Figure 21). Animals were used as actors and 

symbols within wartime caricature, commonly representing their respective nations as 

anthropomorphic delegates; in this capacity they worked alongside a host of other 

anthropomorphic characters, such as Britannia and John Bull (Figure 20).38 Specifically, the 

figure of the lion soon became an immediately recognizable satirical shorthand for England.39  

 

                                                
 
36 Anna Suranyi, The Genius of the English Nation: Travel Writing and National Identity in Early Modern England 
(Newark: University of Delaware Press, 2008), 15. 
37 Thomas Palmer, An Essay of the Meanes How to Make Our Travailes, into Forraine Countries, the More 
Profitable and Honourable (London: Mathew Lownes, 1606), 60. 
38 The use of animals as substitutes for nations continues today, and is notably prevalent in historical literature. 
Consider: Alan Forrest and Peter Wilson’s The Bee and the Eagle: Napoleonic France and the End of the Holy 
Roman Empire, 1806 (2009), or Denis Judd’s The Lion and the Tiger: The Rise and Fall of the British Raj, 1600-
1947 (2004). 
39 The lion as symbol was rampant in England. It adorned royal crests, and was closely associated with certain 
individuals, such as an epithet for Richard I (the Lionheart).  
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Figure 20. Giovanni Battista Cipriani, O Fair Britannia Hail, ca. 1760, etching. Royal Academy 
of Art. 

 
 

 

Figure 21. James Gillray, St. George and the dragon (Britannia; Napoléon Bonaparte; King 
George III), ca. 1805, Coloured etching. The British Museum. 
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The English animosity towards France in the eighteenth and early-nineteenth centuries 

was such that Oliver Goldsmith considered changing the name of his short-lived literary 

magazine The Bee (1759) to ‘the Anti-Gallican Bee’ in order to increase his sales.40 Caricaturists 

would not hesitate to capitalize on this antagonism by assailing France and glorifying England; 

their prints included countless animal species – the most popular generally being lions, bears, 

dogs, eagles, rats, and monkeys (Figure 22 & Figure 23). The animal associations in geopolitical 

satire and wartime caricatures availed upon a host of recognizable faces, and contributed to the 

fervent adoration or hatred for certain individuals. Of these, two persons, who were given an 

extensive ‘treatment’ by caricaturists, will be considered here: Admiral Horatio Nelson, 1st 

Viscount Nelson, and Napoleon Bonaparte.  

 

 

Figure 22. Anonymous, An English bull dog and a Corsican blood hound, ca. 1803, Coloured 
etching. The British Museum. 

 

Note: While John Bull was often depicted as a large man, on occasion an English dog took his place. Here the war 
with France is depicted through a dog fight, with Napoleon’s head being affixed to the smaller dog. The scene 
further alludes to how it had become commonplace to consider European politics through animal analogy and 
allegory. Earlier in the eighteenth century, Sir Robert Walpole had also famously abstracted his conception of 

foreign relations through an animal metaphor when he proposed to “let sleeping dogs lie.”41 

                                                
 
40 Oliver Goldsmith, “Number IV, Saturday, October 27,” The Bee, no. 4 (London: 1759), 110. 
41 Viscount Esher would write in his account of Walpole’s character that this pronouncement recalled his belonging 
to a long tradition of English statesmen (including Melbourne, Salisbury, and Asquith) who preferred caution to 
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Figure 23. Anonymous, An English jack-tar giving monsieur a drubbing, ca. 1779, Mezzotint. 
Library of Congress. 

 
Note: Often animal actors would parallel human actions, thus compounding the narrative of the scene. Here a 

smiling Jack Tar – the lesser-known nautical equivalent of John Bull – thrashes a Frenchman outside a tavern.42 
Below him, two dogs – shaded dark and light respective to the men – fight to equal results, with the dark English 

dog clearly dominating the French poodle. 
 

Depictions of Nelson associated him with animals from an early age, helping to 

immortalize him as an English hero. His exploits in 1773 as a midshipman upon the HMS 

Carcass that included a skirmish with a polar bear, inspired numerous artworks (Figure 24). He 

was also consistently associated with the English lion, as well as the figure of Britannia, thus 

joining the retinue of England’s symbolic champions (Figure 25).  

 

                                                
 
brilliance, and that “in his opinion everything in the nature of a theory was a sleeping dog.” See: Viscount Esher, 
“Walpole and the Aristocratic Idea,” World Affairs 102, no. 3 (1939), 160. Such animal metaphors as truisms for 
human behaviour were common in the eighteenth century. A well-known Scriblerian example is Pope’s “Who 
breaks a butterfly upon a wheel?” See: Epistle to Dr. Arbuthnot (1734) 
42 James Davey and Richard Johns, Broadsides: Caricatures and the Navy 1756-1815 (Barnsley: Seaforth 
Publishing, 2012), 108. 
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Figure 24. Richard Westall, Nelson and the Bear, ca. 1806, Oil on oak panel. National Maritime 
Museum 

 
Note: The scene was grossly glamorized, as in truth Nelson had stalked the bear with a friend only to have his 

musket misfire and be forced to escape with help to be reprimanded by his captain. 
 

 

Figure 25. Johann Eckstein and Joseph Constantine Stadler, Fame conducting Admiral Lord 
Nelson to her Temple, ca. 1800, Coloured aquatint. National Maritime Museum. 
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As Nelson rose within the ranks, and helped England to victories over neighbouring 

powers, so too did his animal associative depictions expand. In Garbamati’s “Rarities from 

Abroad!!!” (1801), Nelson is shown walking a chained bear (Russia), along with two cubs 

(Sweden and Denmark), and a double-headed eagle (Prussia). He is greeted by John Bull, a 

Scotsman, and a cheering crowd (Figure 26).43 Meanwhile, in a depiction of the preamble to his 

victory at the Battle of Copenhagen in 1801, a Russian anthropomorphized bear assembles it’s 

navy – compromising the same allies that Nelson had dragged along – with lock and key, while a 

British lion watches predatorily (Figure 27). However, not all naval commanders were as 

successful as Nelson, and it is worth considering how the inverse narrative employed similar 

animal imagery. Admiral John Byng’s inability to prevent the French invasion of Minorca during 

the Seven Years’ War was a heated topic of debate leading up to Byng’s court martial for 

incompetence and cowardice, and his eventual execution aboard his own ship in 1757.44 An 

anonymous graphic representation from 1756 detailing the furor surrounding the case, once 

again used the anthropomorphized animal representations for individual nations. Here, the 

English lion’s paw has been cut off (Minorca), while a French cock struts atop a fallen English 

flag (Figure 28). 

 

                                                
 
43 Davey and Johns, Broadsides, 93. 
44 Ibid, 38. Byng’s failure at Minorca occurred during a troubling period for England internationally. Sarah Kinkel 
describes how his “retreat to Gibraltar and the subsequent loss of Minorca were accompanied by serious losses in 
the North American theater of the war. Two-thirds of the British troops under General Jeffrey Amherst were 
annihilated in 1755 on a campaign to take Fort Duquesne; the British lost Fort Bull and Fort Oswego in 1756 and 
Fort William Henry in 1757, and failed to take Louisbourg from the French in 1757.” See: Sarah Kinkel, 
Disciplining the Empire: Politics, Governance, and the Rise of the British Navy (Cambridge MA: Harvard 
University Press, 2018), 130-131. 
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Figure 26. J. Garbamati, Rarities from Abroad!!!, ca. 1801, Coloured etching. National Maritime 
Museum. 

 
 

 

Figure 27. Anonymous, Foreign amusements or the British lion on the watch, ca. 1801, 
Coloured etching. The British Museum. 



 64 

 

Figure 28. Anonymous, The English Lion dismember’d or the voice of the public for an enquiry 
into the loss of Minorca with Adl. Byng’s B-g’s plea before his examiners, ca. 1756, Coloured 

etching. National Maritime Museum. 
 

A remarkable instance of animal imagery intensifying the ‘cult’ of Nelson occurred in the 

legacy of his victory over the French at the Battle of the Nile, after which the crocodile (endemic 

to the river) became a symbol of his vanquished enemies. An illustration by Gillray shows 

Nelson beating a bask (i.e. group) of crocodiles painted in the French red-white-and-blue (Figure 

29); Samuel Fores and Isaac Cruikshank, meanwhile, would depict Nelson walking a chained 

two-headed crocodile, once again painted in French colours, sporting the heads of Richard 

Sheridan and Charles Fox – politicians who had rallied against the war effort (Figure 30). 

Finally, the memorialization would turn into an absurd commemoration, as patriotic Britons 

began to adorn themselves in brazen and ridiculous outfits recalling Nelson’s victory – what 

Davey notes as “the Egyptomania of British Fashion Mongers.”45 The commemorative ensemble 

                                                
 
45 Davey and Johns, Broadsides, 82. 
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is satirized, and consequently regulated, in William Holland’s illustration – notice the striking 

boots (Figure 31).  

 

Figure 29. James Gillray, Extirpation of the plagues of Egypt; Destruction of Revolutionary 
Crocodiles; or – The British Hero cleansing ye mouth of the ye Nile, ca. 1798, Coloured etching. 

The British Museum. 
 

 

 

Figure 30. Samuel Fores and Isaac Cruikshank, The gallant Nellson bringing home two 
uncommon fierce French crocadiles from the Nile as a present to the king, ca. 1798, Coloured 

etching. The British Museum. 
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Figure 31. William Holland, Dresses a la Nile respectfully dedicated to the Fashion Mongers of 
the day, ca. 1798, Coloured etching. National Maritime Museum. 

 

Whereas Nelson became a national champion with the help of animal associations, the 

Napoleonic Wars created a vitriolic satirical tradition that took prime aim at the French Emperor.  

A. M. Broadley’s Napoleon in Caricature: 1795-1821 (1911) presents a foundational specialized 

study of the subject of his satirical depictions, both domestically and abroad.46 Evidently, James 

Gillray was the paramount caricaturist of the Emperor, also making efforts to mock those 

Englishmen who appeared overly fraternal with France (Figure 32 & Figure 33); Rowlandson 

was not far behind Gillray in his satirical output targeted at Napoleon (Figure 34 & Figure 35). 

Both dependably engaged animal associations in doing so. 

                                                
 
46 He writes that “Napoleon was certainly more extensively caricatured than any man who ever lived; his powerful 
opponent, Pitt (although he died ten years before Waterloo), can fairly claim the second place in this connection, 
although George III, Fox, and Wellington all run him very closely,” see: A. M. Broadley, Napoleon in Caricature, 
1795-1821 (London: John Lane, 1911), x. 
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Figure 32. James Gillray, The valley of the shadow of Death, ca. 1808, Coloured etching. The 
British Museum. 

 

Note: Napoleon is here attacked by the English lion (‘Leo Britannicus’) as he walks a bear (Russia). All of the 
animals in the piece are ambassadors for their respective nations, i.e. the Sicilian Terrier, the Spanish mule (atop 

which rides Death), the Portuguese wolf, and out of the black smoke flies the German (Habsburgs) double-headed 
eagle. Treading water below, are Dutch frogs and an American rattle-snake. 

 

 

Figure 33. James Gillray, The Republican rattle-snake fascinating the Bedford-Squirrel, ca. 
1795, Coloured etching. The British Museum. 

 

Note: Gillray depicts Charles James Fox, who had recently opposed the ‘anti-radical Treasonable Practices and 
Seditious Meetings Bill,’ as a rattle-snake, along with his prodigy the Duke of Bedford, as a squirrel. He explains his 

choice of animal in the text below the image, “The Rattle Snake is a creature of the greatest subtilty; when it is 
desirous of preying upon any Animal which is in a situation above itself, it fixes its eye upon the unsuspecting object 
& by the noise of its Rattle fascinates and confounds the unfortunate victim” suggesting Fox’s poisonous influence 

over Bedford. 
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Figure 34. Thomas Rowlandson, The Corsican Tiger at Bay!, ca. 1808, Coloured etching. The 
Metropolitan Museum of Art. 

 
Note: In the foreground Napoleon as a tiger presses down upon ‘Royal’ greyhounds, while ‘Patriotic’ greyhounds 

bark him into submission – recalling the domestic critique of pro-Gallican sentiment in Gillray’s work. Behind 
them, John Bull aims at a bear and three-headed eagle (Russia and Austria). All the while, a small Dutch frog 

watches while smoking his pipe. 
 

 

Figure 35. Thomas Rowlandson, The Corsican Spider in His Web!, ca. 1808, Coloured etching. 
The Metropolitan Museum. 

 

Note: The debasement depicted here alludes to Napoleon’s thirst for power and hegemonic control of various other 
powers. Upon his spider-body is inscribed “Unbounded Ambition.” Spiders were often used in depicting a scheming 

character. Sir Walter Scott’s proverbial early-nineteenth lines “Oh! What a tangled web we weave, When we first 
practice to deceive” in Marmion (1808), set an iconic standard in this regard. 
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As Napoleon sought to adopt animal symbols in his attempts at fashioning a revitalized 

French identity around his person, choosing as his primary animal mascots the eagle and the bee, 

he was consequently often caricatured through these same animals (Figure 36) – while the 

traditional animal emblem of France, the cock, remained in use also.47 

 

 

Figure 36. Thomas Rowlandson, Napoleon The Little in a Rage with His Great French Eagle!!, 
ca. 1808, Coloured etching. The Metropolitan Museum of Art. 

 

Such patriotic caricatures were indicative of a more widespread verbiage that employed 

animal associations to debase political adversaries. In his eighteenth-century account of his 

travels to England, the Swiss writer Béat Louis de Muralt noted that “no abuse is so common, or 

outrageous in their eyes, as that of French Dog; one may hear them say it both by Land and 

Water, and to all sorts of strangers as well as the French, and I am persuaded they think to 

aggravate the Title of Dog, by coupling it with the word French, so much do they hate and 

                                                
 
47 For more on the rooster as a traditional emblem of France, see: Peter Sahlins, 1668: The Year of the Animal in 
France (New York: Zone Books, 2017), 120-21.  
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despise our Nation.”48 Animals, on their part, could be subject to worse fate than simple ridicule. 

A 1737 edition of the Gentleman’s Magazine remarked that the practice of ‘cock-throwing’ – i.e. 

involving tying a rooster to a post and torturing it – derived from “our wars with France in 

former ages,” after which “our ingenious Forefathers invented this emblematical way of 

expressing their derision of, and resentment towards that Nation.”49  

 

Eighteenth-century satirists thus employed animal associations to comment upon the 

character of their human subjects, both individually and in groups. These associations, while 

often recalling the Animal Vocabulary, were also decidedly shaped by more immediate and 

tangible observations, i.e. upon the vocation, class, or nationality of the persons in question. 

Personal contempt and political animosity towards the latter, when respectively coupled with 

animal associations, produced a widespread disposition among satirists towards human 

debasement.  

