
AN INDEPENDENT PUBLICATION

NO 1 VOL. 15 DECEMBER 2013

N
O

 1 V
O

L. 15
 D

E
C

E
M

B
E
R

 2
0
13 AN INDEPENDENT PUBLICATION

NO 1 VOL. 15 DECEMBER 2013

N
O

 1 V
O

L. 15
 D

E
C

E
M

B
E
R

 2
0
13

Vilma Vargas. Ecuador.

AN INDEPENDENT PUBLICATION

NO 1 VOL. 15 DECEMBER 2013

N
O

 1 V
O

L. 15
 D

E
C

E
M

B
E
R

 2
0
13

 VOL. 23, NO. 2, Fall/Winter 2021

VO
L. 23, NO

. 2, Fall/W
inter 2021



Vol. 23, No. 2 Fall/Winter 2021

Editor’s Notes
John A. Lent

1

Comics in East Asia:  Symposium
edited by Marie Laureillard with John A. Lent

Introduction
Marie Laureillard

6

Small Objects, Old Pictures, New Drawings:
Forms of Historiography 

in Contemporary Taiwanese Graphic Novels (Past and Future)
Corrado Neri

8

Tales from Vietnam:  
Testifying about War and Exile in France and the United States

Justin S. Wadlow
30

The Other East Asian Cartoon Powerhouse--South Korea
John A. Lent

50

The Evolution of the Character of the Monkey King (Songokû) 
from Journey to the West in the Illustrated Books and Paintings 

in Edo Period
Delphine Mulard

57

Comics Outside of Japan: Manga by Spanish Authors
Julia Rigual Mur and Pablo César Anía Ruiz-Flores

71



“Fuichin-san” (1957-1962), a Dramatization of a Girl’s Life 
in Harbin and the Stylistic Research of Ueda Toshiko

Naoko Morita
83

Shonen and Seinen Manga, Repositories of the Pacific War
Anthony Tristani

94

History of Comics in Senegal
Christophe Cassiau-Haurie

Translated by Issa Nyaphaga
124

What’s in a Signature?: The Comic War over the Twins 
Aswathy Senan

150

The New Yorker’s Greatest Cartoonist and the Little Spaniard: 
Peter Arno and Pablo Picasso

Michelle Ann Abate
177

When Quetzalcoatl and Shenlong Collide: 
Image of the Dragon on Quetzalcoatl’s Representation 

within the Mexican Comic Aztectopía
Sarahi Isuki Castelli-Olvera

202

Tiny Country, Monumental Event: 
Cyprus Olive Cartoon Festival

John A. Lent
with Huseyin Cakmak and Musa Kayra

216

The Mayor’s Comments
Nidai Güngördü

with John A. Lent
237



Pioneers of Comic Art Scholarship
A Bumpy and Proud Academic Journey

Pascal Lefèvre
244

The Legacy of José Carioca/Zé Carioca:  
A Critical History of the Brazilian Disney Ambassador

Wiliam Machado de Andrade
and Aaron Humphrey

272

An “In-betweener” Chinese Cartoonist:
An Interview with Chang Jin

Xu Ying
290

“I Ain’t a Bad Swab at Heart--
I Does the Best I Know How”: 

Popeye and Boxing in E. C. Segar’s Thimble Theatre
Jeffrey O. Segrave
John A. Cosgrove

303

Freedom and Regulation of Expression, Manga, and Women: 
A Symposium

edited by Fusami Ogi

The Imaginary Republic
Nagayama Kaoru

Translated by Patrick W. Galbraith
322

Shōjo Manga [Japanese Comics for Girls] and Her Freedom: 
Globalizing the Half-century Challenge 

of Going Beyond Difficulties
Fusami Ogi

333



Places for Expressing Women’s Independence and Media 
Condition: Focusing on Essay Manga on SNS

Miho Takeuchi
Translated by Nick Hall

350

Expressing Visceral Female Subjectivity in Women’s Manga:  
Double Standards, Censorship, 
and Staying Ahead in the Game

Jessica Bauwens-Sugimoto
359

Bodies Reconfigured between the National and Global Realms: 
An Exploration of the Shift of 

Moral Panic Codes Against Sexual Expression 
in Manga in Contemporary Japan

Takeshi Hamano
367

An Analysis of Frame Structures in LGBTQ-themed 
Manga: How the (Im)permeability of Manga Frames Enhances 

LGBTQ Manga Characterization, Design, and Narrative
Kazumi Nagaike

373

Is Eromanga a Bad Word? 
Confronting “the Erotic Barrier”

Patrick W. Galbraith
383

The Cultural Tensions of Non-Kuwaiti Video Games 
Circulating in Kuwaiti Culture: Kuwaiti Gamers’ Views 

on Gender, Sexuality, and Censorship in Gaming
Ahmed Baroody

398

Laughing All the Way: 
Saseo Ono in His Indonesia Days, 1941-1945

Kosei Ono
429



Frankenstein and Its Legacy in the Comics
Michael A. Torregrossa

432

Oleg Dergachov’s Perpetual Quest 
for Comic Art Fulfillment

John A. Lent
441

Discussion about Typhoto Poem
Sun Kil Whang

451

Teaching Exercises
New Visual Worlds: Introducing a Visual Pedagogy

Jason DeHart
471

Not STAN LEE’s Soapbox, 
But STAN LEE’s JACK-In-The-Box! 

