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THE REDISCOVERY, SALE AND SUBSEQUENT PUBLICATION OF HUGH DOUGLAS HAMILTON’S 
album of ‘The Cries of Dublin, 1760’ enlarged knowledge and appreciation of 
Hamilton’s talents.1 Even more importantly, the range of activities and characters 

delineated in the sixty-six drawings brought vividly to life the mid-eighteenth-century 
capital, and especially its humbler inhabitants. The implications of the unique visual ev-
idence have been thoroughly explored from numerous angles. Moreover, the collection 
has been supplemented by the finding, publication and analysis of four further, related 
drawings.2 Yet, despite the close scrutiny that the sketches have received, puzzles remain. 
In particular, the purpose behind Hamilton’s compositions and their early fate can only 
be conjectured. It is the second matter that this essay considers in the hope that it may 
suggest more about Hamilton’s initial intentions and about the nature of the art market 
and collecting during that period. The album was consigned for sale by auction in 
Australia in 2002 by descendants of the Gaussen family, as the entry in the sale catalogue 
stated. The volume itself contains the engraved bookplate of S.R. Gaussen (Plate 1).3 

The Gaussens were a family rich from banking in the city of London and conti-
nental Europe. They acquired the Hertfordshire estate of Brookmans Park in 1786. Samuel 
Robert Gaussen inherited the property from his father in 1788 and died in 1812, to be 
succeeded by his eldest son, also Samuel Robert, who in his turn died in 1818.4 It has 
been assumed that the elder Samuel Robert had his bookplate stuck into the volume of 
‘Cries’, but this assumption is not certain; it could have been his heir. Gaussens continued 
at Brookmans Park until fire destroyed much of the mansion and many of its contents in 
1891. However, some prized possessions were saved. In 1923 the estate was sold, partly 
for development and for a golf course, and the Gaussens emigrated to Australia.5 Only 
after the Second World War were their rescued effects removed from storage and shipped 
to the state of Victoria. Among them, it can be assumed, was the bound and modestly 
sized Hamilton volume: readily portable, it could have been saved by a servant from the 
fire. (The family had been sailing on the North Sea at the time.)  
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If it was an agreeable object in its smart binding worthy of a place in the library 
at Brookmans, the album was not an obvious desideratum for the Gaussens. Perhaps 
significantly, the gold-tooled cover is not embellished with a title; only inside is the 
title-page drawn by Hamilton himself.6 The Gaussens, thanks to their financial interests 
and their recent ancestry, had wide-ranging connections not only with London banking, 
but in the textile trades and in Germany and Switzerland where close kin still lived. 
But, from what can be reconstructed, they had no strong links with Ireland, either fa-
milial or commercial. So this gallery of Dublin traders looks a rather adventitious ac-
quisition.  

Also among the booty saved from Brookmans in 1891 was a collection of land-
scapes, mainly in gouache, by Paul Sandby. These eventually found their way to 
Gringegalgona, the Gaussens’ new home, and in 1971 were bought by the nearby 
Hamilton Gallery in Victoria. The group (of twenty-one) is miscellaneous in subject. 
There are imaginary and idealised Italian scenes, English places, including the Bayswater 
turnpike, Shrewsbury and Ludlow, and three Irish views – Dromana in county Waterford, 
Ross Castle near Killarney, and the Falls of Poulaphuca (Plates 2-4).7 

Two paintings supplied the originals that were engraved and included in Sandby’s 
topographical compendium, The Virtuosi’s Museum, which was published in parts be-
tween 1778 and 1781.8 The prospects were then reissued in 1781 as a single volume.9 
‘The Falls of Poulaphuca’, also an illustration in The Virtuosi’s Museum, may have been 
a later version painted specially by Sandby for a London auction in 1801 (Plate 4).10  

Other than an admiration for Sandby’s skills, it is hard to discern a principle un-
derlying the Gaussens’ choices of the prospects. Instead of personal liking or association 
with the places, opportunism may explain the selection. The one exception is a large 
gouache of a corner of Warwick Castle (again this had been painted specially for the 1801 
auction; the first version is dated 1775).11 Gaussen represented the borough of Warwick 
in parliament.12 