                                                
 
48 Béat Louis de Muralt, Letters describing the character and customs of the English and French nations. With a 
curious essay on travelling; and a criticism [in French and English] of Boileau’s description of Paris (Wellcome 
Collection: T. Edlin, 1726), 40. See: Letter III – still ‘on the Subject of the English Recreations.’ Rowlandson had 
described Napoleon’s generals as his ‘Bloodhounds’ and this was a pretty prevalent theme, see: The Corsican and 
His Bloodhounds at the Window of the Thuilleries Looking Over Paris (April 16, 1815), Metropolitan Museum of 
Art. Coloured etching.  
49 The Gentleman's Magazine and Historical Chronicle, vol. 7 (London: Edward Cave, 1737), 6. In addition to the 
cruelty of such sacrifices, many animals also gave their strength and lives to the war efforts between nations. 
Paralleling the symbolic wars waged by caricatured animal ambassadors, the contributions of live animals to the 
military was formed close bonds and associations between the species (Figure 37). 
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Figure 37. Giuseppe Chiesa, The Regimental Dog of the 25th Regiment of Foot in Minorca, ca. 
1769-1771, Oil on canvas. National Army Museum. 

 

Note: These English troops were stationed at Minorca from 1769 to 1775, helping to secure British control of the 
base after it was retaken from Spain at the end of the Seven Years’ War. 
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Chapter 4  

Closing the Gap: Praise, Companionship & Animal Elevation 

 

This chapter seeks to elaborate upon the ideas and practices that contributed to the 

eighteenth-century satirists’ tendency to debase humans. By investigating their personal attitudes 

towards animalkind, their attachments to individual animals, and the varied means by which 

positive animal associations had been employed in the early modern period to comment upon 

human society, it shall be demonstrated how animal elevation further undermined human 

exceptionalism. In this chapter, the works of the Scriblerians are notably compounded by the 

artworks of animal painters, the theories of natural philosophers and scientists, as well as once 

again the prints of eighteenth-century caricaturists.   

 

The eighteenth-century painter Francis Hayman’s escapades inspired a ‘Modern Tale,’ 

which told of an encounter between him and a drunk porter.1 The porter is described as 

brandishing a dead hare, flung over his shoulder, as he stumbles through the town; all the while, 

a famished dog follows at his heels. Finally, having waited for the right moment, the dog leaps 

and tears a piece of the hare from the man’s person, causing Hayman to laugh enthusiastically 

(until it is later discovered that the porter was bringing the hare to Hayman’s own household; a 

revelation that completes the comedy of the scene). What is remarkable in the short tale is the 

focus upon, and admiration of, the dog. The latter is first equated to a politician, characterized as 

                                                
 
1 Hayman was a Royal Academician and painter, well-known for his historical paintings in particular. He designed a 
number of plates for Pope (i.e. Hail, Bards triumphant) and was a contemporary of the Scriblerians.  
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hungry and strong of smell, “Ready to snap/ At anything that fell.”2 After he has stolen the hare, 

it is remarked: “Great was the contrast ‘twixt the man and dog,/ The one a negligent stupid lout/ 

That seem’d to know not what he was about,/ The other keen, observant, all agog.”3 Thus, by 

abstracting the perceived qualities of the man and the dog, the author does away with divisions 

between species, and thus infers animal elevation. Having considered satire’s debasement of 

humankind, this section will expand instead upon positive animal associations. While human 

debasement instructed by finding fault, the didacticism of animal elevation focused on that 

which deserved praise.  

 

4.1. Learning Through Animals: Didactic Commentary & Animal Society 

 

Before turning to individual animals and the close bonds between owners and pets, it is 

important to demonstrate that animal society could provide lessons for humanity. When 

Napoleon chose to stress the bee as an animal ambassador for France, he did so not to stress its 

regal courage – as was embodied in the English lion – but instead the cooperation, order and 

strength of bee society. The bee has been noted as a “virtual paradigm of Neo-Classicism” 

among the Augustan wits, becoming extremely popular in animal allegories of human society 

during the eighteenth and nineteenth centuries. The Queen Bee and her hive supplied the 

template for Bernard Mandeville’s study of economic thought, division of labour, and optimized 

social organization in The Fable of the Bees (1714), and the adjoining satirical poem titled The 

                                                
 
2 David Carey, Beauties of the Modern Poets (London: Wightman and Cramp, 1826), 348-352. 
3 Ibid. 
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Grumbling Hive. The latter presents the hypothetical consequences of stripping bees of their 

private vices, thus outlining Mandeville’s theories regarding virtue and self-interest, and the 

relationship of immoral behaviour to public benefit if channeled correctly. Similarly, the analogy 

of bee society anchored the Christian minister Isaac Watts’s 1720 poem ‘Against Idleness and 

Mischief’ – clearly intended to reproach certain members of human society – wherein he praises 

the qualities and civil manners of the ‘busy bee.’4 His acclaims of “How skillfully she builds her 

cell!/ How neat she spreads the wax” contained implicit moral instruction, as he warns “For 

Satan finds some mischief still/ For idle hands to do.”5 

 

Deriving a ‘logic’ from the natural world was not wholly exceptional, nor unique to the 

theories and satires of the eighteenth century.6 Richard Drayton’s Nature’s Government (2000) 

has noted how scientific and natural knowledge during the age of exploration and imperialism 

helped compound the rule of Europe; more recently, Peter Sahlin’s 1668: The Year of the Animal 

in France (2017), included a study of how Louis XIV employed his Royal Menagerie at 

Versailles, and some particular animal species (i.e. birds) to educate and organize his own court, 

while also solidifying the symbolic union of monarchy and nature. He writes that “The animals 

themselves were observed and represented in a way that was congruent with a set of behavioral 

norms constructed around the essential elements in the culture of salon sociability at the time: the 

                                                
 
4 Cecil A. Moore, English Poetry, 95. The theme of the ‘hive’ to visualize human society would come to iconic 
fruition slightly after the period of this paper in George Cruikshank’s The British Bee Hive (1840, 1867). 
5 Ibid. 
6 It stretches as far back, at the very least, in the Western canon to the earliest Judeo-Christian theology. King 
Solomon, it is noted, was “willing to learn from even the lowliest creature,” and does so by conversing with an ant. 
Consequently, “because he accepts the wisdom of a little ant, he becomes even greater than he was before.” See: 
Sheldon Oberman and Peninnah Schram, Solomon and the Ant: And Other Jewish Folktales (Honesdale: Boyds 
Mills Press, 2006), 17.  
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norms of politeness or refinement (politesse and civilité).7 Moreover, there were various 

European national traditions that employed animal symbolism and anatomy in depicting their 

geographical identity, forming cartographic collages and allegories reminiscent of the medieval 

body politic (Figure 38 & Figure 39).  

 

 

Figure 38. Pieter van den Keere, La Germanie inférieure de Petrus Keerius : c'est à dire: 
Nouvelles et exactes cartes géographiques des XVII provinces dicelle, ca. 1622, Coloured map. 

Library of Congress. 
 

Note: Also known as Leo Belgicus, such anthropomorphized animal cartographies were quite popular in the 
seventeenth century. It appeared in Van den Keere’s atlas, the first of its kind, bridging the territories of the 
Netherlands and Belgium (as well as what is now Luxembourg). It had the clear purpose of rousing patriotic 

sentiment and unison. Similar to Hobbesian illustrations, animal anatomy reinforced the belief that a single part was 
weakened void of the whole. 

 

                                                
 
7 Peter Sahlins, 1668, 94-95. He further references Elias in remarking generally that animals were ‘critical actors’ in 
the civilizing process.  



 76 

 

Figure 39. James Gillray, The French Invasion; or John Bull, bombarding the Bum-boats, ca. 
1793, Coloured etching. The British Museum. 

 

Note: Gillray would draw upon such cartographical representations in his satire, here using the figure of George III 
to bring the England to life. He would employ similar templates in other caricatures, sometimes using the figure of 

Britannia instead. 
 

The didactic analogies of animal society were present in the works of the Scriblerians. Pope, 

in An Essay on Man (1733-34), would consider the “Laws wise as Nature,” while exploring 

humankind’s distancing from the ‘state of Nature’.8 He writes of Man in this primal state as 

morally superior to the Man of his time, who has become a “foe to Nature.”9 Channelling the 

‘voice of Nature’ that originally spoke to Man, Pope writes: “Go, from the Creatures thy 

instructions take:/ Learn from the birds what food the thickets yield;/ Learn from the beasts the 

physic of the field;/ Thy arts of building from the bee receive;/ Learn of the mole to plough, the 

                                                
 
8 The significance of these primitive scenes will be further investigated in Chapter V. 
9 Alexander Pope, The Poetical Works of Alexander Pope, 212. 
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worm to weave” and so forth. Pope then turns specifically to the use of animal society in 

informing its human counterpart: “Learn each small People’s genius, policies,/ The Ant’s 

republic, and the realm of Bees;/ How those in common all their wealth bestow,/ And Anarchy 

without confusion know;/ And these for ever, tho’ a Monarch reign,/ Their sep’rate cells and 

properties maintain.”10 

 

4.2. Animal Protagonists: Scriblerian Pets, Companionship & Privileged Species 

 

“If the choice of my condition had been left to me I would have decided for that of centaur. 

Between Borysthenes and me relations were of almost mathematical precision; he obeyed me as 

if I were his own brain, not his master. Have I ever obtained as much from a man?”  

- Marguerite Yourcenar, Memoirs of Hadrian (1951)11 

 

Pope’s willingness to view human society through the lens of animals was coupled with a 

much more personal and tangible affection and admiration. Not only could a study of animals, in 

their natural state benefit humanity, but closeness with particular animals could better the 

individual. The development of these intimate bonds was surely a significant factor in motivating 

the Scriblerians and their contemporaries towards animal elevation. As Norman Ault has 

remarked, “[Pope] loved dogs, that is unquestionable; but even more he loved this dog and that 

dog, Shock and Fop, Bounce and the legendary Argus.” 12 Bounce was Pope’s much-adored 

                                                
 
10 Ibid. 
11 Marguerite Yourcenar, Memoirs of Hadrian (London: Penguin, 1986), 17-18. 
12 Norman Ault, New Light on Pope: with Some Additions to His Poetry Hitherto Unknown (North Haven: Archon 
Books, 1967), 340.  
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bitch; an exceptionally large Great Dane, who in fact was mother to Pope’s ‘dog a Kew.’13 Pope 

had maintained a series of Great Danes named Bounce, both male and female, adding to the 

confusion of discerning to which animal companion he at various times referred (Figure 40). He 

would praise Bounce often in his writings, and must have struck quite a figure when walking the 

enormous dog down London streets. Joseph Spence recalled that on occasion Pope would stroll 

through the city alongside Bounce whilst carrying multiple pistols in his pockets (for fear of 

reprisal from those whom he’d satirized); and also that the dog was mourned greatly upon its 

passing.14  

 

Figure 40. Jonathan Richardson, Alexander Pope and his dog, Bounce, ca. 1718, Oil on canvas. 
The Bridgeman Art Library. 

 

                                                
 
13 Animal gifting was fairly common by the eighteenth century, and was just one of the symptoms of the increased 
affection and regard for certain species. 
14 Joseph Spence, Anecdotes, Observations, and Characters, of Books and Men. Collected from the Conversation of 
Mr. Pope, and Other Eminent Persons of His Time (London: John Russel Smith, 1858), 202-203.  
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Of the ‘privileged’ species, meaning those rewarded by both careful care and symbolic 

elevation through praise, the two most beloved were unsurprisingly the dog and the horse. Their 

depiction by artists, many of whom had pets and shared a general liking towards animals, 

ensured their place in the cultural fabric of the age.15 Such artworks were most oftentimes 

produced upon commission, though many artists would concurrently immortalize their own 

beloved companions; meanwhile, authors and poets made bare their affection through written 

works, commemorations and a bourgeoning tradition of elaborate burials.16 John Hobhouse 

wrote in his introduction to ‘Epitaph to a Dog’ (1808), regarding Byron’s much-loved 

Newfoundlander Boatswain, that the latter exemplified “all the Virtues of Man without his 

Vices.”17 In many such cases, animal elevation was paired with human debasement, and in doing 

so undermined the moral authority of humankind; this is epitomized in what Norman Ault 

succinctly describes – in his excellent chapter on ‘Pope and His Dogs’ – as “Pope’s sympathetic 

advocacy of the brute creation against man’s brutality.”18 Pope’s affection and admiration 

allowed him to self-associate with animals without shame – while his critics had caricatured his 

figure through animal association, so too did he self-deprecate himself in this manner, likening 

himself to a dog, a frog, and other animate and inanimate objects.19 When Pope would associate 

humans with non-human animals in his satires, he would often touch upon an important quality 

of animal companionship: pairing. Just as companionship had frequently varied according to 

                                                
 
15 See pet keeping in Harriet Ritvo’s foundational The Animal Estate; also Ingrid H. Tague’s Animal Companions: 
Pets and Social Change in Eighteenth-Century Britain, 2015. Further important work on the history of petkeeping 
has been done by Erica Fudge, (see Pets, 2008), who has shown how in some cases pet keeping was in part 
reactionary to changing urban environments and currents of isolation and separation in society.  
16 Ingrid H. Tague investigates this in her essay “Dead Pets: Satire and Sentiment in British Elegies and Epitaphs for 
Animals,” Eighteenth-Century Studies 41, no. 3 (2008), 289.  
17 Boatswain was also given a full burial and statue.  
18 Norman Ault, New Light on Pope, 337. 
19 Ibid, 9. 
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class (as maintaining various breeds took significant time and funding), or gender, so did the 

satirical tradition use animals to reinforce the caricatures of the human subject.20 Animal pets, or 

‘favourites’ as was often the term, were understood to match their owner’s disposition in some 

way.21 Thus, in satirizing Belinda in The Rape of the Lock, Pope alluded to her fundamental 

character in associating her with her small and ineffective lapdog. 