Stan “The Man” Talks About Jack Kirby “The King” 
-- 1961-2014
Barry Pearl

480

A Few Words from a Children’s Graphic Novelist
Jason D. DeHart

499

Remembrance (Giannalberto Bendazzi 1946-2021)
John A. Lent

502

Research Prompts
John A. Lent

505

A Review Essay
David Kunzle. Ally Sloper, His Life & Times, by Alan Clark, 

Sugar-Plums and Tootletum, The Work of C. H. Ross, by Alan Clark.
511

gebruiker
Highlight



A Review Essay
Richard Scully. Rebirth of the English Comic Strip: A Kaleidoscope, 

1847-1870, by David Kunzle.
528

A Review Essay
Héctor Fernández L’Hoeste. La función del comic, by Michel Matly. 

537

Book Reviews
Leonard Rifas. Red Lines: Political Cartoons and the Struggle
	 Against Censorship, by Cherian George and Sonny Liew, 
	 p.546. 
Matthew J. Costello. The Comics World: Comic Books, Graphic
	 Novels, and Their Publics, by Benjamin Woo and Jeremy
	 Stoll, p.549.
Eric Berlatsky. Authorizing Superhero Comics: On the Evolution of 
	 a Popular Serial Genre, by Daniel Stein, p.551. 
Leonard (“Labe”) Rifas. Is Superman Circumcised? by Roy
	  Schwartz, p.556. 
James Willetts. Mixed-Race Superheroes, by Sika A. Dagbovie-
	 Mullins and Eric L. Berlatsky, p.562.
Michael Kobre. The Stan Lee Universe, by Danny Fingeroth and 
	 Roy Thomas, p.565.
John A. Lent. Pulp Empire: The Secret History of Comic Book 
	 Imperialism, by Paul S. Hirsch, p.570. 
Kirsten Møllegaard. Documenting Trauma in Comics: Traumatic 
	 Pasts, Embodied Histories, and Graphic Reportage, by Dominic 
	 Davies and Candida Rifkind, p.573.
Lizzy Walker. Comics and the Body: Drawing, Reading, and 
	 Vulnerability, by Eszter Szép, p.575.
John A. Lent. World Press Cartoon. Caldas da Rainha. 2021, by 
	 Antόnio Antunes, et al., p.576.
John A. Lent. The Comics of R. Crumb. Underground in the Art 
	 Museum, by Daniel Worden, p.580.
Christopher Roman. The Life and Comics of Howard Cruse: Taking 
	 Risks in the Service of Truth, by Andrew J. Kunka, p.581.
John A. Lent. Manhua Modernity: Chinese Culture and the Pictorial 
	 Turn, by John A. Crespi, p.584. 



John A. Lent. The Waiting, by Keum Suk Gendry-Kim, p.586.
John A. Lent. Caricature and National Character: The United States 
	 at War, by Christopher J. Gilbert, p.587. 
John A. Lent. Charlie Brown’s America: The Popular Politics of 
	 Peanuts, by Blake Scott Ball, p.587.

Exhibition Reviews
Mark Hibbett. “Beano: The Art of Breaking the Rules,” by Andy 
	 Holden, p.589.
Wim Lockefeer. Exhibition Notes from Belgium -- Congolese 
	 Comics & Brecht Evens, p.590.
 Mike Rhode. Moomin Animations -- Thrills and Cuddles, by Minna 
	 Honkasalo, p.599.
Pedro Moura. “Bob Spit” -- We Do Not Like People, by Cesar 
	 Cabral, p.601.



511

IJOCA, Fall/Winter 2021

A Review Essay 

David Kunzle

Alan Clark, Ally Sloper, His Life & Times,
2021, 263 pages.

Alan Clark, Sugar-Plums and Tootletum, 
The Work of C. H. Ross,

2021, 162 pages.
Both from Half Holiday Publications

These two small volumes appear on a recent and rising tide of 
scholarly concern with British comic strip and caricature in the last third of 
the 19th Century. The first three chapters of Ally Sloper, His Life and Times 
reproduce an incomparable array of fine large reproductions interspersed 
with illuminating text containing much new information on the early Ally 
Sloper, the first massively popular British cartoon character, and his creators, 
three men and a woman, from 1867. The doyen of humorous magazines, 
Punch is well known, and would last well into the second half of the 20th 
Century. Judy, or the London Serio-Comic Journal, a frontrunner here, is 
the first hardy “rival” (a counterpart more than just a cheaper competitor) to 
survive into the 20th Century. 

The first three chapters of Ally Sloper, His Life and Times reproduce 
and comment on the earlier phase of Judy from its beginnings in 1867; the 
bulk of this book (nine of the twelve chapters) is devoted to a later (post-
1884) incarnation of Judy under the name of the much-loved character 
first developed in that journal by Europe’s first fully professional female 
cartoonist, Marie Duval.  She is a relatively recent discovery since the 1980s, 
and is now credited with huge oeuvre. She reached her heyday around 1884, 
when Ally Sloper, sans Duval except in reprints, was given a more ambitious 
magazine called Ally Sloper’s Half Holiday, which is now the object of much 
critical scrutiny and admiration. 

We may start with the manner in which Ally, earlier a jovial trickster 
later turned high-flying socialite, enjoyed a long-popular afterlife, which 
continued under the aegis of Judy’s editor Charles Ross and his son of the 
same name; much of the son’s writing, down to 1922-1923, has proved largely 
“unfindable” and “unreadable” in its original size, says Clark (Clark,1 2021a: 
209). It is unknown territory over which Clark throws a dim but useful light.