There is a tradition  that S.R. Gaussen had the Sandbys from Antonio di Poggi, 
an Italian-born artist, print-seller and print-publisher and art dealer in London.13 In 1794, 
for example, Poggi was entrusted on a commission basis (asking for 13%) with selling 
Sir Joshua Reynolds’ collection of old master drawings. This transaction, on behalf of 
Reynolds’ niece, Lady Inchiquin, went awry when Poggi prevaricated about paying over 
the proceeds.14 Evidently his financial embarrassments worsened: in 1798 he confided 
that he wanted to dispose of his shop and stock-in-trade, ‘being altogether unfit for busi-
ness of that kind’.15 Poggi, when in business, was a near neighbour of Sandby, and 
Sandby too, by the end of the century, was in financial straits.16 Earlier, in 1783, 
Christie’s had organised an auction on Poggi’s behalf. The bulk of the sale consisted of 
old master drawings, in which Poggi was a knowledgeable dealer. On offer, too, were 
over 120 ‘original views of different places, in England, Scotland and Ireland, made on 
the spot’ by Sandby. These may well have been the originals on which the illustrations 
in The select views, which Sandby had recently issued, were based.17 In 1794 Poggi ex-
hibited watercolours by Sandby in his New Bond Street rooms. Priced between two/ 
three guineas and twenty-six [guineas], it was reported that they were ‘admired, but do 
not sell’.18 The following year, he boasted of stocking ‘the largest extant collection of 
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paintings by that great artist Paul Sandby, R.A.’ In 1796 he published an engraving after 
a Sandby painting of a landscape.19  

But Poggi confessed that he faced ruin.20 In 1801 much of his stock was auctioned 
in London. A series of sales, crammed with old master drawings and prints, included 
works by Sandby, some of which later belonged to Gaussen.21 Poggi was reputed to have 
obligations to Gaussen, perhaps being advised or funded in the speculations which were 
his undoing. It seems plausible to speculate – but it is no more than speculation – that 
Gaussen accepted goods, including paintings, in at least part-payment of Poggi’s debt.  

Soon Poggi skipped over to Paris, with which he was already familiar, leaving his 
wife, whose fortune he had dissipated, to fend for herself by teaching.22 By 1819 Poggi 
was said to be living ‘comfortably’ in Vienna. In 1810, Prince Nikolaus Esterhazy, a vo-
racious collector, acquired much of Poggi’s collection and removed it to Austria. In return, 
Poggi was paid an annual stipend to oversee the Esterhazy gallery. (The bulk of 
Esterhazy’s acquisitions were bought in 1870 for the Hungarian National Museum in 
Budapest.) 23 Poggi either returned to Paris or had retained a base there, because the rem-
nants of his collection was auctioned in Paris in 1836.24  
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2 – Paul Sandby (1731-1809), DROMANA, THE SEAT OF LORD GRANDISON, ON THE RIVER BLACKWATER, 

COUNTY WATERFORD 
1801, gouache and wash (Hamilton Gallery Collection, Victoria)  

(illus 2-4 purchased with the assistance of a special grant from the Government of Victoria, 1971; photos: Madi Whyte)



Gaussen may have bought Poggi’s Sandbys to help him out or, alternatively, at 
bargain prices, or maybe through private treaty after the disappointing auction.25 A con-
temporary noted that ‘the sale ... went off very ill’.26 In a time of revolution, dispossession 
and protracted warfare, the market was surfeited with plunder and discards. Furthermore, 
collectors and patrons were fickle: back in the 1770s, the brilliance of Hamilton’s star 
dimmed in London, outshone by that of Daniel Gardner;27 by the end of the 1790s, Sandby 
was struggling.  

It was not long since the Gaussens had set themselves up as landed gentry by buy-
ing the Brookmans Park property in 1786, while retaining fashionable London residences. 
Back in 1779, a business associate familiar with the family had observed ‘Sam [Gaussen] 
is an awkward cub, but sticks close to business’.28 Sticking close brought ample returns, 
including service as high sheriff of Hertfordshire in 1789-90 and a seat in parliament be-
tween 1795 and 1802 as member for the town of Warwick.29 Sam Gaussen’s status justi-
fied fitting out Brookmans in appropriate style. Humphry Repton (1752-1818) was 
summoned to redesign the park.30 Now, the Sandbys were framed to hang on walls and 
‘The Cries of Dublin’ was smartly bound. Yet a suspicion lingers that these elegant ac-
coutrements had been acquired as a job lot or lots. A few Gaussens are recorded in Ireland 
around this time, notably in Newry, but there is no indication of their being closely related 
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3 – Paul Sandby (1731-1809), ROSS CASTLE, LAKE OF KILLARNEY 
n.d., gouache and watercolour  (Hamilton Gallery Collection, Victoria) 

 
opposite 4 – Paul Sandby (1731-1809), THE FALLS OF POULAPHUCA ON THE RIVER LIFFEY 

n.d., gouache and watercolour (Hamilton Gallery Collection, Victoria)



to the Brookmans Park Gaussens or to explain the latter’s enthusiasm for Irish views. 
The kinsfolk with whom they kept closely in touch were those still in Geneva, whence 
the English branch had migrated earlier in the eighteenth century.31  