 

Animal elevations of this ilk had significant predecessors, whose exponential popularity 

would have likely muffled their contemporary shock; namely, “animal painting” grew 

increasingly prevalent and sophisticated during this era. Certainly, portraits containing the 

sitter’s animal companions had been popular within some upper-class circles in Europe for 

centuries; Edgar Peters Bowron has written of how by the sixteenth century “dogs adorned 

portraits in a variety of ways intended to reflect the character, strength, and nobility of their 

owners.”22 Artists such as Paolo Veronese, of the Venetian school, became recognized for their 

depictions of adored pets, namely dogs; while often also possessing a deep affection for animals 

themselves.23 Undoubtedly one of the most poignant and affecting portraits produced in this vein 

was Bartolomeo Passerotti’s curtly titled Portrait of a Man with a Dog (1585-87), which depicts 

a dog gazing fondly at its master with paws upon his shoulders, while the unnamed sitter holds 

him tightly towards him (Figure 41). Having the animal look towards its master in this fashion 

                                                
 
20 Edgar Peters Bowron notes, in Best in Show (Houston: Museum of Fine Arts Houston, 2006), that in upper class 
portraits with animal companions “lapdogs [were] represented as exclusively female companions” while “large 
hounds [were] depicted as attributes of male virility.” Of course, if one had the resources they could decide upon any 
breed of their choosing.  
21 Sarah Hand Meacham, “Pets, Status, and Slavery in the Late-Eighteenth-Century Chesapeake,” The Journal of 
Southern History 77, no. 3 (2011), 512: “In the eighteenth century a ‘pet’ was simply an animal, usually a lamb, that 
was reared by hand. A ‘favourite,’ in contrast, was an animal regarded with particular favor.”  
22 Edgar Peters Bowron, Best in Show. 
23 Ibid. 
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became an effective way to artfully demonstrate the bond between them through gaze. An 

eighteenth century English example of this pose can be seen in Joshua Reynold’s portrait of 

Peter Ludlow (1755), or in Thomas Gainsborough’s George Venables Vernon (Figure 42). 

 

 

Figure 41. Bartolomeo Passarotti, Portrait of 
a Man with a Dog, ca. 1585-87, Oil on 

canvas. Capitoline Museums.                         

 

  Figure 42. Thomas Gainsborough, George 
Venables Vernon, ca. 1767, Oil on canvas. 

Southampton City Art Gallery. 
 

 

Both dogs and horses’ unique relationship to humankind is evidenced in their historical 

recording as individuals – for while this was also occasionally the case for other species, it was 

never as numerous or widespread as with these two. Apart from Hadrian’s Borysthenes, well-

known horses from antiquity onwards included Alexander the Great’s horse Bucephalus, 

Caligula’s consular steed Incitatus, or Balius and Xanthus who belonged to Achilles and were 

prominent in The Iliad (translated by Pope and a favourite of early modern thinkers).1 Canines 

                                                
 
1 Edward Topsell discussed Bucephalu’s bravery in his chapter: ‘The love and knowledge of Horses to men.’ There 
were also notable mythological steeds, such as Pegasus, or those belonging to the genre of folktale such as the horse 
Bayard in the popular ‘The Four Sons of Aymon.’ 
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were also bestowed such honours, as with Odysseus’ dog Argos, while their compassion towards 

humankind was immortalized in tales fundamental to human cultural identity, such as that of 

Lupa caring for Romulus and Remus.2 Francis Barlow, who had illustrated those previously 

discussed editions of Aesop, was one of the earliest English painters to become recognized for 

his animal painting (or ‘wildlife painting’ as it was sometimes called). However, it was further 

into the eighteenth century that English animal painting began a distinctive tradition of centering 

the artwork around the personality of the ‘animal sitter’ – thus making the individual animals 

protagonists in their own works, rather than praiseworthy but subsidiary ornaments as they had 

previously been. The apex of this tradition has often been identified in George Stubbs’ iconic 

portrait of an Arabian horse, Whistlejacket (Figure 43). 

 

 

Figure 43. George Stubbs, Whistlejacket, ca. 1762, Oil on canvas. The National Gallery. 

                                                
 
2 What animal, asks Robert Rosenblum in ‘A Dog’s History of Modern Art,’ would harbour “such domesticated 
instincts that she was willing to offer her own milk to save the lives of Romulus and Remus,” see: Edgar Peters 
Bowron, Best in Show. 
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In the realm of literature, Francis Coventry would publish The History of Pompey the Little 

(1750), using his lapdog as protagonist while examining eighteenth century social life through an 

animal figure.3 Coventry addresses his initial qualms regarding the subject of the work, i.e. his 

belief that it would be difficult to take the narrative seriously, and provides an introductory 

chapter meant to convince the reader of the adequacy and appropriateness of a lapdog as a 

creature of study and admiration. For though, he writes, “politicians of the age, and men of 

gravity may be apt to censure me for misspending my time,” he nevertheless finds that the 

loyalty and affection given to humans by dogs makes them more than deserving of such a 

treatment.4 He recalls the great canines of history – i.e. those who accompanied Diana on her 

hunt, the companions of Theseus, Hercules’s dog, as well as the canine-deities of ancient Egypt – 

thus employing classical examples to stress the historical bond between two species.5 The 

succeeding chapters tell of Pompey’s lineage and progression through human society, and of his 

encounters with both fawning spectators (who bestow upon him many luxuries) as well as those 

made out to be his enemies. He is consistently the point of fixture around which human affairs 

and conversations ensue. Eighteenth-century authors and artists, notably aware of their classical 

predecessors, elevated certain animals through praise, companionship, and a focus upon 

individuality. 

 

 

 

                                                
 
3 The work can in a larger sense be seen as part of the literary movement of life-writing popular at this time. 
4 Francis Coventry, ‘Chapter I’ in History of Pompey the Little; or, the Life and Adventures of a Lap-Dog (London: 
Ellerton & Henderson, 1751).  
5 Ibid. 
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4.3. An Indecent Likeness and Imitation of Man: Simians in Satire 

 

Animal painting, while decidedly more formal and academic than caricature, also on 

occasion produced some surprisingly satirical works such as when Philip Reinagle exhibited his 

Portrait of an Extraordinary Musical Dog (1805) to Londoners at the Royal Academy (Figure 

44). While performing animals were ostensibly capable of amazing feats, this exaggerated scene 

was clearly a satire – as Robert Rosenblum writes, “Seated on a piano stool before a window that 

frames an expansive landscape and sky, the spaniel stares us down with the intense eyes of 

another Beethoven, a Romantic genius immersed in his music-making,” further elucidating that 

“the furry pianist is intended as a joke on the succession of human child prodigies who awed the 

public, beginning with Mozart’s performance in 1764-65 and continuing with another infant 

pianist, William Crotch.” 6 Reinagle’s satire played upon the faculties and known-capabilities of 

dogs, thus making clear the comical subversion of expectations by bordering on the absurd. 

However, some animal species were so akin to humans that the subversion was less apparent, 

and the lack of distinctions between them altered the tone of their representation.  

                                                
 
6 Robert Rosenblum, Best in Show, 55-56. 
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Figure 44. Philip Reinagle, Portrait of an Extraordinary Musical Dog, ca. 1805, Oil on canvas. 
Virginia Museum of Fine Arts. 

 

In 1738, a crowd gathered to view a chimpanzee in a London coffeehouse. The chimp 

was a young female, originating from Angola, and had been brought to Randall’s Coffee-house 

by her owner Captain Henry Flower who profited by charging a shilling a piece to eager 

viewers.7 While the proximity of horses and dogs to humans was built upon a long history of 

companionship and labour, the latter’s relation to monkeys and apes was more elementary; it was 

easily discernable to the casual observer that there were striking anatomical similarities, while 

these animals exhibited a prodigious intelligence (Figure 45).8 Some, such as Lord Monboddo, 

went as far as to consider them a variation of, or ancestor to, humanity, while the resemblance 

                                                
 
7 Caroline Grigson, Menagerie: The History of Exotic Animals in England (2016). See also: Richard Nash, Wild 
Enlightenment: The Borders of Human Identity in the Eighteenth Century (Charlottesville: University of Virginia 
Press, 2003), 37; wherein he discusses how Sir Hans Sloan, head of the Royal Society even came to visit and was 
impressed by the animal.  
8 Unless the species is specified, the term monkey here refers to both monkeys and apes, as their use in satire was 
often interchangeable. 
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caused uneasiness among others (Figure 46).9 Edward Topsell’s descriptions of monkeys 

contained sensationalized retellings of human-like behaviour, such as when he noted the 

monkeys in India to be so venereous as to ravish local women, while others grew so tame, bold, 

and civil that they were comparable to children.10 Topsell hints at physiognomic principles as he 

subsequently considers the comparative physiques of humans and monkeys, likening them to 

men of low character – “An Ape and a Cat have a small back, and so hath a weak hearted man, a 

broad and strong back signifieth a valiant and magnanimous mind” – and concludes that “as the 

body of an Ape is ridiculous, by reason of an indecent likeness and imitation of man, so is his 

soul or spirit.”11 

 

Figure 45. J. Scott, Five apes: orangutan, Barbary ape, baboon, leonine monkey and varied 
monkey, ca. 1808, etching. Wellcome Collection. 

 

                                                
 
9 Rémi Brague, The Kingdom of Man: Genesis and Failure of the Modern Project, trans. Paul Seaton (Notre Dame: 
University of Notre Dame Press, 2018), 155.  
10 Edward Topsell, The History of Four-Footed Beasts, 3. 
11 Ibid, 4.  
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Figure 46. Charles H. Bennett, The evolution of a monkey into a boy and a balloon into a cage 
for a parrot; representing Darwin's theories, ca. 1863, Wood engraving. Wellcome Collection. 

 

Note: While as product of the Victorian Era this work exceeds the purview of the period researched, Bennett was in 
many regards a linear successor to the caricaturists of the long eighteenth century. He too would contribute to an 
edition of Aesop, and produce a number of anthropomorphic illustrations and stories. This caricature of Darwin’s 

On the Origin of Species (1859), demonstrates how human-monkey associations remained a channel for satire well-
into the nineteenth century. 

 

The ‘mock-man’ designation, or parallel derivations of the ‘indecent likeness’ opinion, 

grew popular by the eighteenth century. It was likely the monkey’s ability to mimic man that 

drew so many artists to it as a subject for “parodying human behaviour,” as Béatrice Salmon 

writes: “It is in this role that we so often see it depicted, in the margins of illuminated 

manuscripts and in decorations on wood paneling, engaging in the favorite pastimes of high 

society: tournaments, music, dancing, gambling, and hunting.” 12 Such concomitant depictions 

became so established that they formed a new genre, the singerie. As in animal painting, the 

                                                
 
12 Béatrice Salmon, ‘Preface’ in Nicole Garnier-Pelle et al. The Monkeys of Christophe Huet: Singeries in French 
Decorative Arts (Los Angeles: Getty Foundation, 2011).  
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monkeys were the protagonists of the scene; unlike animal painting, their portrayal was not 

naturalistic. Very popular in France and the Netherlands, singeries often depicted lavish and 

eurhythmic scenes, including courtly dance halls, barbershops, taverns, art studios, and even 

monkeys owning and employing other animal species. Artists that contributed to this tradition 

included Jean Bérain the Elder, David Teniers II, and perhaps most famously Christophe Huet 

(Figure 47). Huet’s expansive collection of monkey-illustrations included both decorative works, 

wherein singeries peripherally adorned ceilings or the corners of murals (as had images of the 

‘wildman’ previously), as well as character studies and full tableaus (Figure 48).13  

 

 

Figure 47. David Teniers the Younger, Smoking and drinking monkeys, ca. 1660, Oil on panel. 
Museo del Prado. 

 

                                                
 
13 A famous example of one of Huet’s ‘decorative frescoes’ was Claude Gillot’s Grande Singerie de Chantilly. 
Monkey Island house is an example of this that stands to this day and can be visited. Huet’s paintings of this style 
were made for numerous wealthy homes and buildings including the Hôtel de Rohan-Strasbourg and the Château 
d’Ognon-en-Valois, see: Nicole Garnier-Pelle et al., The Monkeys of Christophe Huet, 37. 
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Figure 48. Christophe Huet, Singerie: The Dance, ca. 1739, Oil on canvas. National Gallery of 
Art. 

 

In satire and caricature, monkeys often implied a negative connotation when associated 

with humans. They developed an affiliation with sexuality from at the least the fifteenth century 

onwards, with occasional descriptions of intimacy between male monkeys and human women.14 

More often, unmarried women, or spinsters, were associated with monkeys, yielding the motif of 

leading apes in hell (Figure 49).15 Monkey associations by the eighteenth century were extensive 

– they ranged from being the companion or incarnation of the devil, to a mockery of human 

enterprise, to appearing as “the subjects of race debates as scientists compared them to Africans 

and Europeans.”16 Swift drew on contemporary conceptions on simians in drafting the Yahoos in 

Gulliver’s Travels, notably travel literature that propagated wondrous and hyperbolized tales of 

monkeys. R. W. Frantz writes that the Yahoos “are to be thought of as men who are degraded to 

                                                
 
14 Debbie Lee, “Johnson, Stedman, Blake, and the Monkeys,” The Wordsworth Circle 33, no. 3 (2002), 116. He also 
quotes the art historian H. W. Janson in claiming this.  
15 In William Shakespeare’s The Taming of Shrew, 2.1. l.31-34, Katherina shouts to her father, regarding her sister 
Bianca: “What, will you not suffer me? Nay, now I see/ She is your treasure, she must have a husband./ I must dance 
barefoot on her wedding day/ And, for your love to her, lead apes in hell.” 
16 Debbie Lee, 117. Such pseudoscientific associations appeared often in form of comparative anatomy, and 
practices such as phrenology bear resemblance to some of the theoretical frameworks of physiognomy. But their 
similarity should not be overstated. 
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the lowest conceivable brutish condition,” and that the choice of a monkey-association to 

evidence this had been established in the “homespun prose” of “voyagers of the seventeenth and 

early eighteenth centuries.”17  

 

 

Figure 49. Anonymous, Old Maids Leading Apes, ca. 1797, Coloured etching. The British 
Museum. 

 

4.4. An Attentive Eye: Elevation Through Study & Observation 

 

Compounding the allegorical representation of humanity through animal society, the 

bonds of companionship among pet owners, the romanticizing of the animal anatomy through 

painting, and the anthropomorphic comedy of singeries, was a more grounded and procedural 

appreciation of animalkind. The latter had been evidenced to a degree in animal painting, as the 

                                                
 
17 R. W. Frantz, “Swift's Yahoos and the Voyagers,” Modern Philology 29, no. 1 (1931), 51-52. He describes, for 
instance, how Swift owned a copy of Lionel Wafer’s A New Voyage and Description of the Isthmus of America 
(1699), as well as William Dampier’s New Voyage round the World (1697), and how these authors likely furnished 
him with plenty of material to draw upon.  
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latter sought not only to aggrandize animals through portraiture but also portray their daily 

unadulterated rituals, i.e. free of implicit human contact or society (Figure 50). The admiration 

and observation of animals as a product of all of these traditions, among others, consequently 

reinforced human debasement and animal elevation through satire. Daniel Defoe would, in this 

fashion, satirize theories of racial purity and unbroken heredity in England; in The True-Born 

Englishman (1701), Defoe remarked that a Turkish Horse has a greater lineage than some men. 