The final chapter of the Ally Sloper book, called The Universal Watch 
Provider, treats us to a sensational promotional stunt conceived by editor 
Charles Ross, which helped to bring the Half Holiday to unheard-of millions. 
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The magazine claimed by the 1880s to have the largest circulation of any 
illustrated magazine in the U.K. The watch giveaway stunt, which must have 
been unique, impelled extensive and intended merchandizing such as became 
commonplace in our later consumer society. Ally was not the first popular 
character to have been merchandized, but he was a newcomer; Dickens’ 
Mr Pickwick preceded him; Hogarth’s creations preceded Pickwick. Let 
us first consider this “monetized” Ally, well pictured starting at the end of 
the first Ally book, and entering a new daily life, with the artifact that may 
be considered the most necessary possession and consolation of any reader 
(many of them harassed and ill-paid clerks), a pipe with an Ally Sloper head-
-Sloper puffing Sloper. Thereafter, Clark arrays enough memorabilia to 
constitute a museum display.

The author, who personally collected these surviving artifacts, relishes 
their sheer variety: from the useful trivia like the doorstop and matchbox, up 

Fig. 1. Ally Sloper the Universal Watch Provider (1888), cover of Clark book (2021a).
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to the Jubilee medal and the naming of a Grand National horse (big money 
there!). At the high-tech end, circa 1890, we find the telescopic propelling 
pencil; at the recreational end, we find him named in the Sloper Waltz of the 
Season, as well as in board and card games, and eventually, back home, as it 
were, where he started, in a magazine comic strip not shown by Clark. Ally 
must have served as a luck charm, conferring (imagined) honors. A returning 
veteran from the Boer War could give himself (or be given) an Ally Sloper 
medal for valor--this was in 1898, the year after the initiator of it all, Charles 
Ross the elder, had died. Meanwhile, there had been an exhibition held at 
the Royal Aquarium in 1888 of a vast range of Sloper-themed articles which 
raised readership to 340,000. Ally went live, too, of course, on stage, as an 
entertainer--in music hall, as ventriloquist, and in a pre-cinematic magic 
lantern show. Thank-you letters to editor and magazine printer Gilbert Dalziel 
poured in (see below). There was also an Ally Sloper Club which at one point 
included 28,000 members. 

Charles Henry Ross, who invented the first Ally in Judy and baptized 
Ally “the Watch Provider,” was a versatile talented figure, as solid and 
industrious in his literary endeavors as his immortal invention Ally Sloper 
was a slippery ne’er do well who (as his named implies) would flee down the 
alley when his rent was due, or his creditors banged on the door. Ross, in his 
youth as productive as Ally was normal work-shy, had an early job as chief 
of the Times Parliamentary staff at the House of Commons. His uncle, Sir 
William Ross, R.A., was a painter to the royal family. As a clerk in the Navy 
Office with relaxed working hours 10 to 4, he had time to doodle and begin 
writing his 62 titles recorded in the British Library catalogue. 

At the age of 32, Ross helped to launch Judy on May 1, 1867, writing 
fiction and theatrical reviews. Ally Sloper made his debut in a comic strip of 
seven drawings in Judy, August 14, 1867, in a petty fraud called Some of The 
Mysteries of Loan and Discount, which also introduced a figure who would 
be cast as a regular side-kick called Iky Mo (or Isaac Moses, presumably 
Jewish, but never identified as such or portrayed in a demeaning way).

Ally made a few more appearances before he felt obliged, in “Enroute 
for Suez,” Judy, December 1, 1869, to help celebrate Britain’s imperial 
investment in the recently opened Suez Canal (Clark, 2021a: 32). This 
cartoon, however, is clearly signed, as should have been noted, under no less 
than five drawings with the initials MD (i.e., Marie Duval), including under 
the central presiding figure, a ravishing, houri-like beauty fluttering the title 
Enroute for Suez, written over a veil surrounding her lissome form--she was 
an erotic, feminine touch that would become the specialty of Marie Duval, 
once ensconced in the pages of Judy. Duval has not forgotten Iky Mo, bottom 
left, who has stopped to admire the massive Theban monuments.

Here we enter what may be termed the fraught territory of responsibility 
for the subsequent development of Ally, whose antics will fill Judy and her 
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“Calendrical” spinoffs for many decades to come, down to his first apotheosis 
in 1884. Clark accepts my supposition that the initials “MD” soon appearing 
with greater frequency and emphasis, were intended to buttress her claim 
to be an active collaborator on the drawings, at a time when artworld 
rumor attributed the entire body of Ally cartoons to Ross, who had become 
her common-law spouse. I reprise here my hypothesis of an earlier Duval 
magazine debut: that Ross had, by the end of 1869, brought to Judy an artistic 
partner called Marie Duval who had become his life partner. Twelve years 
younger than Ross, she was born Emilie (de) Tessier, an actress of French 
origin whom he had met using that pseudonym during one of his many 
theatrical productions. In 1874, a son would be born to the couple, who 
apparently never felt the need to legally marry. 

Ross had already recognized Duval’s ability to draw in a crude, 
untrained outline style (Töpfferish in its way) suited to the disreputable 
Ally, on the basis of two unsigned pages that scholars have wrongly ignored; 
these were printed in the months just preceding Ally’s debut with Ross, in a 
Judy sister magazine called Will O’ The Wisp, which specialized in narrative 
farce. The titles given are “Emma’s Uncle Obadiah” (June 5, 1869) and “The 
Little Great Grand Duke of Sloshenboshenstein” (July 1, 1869), about a lazy 
German ne’er-do-well student princeling with a pipe addiction (Kunzle, 
2021: 386-387); the duke’s bizarre moniker seems to foreshadow the crazy 
names in Duval’s upcoming Queens and Kings album. 