The evidence seems plausible, if not conclusive, that the Sandbys (or some of 
them) had been in Poggi’s paws, but how had the ‘Cries’ come into Gaussen’s hands? 
Might it have been from the same source – another item in Poggi’s stock? When Poggi’s 
assets were liquidated in 1801, two auctions were conducted. The first was rather bizarrely 
advertised as ‘containing a great number of middling and many hundred bad items’.32 It 
is impossible to tell what was consigned to these categories. An idea has been floated 
that Hamilton hoped, while still living in Dublin, shortly after the drawings were made, 
or while they were being made, that they might be engraved and published as a volume.33 
Notwithstanding an unexplained connection between Hamilton and John Rocque, who 
was issuing engraved maps in fine detail of Dublin, it was unrealistic in 1761 to suppose 
that Ireland was ready for a collection of engravings based on Hamilton’s sketches as 
neither the technology nor the market yet existed. When, late in the decade, another 
Dubliner, Jonathan Fisher, prepared and published views of Killarney, the set of six was 
produced in London.34 In addition, Fisher’s focus – and that of his successors and imitators 
– was on the picturesque, romantic and dramatic; spectacular landscapes and buildings, 
usually ruined, were the subjects. Occasional carefully posed figures, horses and cows 
might be added to the prospects, not the scruffy and the humble whom Hamilton portrayed 
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with sympathetic verisimilitude. London, Paris and other large European cities contained 
enough potential buyers to make it realistic to publish ‘Cries’, but these productions were 
relatively compact and cheap, not running to anything approaching Hamilton’s sixty-six 
portrayals. In Ireland, a readership, and, more crucially, buyers for a Dublin equivalent 
had still to develop. As it did so, encouraged by entrepreneurial publishers and book-
sellers, a conventional topographical approach was adopted, not the sometimes disturbing 
realism of Hamilton.  

If Hamilton was exploring seriously the possibilities of a publication from 1761 
(or earlier), London, not Dublin, was the better bet. Jonathan Fisher, when his collections 
were issued, had them engraved and printed in London.35 As well as the factor of technical 
expertise, the vexed matter of copyright was involved. Notoriously, the British Copyright 
Act of 1710 did not apply to Ireland; nor did a more recent statute of 1735 – the so-called 
‘Hogarth Act’ – which protected designers.36 As a result, authors wanting to profit from 
their work flocked to London where they were legally entitled to remuneration. The like-
lihood must be that Hamilton, who removed from Dublin to London early in the 1760s, 
took with him the clutch of sketches, possibly already roughly bound and with the bois-
terous title page that he had inserted.37  

Hopes of marketing his idiosyncratic wares there could have been encouraged by 
the example of Sandby. In 1760 Sandby had published ‘Cries of London’ – an updating 
of Marcellus Laroon’s earlier compilation. Sandby’s parade of figures ran to a mere dozen. 
During the 1770s Sandby applied his considerable talents to exploiting the growing taste 
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5 – Hugh Douglas Hamilton 
(1740-1808), GEORGE III 
1769, coloured chalk and body  
colour, 28.5 x 23 cm 
(Royal Collection Trust) 



for the antique, picturesque and romantic, while appealing too to proto-imperialism by 
concentrating on sights and sites in the British Isles and Ireland. The result was The 
Virtuosi’s Museum (Plate 7). Ireland was included, but for the Irish prospects Sandby de-
pended on others – principally the well-born and accomplished John Dawson, succes-
sively Viscount Carlow and Earl of Portarlington – to supply sketches executed on the 
spot.38 Others were provided by a ‘gentleman of Oxford’, recently identified as Revd 
Luttrell Wynne.39 Their itineraries and preferences skewed what in Ireland was por-
trayed.40 Sandby’s ignorance is shown by the muddles he made in the accompanying text, 
with Trim and its ancient castle at first identified as the chief town of county Antrim.41 
Two of Sandby’s worked-up versions of the originals, one by Dawson and one by the 
Oxonian, were among the group later owned by Gaussen.42  