In speaking specifically of the history of England through the Norman Conquest (“And here 

begins our ancient pedigree; That so exalts our poor nobility”), he asks: “A true-born 

Englishman of Norman race?/ A Turkish horse can show more history/ To prove his well-

descended family.” 18 The satire paralleled a more earnest contemporary trend that spoke of both 

human and animal upbringing or training using a standardized vocabulary. Matthew Prior, in An 

Epistle To Fleetwood Shepherd, Esq. (1697), compares a puppy to a child thusly: “No family that 

takes a whelp,/ When first he laps and scarce can yelp,/ Neglects or turns him out of gate/ When 

he’s grown up to dog’s estate:/ Nor parish, if they once adopt/ The spurious brats by strollers 

dropt,/ Leave them, when grown up lusty fellows,/ To the wide world, that is, the gallows.”19  

                                                
 
18 Cecil A. Moore, English Poetry, 27. 
19 Ibid, 3. 
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Figure 50. Sawrey Gilpin, Mares and Foals, facing left, ca. 1790-1800, Oil on canvas. Yale 
Center for British Art. 

 

Defoe’s satire did not stray far from the truth in conceiving of its human debasement, for 

the breeding of animals, such as horses, was an enormous enterprise in early modern England. 

Indeed acquaintance with, and knowledge of, animals would imply an appreciation for their 

complex habits and mannerisms as well as an awareness of which qualities were desirable and 

applauded.20 For, while ownership of an Arabian horse carried obvious class associations, many 

individuals were involved in the caretaking of such animals – as Donna Landry notes, “If the 

upper classes were often obsessed with the status conveyed by ownership of famous bloodlines, 

the lower classes could be equally obsessed, often in a professional capacity, as they derived 

                                                
 
20 It is nigh impossible to determine with exactitude where practical responsibility towards animals turned to 
admiration, or how joy was derived from service. It has always been easier to speculate on the reverse – to abstract 
animal usage and point to the number of deaths or the degree of violence that are undeniable. One has only to 
observe most farmers, however, to realize the impossibility of the task set ahead, and to be in awe of the dedication 
required in sustaining such a venture. James Herriot, whose tales of his veterinary practice in Yorkshire have 
inspired an equally practical and caring affection towards animals since their publication, offered a nuanced truism 
in this regard when he wrote: “I went back to my conversation with Siegfried that morning; we had just about 
decided that the man with a lot of animals couldn’t be expected to feel affection for individuals among them. But 
those buildings back there were full of John Skipton’s animals – he must have hundreds. Yet what made him trail 
down that hillside every day in all weather? Why had he filled the last years of those two old horses with peace and 
beauty? Why had he given them a final ease and comfort which he had withheld from himself? It could only be 
love.” James Herriot, All Creatures Great and Small (London: Pan Books, 1976), 360. 
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their livelihood from horse coping.”21 Horse ownership also grew dramatically during this 

period; Landry recounts that “In the 1590s only a fifth of the householders of a modest parish 

such as Yetminster in Dorset had owned horses, but by the 1660s three-fifths owned them,” and 

by 1750 there were “many landed gentlemen of smaller means who owned horses descended 

from Eastern blood as well as paintings and engravings of them as the ideal of equine beauty.”22 

Both colloquially and professionally, the literal elevation of animals produced a knowledge 

system (with accompanying vocabulary and literature) that commingled with concurrent 

symbolic animal elevation. Meanwhile, the eighteenth century also witnessed an exponential 

growth within the formal academic study of animals, namely by the network affiliated with the 

Royal Society (of which the Scriblerian Dr. Arbuthnot was himself an elected member) – which 

released an enormous scientific output that in turn influenced popular culture. London remained 

the omphalos of natural history during the ‘age of discovery,’ to which samples were sent to be 

labeled and categorized, with the published findings further prompting significant discussion and 

debate. Royal Society fellows, such as the Scottish surgeon John Hunter, became closely 

associated with the animals they studied. Jesse Foot’s biography, The Life of John Hunter 

(1794), was complete with numerous illustrations, ostensibly all of which contained animals, that 

suggested more than simply a professional interest; rather these scientific practitioners 

oftentimes carried themselves as lifelong disciples of nature, readily showcasing their personal 

                                                
 
21 Donna Landry, “The Bloody Shouldered Arabian,” 42. Specialized studies were produced as Jeremiah Bridges 
work on horse anatomy, with special attention paid to proper care, see: No foot, no horse: an essay on the anatomy 
of the foot of that noble and useful animal, the horse. Wherein each part is accurately described; the disorders each 
part is liable to are treated of, and proper remedies are offered; together with particular directions for the cure of 
some of the chief internal diseases which horses are subject to (1752). For more on the close relationship between 
humankind and horses, see Monica Mattfeld, Becoming Centaur: Eighteenth-Century Masculinity and English 
Horsemanship (2016). 
22 Donna Landry, “The Bloody Shouldered Arabian,” 42.  
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adoration and once again elevating animals in doing so (Figure 51).23 Their studies of animals 

may have allowed pet owners such as the Scriblerians (or those that cared for animals from afar) 

to further justify their adoration; while the affection of these scientists would have been an 

important counterpoint to theories of human supremacy that drew upon a doctrinal rationality 

(which will be explored in Chapter 5). 

 

 

Figure 51. Robert Home, John Hunter, ca. 1770, Oil on canvas. The Royal Society. 

Note: Similarly to Hogarth, Pope and countless other artists and thinkers, Hunter decided upon an animal companion 
in his official portrait. The dog, which in fact was a wolf-dog hybrid of Hunter’s own breeding, rests his enormous 

head upon the surgeon’s lap while the latter strokes its head caringly. 
 

The discoveries of natural history, beginning in the early modern period and growing 

exponentially during the eighteenth century, would expand the animal vocabulary for satirists, 

especially given the exaggerated tales of wonders and curiosities that had by the eighteenth 

century permeated the popular imagination. Like the medieval bestiaries, the authors and 

                                                
 
23 Jesse Foot, The Life of John Hunter (London: T. Becket, 1794). 
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propagators of tales of exotic animals included within their retellings a hearty dose of 

imagination, and they capitalized upon their monopoly of knowledge to masquerade their 

amateur study as truth. The protagonist of the Scriblerian Memoirs, Martinus, stumbles upon a 

large canvas that depicts all sorts of animals and exotic tales – including leopards, lions, jackals, 

porcupines, as well as fictional beasts such as the ‘Man-mimicking Manteger’ (Manticore).24 

Martinus is then surprised as a throng of people gather for an exotic show, led by a Mr. Randal, 

who claims to have sailed twice around the globe collecting the finest prodigies from the “most 

remote and barbarous nations.”25 Martinus asks Randal to elaborate upon his travels, specifically 

asking after certain peoples and animals, i.e. ‘the gigantick Ethiopian’ and notably the 

Cynocephali “who have the head and voice of a Dog,” thus recalling the hybrid figures in the 

Animal Vocabulary; Martin and Randal’s ensuing conversation details other animal fictions, 

including island birds who speak Greek and other ‘modern Monsters’.26 Likewise in caricature, 

fictitious beasts and hybrids formed an integral associative repertoire for debasement, while 

artists also drew upon the formulations of the Royal Society to mock their victims (Figure 52).  

 

                                                
 
24 John Arbuthnot et al., ‘Chapter XIV: The Double Mistress’ in Memoirs of the Extraordinary Life, Works, and 
Discoveries of Martinus Scriblerus, ed. Charles Kerby-Miller (New Haven: Yale University Press, 1950), 143. 
Henceforth the text shall be referred to as “Memoirs.” 
25 Memoirs, 144. Richard Nash notes that ‘Mr. Randal’ was likely alluded to the proprietor of Randall’s Coffee-
house, wherein the chimpanzee had been brought in 1738. 
26 Cynocephaly was a category of theriocephaly, that spoke of human beings with canine heads. Such hybrids were 
mentioned in texts from antiquity onwards, and the continued belief of some in such creatures inspired the 
Scriblerian mockery.  
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Figure 52. James Gillray, The great South Sea caterpillar, transform’d into a Bath butterfly, ca. 
1795, Coloured etching. The British Museum.27 

 

Close observation of animals was not limited to painters and academics, or those that had a 

vested financial interest in their husbandry, but rather became a routine pastime. Joseph Addison 

would write of such casual study in The Spectator: “I must say I am infinitely delighted with 

those Speculations of Nature which are to be made in a Country-Life; and as my Reading has 

very much lain among Books of Natural History, I cannot forbear recollecting upon this 

Occasion the several Remarks which I have met with in Authors, and comparing them with what 

falls under my own Observation: The Arguments for Providence drawn from the natural History 

of Animals being in my Opinion demonstrative.”28 Similarly, in an edition of Goldsmith’s The 

                                                
 
27 Note: Here Gillray caricatures the naturalist and explorer Sir Joseph Banks, employing the formalized 
presentation and language of natural history to do so. The text below notes “This Insect first crawl’d into notice 
form among the Weeds & Mud on the Banks of the South Sea; & being afterwards placed in a Warm Situation by 
the Royal Society, was changed by the heat of the Sun into its present form – it is notic’d & Valued Solely on 
account of the beautiful Red which encircles its Body, & the Shining Spot on its Breast; a Distinction which never 
fails to render Caterpillars valuable.” 
28 Addison and Steele, The Spectator, Wednesday, July 18, 1711 (No.120). 
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Bee, an anonymous author published a segment titled ‘The Sagacity of Some Insects,’ wherein 

the writer’s interest revolves around animal society, including their social organization, 

community values, and architectural ability.29 First writing of the elephant and the beaver, who 

are considered remarkable when left in their unsullied ‘social state,’ the author recalls attempts 

of Gilpin and other animal painters who strove to capture naturalistic scenes. Then is described, 

in exceptional detail, the labours of insects – particularly ants and bees, whose praiseworthy 

qualities become especially discernible in the cooperation of large numbers of their kind: “their 

whole sagacity is lost upon separation, and a single bee or ant, seems destitute of every degree of 

industry, is the most stupid insect imaginable, languishes for a time in solitude, and soon dies.”30 

Subsequently, the author chronicles his observation of a common house spider, whose strategies 

and trials are consistently equated to human society. Subtly anthropomorphic, he conceives of 

the spider in a ‘state of war’ wherein his body is “a strong natural coat of mail” and his legs are 

“like spears”; following this, he patiently watches and vividly notes the arachnid’s duel with a 

neighbouring spider, which results in a series of ‘battles’ until finally the “laborious spider 

became conqueror, and fairly killed his antagonist.”31 

 

 

 

 

 

                                                
 
29 Oliver Goldsmith, The Works of Oliver Goldsmith, Volume 3, ed. Peter Cunningham (London: John Murray 
Publishers, 1854), 59-63.  
30 Ibid. 
31 Ibid. 
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4.5. Cruel Humans & Gentle Animals: Morality Among the Artists 

 

“While you, and every courtly Fop, 

Fawn on the Devil for a Chop… 

 I’ve the Humanity to hate, 

A Butcher, tho’ he brings me Meat”32 

- Alexander Pope, Bounce to Fop: An Heroick Epistle from a Dog at Twickenham to a Dog 

at Court (1736)  

 

Animal Ascension, while overlapping in many regards with the tenets of Animal Rights, was 

not synonymous with the latter and in fact predated any legislation by at least a full century. 

There was, in spite of all the praise and admiration, a continuing proclivity among the 

eighteenth-century English – of all classes – towards animal cruelty. Since formal animal rights 

legislation would not come to pass until the mid-nineteenth century, the impetus to treat animals 

with civility and respect was largely a social pressure, adding to the importance of those 

furthering the symbolic ascension of animals.33 There were certainly advocates for animal rights, 

and indeed many artists championed them, including Hogarth and Pope. Some promoted changes 

in human diet and lifestyle, such as the short-lived but well-remembered Romantic poet Percy 

Bysshe Shelly, who wrote of amendments to English norms in A Vindication of Natural Diet 

(1813). Earlier efforts in a similar vein include those of the architect and writer Robert Morris, 

                                                
 
32 Alexander Pope and Jonathan Swift, Bounce to Fop: An Heroick Epistle from a Dog at Twickenham to a Dog at 
Court. By Dr. S----t (London: T. Cooper, 1736), 7. 
33 For breakthrough in Animal Rights, see: Peter Singer, n Defense of Animals: The Second Wave (2006).  



 99 

who published his essay A Reasonable Plea for Animal Creation in 1746.34 Anita Guerrini has 

noted that “While vegetarianism has a long history in Western culture, it reemerged forcefully in 

late seventeenth and eighteenth-century Britain.”35 She remarks the three principle motivations 

for the diet as (1) religious (2) medical (3) moral.36 Pope likely fell into this third category, as his 

close relationship to animals, particularly dogs, would lead to him to express his preference for 

them over humans on several occasions – such as in Bounce to Fop wherein the references to a 

loyal dog serving ‘the Devil’ or ‘a butcher’ juxtapose animal loyalty with human violence. Swift, 

meanwhile, in “Description of a city shower” alludes to the uncivilized treatment of animals in 

cities, beginning the poem with an animal ‘witness’ (“While rain depends, the pensive cat gives 

o’re/ Her frolics, and pursues her tail no more”) and ending with a description of animal parts in 

the gutter: what was once rain water, now dragged through the disgusting nooks and crannies of 

the city: “Sweeping from butcher’s stalls, dung, guts, and blood,/ Drown’d puppies, stinking 

sprats, all drench’d in mud,/ Dead cats, and turnip-tops, come tumbling down the flood.”37 

                                                
 