Already in 1869, Ross must have noted Duval’s skill as a newcomer 
to book illustration, when she decorated the Story of a Honeymoon, by Ross 
and Ambrose Clarke with sprightly drawings (not Sloper-ish in style). Her 
first comic strips for Judy appeared in August 1869. In combination with 
her role as a theatrical reporter, Duval proved herself the ubiquitous fashion 
correspondent in Judy (see “The Beast and The Beauty,” signed MD, Oct. 
20, 18692). 

There was an assumption at the time that drawings initialed MD were 
actually by Ross using his partner’s name as a pseudonym while the text was 
claimed by Ross himself. That he would claim both drawings and texts seems 
to me highly improbable, especially given Marie’s evident authorship of so 
many other MD signed drawings in Judy. The dual credits in this division 
of labor are borne out in many compilations called Comic Kalendars, 
whose cover pages are abundantly reproduced. Eight issues of Ally Sloper’s 
Summer Number, 1880-1887, are credited without evidence by Clark who 
sees them as “edited, written and drawn mostly by Charles H. Ross, with 
occasional work by Marie Duval”--with a caveat that must give us pause: 
“Exceedingly rare publications. British Library collection incomplete. No 
library collections worldwide” (Clark, 2021a: 58). There is another kind 
of caveat:  the well-established historical tendency to attribute the work of 
unknown female writers to well-known male writers.
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Queens and Kings and Other Things

Duval’s role in the takeover of Ally Sloper from Ross, mixed as it may 
have been at the start, deserves a special investigation when it comes to an 
1874 enterprise unrelated to Sloper or Judy. Appearing under the title of 
Queens and Kings and Other Things, it was singled out for praise in Ellen 
Clayton’s biographical work, Female Artists (1876), in a manner that implies 
Duval’s clear pride of sole authorship. 

Marie Duval, Maverick Victorian Cartoonist, by Grennan, Sabin, 
and Waite, which I reviewed in the issue of IJOCA preceding this one, 
contains more than 20 references to Queens and Kings, as a work by Duval 
of exceptional quality. The chapter (4) by Sabin entirely devoted to it is a 
concentration of densely contextualized and evaluated analysis; Clark places 
Queens and Kings in the very end of the second of his books, Plums and 
Tootletum; the title alone promises a children’s audience. Clark discusses 
Queens and Kings as if it were a culmination, or pièce de résistance in the 
oeuvre of Charles Ross, to whom he repeatedly attributes the “words”--i.e., 
the considerable omnipresent text often inserted in the image space. But 
Sabin, who is in no doubt of the volume’s authorship as a whole, singles out 
Queens and Kings as a “spectacular comedy book” for children and adults 
that shows, Marie Duval at the “top of her game.”

It was published by Chatto and Windus, specialists in children’s books, 
in a large, expensive gold-embossed format, in time to reach the Christmas 
trade “as a gift book,” in an era considered the first golden age of such luxury 
books. Sabin sees the author’s texts as worthy of a kind of “female Lear,” 
though linguistically inferior to that pioneer of Nonsense, who was being 
published and republished at this time. In addition, he sees as significant 
Duval’s choice of female pseudonym--“designed and written by S. A. the 
Princess Schwartzbourg,” for a work aiming for a female (and maternal) 
audience. 

The birth of a son (Charles Ross, Jr,) that same year, 1874, may have 
prompted thoughts of how to entertain an infant, and may even have reminded 
her of her putative stint as a teenage governess with responsibility for small 
children. For all of Clark’s repetition of Ross’s name as co-author under each 
reproduction of Queens and Kings in his survey, the book is not listed in 
the 62-volume oeuvre summary which includes so many of his children’s 
books. Sabin tells us the book was widely reviewed, “in the best journals,” 
and mentioned in numerous “one-liners.” Clark has nothing on the reviews. It 
remains a mystery why the book is completely ignored in The Record of Fifty 
Years of Work by printers Gilbert and Edward Dalziel (1901), who must have 
known of Clayton’s biographical sketch of Duval. One impromptu dismissive 
reaction may be cited here:  Sir John Gilbert, on receiving a presumably 
unsolicited copy, wrote on the flyleaf “perhaps the most idiotic book ever 
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published.3 ”
It is noteworthy that the letter text is placed in two ways, to judge by 

Clark’s sample of half of the total 43 pages of the original. In about half of 
this half it is placed and functions like a true below-image caption with 3-5 
lines of partially rhymed verbiage, describing a particular dignitary’s foolish 
behavior. In the other half of the sample, on a page usually opposite, appears 
a biographical snippet with the usual gravestone information, “Born…and 
Died” (in nonsensical ways). The snippet is often cast in an invented language, 
conspicuously pinned up like a memo on a bulletin board, with a variety of 
pins--sempstress, bent, multiple, double hairpin and once a carpenter’s nail. 
It is as if the whole was a template for some child’s home-brewed pantomime 
production making fun of the solemnities of history. The “born and died” 
appears opposite a page of comic, usually mock-heraldic design and a caption 
delineating the exotic person’s character and behavior in life which is usually 
stupid and casually cruel. We may have here the distinction Clark makes 
between “Artwork” (including Duval-ish elegant figures and theatrical sets) 
and “Design,” the pinned up mock headstone “Born and Died.” The co-
ordination of figures and words argue for a single authorship.