Meanwhile, by the 1780s, interest within Ireland in exploring, exploiting and de-
picting its terrain was quickening. Some of the impulses were unashamedly mercenary; 
others, patriotic, intellectual and aesthetic. Even in this more promising atmosphere, if 
projects to describe Ireland accurately proliferated, they were hard to bring to an illus-
trated and published conclusion.43 Those that were – Sandby’s , Fisher’s, Malton’s and 
Grose’s – celebrated acknowledged achievements, beauties and curiosities, not the ob-
scure and humble, let alone outcasts and the oppressed.44 Even then, a London-based 
artist familiar with Ireland complained in 1794 about a publishing project based on fifty 
views of county Wicklow when ‘the more romantic’ parts of Ireland, the County of 
Roscommon & the Lakes [of Killarney] have not been sufficiently noticed’.45 The last 
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6 – Hugh Douglas Hamilton 
(1740-1808), PRINCE WILLIAM, 
DUKE OF CLARENCE 
1769, coloured chalk and  
watercolour, 28.5 x 23 cm  
(Royal Collection Trust) 



two decades of the eighteenth century were hardly more propitious for realising any dream 
that Hamilton might have harboured of publishing his ‘Cries’. In any case, his career had 
taken alternative (and rewarding) turns. Earlier, when he first arrived in the London in 
the 1760s, there might have been parallels with his senior, Sandby, in that both had de-
lineated ‘Cries’. Thereafter, their courses diverged completely. Sandby, well-known and 
respected in London, patronised by the royal family and heading a successful drawing 
school, reverted to landscapes. Hamilton’s activities in London brought rapid acclaim as 
a face painter, initially in pastel and then watercolour. Indeed, in 1769 he had drawn King 
George III and his children (Plates 5, 6). 

After his removal to Rome around 1780 and then on his permanent return to Dublin 
in 1792, he remained in high repute and demand as a portraitist.46 But no longer was it 
the obscure encountered in the city streets on whom he fixed his gaze. Instead he trans-
fixed the well-to-do members of the social elite. In the interim, what had happened to the 
collection of ‘Cries’? It is unlikely, although not impossible, that Hamilton took the 
‘Cries’ with him to Rome and later back to Dublin. More probable, however, is the idea 
that he entrusted it to the safe-keeping of an acquaintance in London before he left, or 
even that he left it with or sold it to a dealer, like Poggi. It is not known whether or not 
Hamilton had become acquainted with Sandby during his years in London. Their circles 
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7 – CASTLE OF DUNAMAU IN THE QUEEN COUNTY 

(Dunamase, Co Laois), sketched by John Dawson, painted by Paul Sandby,  

engraving from THE VIRTUOSI’S MUSEUM (1778-81) (courtesy Royal Academy, London) 



might be expected to overlap given that the gregarious Sandby, notwithstanding his blun-
der over Antrim, gathered around him several of the cultivated Irish. Indeed, it was Sandby 
who urged James Gandon to undertake Irish commissions.47 Later it was remembered 
that Sandby’s convivial at-homes were attended ‘by almost every artist of eminence of 
that day’, among whom Hamilton could be numbered.48 Alas, it is far-fetched to imagine 
Hamilton leaving his ‘Cries’ with Sandby in the hope that the latter might elicit interest 
in publishing it or a sale. All that we know is that it came into Gaussen’s possession, as 
did some of Sandby’s paintings.  

Already a measure of scepticism has been expressed at any notion that the subject 
and treatment of the Dublin ‘Cries’ appealed strongly to Gaussen; connoisseurship is not 
attributed to him. In 1792, when Gaussen subscribed for an engraving based on a drawing 
of Gibraltar by Poggi, and published by him, patriotic and martial sentiments were prob-
ably uppermost.49 A certain sympathy for the poor may be implied by Gaussen’s service 
as a director of the French hospital in London, although atavistic piety may better account 
for it. In parliament he opposed slavery and aligned with the Whigs.50 But none of this 
amounts to a strong leaning towards a visual documentation of the laborious. Indeed, 
Gaussen instituted prosecutions of those who poached on his Hertfordshire estate.51 
Neither the elder nor the younger Samuel Robert Gaussen in his will made any specifi-
cations about the moveable contents of Brookmans Park. The sole exception were the 
pearls and diamonds enjoyed by the younger man’s wife. 52 As has been argued already, 
the Sandbys were a mixed bag, in terms of subject and size, so much so that a suspicion 
recurs that they had been acquired opportunistically (and cheaply) when Poggi’s assets 
were liquidated in 1801. That need not mean that ‘Cries’ falls into the same category, but 
the idea cannot be discounted. If so, the early history of the album has parallels with its 
re-emergence in Australia two hundred years later, where it risked being unregarded and 
sold cheaply.53  

––––– 
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