34 Onno Oerlemans has written on the surprisingly little-studied topic of Shelley’s vegetarianism, which he notes as 
more than a simple fad or lifestyle choice; rather Oerlemans writes that “Shelley understood diet to have important 
consequences on moral and physical health, and as a defining feature of our relation to the natural world.” See: 
“Shelley's Ideal Body: Vegetarianism and Nature,” Studies in Romanticism 34, no. 4 (1995), 531. Oerlemans further 
remarks that during the eighteenth century, the philosopher and physician George Cheyne “argued for the vegetable 
diet on health grounds” while “Pope, Goldsmith, Thomson, and most famously, Rousseau in Emile wrote briefly 
about the moral necessity of not killing animals for food” and that in addition to the intellectual debate surrounding 
diet, “many thousands of the poor simply could not afford a regular diet of meat,” 534. There was also the Christian 
angle to consider, as vegetarianism had been a consistent albeit esoteric trend among Christians for centuries. In the 
eighteenth century notable religious advocates included the Methodist cleric and theologian John Wesley. Professor 
Rod Preece has written extensively on the subject of the animal welfare movement and vegetarianism, See: Animal 
Welfare & Human Values (1993), and Sins of the Flesh: A History of Ethical Vegetarian Thought (2008) 
35 Anita Guerrini, “A Diet for a Sensitive Soul: Vegetarianism in Eighteenth-Century Britain,” Eighteenth-Century 
Life 23, no. 2 (1999), 34.   
36 Ibid. Guerrini’s study focuses on Thomas Tryon (an English sugar merchant and hatter), whose religious 
arguments were particularly interesting, i.e. that “Adam was a vegetarian, and that meat-eating was a consequence 
of the fall”; the physician George Cheyne, who would stress the bearing of diet upon the ‘sensitive soul’ in his 
writings, i.e. Essay on Health and Long Life (1724) and The English Malady (1733); and the antiquarian and writer 
Joseph Ritson, who would publish his Essay on Abstinence from Animal Food in 1802. 
37 A Description of a City Shower written in October 1710, first printed in ‘The Tatler’ no.238 (1710), see: Cecil A. 
Moore, 101. This manner of drawing attention to the disgusting animal practices of the eighteenth century has also 
been noted by Piers Beirne as informing Hogarth’s art; the latter’s encounters with animals both in public and 
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Those that partook in animal cruelty, or violent entertainment, were consequently associated 

with the brutality of the practice and often the enraged animals themselves. Boileau would 

remark upon the ‘diversions’ that interested the English public, including many animal blood 

sports such as cock and dog-fighting. What is remarkable within his description is the association 

of the spectators to the animals. He begins by stating that “Some of these diversions are owing to 

the innate courage of the animals of the Country [England],” and furthermore that English dogs 

are “the boldest in the world, and (if the term may be used) the least bragging.”38 His ensuing 

brutal portrayals of the animals’ unyielding courage – “One may see some of these Creatures 

dragging along a broken leg, and returning to the charge” and “such as are of a true breed will 

suffer their legs to be cut off, one after another, without letting go of their hold” – speak to which 

abilities he admired. In both his laudation and reprehension of various qualities, Boileau 

formulates his human-animal association: “If I durst [dare], I would readily say, that there’s a 

strong resemblance in many things between the English and their Dogs,” he writes, “both are 

silent, head-strong, lazy, unfit for fatigue, no way quarrelsome, intrepid, eager in fight, insensible 

of blows, and incapable of parting.”39 Boileau was not alone in identifying the connection 

between animals and humans in violent spectacle. Just as he noted that the wagerers at cock-

fighting events “appear as angry as the cocks themselves, and make such a noise, that one would 

believe every minute they were going to fight,” so too did the character of Cleo in Mandeville’s 

Fable of the Bees posit that “Man in his anger behaves himself in the same manner as other 

                                                
 
private informed his art, and this led him to portray not only the sight but the smell and feel of animals in London’s 
streets through his works, see: Piers Beirne, “Hogarth’s Animals,” 138. 
38 Béat Louis de Muralt, Letters, 41. 
39 Ibid. 
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animals.”40 Human-animal associations anchored by moral commentary upon animal cruelty 

were present in both satirical literature and art; in graphic satire, the physiognomic tradition and 

styles of comparative anatomy allowed artists to demonstrate this association in an easily 

discernible manner (Figure 53 & Figure 54). 

 

 

Figure 53. Thomas Rowlandson, Bull-Baiting, ca. 1795-1805, Coloured etching. In Thomas 
Rowlandson: His Drawings and Water-Colours by A. P. Oppé.41  

 

Note: While evidently drawing on Della Porta’s facial symmetry, Rowlandson forms an animal association based 
upon active practice rather than inherent traits. The men, depicted with red bulging muscled faces, are descending to 

the level of a brutish animal (the enraged bull) through their actions.42 

                                                
 
40 Bernard Mandeville, The Fable of the Bees (London: J. Roberts, 1729), 317-318. Furthermore, in describing the 
breakout of such fights, Muralt further expands his animal associations to describe two men rushing to fight each 
other “heads foremost, like rams,” 42. The English in turn would self-identify with animals, notably dogs, in this 
way. Ron Broglio writes of the dogs in Landseer’s Low Life and Gillray’s Politeness as ‘tough-looking, muscular 
beasts whose “attributes of loyalty and ferocity move from dog to human owner. In this move, the canine is part of a 
fearsome animality within the Englishman,” see: Beasts of Burden: Biopolitics, Labor, and Animal Life in British 
Romanticism (New York: SUNY Press, 2017), 3-4. The image of the bulldog would increasingly become associated 
with the English character into the twentieth century. 
41 A. P. Oppé, Thomas Rowlandson: His Drawings and Water-Colours (London: The Studio Magazine, 1923), 81. 
42 For more on bull-fighting see: In Defense of Animals, ed. Peter Singer, 133. 
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Figure 54. Samuel Fores, The Norwich bull-bait, ca. 1802, Coloured etching. The British 
Museum. 

 
Note: The speech bubbles include references to the courage of English bulldogs, who are given the human heads of 
the Electors of Norwich, while the bull has the head of the Whig statesman William Windham. The man at the far-
right of the piece remarks “Aye he is a Friend of Bull baiting and he shall have a good Badgering,” thus extending 

the association based upon animal practice.  
 

There were a variety of other violent pastimes, such as bear-baiting, goose-pulling, and –  

a favourite of the upper classes – fox-tossing, the latter involved partners pulling  

upon sheets of canvas or slings in order to propel frightened animals high into the air (the blood  

sport was played not only with foxes, but also numerous small mammals). Some individuals,  

such as Augustus II the Strong, Elector of Saxony (1697-1733), became famed for their penchant  

and skill at the sport.43 Besides blood sports, hunting also remained extremely popular, and  

spawned its own satirical vocabulary of human-animal associations (Figure 55).44 These  

cruelties offered to the Scriblerians, and their peers, not only a plethora of human-animal  

                                                
 
43 Sacheverell Sitwell, The Hunters and the Hunted (London: Macmillan Company, 1948), 60. See also Singer, 132, 
wherein it is described how Augustus kills his entire menagerie in 1719.  
44 Howard L. Blackmore, Hunting Weapons: From the Middle Ages to the Twentieth Century (Mineola: Dover 
Publications, 1971), xxii-iii. 
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associations to employ, but also motivated those with a penchant for animal compassion to direct  

their satirical social regulation at those practices they deemed barbaric and brutish. Thus, animal  

elevation in satire was the product of a decided affection of many authors and artists towards  

animalkind (against the notable backdrop of an increasing appreciation or the faculties of  

animals), as well as a growing derision towards those who would violently subjugate the latter.  

The prevalence and continuation of violent spectacles hinted at the assumed dominance of  

humans over animals (at least by their practitioners and spectators); the theories that supported  

that dominance and preached human exceptionalism will be considered in the following chapter.  

 

 

Figure 55. William Dent, The Fox Hunt, ca. 1784, Etching. The British Museum. 
 

Note: Here the Whig leader Charles James Fox is depicted being chased by, among others, Lord Temple riding an 
ass sporting the head of George III. 
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Chapter 5  

Pecking Orders: Animal Elevation Through Inversion 

 

What allowed for the contrasting realities of animal compassion and animal cruelty? What 

theories underpinned processes of human debasement and animal elevation? In reflecting upon 

these questions, this chapter will consider some of the theoretical foundations for the human-

animal dichotomy in early modern England, as understood by contemporary European thinkers, 

in order to investigate species-based hierarchies as well as the framing of the relationship of 

humankind to the natural world. Thereupon, it shall investigate the inversion of such hierarchies, 

the depictions of alternate realities through satire, and the threats posed to civility in the colonial 

era. 

5.1. Theories of Human Exceptionalism & Supremacy 

 

“Human civilization indeed was virtually synonymous with the conquest of nature.” 

- Keith Thomas, Man and the Natural World1 

 

“Scholastics ask whether animals have a soul. I do not understand their question. A tree can pull 

the sap into its fibers and unfold the buds of its leaves and blossoms; does it have a soul? It has 

received certain faculties. Animals have those of feeling, memory, and ideas. Who has given 

                                                
 
1 Keith Thomas, Man and the Natural World, 25. 
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them these faculties? Who has made the grass of the fields to grow, and the earth to revolved 

around the sun?” 

- Voltaire, Voltaire’s Alphabet of Wit2 

 

Many of the early modern moral discrepancies regarding animals, such as the prevalence 

of both compassion and cruelty, stemmed from theology. Christianity simultaneously preached 

kindness towards brute creation, while also confirming ‘man’s dominion over the natural world’ 

and alleging that humankind alone had been created in God’s image.3 Religion, the foremost 

arbiter of human morality, thus fostered an anthropocentric worldview; when coupled with 

cultural practices and legislative allowances of ownership (i.e. private property), this ‘authorized’ 

humans to treat animals however they wished.4 Keith Thomas notes as much in his study of the 

“breathtakingly anthropocentric spirit in which Tudor and Stuart preachers interpreted the 

biblical story,” wherein he concludes that “Human ascendancy was, therefore, central to the 

Divine plan.”5 Constance Classen further finds that this inherent violence towards non-humans, 

                                                
 
2 Voltaire, Voltaire's Alphabet of Wit, ed. Paul McPharlin (Mount Vernon: The Peter Pauper Press, 1955), 8. 
3 Norman S. Flering has shown how “The humanitarian principles asserted in the eighteenth century had much in 
common with those in classical literature,” but that they further compounded “Cicero’s ‘nature’” with “the weight of 
Christian providential design” thus employing theology to instill compassion towards all life. Flering interweaves 
into his analysis the issue of civilized performance, and notes “The idea of irresistible compassion became a 
psychological dogma, and more than ever a touchstone not only of true civility but of human status itself,” see: 
“Irresistible Compassion: An Aspect of Eighteenth-Century Sympathy and Humanitarianism,” Journal of the 
History of Ideas 37, no. 2 (1976), 198.  
4 Paul Waldau writes, in Peter Singer’s edited volume In Defense of Animals (2005), that the Abrahamic traditions 
(meaning Judaism, Christianity, and Islam) all possess some “common assumptions about nonhuman animals.” He 
notes that they differ considerably and identifiably from the Hindu and Buddhist viewpoint, and are ultimately 
“dominated by a speciesist approach to deciding just which lives should be seen as within our moral circle,” 74. 
While it would be anachronistic to use this terminology and lens (which is considerably influenced by a focus on 
twentieth century “mainline interpretations” of the Abrahamic religions) in analyzing the early modern human-
animal relationship/association/debate, Waldau is generally correct in noting that a generally shared characteristic of 
these religions is a “recurring assertion that the divine creator specially elected humans and designed the earth 
primarily for our benefit rather than for the benefit of all forms of life” and that “this human-centeredness has 
manifested itself regularly in a tendency to justify practices that harm other animals,” 74.  
5 Keith Thomas, Man and the Natural World, 18. 
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present in both the Christian worldview and standard European animal practices, was registered 

and discussed by some early modern thinkers. The sixteenth-century Italian essayist Giovanni 

Bonardo is quoted as stating: “We dress as a result of the force we use in stripping the animals of 

their wool and skins, almost stealing from them their own clothing… not can we live except by 

the death of other things.”6  

 

Fundamentally conflicting with the realities of European animal practice, that had been 

tacitly permitted by the Church, were Christian animal associations that employed non-human 

species in their didactic mission towards human redemption and salvation. Just as man had 

dominion over nature, so too did God have supremacy over man, and the animal allegories 

helped bridge these two truths together – i.e. the symbol of the ‘lamb’ or ‘sheep’ which was used 

to refer to both Christ (“the Lamb of God”), and the whole of humanity as sheep (“The Lord is 

my Shepherd,” i.e. Psalm 23). In addition to such allegorical moralizing, and the parables 

discussed in Chapter 2, the “Animal Vocabulary,” animals were also closely associated with 

certain saints whose veneration had grown vastly in the early modern period. Among them were 

St. Jerome (who took the thorn out of the lion’s paw), St. Eustace (who viewed a crucifix 

between the antlers of a stag), St. Hubertus (who shared an iconographic tradition with St. 

Eustace, and was known as the patron saint of hunters), and St. Francis of Assisi (who among 

various animal-related wonders, brokered a peaceful settlement between a fierce wolf and the 

ravaged townspeople – a central story within the Fioretti). Saint worship and parable preaching 

would have thus propagated an immeasurable assortment of compassionate attitudes and 

                                                
 
6 Constance Classen, The Deepest Sense: A Cultural History of Touch (Champaign IL: University of Illinois Press, 
2012), 94.  
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practices within English society, many of which can be readily located in the artistic output 

during the eighteenth century (Figure 56). 

 

 

Figure 56. Julius Caesar Ibbetson, Children and the Pet Sheep, ca. 1805, Oil on canvas. Dove 
Cottage and the Wordsworth Museum. 

 

Note: Scenes of children playing with animals were a pillar of pastoral landscapes, while the sheep in particular 
recalled the Christian iconography. This is most overtly evident in the Ghent Altarpiece (early-fifteenth century). 

 

One of the most epochal and impassioned traditions of Christianity, relevant to the station 

of animals in human society, was the formulation of the Great Chain of Being (Figure 57). Both 

in theory and illustration, the Great Chain positioned animals decidedly below humankind, in a 

hierarchy that ranged from God to the inanimate. Arthur O. Lovejoy writes that “The Chain of 

Being, in so far as its continuity and completeness were affirmed on the customary grounds, was 

a perfect example of an absolutely rigid and static scheme of things.”7 However, though static, 

the Great Chain nonetheless grouped humans and animals in a cohesive framework – Kathryn 

                                                
 
7 Arthur O. Lovejoy, The Great Chain of Being: A Study of the History of an Idea (Cambridge MA: Harvard 
University Press, 1971), 242.  



 108 

Shevelow had remarked that “As a structure in which every element of creation occupied a fixed 

and necessary position along a vertical scale, the great chain of being was a model of hierarchy – 

but it also implied a potentially troubling interconnection and ambiguity.”8 The metaphor of the 

Great Chain, she argues, in fact ‘blurred’ the distinctions between various orders of creation, for 

“if a chain is to remain intact, its links must intersect and overlap.”9 

 

 

Figure 57. Theodore De Bry & Robert Fludd, Integra Naturae in Urtriusque cosmi maioris 
scilicet et minoris metaphysica, physica atque technica historia, in duo volumnia secundum 

cosmi differntiam diuisa, ca. 1624, Etching.10 
 

Both Christian theories of dominion and the Great Chain were popular currents in early 

modern thought, though their formulation of human exceptionalism were crucially compounded 

by more recent trends in natural philosophy, namely rationalism. None stood more prominently 

                                                
 
8 Kathryn Shevelow, For the Love of Animals (2008).  
9 Ibid. 
10 Note: While the illustration of the Great Chain in the 1579 Rhetorical Christiana is most-often reproduced, De 
Bry’s print for the physician and occultist Robert Fludd is both an English representation, and its literal depiction of 
the chain being carried by a monkey suggests the interconnectivity alluded to by Shevelow. 
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in championing this latter tradition, leading into the eighteenth century, than René Descartes, 

whose ‘Beast-Machine’ theory sparked crucial intellectual debates concerning animal standing. 