Clark’s one page evaluation of Queens and Kings paints a very different 
picture, as recorded in much later testimony he adduces that clouds the issues 
marvelously. He introduces unpublished information unknown to Sabin, 
whose work, we must surmise, he had not read. In a letter to printers the 
Brothers Dalziel, who had Queens and Kings on commission, publisher 
Chatto declared the book “very rare” from the start, “having sold fewer than 
250 copies, half the edition.” “You will see that the sale is very slow, and that 
the book really seems quite dead.” There is no mention of reviews.  A letter 
from printer Gilbert Dalziel on Feb. 20, 1920 tells us he has “all the colour 
blocks” and “all the original designs by Ross” which he finds “clever and 
decorative to a degree.” No mention of Duval--yet. Clark finds it “reasonable 
to assume” “that Ross’s designs (on paper) would have then been passed to 
Marie Duval who would have transferred them to woodblock for Dalziel to 
engrave them.” Clark entertains “another possible explanation,” that it was 
Ross (or Dalziel’s master engravers), not Duval, who did the woodblock 
drawings. But “after careful consideration of the work it [the art] does 
definitely appear to be that of Duval and it is this which gives it the benefit of 
doubt.” Here Duval is therefore identified as responsible for the artwork and 
Ross for “the designs and words.” So Duval is there, after all, but not for the 
designs, only for the “artwork.”  

Duval and Busch

The drawings in Queens and Kings, so full of quirks lending themselves 
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to verbal twists, are unlike anything else Duval did. These oddities are not 
traceable to any predecessor, least of all Wilhelm Busch, who became a 
treasure trove nonpareil of special effects for caricaturists over the last third 
of the century; he was an arsenal of extreme mock-heraldic postures, distorted 
anatomies, freezing and melting, strange theatrical viewpoints, manipulations 
of perspective, and every degree of violence down to lethal explosions--these 
recur elsewhere in Duval, but not in Queens and Kings. 

Busch, since the 1860s by far the most popular caricaturist-cum-poet 
(Bilderbogen artist) in Germany, soon captivated the world virtually with 
a new language I have tabulated in more detail elsewhere. Enough to say 
here, Busch was copied in the last third of the century from the 1870s all 
over Europe, in nine different countries, anonymously.4 Busch’s graphic 
innovations may be summarized as pre-cinematic forerunners of so much the 
cinema, in tandem with the comic strip itself, has done in the 20th Century. 
Busch did some remarkable explosions, the best known of which blows up in 

Fig. 2. Marie Duval. “A Pinch of Snuff.” Judy. April 15, 1874.
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a schoolmaster’s face.
A word on slapstick, of which Busch is king. The guiding philosophical 

principle here is that small things lead to bigger things. A flea, a fly, a screaming 
baby can lead to furious violence and great humiliation, at the very least a 
fall from grace. The tendency of Ally and other Duval figures to fall or get 
thrown about often in acrobatic ways remind us of Busch, whose propensity 
to violence is taken as a hallmark of German humor. The taste of children 
and young people for violence has worried educators and psychologists, but 
it is here to stay in all our media, not to speak of real life foreign policy. 
The world of the children’s Queens and Kings lives and dies in violence. 
There is what may discreetly be described as a kind of insouciance about 
the violence contemplated or committed by the protagonists, ruling and not, 
in Queens and Kings. In fairy tales, as the Alice stories, physical violence is 

naturalized as the common prerogative of power, especially when not edited 
for children or adopted or exaggerated in fairy tale parodies, such as those in 
Cham’s comic strips and graphic novels. Ally Sloper’s style of violence is sui 
generis picturesque and always funny. Was the taste for comic violence (and 
its concomitant, flying and aerial travel) fomented by circus and pantomime?

One species of bodily violence was scarcely ever regarded as comic. 
The opening vignettes of Busch’s “Rotten Tooth” (1862), are placed opposite 
Duval’s “A Tale of a Tooth” (Judy, Nov. 16, 1870) at the beginning of the 
2018 Duval book by Grennan, et al. This painful topic, much exploited 
in caricature, interrupts a long potentially violent Duval sequence on the 

Fig. 3. Wilhelm Busch, from Max und Moritz (1865), making teacher’s pipe explode.
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Franco-Prussian war. This was, again and for real, the worst politico-military 
violence, for which Bismarck was blamed. In Duval’s “The Tale of a Tooth,” 
a weak lover sacrifices a tooth, uselessly, and is rejected for having disfigured 
himself. Dentists were dangerous power figures. The French cast the German 
chancellor Bismarck as dentist extracting the weak, rotten neighbors or rivals 
from the European concert of nations. This was well before the Franco-
Prussian War.  That war aroused the patriotism of Busch like so many 
Germans. He chose to epitomize the war, in a very uncomic strip, as the 
French bringing suffering on themselves, and deserving the dreadful Siege of 
Paris and consequent, laughable starvation.5

The part Busch played in the resurgence of caricature and comic strip 
in the last third of the 19th Century cannot be overstated. A leading article I 
entitled “Busch abroad: How a German caricaturist Willy Nilly helped launch 
the new cheap comic magazines in Britain and the United States,” sounds 
portentous but does not exaggerate.6 The reason was not only that Busch was 
an attractive, variable source, but that the new photomechanical reproductive 
process made exact copying easy; the first international copyright law was 
not passed until 1891, and could exercise little restraint on funny magazine 
trivia. The only credit given to his work, if any, was a perfunctory “from the 
German.” In a tightening market, price per copy was slashed in half, from 
two pence to one penny, and eventually to a halfpenny.

The better funded papers like Ally’s Sloper’s Half Holiday had little 
need of help from Busch. But Ally’s rival, also owned by Dalziel, in 1874-
1875 took 87 individual drawings; Illustrated Bits took 62 in 1884, and C. 
H. Ross’s Variety Paper 68 in its short lifespan. By 1872, there was no lack 
of English editions of Busch, notably the Busch compilation called Fool’s 
Paradise in that year. Borrowings could also be concealed: just two examples, 
one from Germany, the other from France, which may also serve to explain 
why Clayton says that Duval made contributions to journals from those 
countries, which have not been found; Clayton must have meant, or Duval 
understood, influences not contributions. The German borrowing was of a 
whole, longish Bilderbogen of 1863 and 1865, called “Der Schnuller” (the 
baby’s comforter); this was rendered as “Fifteen Minutes in the Life of an 
Unprotected Infant,” complete with Busch’s original cast of dog, wasp, nurse, 
and baby, in the Judy album The Comic Album of Folly and Fashion, edited 
by Ross, 1870. The French example is probably a Marie Duval discovery and 
recommendation, a reworking of an original Histoire Campagnarde of the 
1870s, from Le Journal Amusant. It was called Sloper Slayer of Wolves--not 
an animal that exists in England--and was featured in the French original 
evidently set in Brittany, with a drunken mayor.

Ally Sloper’s Half Holiday
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The success of Ally Sloper in Judy gave Ross the idea that more 
could be made of the character’s burgeoning reputation (measurable also 
in the merchandising) by honoring him with a magazine of his own. Ally 
Sloper’s Half Holiday (ASHH) appeared every Saturday, commemorating the 
extension of the standard workers’ week, which included the first day of what 
came to be called the “weekend,” a term first adopted in 1879. Launched in 
1884 at a penny, half the price of Judy, and to compete with other humorous 
penny weeklies, it resembled a newspaper, with an emphasis on Ally-ish 
recreational activities suitable to the enlarged weekend. The trail had been 
blazed by the “extraordinary” Ally Sloper’s Summer Number, a small annual 
penny compilation, issued 1880-1883. ASHH was to compete with James 
Henderson’s Funny Folks and T. H. Roberts’ Illustrated Bits, both of which 
came to rely, as Half Holiday did not, on reprints of Wilhelm Busch. Funny 
Folks filched from eight uncredited Busch stories, 1874-1875. The new 
Ally journal also relied on reprints--but of Marie Duval’s Ally, and a toned-
down McNab of That Ilk by James Brown, both uncredited; this erasure has 
offended Duval aficionados. 

The new ASHH above all made a major innovation on behalf of the 
popular favorite by regularly devoting the first page to a new, more socially 
flattering version of Ally, in a now-titular role. This carefully crafted page was 
designed by a superior, well-trained professional, William Giles Baxter, who 
alas died young, in 1888. “To say Baxter’s Sloper was magnificent would be 
an understatement,” says Clark (p. 58). Reproduction of the intricate Baxter 
penwork, so different from Duval’s sketchy outline style, was facilitated 
by Baxter drawing directly on paper and card, before transfer to print via 
expensive engraving onto woodblocks. Rather than Duval’s reprobate 
trickster, Baxter’s Ally becomes an elegant man about town capable of 
rising to member of Parliament, and eventually a kind of war hero conceived 
on a mock-heroic scale. He retains his plebeian not to say vulgar physical 
appearance, but is never one to resist the rites of a respectable London social 
calendar. He is in some ways a throwback to Richard Doyle’s Manners and 
Customs, a successful series featured in Punch in mid-century; how tame 
that seems in comparison. With Baxter, there are many more individualized 
portrayals in the crowds of London social gatherings, now energized by the 
participation of Ally, writ large and always commanding the foreground.

Ally would soon be biologically enlarged with a family, including a 
wife, and daughter Tootsie, a character and commentator in her own right, 
and her aristocratic fiancé Lord Bob. Tootsie is imagined as an elegant, literate 
actress now taking the engraved front page as her stage. Much later, she would 
advance to become Countess of Wandsworth. Ally’s social identity exploded, 
as Peter Bailey has shown. He was now a gent, if not a gentleman, whose 
occasional pratfalls are pure comedy rather than accidental humiliation.

Baxter was succeeded by another very talented artist, Willian Fletcher 
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Thomas, who became “chief cartoonist,” 1886-1914. Magazine owner and 
printer Dalziel, always on the lookout for publicity and circulation-raising 
stunts, elevated Ally to a kind of charitable giant by having him give away 20 
free pocket watches per week, for at least a decade from 1886 on. To receive 
one, a subscriber had only to fill out a label and enter a lottery. The watches 
were guaranteed “real silver and not nickel silver.” (Author Clark, unable to 
resist, acquired four of them, two still keeping time, the other two repairable. 
The watches are still available on eBay.) 

Opposite the first announcement of the giveaway stunt appears a full-
page portrait of A. Sloper, Esq., Universal Watch Provider, arrayed with 
honorific initials attached (p. 217); he is adorned with the traditional, arguably 
obscene red potato nose, looking very greedily at the watch he seems to 
proffer to the audience; the same image graces the cover of Clark’s book. The 
watch had a double value: not only a status-laden utilitarian object, but also 
functionally symbolic of the discipline of the new industrial economy.

Publisher Dalziel had another promotional scheme, his Railway 
Accident Life policy; anyone killed in a railway accident found in possession 
of the Half Holiday was insured for £150, a substantial sum which represented 
15 months of a skilled tradesman’s wages--or the value of five horses. Clark 

Fig. 4. “Awful Accident.” Judy. July 11, 1883.
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Fig. 6. W. F. Thomas. “Free Life Insurance.” Ally Sloper’s Half Holiday. Oct. 29, 1887.