Descartes, in his Discours de la Méthode (1637), had advanced the belief that animals worked as 

machines, automated to the point of lacking any reason – the latter evidenced clearly through 

their lack of speech.11 In spite of its static hierarchy, the Great Chain had still granted to animals 

“life, feeling, perception, and memory” in elevating them above ‘lifeless matter’; Descartes, 

meanwhile, afforded them no special separation from the latter except through the guise of 

automation and instinct. 12 The distinction that developed between ‘rational humans’ and 

‘irrational animals’ was consequently challenged by numerous thinkers, such as Michel de 

Montaigne. In An Apology for Raymond Sebond, part of his Essays (1580), he challenged the 

presumptions of Descartes, specifically addressing speech as a qualifier for rationality. In 

drawing upon a variety of classic works, such as those of Lactantius (who had attributed to 

animals not only speech but laughter), Montaigne writes that all species possess the speech 

required for their relative needs. He notes both speech among animals – “for what is this faculty 

we observe in them, of complaining, rejoicing, calling to one another for succour, and inviting 

each other to love, which they do with the voice, other than speech?” – and further the 

communication between species: “And why should they not speak to one another? They speak to 

us, and we to them. In how many several sorts of ways do we speak to our dogs, and they answer 

                                                
 
11 Sahlins notes some other notable French thinkers of the tradition of Descartes, who helped establish or propagate 
understandings of “corporeal mechanism” – such as Claude Perrault, Jacques Rohault, and Giovanni Borelli, see: 
Sahlins, 1668, 27. Thomas also notes the Spanish physician Gomez Pereira as an independent intellectual 
predecessor to Descartes, see: Man and the Natural World, 33. For more on the long French tradition of considering 
the debate surrounding human vs. animal reason, souls, faculties, and automation, see George Boas The Happy 
Beast in French Literature (1933). Also: Leonora Cohen Rosenfield’s From Beast-Machine to Man-Machine: 
Animal Souls in French Letters from Descartes to La Mettrie (1941). 
12 Wallace Shugg, “The Cartesian Beast-Machine in English Literature (1663-1750),” Journal of the History of 
Ideas 29, no. 2 (1968), 279. 
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us?”13 Montaigne was not blind to the differences between species, but hesitated in attributing 

superiority to one over another. Through his relativist approach he hoped to “bring us 

[humankind] back and join us to the crowd” and interprets the Great Chain as less linear and 

rather entangled: “We are neither above nor below the rest, All that is under heaven, says the 

sage, runs one law and one fortune: All things remain; Bound and entangled in one fatal chain.” 

 

Thus, the deliberation concerning human exceptionalism and the hierarchy of species – 

presaged by a religious exposition – revolved around conceptions of rational humans and 

irrational animals, and contended the supremacy of logic over base instinct. 14 In eighteenth-

century England, the subject would be treated by several of the authors and artists previously 

discussed. Often the debate was publicized in contemporary periodicals and essays, which 

presented a sort of open forum for the exchange of ideas. From 1704 to 1713 Daniel Defoe 

published his Review, and attached to the periodical an appendix section originally titled 

Mercure Scandale: Or Advice from the Scandalous Club, later to simply be known as Advice 

from the Scandal Club. It offered a channel for readers of the Review to pose questions and 

receive answers from Defoe, writing in the guise of a learned society.15 In a 1705 edition of 

                                                
 
13 Having extensively considered animal speech and acknowledging the rationality the latter implied, Montaigne 
begins to dispute the foundations for human exceptionalism and supremacy. In the same vein as those individuals 
interested in the society and architecture of animalkind, he remarks upon the constructions of habitats by swallows 
(nests) and spiders (webs), going as far as to debase the equivalent human enterprises: “We sufficiently discover in 
most of their works how much animals excel us, and how unable out art is to imitate them. We see, nevertheless, in 
our rougher performances, that we employ all our faculties, and apply the utmost power of our souls; why do we not 
conclude the same of them?” 
14 Descartes’ fame and influence were enormous. Similarly, Montaigne was widely read throughout Europe leading 
into the eighteenth century – Philippe Desan has noted that he had enormous influence within English-speaking 
countries after being introduced by Francis Bacon in Essays (1594). Philippe Desan, in The Oxford Handbook of 
Montaigne notes specifically his influence upon Shakespeare, Locke, Sterne, Pope, Byron, and many others. 
15 Jean McBain, “‘Love, Marriages, Mistresses, and the Like’: Daniel Defoe’s Scandal Club and an 
Emotional Community in Print,” in Passions, Sympathy and Print Culture: Public Opinion and Emotional 
Authenticity in Eighteenth-Century Britain, ed. Heather Kerr et al. (London: Palgrave, 2015), 68-85. 
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Advice, a reader signed R. S. T. asks of the Scandal Club: “Whether a Dog may not properly be 

said to THINK on Things past and to come”16 Defoe’s reply observed that “we cannot but think 

that the Effects of what we call Natural Powers in Brutes, Determine them to be under some 

Powerful Conduct, which must Exceed meer Instinct.” Considering, for instance, the example of 

King James’ hounds (who had demonstrated a syllogism while chasing a hare), Defoe proposes 

that “If this be not Thinking, ‘tis an Equivalent” (and that it is “Immaterial therefore what we call 

it”).17 

 

Some years later, Addison would consider animal faculties in an edition of The Spectator 

(No.120, Wednesday, July 18, 1711).18 He begins by quoting Virgil who wrote “I deem their 

breasts inspired with a divine sagacity” (Equidem credo, quia sit Divinitus illis Ingenium), before 

turning to the commonalities across species: “The most violent Appetites in all Creatures are 

Lust and Hunger. The first is a perpetual Call upon them to propagate their Kind; the latter to 

preserve themselves.” However, Addison does not see fit to ascribe to animals faculties of 

reason, as he finds that though their architecture may be brilliant, its construction seems intrinsic 

rather than varied (as it is in human society) – he thus asks, “What can we call the Principle 

which directs every different Kind of Bird to observe a particular Plan in the Structure of its 

Nest, and directs all of the same Species to work after the same model?”19 Addison concludes “It 

cannot be Reason; for were Animals imbued with it to as great a Degree as Man, their Buildings 

                                                
 
16 Daniel Defoe, Defoe’s Review, ed. Arthur Wellesley Secord (Facsimile Text Society, 1938), Hathi Trust, 39.  
17 Ibid. Defoe lists examples of animals evidencing thought, including through the hoarding of food and water (thus 
demonstrating futurity), finding their way home after being separated by great distances, responding to a variety of 
learned signals, and distinguishing between those that mean them harm and those who do not.  
18 Addison and Steele, The Spectator, in Three Volumes: Volume 1, ed. Henry Morley (London: George Routledge 
and Sons, 1891), Gutenberg.  
19 The example he provides is of a crow raised by a hen, who would nonetheless construct its nest in the traditional 
manner of crows. 
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would be as different as ours, according to the different Conveniences that they would propose to 

themselves.” He further stipulates that though animals at birth are wiser than the ‘Sons of Men’ 

their wisdom is limited to a set number of skills and strategies – “Take a Brute out of his Instinct, 

and you find him wholly deprived of Understanding.”20 In the following edition of The Spectator 

(Thursday, July 19, 1711), Addison expanded upon his claims. While not amending his views, he 

does develop a more relativist angle, and suggests that all creatures within Creation possess the 

talents required for their safety and subsistence.  

 

Addison’s conclusions were immediately rebutted and challenged. The author and 

playwright William Duncombe replied on December 8th, and proposed that there remain “many 

indications of memory and reflection in brutes about matters not essential to their preservation” 

and that one thus finds it difficult to totally deny them reason. Instead, Duncombe allows that 

animals possess “a real soul, and rational faculties, inferior to the human.”21 Pope’s postulations 

regarding human exceptionalism also diverged greatly from those of Addison. In An Essay on 

Man (1733), Pope objectively (i.e. non-anthropocentrically) compares instinct to reason, 

proposing that the former – if indeed it did define the motions of brutes or animals – was in 

many ways superior to the latter. Instinct, he claimed, was infallible while reason was not.22 

                                                
 
20 Animal architecture and industry, as well as whether their knowledge was static or evolving, were often debated 
in such terms. Addison’s view was contrasted by those of numerous influential intellectuals of the eighteenth 
century. Voltaire would in this vein write: “What a pitiful and sorry thing to say that animals are mere mechanisms, 
bereft of understanding and feeling! What of the bird that builds its nest in a semicircle when attaching it to a wall, 
in a quarter circle when in a corner, and in a complete circle on a branch? What of the hunting dog that you train for 
three months; doesn’t he know more than when you started?” Voltaire would in the same breath contend the 
qualifier for speech so crucial to Descartes. He notes “Is it because I can speak to you that you judge me to have 
feeling, memory, and ideas?” And proceeds to compare his own hypothetical actions to those of a dog, stressing all 
the while that the same judgement should apply to both, see: Votaire’s Alphabet of Wit, 8. 
21 Wallace Shugg, 286.  
22 Alexander Pope, “Epistle III” in An Essay on Man (London: Cassell & Company, 1891). See also: Wallace 
Shugg, 289. 
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Instinct, it is claimed, required no jury or secondary consideration, and is uncomplicated in its 

direction – “Say, where full Instinct is th’ unerring guide,/ What Pope or Council can they need 

beside?/ Reason, however able, cool at best,/ Cares not for service, or but serves when prest,/ 

Stays ‘till we call, and then not often near;/ But honest Instinct comes a volunteer,/ Sure never to 

o’er-shoot, but just to hit.”23 He compounds his claim with logic recalling Montaigne’s relativist 

approach and belief in the appropriateness of the equipment provided by nature: “Whether with 

Reason, or with Instinct blest,/ Know, all enjoy that pow’r which suits them best;/ To bliss alike 

by that direction tend,/ And find the means proportion’d to their end.”24 

 

5.2. Inversion: The Animal Idyllic and Satires of Human Exceptionalism 

 

Theories of human exceptionalism, and the intellectual debates that stemmed from them, 

soon became a preferred target for satirists. Some took immediate aim at the debates that had 

emanated from France, such as the philosopher George Berkeley who would satirize the belief in 

the supremacy and singularity of human rationality by publishing an inversion of the beast-

machine titled the ‘man-machine’. 25 The Scriblerians, meanwhile, would address through both 

their individual and group writings a number of critiques of human exceptionalism, and the 

authorities of scientific knowledge and natural history. In the Memoirs – Chapter 13: How 

Martinus endeavoured to find out the Seat of the Soul, and of his Correspondence with the Free-

Thinkers – they produced a serious and elaborate satire of Descartes and other thinkers who were 

                                                
 
23 Alexander Pope, The Poetical Works of Alexander Pope, 210. 
24 Ibid. 
25 For more on George Berkeley see: Wallace Shugg, 287. 
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trying to make sense of animal automation in such abstracted terms. Through a discussion of 

‘animal spirits’ they ridicule the Beast Machine as well as other theories, such as Animal 

Magnetism, i.e. Franz Mesmer’s theories or mesmerism.26 Charles Kerby-Miller, in introducing 

the chapter, remarks that its satire was chiefly directed at: (1) Attempts to find the seat of the 

soul (2) Arguments against the existence of an immaterial soul and (3) Attempts to explain 

thought on a pure mechanistic basis. 27 The first and third of these were namely in response to 

Descartes’ writings, and all three positions were derided to a degree for their support of human 

exceptionalism. In the Seat of the Soul, Martinus endeavours to find the titular ‘seat’ by first 

searching in the brain, and later the stomach and heart, before concluding that it must move 

through the body with the help of ‘animal spirits’. 28 In doing so, his conjectures recall the inner-

outer dynamic of physiognomy, in that the placement of the soul within various individuals 

corresponds to phenotypic qualities and corresponds to “different Inclinations, Sexes, Ages, and 

Professions.”29 Martinus thus explains that the soul of epicures is seated “in the mouth of the 

Stomach,” for philosophers it is in the brain, in soldiers in the heart, in women in their tongues, 

in fiddlers in their fingers, and for ‘rope-dancers’ it is in their toes.30 Following this, he creates 

animal associations based upon the temperaments of each vocation – he observes that “Calves 

and Philosophers, Tygers and Statesmen, Foxes and Sharpers, Peacocks and Fops, Cock-

Sparrows and Coquets, Monkeys and Players, Courtiers and Spaniels, Moles and Misers, exactly 

resemble one another in the conformation of the Pineal Gland.”31 Not all satires of human 

                                                
 
26 Ibid. 
27 John Arbuthnot et al., Memoirs, 280. 
28 Joseph Drury, Novel Machines: Technology and Narrative Form in Enlightenment Britain (Oxford: Oxford 
University Press, 2017), 49. 
29 John Arbuthnot et al., Memoirs, 137. 
30 Ibid.  
31 Ibid. 
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exceptionalism, however, intended to address the intellectual debates explicitly. The following 

short sub-sections will consider certain expressions of satirical inversion relating to the 

hierarchies between species.  

 

The first inversion here considered relates to observational satire directed at changing 

social realities in England. As previously discussed, the early modern period witnessed an 

upsurge in animal companionship, leading to the evolution of animal preference among certain 

individuals. While satirists generally tended to subscribe to a romantic or idealistic appreciation 

for animals – and often noted that animals were more ‘human’ than the latter cared to allow – 

they nonetheless could not restrain themselves from commenting on the extremes this acclivity 

produced. Swift’s poem Cadenus and Vanessa (1726) – inspired by Swift’s own romance with 

Esther Vanhomrigh – in which the author writes of how ‘modern love’ is no longer as it once 

was, and that women’s interests were now in brutes and animals, contains the telling description 

of “a dog, a parrot, and an ape, or worse a brute in human shape.”32 Swift is mocking those who 

had perhaps lost favour and had their positions of privilege usurped by animal companions. 

Caricatures of inverted preference in turn ranged from scenes depicting animals stealing away 

the attention from humans in a manner similar to Swift’s poem (Figure 58), to biting comedy that 

commented upon the growing popularity of animal entertainment and the resulting neglection of 

human spectacles (Figure 59).   

 

                                                
 
32 Cecil A. Moore, English Poetry, 105-114. 
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Figure 58. Thomas Rowlandson, The Gardener’s Offering, ca. 1803-1805, Watercolour with 
pen. Yale Center for British Art. 

 
 

 

Figure 59. Samuel De Wilde, On the stage of the Drury Lane Theatre, Comedy is hanged, 
Tragedy is stabbed, and Sheridan the playwright lies dead drunk as the theatre is given over to 

animal entertainments, ca. 1808, Etching with watercolour. Wellcome Collection. 
 

Despite Descartes’ bold claim regarding the lack of speech among animals requiring 

problematizing, as it ignored the complexities of communication within species as well as 

between humans and animals, it hinted at the potential for a meaningful inversion. To grant an 



 117 

animal speech was to unravel a delicate patchwork of moral ambiguity.33 In the Old Testament, 

God grants speech to Balaam’s donkey, the only animal granted this privilege in the entire text, 

and the latter immediately employs this speech to complain of her mistreatment by her owner.34 

In Eden, Adam and Eve could converse with animals, and ever since this ability was lost after 

the fall, animal speech became weighted with a newfound importance. Thus, for a satirist to 

employ the device was not only to subvert everyday expectations, but also to latently undermine 

dominant philosophy (i.e. Cartesian reasoning) and theology. The inversion itself, however, 

while often stressing speech, was more fundamental. It begged questions such as: What if 

animals could express themselves to humans? What if the hierarchy of species was to be 

inverted? These inquiries materialized in the tradition of the world turned upside down, an 

unorganized but prevalent collection of works that considered the consequences of such an 

inversion, or employed its imagery to provide additional commentary on human societies.35 They 

                                                
 
33 This would remain true well-past the eighteenth century. Thoreau would, in A Week on the 
Concord and Merrimack Rivers, ‘Saturday’ (1849), famously ask: “Who hears the fishes when they cry?” 
34 Furthermore, the angel who comes down to grant the donkey speech tells Balaam “that the only reason he did not 
kill him was because of the donkey.” Bough also notes how Balaam is later mauled to death by a lion, while the 
donkey is unharmed, the two animals “then stand by the dead prophet to make clear his death is a judgement from 
God.” See: Jill Bough “Reflecting on Donkeys: Images of Death and Redemption,” in Animal Death, ed. Jay 
Johnston and Fiona Probyn-Rapsey (Sydney: Sydney University Press, 2013), 141. Furthermore, as noted in the 
Animal Vocabulary, Christian parables shared many qualities with the tradition of fables. Fables throughout the 
early modern period were full of inversions, though the intention of their didactic commentary could vary. For 
instance, La Fontaine’s The Wolf Turned Shepherd (Fable XVII) describes an anthropomorphized wolf’s attempt to 
gain an advantage over the unsuspecting sheep, warning of the deviousness of a scoundrel, but also confirming that 
ultimately one is betrayed by one’s nature (the wolf’s plan is spoiled when he is forced to speak, and lets out a long 
howl). The Fables of La Fontaine, trans. Walter Thornbury, Gutenberg, 52. 
35 Carol Janson has investigated Dutch prints in her work on animal fables, namely Willem Haecht’s series of four 
engravings, which begin with The World Upside Down (1579). The scene is intended to suggest how terrible the 
situation had become in Holland. In one of the prints, The Sleeping Lion, which details the arrival of the Duke of 
Alva in 1567 and the establishment of a Council of Troubles, Holland is portrayed as the titular animal. Also, a wolf 
and fox (symbolizing Spanish officers and foreign robbers) attack a cage of birds (as well as some pigs) meant to 
portray the General Welfare. The Dutch military is manifested as a weighed-down donkey, while the innocent 
witnesses of the scene are depicted as sheep. Subsequently, in The Gluttonous Wolf, the sheep, an ass, and a dog 
finally succeed in waking the lion – the dog alongside a stag chases away a fox and wolf. In the final image, The 
Blind Shepherds, Haecht again finds “parallels between the animal and human kingdom,” the latter visualized 
through “scenes of robbery, captivity and threatened slaughter.” See: Carol Janson, “The Animal Fable: Prints and 
Popular Culture in the Dutch Revolt,” in From Revolt to Riches: Culture and History of the Low Countries, 1500-
1700, ed. Theo Hermans and Reiner Salverda (London: UCL Press, 2017), 72-74.  
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appear rather hilariously in a series of woodcuts in an eighteenth-century English chapbook, 

wherein illustrated scenes include a cow preparing to slice-open a butcher, horses jousting atop 

distressed squires, a horse grooming his master, and a fish angling a man out of the water, the 

latter titled ‘fishes lords of the creation’ (Figure 60).36   

 

 

Figure 60. Anonymous, The World Turned Upside Down, or the Folly of Man Exemplified in 
Twelve Comical Relations Upon Uncommon Subjects, ca. eighteenth century, Woodcut. In John 

Ashton, Chapbooks of the eighteenth century, with facsimiles, notes, and introduction. 1882. 
Chatto and Windus, London. 

 

A significantly more elaborate rendition of the ‘world turned upside down’ occurred in 

the conceptions and depictions of utopias, or what might be called the animal idyllic.37 As 

indicated in the previously discussed Animal Vocabulary, classical representations of nature 

were of great interest to early modern authors and artists. The genre of pastoral poetry, which 

                                                
 
36 John Ashton, Chap-Books of the Eighteenth Century (London: Chatto and Windus, 1882), 264-272.  
37 Eric Saylor has demonstrated the distinctions between Arcadia and Utopia and historicized both concepts within 
his study of English pastoral music. He posits that descriptions of Arcadia “are based upon accounts of an actual 
Greek province, as real now as it was in the ancient world,” while ‘utopia’ rather “has always been a fictitious place, 
a site that exists in a state of eternal, unchanging grace and where human potential has been fully realized.” See: Eric 
Saylor, English Pastoral Music: From Arcadia to Utopia, 1900-1955 (Champaign IL: University of Illinois Press, 
2017), 145. Since the fictional worlds considered here do not fit neatly into one of these categories, they are 
adjoined by the designation ‘animal idyllic’ in order to suggest their shared use of anthropomorphized animal 
society or their more general usurpation of the norms of human society to the ends of elevating animals.  



 119 

Pope and countless others would engage in on occasion, would be one such vehicle for allusions 

to the lands and legends of Greece and beyond. William Somervile’s The Chase (1735, 

sometimes spelled Chace), which recalls Virgil’s Georgics, provides an example of such styles – 

in ‘Book II’ as he discusses the return of autumn through a farmer’s trials on his land, Somervile 

writes: “Games more renown’d, and a far nobler train,/ Than proud Elean fields could boast of 

old./ Oh, were a Theban lyre not wanting here,/ And Pindar’s voice, to do their merit right!”38 

Animals and hybrids were prevalent in Arcadia, the dominion of Pan, and references to that 

idyllic land inferred a state of nature where the hierarchy of species need not apply. Pope would 

employ the image of Arcadia on many occasions in his works, such as in Windsor Forest (1713) 

– “Let old Arcadia boast her ample plain,/ The immortal huntress, and her virgin-train” (the 

huntress being Diana).39 Meanwhile, in An Essay on Man, Pope introduces his conception of the 

chain of love, writing: “Look round our World; behold the chain of Love/ Combining all below 

and all above.”40 Building outwards from a microscopic vantage (“single atoms each to other 

tend”), he inverts the Great Chain by presenting all life as shared, possessing a single “all-

extending, all-preserving Soul” that infers not dominion but mutual compassion and symbiosis: 

“Made Beast in aid of Man, and Man of Beast; All serv’d, all serving: nothing stands alone; The 

chain holds on, and where it ends, unknown.”41 Pope further vilifies those that viewed all of 

Creation as being intended for their usage, “Has God, thou fool! Work’d solely for thy good,/ 

                                                
 
38 Cecil A. Moore, English Poetry, 460. Elean field likely refers to Elis or Eleia, the historic region in Greece that 
neighbours Arcadia, while Theban lyre refers to the tale of Amphion and Zethus, twin sons of Zeus famous in 
Thebes, who were respectively associated with a golden lyre and a hunting dog. Pindar was an ancient Greek lyric 
poet (c.518-438 BC). 
39 Alexander Pope, The Poetical Works of Alexander Pope, Esq (London: Jones and Co., 1830), 8. 
40 Alexander Pope, The Poetical Works of Alexander Pope, ed. Adolphus William Ward, 208. 
41 Ibid, 209. 
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Thy joy, thy pastime, thy attire, thy food?”42 Eden, of course, remained one of the most popular 

examples of an idyllic landscape; later on in An Essay on Man, Pope would describe the ‘state of 

Nature’ under the reign of God as a place where “Man walk’d with beast, joint tenant of the 

shade;/ The same his table, and the same his bed;/ No murder cloth’d him, and no murder fed.”43  

 

Animal speech remained a crucial element for many eighteenth century idyllic inversions, 

and was used repeatedly by authors such as Swift. In The Beast’s Confession to the Priest, on 

Observing How Most Men Mistake Their Own Talents (1732), he begins by declaring “When 

beasts could speak (the learned say,/ They still can do so ev’ry day),/ It seems, they had religion 

then,/ As much as now we find in men.”44 What follows is a reiterative rendition of the 

confession of animals (i.e. “The ass, approaching next, confess’d,/ That in his heart he lov’d a 

jest”) and subsequently humans (identified namely by their profession or character – i.e. “The 

cringing knave, who seeks a place/ Without success, thus tells his case”), that not only provides a 

fascinating selection of associations, but reaffirms through its relativism that there is no basis for 

human exceptionalism. All species and types of people, Swift shrewdly claims, have their own 

vices; those of humans, in fact, are described as significantly more flagrant and offensive. He 

advances that “Creatures of ev’ry kind but ours/ Well comprehend their natural pow’rs;/ While 

                                                
 
42 Ibid. Pope also writes, “While Man exclaims, ‘See all things for my use!’/ ‘See man for mine!’ replies a pamper’d 
goose:/ And just as short of reason he must fall,/ Who thinks all made for one, not one for all.” 
43 Ibid, 212. Eighteenth century attempts at ascetic lifestyles, recalling the simplicity of an Eden-like pasture, were 
themselves utopian. For instance, the Lake Poets (i.e. William Wordsworth, Samuel Taylor Coleridge, and Robert 
Southney) would seek to no longer be driven by the corrupting influences of private ownership, and thus develop 
Pantisocracy. Their ‘aspheterism’ in many ways resembled North American Indigenous conceptions of usufruct 
rights (which would have been actively criticized and targeted by European colonial ventures). They also 
foreshadowed many nineteenth century movements towards simple-living, and attitudes towards ownership, such as 
Thoreau’s notion that those “without land or a home” are “equally at home everywhere,” see: Thoreau, Walking 
(Carlisle MA: Applewood Books, 1862), 6. 
44 Cecil A. Moore, English Poetry, 115. 
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we, whom reason ought to sway,/ Mistake our talents ev’ry day. The ass was never known so 

stupid/ To act the part of Tray or Cupid” – and concludes: “For here he [the Moralist] owns, that 

now and then/ Beasts may degenerate into men.”45 The poem encapsulates animal association, 

human debasement and moral relativism, and in doing so supports a symbolic Animal 

Ascension. Swift would, meanwhile, manifest animal elevation in most overt tones in his 

renowned animal idyllic in Gulliver’s Travels (or Travels into Several Remote Nations of the 

World) in 1726. Specifically, in Part IV, Gulliver ventures to the Land of the Houyhnhnms, an 

anthropomorphized race of horses (Figure 61). As the epitome of both reason and civility, the 

Houyhnhnms are described as ruling over the humanoid Yahoos, completing one of the most 

emblematic eighteenth-century animal inversions.46 Gulliver remarks with displeasure his own 

resemblance to the Yahoos, and is aware of the shock that this animal idyllic inversion would 

create among his countrymen back home. Not only does he remain in awe of the Houyhnhnms, 

but strives to learn from them, and in fact become like them: “For who can read of the virtues I 

have mentioned in the glorious Houyhnhnms, without being ashamed of his own vices, when he 

considers himself as the reasoning, governing animal of his country?”47 

 

                                                
 
45 Ibid, 117-118. Swift remarks in the poem that teaching comparative morality through animals was by no means 
novel, but rather a device drawn from the ancients, particularly Aesop; he remarks that such tactics are taken “From 
fields Elysian fabling Aesop.” 
46 “The word Houyhnhnm,” Gulliver learns, “signifies a horse, and in its etymology, the perfection of nature.” See: 
Jonathan Swift, Gulliver's Travels, ed. Ernest Rhys (London: J. M. Dent & Sons, 1912), 220. See also: Wallace 
Shugg contrasts the animal idyllic of Gulliver’s Travels with the beast-machine, 289. 
47 Jonathan Swift, Gulliver's Travels, ed. Ernest Rhys, 227.  
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Figure 61. Sawrey Gilpin, Gulliver Addressing the Houyhnhnms, ca. 1769, Oil on canvas. Yale 
Center for British Art. 

 

Note: As one of the most attentive animal painters, and having spent such a significant portion of his career 
illustrating horses, Gilpin’s imagining of the scene strikes the viewer with an honesty that reinforces the animal 

elevation taking place. 
 

5.3. Humans in the Wild: Savage Peoples & Civilized Animals 

 

“And not only did he learn by experience, but instincts long dead became alive again. The 

domesticated generations fell from him. In vague ways he remembered back to the youth of his 

breed, to the time the wild dogs ranged in packs through the primeval forest and killed their meat 

as they ran it down.” 

- Jack London, The Call of the Wild1 

 

                                                
 
1 Jack London, The Call of the Wild (New York: Penguin, 1981), 64. 
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“Unbounded Thames shall flow for all mankind,/ Whole nations enter with each swelling tide,/ 

And seas but join the regions they divide: Earth’s distant ends our glory shall behold,/ And the 

new world launch forth to seek the old./ Then ships of uncouth form shall stem the tide,/ And 

feather’d people crowd my wealthy side,/ And naked youths and painted chiefs admire/ Our 

speech, our colour, and our strange attire!” 

- Alexander Pope, Windsor Forest2 

 

Gulliver’s Travels, along with Defoe’s Robinson Crusoe (1719) and numerous other 

eighteenth-century works, evidenced the enduring fascination of European audiences with travel 

literature and tales of foreign lands and peoples. Such works provided visualizations of relatively 

civilized Englishmen (or Europeans) deprived of the luxuries and institutions of eighteenth-

century Western society. Real-life individuals who experienced such social alienation were of 

great interest to contemporary thinkers, as their behaviour tested conceptions of the inherent or 

God-given properties of humankind, and subsequently prompted various studies and theories. 