Fig. 5. Poster for Le Voyage en Suisse pantomime, 1879.
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finds all this scheme “nothing short of brilliant,” and “a stunning idea” (p. 
160). To me it sounds morally dubious. The £150 was an invitation to cheat: 
what if a railway accident, a not-infrequent occurrence, prompted some 
friend accompanying the unfortunate victim, to take advantage of the chaos 
of the moment to slip a copy of the Half Holiday onto their person. Such a 
scene is virtually conjured up by artist William Thomas (p. 167), where the 
Ally Sloper magazine, advertising the stunt, is pushed on a harassed female 
being crammed into an already-crowded railway car, while a young street 
vendor holds a poster emblazoned “If you are KILLED in railway accident, 
your next-of-kin receives £150 from Ally Sloper, FOM.” All this testifies to 
Ally’s philanthropy and selfless public spirit, according to Tootsie’s effusive 
caption. Artist Thomas, who may have had other ideas, has the railway 
carriage painted with the railway company name …SMASH EM-CRASH 
EM Ry. Co-.

And smash and crash they did:  in the reality of the terrible, well-known 
derailment in 1865, which became part of the Dickens biography and legend. 
The theater, in circus and pantomime, took note and re-enacted the idea, 
making a curious intersection with the Ross Railway Accident Insurance 
scheme. A production by the Hanlon Brothers called Le Voyage en Suisse was 
advertised in a poster showing a massive re-enacted railway explosion that 
must have impressed Duval had she seen it, an explosion so real the poster 
had to add the reassurance “The RAILROAD DISASTER where no one is 
hurt–it’s only done for Fun.” (Grennan, et al., 2018: 202).

C. H. Ross, who had been busy with the writing and editing of ASHH, 
and having sold the Ally Sloper character to Gilbert Dalziel, quarreled with 
him and there was a lawsuit. In direct defiant competition with Daziel, in 
1887 Ross launched a paper that lasted just eight months, which he called C. 
H. Ross’s Variety Paper with the effing subtitle, “Fact, Fiction, Fashion, Folly 
and Fancy.” This is now very rare; the British Library, having misplaced 
certain single issues, thus lacks a complete set which is otherwise unknown, 
leaving us with only 24 issues, all fortunately reproduced by Clark, surely 
an invaluable rescue job. (I had myself the good fortune to find C. H. Ross’s 
Variety Paper complete when I discovered it in the Colindale Newspaper 
Library in the late 1980s. The library’s move to Boston Spa came later.) 

In his new paper, Ross borrowed much from Busch and brought 
with him Alfred Chasemore and Thomas, who created a rival Ally called 
Choodle. Ross gave Choodle a new promotional scheme:  As Ally gave away 
watches, each week, Choodle gave away five-shilling cheques, to the first 40 
applicants--to offer readers both monetary and psychological relief. Although 
Clark does not mention this, any applicant for a Choodle cheque was required 
to state reasons for wanting it and occupation--which tells us something about 
the sociological makeup of the magazine’s readership. From the survey, we 
discover, not surprisingly, that the readership of Ross’s Variety Paper was to a 
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great extent urban and London-based. There emerges a leitmotif of hardship, 
a sense of personal failure, bad luck, and even indigence.7 

In his watch giveaway, Ally Sloper elicited a comparable sample based 
on the first 515 watch winners over the scheme’s first run. In both cases, 
many applicants declared themselves clerks or skilled artisans, as such 
weighted relatively more in the Ross/Choodle survey than in the better-
established Dalziel-Ally magazine, where as one would expect there were 
slightly more applicants in higher professions. The age breakdown, available 
only for the Ally survey, reveals 75 percent in the 15-35 age bracket, less 
than four percent over 46, and ten percent 14 years and under (including four 
readers nine and under). The lack of a true self-declared working class or 
urban proletariat readership in both surveys is striking. One can infer that a 
watch was desirable as a luxury item, but for many readers, the five-shilling 
cheque would be saved for necessities. The disregard for the huge and much 
impoverished working class was to a degree remedied by the ASHH “gratis 
supplement,” with excerpts from George Sims’s How the Poor Live, run in 
conjunction with a campaign for a Poor Relief Fund and the same watch 
giveaway stunt.

Baxter’s all-too-short reign left a gap; his replacement, W. F. Thomas, 
filled it with designs in the spirit of his predecessor, whose work was preserved 
after death in a compilation Fifty Years of Sloper Cartoons, 1888. The two 
artists must embody differences that invite analysis, perhaps along the lines 
of Peter Bailey’s masterly sociological essay on Baxter’s Ally Sloper’s Half 
Holiday, that seems to stop short at the advent of Thomas in 1888. We may 
guess that Sloper continues in character as petty pilferer and as “the most 
inoffensive of recidivists.” 

Bailey observes that Ally, not adverse to self-kleptomania, actually 
encouraged readers to swipe the Half Holiday when the news agent’s back 
was turned. (Think forward to Jerry Rubin’s Steal This Book.) For all his 
escapades in high society at posh venues like Ascot, the boat race, the Royal 
Academy, or the Lord Mayor’s show, Ally remains the grifter and habitué 
of the Mooch’s Arms and Gin Palace, which he visits on his way to church, 
safely late, with religious book tucked under his arm (Bailey, 1983: 15-16). 
Is he also kin to Daumier/Philipon’s Macaire? Ally is not, as far as I can tell, 
a major white-collar crook, as we know him in the corporate West, nor is he 
a habitual drunkard with homicidal instincts like McNab of That Ilk. Lacking 
scholarly investigation of Thomas’ new Ally, can we say he is fairly described 
by Bailey as “dauntlessly egalitarian”? He can certainly be described as 
a split personality who, while maintaining his position as a kind of court 
jester fool, harks back to an earlier, raunchier 1820s age of Cruikshank and 
Egan’s Tom and Jerry, posh ruffians who enjoy roughing up sentries and 
were copied doing so by Duval (Grennan, et al., 2018: 13). Does Ally ever 
visit and visualize the slums and notorious rookeries of London, like Gustave 
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Doré? No.