Within Europe, cases of feral children (having been purportedly separated in infancy from 

civilized society) regularly prompted such speculations – well-known cases included Peter of 

Hanover, the ‘wild girl’ of Champagne, and the ‘wolf-boy’ Hesse.3 Martin Kemp writes of feral 

children as one of the “preludes” to Darwin, i.e. part of a “series of incidents in which the 

boundaries between humans and animals seemed to be transgressed, sometimes in a worrying 

                                                
 
2 Alexander Pope, The Poetical Works of Alex. Pope: With a Sketch of the Author's Life (London: J F. Dove, 1825), 
40. Pat Rogers further explains that Pope here is alluding to the visit of the ‘Four Indian Kinds’ to England in 1710; 
see: Pat Rogers, Pope and the Destiny of the Stuarts: History, Politics, and Mythology in the Age of Queen Anne 
(Oxford: Oxford University Press, 2005), 226. 
3 Ibid. 
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manner.”4 He furthermore demonstrates the relationship of the Scriblerians to these cases. Peter 

the Wild Boy, for instance, who was found in the woods near Hanover, “became a cause célèbre 

in George I’s court,” and among those that witnessed him Kemp lists Defoe and Swift. After his 

stint at court, Peter was “shipped to London and placed in the keeping of Dr. Arbuthnot,” another 

Scriblerian, becoming “both an object of philosophical scrutiny and a popular sensation.”5 Kemp 

writes that Arbuthnot “patiently used encouragement and chastisement in an endeavor to civilize 

Peter – to no great effect,” while positing that Swift’s Gulliver’s Travels (published the same 

year as the discovery of Peter) “is full of resonances with the spectre of the wild children,” 

particularly the “period during which Gulliver is marooned on the island of the Houyhnhnms.”6 

 

Feral children had appeared in the works of Montaigne in context of his disagreement with 

Descartes, wherein the French thinker had hypothesized as to what would occur were a human 

child to grow in isolation. In his essay An Apology for Raymond Sebond (1580), he posits that 

‘our mother nature’ has likely provided all that we require to survive, that she has “universally 

cared for all her creatures, and there is not one she has not amply furnished with all means 

necessary for the conservation of its being.”7 Thus a feral child could learn from ‘ants’ and other 

animals that provision their food and survive the elements.8 By the eighteenth century feral 

humans would embody one of the three sub-genera of Homo outlined in Linnaeus’ twelfth 

edition of Systema naturae (1766). The genus Homo was comprised Homo nocturnus (i.e. 

                                                
 
4 Martin Kemp, The Human Animal in Western Art and Science (Chicago: University of Chicago Press, 2007), 157.  
5 Ibid, 158. 
6 Ibid. Kemp also proposes that the description of the Yahoos was reminiscent of that of feral children, 160-161. 
7 Michel de Montaigne, Works of Michael De Montaigne, ed. William Hazlitt (London: John Templeman, 1842), 
140 
8 Montaigne also notably refers to ‘speech’ in this context, positing that even if language were to escape them such 
children would likely, as do animals, develop some form of speech. 
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chimpanzees, orangutans) and Homo diurnus; the latter in turn encompassed Homo sapiens, 

Homo monstrosus, and Homo ferus. Many of the hybrids and fictional beasts contained in 

bestiaries and explorer tales fell within Homo monstrosus, while Homo ferus described 

individuals distinguished by their “bestial traits such as muteness, quadruped locomotion, and 

hairiness.” 9   

 

The greater significance of this phenomenon to Animal Ascension was that it compounded 

processes of symbolic human debasement, bringing humans ever-closer to their savage roots. 

Furthermore, it implied that civility could be lost within one’s lifetime, and that this was 

accelerated in the absence of society. Whereas Hogarth’s Gin Lane had sought to curb domestic 

degeneration, the fear of regression through the ‘stages of civilization’ (i.e. decivilization) gained 

further importance in light of eighteenth-century European settler colonialism.10 Though in 

England the labouring classes were assigned a lower rank (the latter compounded by animal 

associations), their animal practices nonetheless were the backbone of contemporary claims to 

civility. European civilization, especially when contrasted with the practices of Indigenous 

peoples in the Americas, invariably employed animals in most ventures – “From farming crops 

to building cathedrals, the West was created and sustained by animal muscles.”11 The often harsh 

                                                
 
9 Julia Douthwaite “Rewriting the Savage: The Extraordinary Fictions of the ‘Wild Girl of Champagne,’” 
Eighteenth-Century Studies 28, no. 2 (1995), 176. 
10 Both the practices and styles of early modern European human-animal associations took on new meanings in an 
imperial setting. For instance, Nancy E. van Deusen has noted how physiognomy was understood by Spanish 
authorities. Drawing upon branches of physiognomic science that proposed that “the geohumoral nature of the 
environment (whether cold, warm, dry, or humid) and its proximity to the sun helped determine the calidad, 
complexion, and health of its people,” as well as physiognomic theories of diet, the Dominican friar and colonist 
Bartolomé de las Casas “relied heavily on the science of physiognomy to develop his argument that the indios of 
America were capable of reason and a part of civil society.” See: Global Indios: The Indigenous Struggle for Justice 
in Sixteenth-Century Spain (Durham: Duke University Press, 2015), 173.  
11 Constance Classen, The Deepest Sense, 94.  
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realities of North America necessitated European cooperation with Indigenous peoples, and 

Indigenous knowledge was instrumental in colonial development and expansion.12 These 

interactions, and the isolation of colonists from the metropole, led to processes of cultural 

exchange and adaption. The unease the latter prompted among colonial authorities and settlers 

would lead to efforts to protect and project their standards of civility, and this subsequently led to 

some revealing animal associations.  

 

The protection of civility is evidenced in the 1768 case of Jonathan Boucher, an ‘unhappy’ 

colonist in Virginia, which showcases how certain animals and their associated practices carried 

important connotations of civility, crucial to European self-identification. Boucher, claiming his 

dog to have been stolen, sets out to acquire a new ‘English dog’ – of a “type popular with gentry 

in England.”13 He hoped that such an animal “would announce his hoped-for status as an English 

gentleman, even if he was stuck in provincial Virginia.”14 Boucher did not wish to obtain a 

‘mungril’ type of dog, as was common in the colony, and the breed he sought would ostensibly 

                                                
 
12 The colonial vantage often visualized North Americas as terra nullius or a virgin wilderness to be tamed. 
However, Indigenous technologies and knowledge were crucial to their colonial endeavours. For some forms of 
Indigenous knowledge, as crucial to European survival and expansion, see: Wickman, Thomas M. Snowshoe 
Country: An Environmental and Cultural History of Winter in the Early American Northeast (2018); Colpitts, 
George. Pemmican Empire: Food, Trade, and the Last Bison Hunts in the North American Plains, 1780-1882 
(2015). These are more recent studies of the North American colonies, much has previously been written on the 
subject, i.e. birch bark canoes. Pope’s utopian conceptions in Windsor Forest seemed also to associate such new 
lands with the images and tropes of Eden and Arcadia. For instance, his allusions in “Till conquest cease, and 
slav’ry be no more:/ Till the freed Indians in their native groves/ Reap their own fruits, and woo their sable lovers” 
have been noted by Pat Rogers as demonstrating “how the pastoral language of groves and fruits awards the native 
people the same blessings which Stuart rule had guaranteed the British people, earlier in the poem,” 238. Rogers 
further writes that “The poem envisages a world made free by peace and trade, with ancient empires like that of the 
Incas and Aztecs restored, and the blessings of humanity passed to all corners of the globe. This may have been an 
idealized dream, but it does not contradict any other sentiment in the poem, and it remains a noble concept of 
civilization,” 239. 
13 Sarah Hand Meacham, “Pets, Status, and Slavery in the Late-Eighteenth-Century Chesapeake,” The Journal of 
Southern History 77, no. 3 (2011), 521. 
14 Ibid.  
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reaffirm both his refinement and masculinity (while also of course providing him company in his 

lonely land). Meanwhile, the projection of civility through animals can be examined in the case 

of efforts made towards Indigenous peoples. The civilizing process, as it was understood, 

consistently implied the conversion of the savage – in his poem The Fleece (1757), John Dyer 

would write: “Fertile Virginia, like a vigorous bough/ Which overshades some crystal river, 

spreads/ Her wealthy cultivations wide around,/ And, more than many a spacious realm, rewards/ 

The fleecy shuttle: to her growing marts/ The Iroquese, Cheroques, and Oubacks come,/ And 

quit their feathery ornaments uncouth/ For wooly garments; and the cheers of life,/ The cheers, 

but not the vices, learn to taste.”15  

 

Animals were obvious vehicles for the dissemination of this civility, as they would hopefully 

stem the nomadic tendencies of the savage and bring to the latter the civilized arts of 

domestication, husbandry, and agriculture. Thus it was that in colonial Virginia, in the mid-

seventeenth century, if an Indigenous hunter were to kill a wolf (an undesired wild animal) their 

bounty would be a cow. As Virginia DeJohn Anderson notes, the Virginia burgesses believed 

this would civilize the Indian and also subsequently introduce him to Christianity – as “the 

possession of domestic animals fulfilled the scriptural injunction that humans exercise dominion 

over the creatures of the earth, a responsibility that Indians largely ignored.”16 However, despite 

their efforts, colonists often fell short of metropolitan standards as had been foreseen. Anderson 

remarks that Chesapeake farmers “had adapted their animal husbandry to conserve scare labor 

                                                
 
15 Cecil A. Moore, English Poetry, 456. 
16 Virginia DeJohn Anderson, “Animals into the Wilderness: The Development of Livestock Husbandry in the 
Seventeenth-Century Chesapeake,” The William and Mary Quarterly 59, no. 2 (2002), 377-78. 
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and minimize ‘improving’ alterations to the land and in the process strayed far from English 

methods,” and consequently had to defend their civility to European visitors and critics.17 

Animal associations led to racialized discrimination and detrimental practices with 

significant consequences for both Indigenous peoples during colonialism and for their ensuing 

historical portrayal.18 For instance, the Abbé Raynal’s A Philosophical and Political History of 

the Settlements and Trade of the Europeans in the East and West Indies (1798), would include 

detailed observations on both human and animal societies, and Raynal would not hesitate to 

compare the two. After writing of the qualities of bears, and their hunting and use by Indigenous 

peoples, he turns to the case of the beaver – an animal, he notes, that “possess all the friendly 

dispositions fit for society, without being subject, as we are, to the vices or misfortunes attendant 

upon it.”19 He describes at length their government (a “whole body republic” comprised of 

companies and neighborhoods), architecture, and social life that “draw tears of admiration and 

pity from the humane philosopher, who contemplates his life and manners.”20 Subsequently, 

having implied that Indigenous peoples were naturally more inclined to the hunting of bears, he 

notes that: “If we compare the manners, the police, and the industry of the beavers, with the 

wandering life of the savages of Canada; we shall be inclined to admit, making allowance for the 

                                                
 
17 Ibid.  
18 This was by no means a purely North American indigenous phenomenon. Racial associations in the English 
empire, as well as in the colonies of other European nations, had devastating repercussions on native peoples. Ruma 
Chopra has noted how bloodhounds were used to hunt down Maroons in Jamaica, a practice understood as barbaric 
even during that time (when notable abolitionist work was being conducted back in England) but justified based 
upon the animal association. See: Ruma Chopra, Almost Home: Maroons between Slavery and Freedom in Jamaica, 
Nova Scotia, and Sierra Leone (New Haven: Yale University Press, 2018), 39. Similarly, during the British Raj, 
animal associations came to define segments of the Indian population, and colonial educational primers for children 
trivialized and understood the empire through animal associations.  
19 Abbé Raynal, A Philosophical and Political History of the Settlements and Trade of the Europeans in the East 
and West Indies, Book XV, trans. J. O. Justamond (London: A. Strahan, 1798), 495. Beavers were a topic of 
fascination for many authors and observers of the New World. A well-known study and appreciation was that of 
Georges-Louis Leclerc, Comte de Buffon in his turn of the century natural history.  
20 Ibid. 
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superiority of man’s faculties above those of animals, that the beaver was much further advanced 

in the arts of social life, than his pursuer.”21 Similarly, in late-eighteenth and nineteenth century 

artworks, Indigenous peoples are most commonly depicted hunting bears or bison, in dramatized 

and violent scenes that associate the two together. Animals thus helped rationalize and solidify 

human hierarchies (or civility, sociability, and race), and in the context of Empire this had an 

enduring legacy.22 As Daniel Paul has noted in We Were Not the Savages (2006): “If they can 

convince themselves that the people their ancestors brutalized, dispossessed and in many cases 

exterminated were little more than savage animals, then they don’t have to face up to the horrors 

committed by these ancestors. After all, when you simply put down pests and varmints, who 

should complain?”23  

Early modern theories of human exceptionalism, and the mores and hierarchies of civility 

that ranked some humans above others, were quite consistently undermined by those who 

promoted animal elevation. Both satirists and thinkers alike would propose alternate 

understandings of humankind’s relationship to the natural world, and often parody or 

problematize the fragile distinctions between species. From depictions of the animal idyllic, to 

the centrality of animals to colonial self-fashioning, eighteenth century pecking orders 

experienced considerable turbulence; the strides many exponents of human exceptionalism had 

                                                
 
21 Ibid, 495, 498-99, 504-505. 
22 Well into the nineteenth century animal allegory would continue to be a lens by which colonial authorities made 
sense of their relationship to Indigenous peoples. Francis Bond Head, eventual Lieutenant-Governor of Upper 
Canada (1836-38), would note that “one might as well endeavor to persuade the eagle to descend from the lofty 
region in which he has existed to live with the fowls in our court-yards, as to prevail upon the red men of North 
America to become what we call civilized; in short, it is against their nature, and they cannot do it.” See: Francis 
Bond Head, The Emigrant (New York: Harper & Brothers Publishers, 1847), 79. 
23 Daniel N. Paul, “From We Were Not the Savages,” in Dawnland Voices: An Anthology of  
 Indigenous Writing from New England, ed. Siobhan Senier (Lincoln: University of Nebraska Press), p.74. 
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made in differentiating human society from the “animal” or the “savage” were, in fact, not as 

rigid as they might have hoped.  
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Chapter 6  

Conclusion: The Great Ladder of Being 

 

Animals rose and fell within human hierarchies, whilst also elevating and debasing homo 

sapiens. In an age of democracy and disruption, where a satirist’s quill or brush could create 

heroes or fell adversaries, brute creation remained the ever-looming ‘other’ that allowed humans 

to conceive of their own civility and sociability. As animal muscles helped forge the will of 

nations, and their companionship lent new meanings to human lives, they grew to occupy a rank 

of privilege in a society that nevertheless tortured and killed them. Through humanistic debates 

that ultimately blurred the traditional distinctions between humans and animals, the two came to 

be compared in novel ways. Satire, as both literature and art, was particularly well-suited to the 

subversive tenets of Animal Ascension; those that wielded it could employ its intelligible 

popularity to moralize and instruct their contemporaries, and in doing so joined a long tradition 

of didactic animal narratives. Those who did not explicitly seek to pronounce judgement on 

animal practice also contributed to the ‘Great Ladder of Being,’ by loosening the fixtured 

inhibitions of human exceptionalism whilst applying a spectrum of human-animal associations to 

their commentary. All of these individuals regularly drew upon an Animal Vocabulary that dated 

to – at the very least – antiquity, and the latter provided continual inspiration to many who 

sought to revive classicism. Ultimately, both civility and sociability, as the abstracted languages 

and mercurial arbiters of English politics, were instrumental in undermining static or segregated 

hierarchies.  
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