With Kitchener to Pretoria

In Clark’s Chapter 8, at the very end of the century, Ally is required to 
evince a show of patriotism, short of actually fighting. Clark starts with useful 
brisk summary of the two Boer Wars (1880-1881, 1899-1902) and sends Ally 
Sloper “Off to the War” on Oct. 14, 1899 (p. 181). Not worried, says Tootsie’s 
caption, by the “deadly aim of the Boers,” Ally the new recruit is tended by 
pretty women admirers, glad to escape his creditors; Thomas pictures him 
festooned with weaponry as aggressive as Tweedledum and Tweedledee 
are defensive. On horseback, Ally is credited with lassoing Kruger’s hat, 
and other unspecified successes for which he shares honors with Generals 
Roberts and Kitchener. On Feb. 1, 1899, he is shown on a stretcher, wounded 
at Spion Kopp (p. 184), but oddly the surgeon could not find the wound, and 
suspects a prickly cactus is to blame. By July 21, 1900, the Half Holiday had 
resumed its railway accident policy, emblazoned over the masthead, to herald 
an enlargement to 12 pages.

Aftermath

After 1,570 issues, the Half Holiday in the title was dropped, in a smaller 
size lasting to 1916, when it was suspended to be momentarily revived in 
1922 (with Half Holiday back in the title). Ally Sloper had a Christmas 
number for three pence, still illustrated by W. F. Thomas and still captioned 
by Tootsie (p. 203). ASHH was finally, briefly for a year, taken over by 
“Boswell Jr.” believed to be the pseudonym of C. H. Ross Jr., whose articles 
under the heading “Chats at the Cheese” were of a size to defy readability. 
Clark attributes the extensive Tootsie captions to Ross, a task he took over 
from his father upon his death in 1897. The young man’s activity was varied 
if no longer verifiable:  as scene painter, actor, dancer, and stage manager, and 
collaborator with important theatrical connections. For a one-page summary 
of the life of the elusive Charles Ross Jr. (1874-1961), see Sugarplums and 
Tootletum (p. 107). 

Both Clark books are tributes to the Ally Sloper enterprise, and 
especially to Gilbert Dalziel, the editor credited for so many years on the 
masthead as the magazine’s “founder and conductor.” He had Ally recognize 
the gifted and the great with an Ally Sloper Award of Merit, created to honor 
the second year of the Half Holiday publication. It was given to William 
Gladstone, FOS (Friend of Sloper) in 1885, Winston Churchill, M.P., FOS in 
1904, “because he is a chip off the old block,” and Oscar Wilde, FOS in 1892. 
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Clark gives us straight portraiture of these, pp. 240-241; not pictured were 
other award recipients, W. S. Gilbert, Sir Arthur Sullivan, and John Tenniel.

The social range of Ally’s acquaintance was extraordinary. Witness the 
collection preserved in a special album of Dalziel’s letters to Ross, which 
Clark calls Letters of Gratitude, a “wonderful if skewed” cross-section of 
Victorian society. The gratitude was for having received the Friend of Sloper 
award. I here make a selection. Cultural celebrities figure among a number of 
famous and many not-so-famous, including painters Millais, Alma Tadema, J. 
S. Sargent; theatrical supremes like Richard d’Oyle Carte, Henry and Maude 
Beerbohm Tree, musical and variety artists Mulvey Ouseley, who played 
Sloper himself in Cinderella, telepath Alfred Capper, aeronaut John Morton, 
circus performers Emma de Burgh--Tattooed Lady, a champion swimmer, 
and the “whimsical white-faced clown.” The award was accompanied by a 
gorgeous certificate designed by Baxter, highlighting key moments in the 
life of Ally, from the famous hat he got at his baptism, his childhood attempt 
to rob a blind beggar, his directorship of the United General Whelk Supply 
Association, and rising to his starting in his hoary prime a Bubble Company-
-the Ally Sloper Half Holiday. It all culminates in his spectacular social 
success: enthroned as Imperato and flanked by his hallmark bottle and ever-
present umbrella. 

This priceless collection of letters was offered for sale in 2001 at £6,750 
(= US $9,574) by a prestigious book seller. If the album was actually sold (to 
Clark?), we are not told.

Endnotes

1 All references to Clark, 2021a, with page numbers in parentheses refer to 
Ally Sloper:  His Life and Times.
2 See Simon Grennan, Roger Sabin, and Julian Waite, Marie Duval, Myriad 
Editions, 2018, p. 21. These authors are also responsible for the essential 
Marie Duval Digital Archive, which comprises some 1,400 of her drawings, 
1869-1885, including Queens and Kings.
3 Sabin p. 114 and n. 27, citing my observation of the remark scribbled on the 
UCLA copy. Sir John Gilbert was a painter and illustrator, with much graphic 
reportage in the Illustrated London News. He was addicted to the heroic style 
and historical subjects. Tennyson, who once wrote thanking Gilbert Dalziel 
for his work, would have been more generous.
4 See my review of Grennan, Sabin, and Waite in IJOCA, Dec. 2021, p. 193; 
also passim, Kunzle 1990, p. 358, and Grennan, et al., 2018, p. 58.
5 Kunzle, 2021, p. 411.
6 Victorian Periodicals Review, vol. v.xxv, # 3, Fall 1992, pp. 99-108.
7 See my 1990 book, pp. 10a and 332b, with more details. I also discovered 



527

IJOCA, Fall/Winter 2021

by chance a much earlier venture carrying Ross’ name, the barely known C. 
H. Ross Comic Annual of Folly and Fashion, dated 1870, price sixpence.
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